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During the nineteenth century science fiction was shaped by one dominant conceptual
framework: the ideology of progress and the underlying positivist philosophy. The idea of the
steady improvement of the technology and the perfection of social institutions combined well

with the concept of evolution.

(Steinmiiller, 2003: 340)
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Whatever the case today, classic sf was deeply tied to a vision of the future whose fabric -

the tools, the weapons, the technologies, the means, the armies, the emperors, the flow of
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capital, the wave of culture —could be seen in the mind’s eye. Multi-causal structures of
explanation were almost never engaged upon in an sf story for which the world needed to be

visible.

(Clute, 2003: 66)
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(1) a robot may not injure a human being or, through inaction, allow a human being to
come to harm;

(2) arobot must obey the orders given it by human beings except where such orders would
conflict with the First Law;

(3) arobot must protect its own existence as long as such protection does not conflict with

the First or Second Law.

(Roberts, 2000: 158)
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Cybemnetics, when it appears in classical realistic SF, has the role of adjunct regulator, a

handmaiden. The Asimovian robot is programmed to be subject to idealized human ethics; the



classical ship’s computer is always subject to noble human override.

(Csicsery-Ronay Jr., 1992: 223)
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Critics outside the genre [of science fiction] rarely paid attention to its achievements, and
works such as Brave New World were rarely acknowledged to be sf except by fans. One
such critic, Arthur Koestler, stated outright that ‘Swift’s Gulliver, Huxley’s Brave New

World, Orwell’s Nineteen Eighty-Four are great works of literature because in them the
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oddities of alien worlds serve merely as a background or pretext for a social message. In

other words, they are literature precisely to the extent to which they are not science fiction.’

(Attebery, 2003: 45)
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By the early sixties much of sf had become complacent, recycling with minor modification
a small number of tropes and ideas. The previous decade’s sf had suffered in microcosm
just the sort of preposterous, trashy pseudo-ideas that would blossom as the ‘Age of
Aquarius’ and form the basis of an ever-expanding retreat from Enlightenment science and

values.

(Broderick, 2003: 50)
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[Donald A.] Wollheim also expressed a view that came to prevail among a number of
American critics of New Wave: that this movement was no truly part of the continuum of SF
because of its essential pessimism, its deliberate denial of the technological progress

celebrated by Campbell and his heirs.
(Latham, 2005: 210)
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Technology is something with which we are simultaneously familiar and estranged from;
familiar because it plays so large a part in our life, estranged from because we don’t really
know how it works, or what the boffins are about to invent next.

(Roberts, 2000: 147)
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Cybernetics: Control and Communication in the Animal and the Machine (Cambridge, Massachusetts, 1948)
3 smuiiuduioasuns siuanals lunsi@euiia sunasesvesiudu 1814 ‘An Interview with William
Gibson’ UnduATHel 1w 2133 LuARMINGS (Larry McCaffery)

uvasnu: http://project.cyberpunk.ru/idb/gibson_interview.html [19 Dec 2007]
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Windows has obscured Basic programming: the user can press a button and turn an image
upside down, he can link up with a distant correspondent or obtain the results of
astronomical calculations, but he no longer knows what lies behind all this (and something

does). The user experiences computer technology as if it were magic.

(Eco, 2007: 106)
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(Bruce Sterling, 819041 9An@ fmsnadivd, 2545: 364)
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Cyberpunk stands at the beginning of a new technological revolution, wamning of its dangers,
just as Frankenstein warned about an industrial and scientific revolution out of control. But
cyberpunk shows an entire universe already in a state of advanced disarray and moving
rapidly toward a frightening future where everything is possible and survival becomes

increasingly challenging.

(Kellner, 1995: 302)
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Cyberpunk’s stories about the implosions of organic nature and inorganic technology imagine
processes of denaturalization in which “the human” is literally transformed into the
posthuman (we might consider this a more radical version of “defamiliarization,” the “making
the familiar strange” that is often considered to be the essence of SF’s interactions with “the

real world”).

(Hollinger, 2005: 237)
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Cyberpunk, a term coined by sf writer Bruce Bethke in 1983 [...], most of them picturing a
dense, urban, confusing new world in which most of us will find that we have been
disenfranchised from any real power (hence ‘punk’).

(Clute, 2003: 67)
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By contrast with earlier mainstream science fiction, which commonly implied a utopian
confidence in technological progress, cyberpunk fiction is influenced by the gloomier world

of hard-boiled detective fiction and by film noir thrillers; it foresees a near future in which
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sinister multinational corporations dominate the ‘cyberspace’ (that is, the world
computerized information network) upon which an impoverished metropolitan populace

depends.
(Baldick, 2004: 56)
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It [Cyberpunk] became an ever-expanding term for any slightly edgy artistic or cultural
practice concerned with computers and/or the relationships between technology and the body,

a synonym for “computer hacker,” the name of a role-playing game and even the title of a

Billy Idol album.
(Bould, 2005: 217)
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On the one hand this is a text [Neuromancer] that delights in the ingenious and fascinating
toys its imaginative universe produces; although given the spy/crime genre Gibson is working
in, this delight is expressed chiefly in terms of the damage the technology can do: how
effective the weaponry is, how deadly Molly’s implants are, and so on. But simultaneously the
technology in this imaginative universe is almost always threatening, alienating, a negative

quantity.
(Roberts, 2000: 169)
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Cyberspace The prefix ‘cyber-’ derived originally from ‘cybernetics’, the study of systems

and machines; now it signifies ‘machine- or technology-related or dominated’. Cyberspace
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is the notional space of the internet and virtual reality, a computer-generated environment
into which human beings can enter through a computer or a virtual reality suit. In reality
this ‘space’ is fairly limited, but many science-fiction texts posit a time when cyberspace is

an exciting and dynamic realm of possibilities.

(Roberts, 2000: 187)
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Al present, cyberspace does not consist of one homogeneous space; it is a myriad of rapidly
expanding cyberspaces, each providing a different form of digital interaction and
communication. In general, these spaces can be categorized into those existing within the
technologies of the Internet, those within virtual reality, and conventional
telecommunications such as the phone and the fax, although because there is a rapid

convergence of technologies new hybrid spaces are emerging.

(Dodge and Kitchin, 2001: 1)
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Virtual reality (VR) technologies create visual, interactive computer-generated
environments in which the user can move around in and explore. It currently takes two
forms. First is the totally immersive environment: a user wears head-mounted goggles to
view a stereoscopic virtual world that phenomenogically engulfs him/her. When the user
moves, the virtual world that surrounds him/her is continuously updated by the computer,
providing the illusion that the user is fully immersed in a three-dimensional, interactive
space. Access to this space is currently limited as it requires specific hardware that can be
expensive and cumbersome. The second form is screen-based and allows the user to interact
with a responsive ‘game space’. Both form of virtual reality have three essential attributes:
they are inclusive; they are interactive; and the interaction is in the real time. The aim of
both is to create a sophisticated conceptual space where the experiences are the same as the

real world.
(Dodge and Kitchin, 2001: 5)
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VR aims to surround the human body with an artificial sensorium of sight sound and touch.
VR systems are also truly interactive in the sense that the computer which produces the
simulated environment in which a person is immersed, constantly reconfigures that

environment in response to body movements.

(Featherstone and Burrows, 2000: 6)
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Cyberspace. A consensual hallucination experienced daily by billions of legitimate
operators, in every nation, by children being taught mathematical concepts ... A graphic
representation of data abstracted from the banks of every computer in the human system.

Unthinkable complexity. Lines of light ranged in the nonspace of the mind, clusters and
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constellations of data. Like city lights, receding.
(Gibson, 1984: 51)
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A city of data, a Borgesian library of vast database containing all a culture’s deposited
wealth, where every document is available, every recording playable and every picture
viewable. Once a particular location has been selected, it is possible to zoom in so that one
moves inside the three-dimensional representation of data in order to scan particular areas.

(Featherstone and Burrows, 2000: 6)
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The Neuromancer trilogy gave a local habitation and a name to the disparate spaces of
computer simulations, networks, and hypertext windows that, before Gibson’s intervention,

had been discussed as separate phenomena.

(Hayles, 1999: 36)
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Pattern Recognition (2003) is a realist novel about the future-present. Everything in its
fictional world of technologies and commodities — the hi-speed technologies of travel and
communication, the esoteric and labyrinthine practices of multinational businesses, the virtual
computer-mediated relationships through which much of the action develops — is already a
part of our contemporary technocultural environment. Pattern Recognition dramatizes for us
how the present has already been invaded by the future, has already become the stuff of

science fiction.

(Hollinger, 2005: 246)
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There’s no there, there. They taught that to children, explaining cyberspace. She remembered
a smiling tutor’s lecture in the arcology’s executive créche, images shifting on a screen: pilots
in enormous helmets and clumsy-looking gloves, the neuroelectronically primitive “virtual
world” technology linking them more effectively with their planes, pairs of miniature video
terminals pumping them a computer-generated flood of combat data, the vibrotactile
feedback gloves providing a touch-world of studs and triggers....As the technology evolved,

the helmets shrank, the video terminals atrophied....

(Gibson, 1989: 48)
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“The matrix has its roots in primitive arcade games,” said the voice-over, “in early graphics
programs and military experimentation with cranial jacks.” On the Sony, a two-dimensional
space war faded behind a forest of mathematically generated ferns, demonstrating the special
possibilities of logarithmic spirals; cold blue military footage burned through, lab animals
wired into test systems, helmets feeding into fire control circuits of tanks and war planes.

(Gibson, 1984: 51)
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He [Case] closed his eyes.

Found the ridged face of the power stud.

And in the bloodlit dark behind his eyes, silver phosphenes boiling in from the edge of space,
hypnagogic images jerking past like film compiled from random frames. Symbols, figures,
faces, a blurred, fragmented mandala of visual information.

Please, he prayed, now---

A gray disk, the color of Chiba sky.

Now-—

Disk beginning to rotate, faster, becoming a sphere of paler gray. Expanding—-

And flowed, flowered for him, fluid neon origami trick, the unfolding of his distanceless
home, his country, transparent 3D chessboard extending to infinity. Inner eye opening to the
stepped scarlet pyramid of the Eastern Seaboard Fission Authority burning beyond the green
cubes of Mitsubishi Bank of America, and high and very far away he saw the spiral arms of
military systems, forever beyond his reach.

(Gibson, 1984: 52)
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What this sequence narrates is actually the passage from discontinuous experience to the
glissades of datascape mastery. At first cyberspace is characterized by the chaos of boiling
light and indiscriminate montage (an image cut-out of Burroughs’ novels and screenplays).
Transcendence follows; a zen-like, natural communion designated by references to origami
and flower blossom. But, fluent or turbulent, kinesis distinguishes the interface.

(Bukatman, 2000: 157)

yimuuaglhdumeimlaniensuaawaveuuminginnu landunazuandig
A o 7w i - & 4 O P & 4
viniiesluTanniouendiediugu Msisoaaavesnui luasUITUAY HIBUUINTZNINIIAD
o df = @ a1 5 - =2 U Y a d
Favenvesiuii lugduuuvesmswunsza Uiy (origami) Tee19na12 1dduunIngG
M1 ﬂ 9 - w - [V | - & = = ar
Nisududeafisnvuznienmonmimiloududiesladiesmiialulan oalinsdamsuaz
¥
faisvadoyavesusimdieg Tugtwveuilowiniu nsuaasnmimiouanmiadonsss
[ & =) o a 4 ar e
Sunsiaudiunilsvesumndneneiyan Goaan ngawenn M1 s uludesauga
A o4 & 1 e a d1 a [ " o
wiegunssiuuennniweudefuamsndrm Insazgneisslumonds edrelsnmunis
o = - a a - - = = o ar
fasuedoyaidugunuiios uaasdniwanennufanaziununmsiumingiunnlan

a A & A = o @& o= =) -4 o
nguen ﬂﬂﬁdﬁuiﬂmﬂiﬂ“ﬂ.ﬁ‘iUﬂﬂﬁﬂﬂil'lﬂlﬁﬂﬂ‘lﬂuﬂﬂﬂﬂ'[ﬂ‘Nﬁi'ld‘i’l'lﬂﬂ'm'l'i]u'ﬁ‘l:ﬂ'l‘i

¥
-1

S w q ¥V Y 2 ad ar - g = a
Aaulilfiddeiuiigeyinuuuedtse iguiReiu

The glittering geometric shapes of cyberspace, for example, represent the control of space by
corporations and military systems; these are protected by ICE — Intrusion Countermeasure

Electronics — thus preventing unwanted incursions (the acronym is fictional, the concept is
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surely not). The information is inside/behind the structures of ICE, while the exteriority of

these defence systems operate against any perceived ‘targets or threats’.

(Bukatman, 2000: 160)
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Gibson’s console cowboys are exemplary technophiles whose brand of technicity is cerebrally
cyberpsychic as opposed to materially technic. They are the cybernetic ‘test pilots’ who
operate at the cutting edges of a software continuum. Console cowboys are different from
those hardware technophiles like Automatic Jack who specialize in producing a technological
edge through customized cyberspace hardware and exotic software diagnostics. What makes
the console cowboys different from the classic hardware technophiles is the fact that they

manoeuvre along a related yet different technological continuum.

(Tomas, 2000: 186)
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Gentry was convinced that cyberspace had a Shape, an overall total form. Not that that was
the weirdest idea Slick had ever run across, but Gentry had this obsessive conviction that the
Shape mattered totally. The apprehension of the Shape was Gentry’s grail.

Slick had once stimmed a Net/Knowledge sequence about what shape the universe was; Slick
figured the universe was everything there was, so how could it have a shape? If it had a
shape, then there was something around it for it to have a shape in, wasn’t there? And if that
something was something, then wasn’t that part of the universe too? This was exactly the
kind of thing you didn’t want to get into with Gentry, because Gentry could tie your head in
knots. But slick didn’t think cyberspace was anything like the universe anyway; it was just a
way of representing data. The Fission Authority had always looked like a big red Aztec
pyramid, but it didn’t have to; if the FA wanted it to, they could have it look like anything.
Big companies had copyrights on how their stufT looked. So how could you figure the whole

matrix had a particular shape? And why should it mean anything if it did?
(Gibson, 1989: 75-76)
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Gentry said that the Count was jacked into what amounted to a mother-huge microsoft; he
thought the slab was a single solid lump of biochip. If that was true, the thing’s storage
capacity was virtually infinite; it would’ve been unthinkably expensive to manufacture. It
was, Gentry said, a fairly strange thing for anyone to have built at all, although such things
were rumored to exist and to have their uses, most particularly in the storage of vast amounts
of confidential data. With no link to the global matrix, the data was immune to every kind of
attack via cyberspace. The catch, of course, was that you couldn’t access it via the matrix; it
was dead storage.

“He could have anything in there,” Gentry said, pausing to look down at the unconscious
face. He spun on his heel and began his pacing again. “A world. Worlds. Any number of
personality-constructs...”

“Like he’s living a stim?” Cherry asked. “That why he’s always in REM?”

“No,” Gentry said, “it’s not simstim. It’s completely interactive. And it’s a matter of scale. If
this is aleph-class biosoft, he literally could have anything at all in there. In a sense, he could

have an approximation of everything....”

(Gibson, 1989: 154)
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A square of cyberspace directly in front of him flipped sickeningly and he found himself in a
pale blue graphic that seemed to represent a very spacious apartment, low shapes of furniture
sketched in hair-fine lines of blue neon. A woman stood in front of him, a sort of glowing
cartoon squiggle of a woman, the face a brown smudge. “I’m Slide,” the figure said, hands on
its hips, “Jaylene. You don’t fuck with me. Nobody in L.A.”---she gestured, a window
suddenly snapping into existence behind her-—“fucks with me. You got that?”

“Right,” Bobby said. “What is this? [ mean, if you could sort of explain....” He still couldn’t
move. The “window” showed a blue-gray video view of palm trees and old buildings.

“How do you mean?”
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“This sort of drawing. And you. And that old picture ...”
“Hey, man, I paid a designer an arm and a leg to punch this up for me. This is my space, my
construct. This is L.A., boy. People here don’t do anything without jacking. This is where |

entertain!”

(Gibson, 1987: 212)
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He [Bobby] lay on his face on something rough. Opened his eyes. A walk made of round
stones, wet with rain. He scrambled up, reeling, and saw the hazy panorama of a strange city,
with the sea beyond it. Spires there, a sort of church, mad ribs and spirals of dressed stone ...
He turned and saw a huge lizard slithering down an incline, toward him, its jaws wide. He
blinked. The lizard’s teeth were green-stained ceramic, a slow drool of water lapping over its
blue mosaic china lip. The thing was a fountain, its flanks plastered with thousands of
fragments of shattered china. He spun around, crazy with the nearness of her [Jackie] death.
Ice, ice, and a part of him knew then exactly how close he’d really come, in his mother’s
living room.

There were weird curving benched, covered with the same giddy patchwork of broke china,

and trees, grass ... A park.
[...]

“What is this? Where am 17"

“Giiell Park, after a fashion. Barcelona, if you like.”
(Gibson, 1987: 230)
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