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Abstract: 
 
Critical consensus in science fiction studies has identified the sf ‘New Wave’ as the crux of the 

genre and New Worlds magazine in the 1960s as its instigator. However, to date, only one full 

length book has been published on the subject in 1983. My thesis conducts an in-depth analysis 

of New Worlds, which I then set within a rich cultural context. To understand the huge influence 

of New Worlds on sf (and beyond) I examine how the formal innovation published in the 

magazine intersected, mirrored, and clashed with dominant and emerging social and cultural 

forms.  

 

The material analysis and its cultural contextualisation demands a mixed methodology. The texts 

and paratexts of New Worlds are read using the tools developed within magazine studies, and 

these readings are then placed within an extensive and varied context using the flexible methods 

of cultural history. 

 

I argue that the magazine developed a meta-formal aesthetic that sought to reflect upon and 

intervene in the shifting social and cultural forms of the decade in which it was produced. I 

pursue this meta-formal aesthetic in relation to various forms of magazine content and socio-

cultural realities including: reader surveys and bureaucracy; shared characters and cybernetics; 

advertising and consumer capitalism; and design and illustration with avant-garde art. What 

emerges from this approach is a picture of an innovative community of cultural producers, 

interacting with each other through the pages and issues of a magazine in order to explore ‘The 

Nature of the Catastrophe’ (a shared slogan of the group) that was the 1960s. I end by suggesting 

the further application of my mixed methodology to sf magazines in general and in particular to 

sf adjacent publications (IT, Omni, Playboy) which would show the complex feedback between the 

iterative medium of the magazine with the technologically saturated socio-cultural forms of 

twentieth-century modernity.  
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Chapter	1 	

The	Nature	of	the	Catastrophe:	An	Introduction	
 

New	Worlds	and	the	New	Wave	
 

Sometime between 1964 and 1970, in the pages of New Worlds magazine under the editorship 

of Michael Moorcock, the genre of sf (science fiction)1 changed radically and changed forever. At 

the same time, the magazine produced some of the boldest aesthetic experiments of the post-war 

period. 

 

From stories told almost entirely in the form of two-dimensional diagrams, to narratives 

consisting of thirty-six discrete paragraphs to be read in multiple combinations; from a review of 

the music of John Cage relayed entirely in a series of questions, to articles on popular culture in 

comic-strip format; from running condensed narratives in the place, and taking the form, of 

advertisements, to a cartoon made entirely from Letraset commercial transfers and collaged 

adverts: New Worlds consistently pushed the boundaries and explored the potential of the 

magazine form.2 Though undoubtedly among the most pyrotechnic examples of New Worlds’ 

innovation, these are by no means isolated. Especially after the magazine’s 1967 shift from A5 

digest to A4 glossy, visual/textual experiments appeared in almost every issue. These wild 

experiments were not simply brazen displays, but part of a vortex of talent, flowering in the mid 

to late 1960s, that found in the magazine a platform for participation in a larger challenge 

occurring in the decade against sedimented forms of all kinds: political, social, and cultural. 

 

New Worlds magazine during this period has been established as the birthplace of sf’s New 

Wave—a descriptive term for a tendency, among various groups of sf writers in the 1960s and 

 
1 I use the acronym ‘sf’ to refer to the genre of science fiction throughout this thesis. This is both in keeping with its 
preferred use as a convention in the field of science fiction studies but also in keeping with the writers and editors of 
New Worlds themselves, who saw in these two initials a wider leeway of definition than was possible or permissible 
within the rigid boundaries that had come to coalesce around ‘science fiction’ as a term. 
2 The titles and authors of the examples given are as follows: The two-dimensional model story is ‘Circularisation’ by 
Michael Butterworth (Butterworth, ‘Circularisation’, New Worlds, July 1969, pp. 46–49); the proto choose-your-own-
adventure narrative is ‘Alien Territory’ by John T. Sladek. (Sladek, ‘Alien Territory’, New Worlds, September 1969, 
pp. 24–25); the review of John Cage in questions is by Langdon Jones (Jones, ‘A Review of “Silence” by John Cage’, 
New Worlds, January 1969, pp. 54–56); the first of two articles on popular culture in comic-strip format was a 
collaboration between Charles Platt and Michael Moorcock (Moorcock and Platt, ‘Barbarella and the Anxious 
Frenchman’, New Worlds, February 1968, pp. 13–25), while the second was by Platt alone (Platt, ‘Fun Palace, Not a 
Freakout’, New Worlds, March 1968, pp. 31–56.); the advert narrative pieces were by J. G. Ballard and three were run 
in the magazine in 1967/1968; the Letraset/advert cartoon was by John T. Sladek and was called ‘Plastitutes’ 
(Sladek, ‘Plastitutes’, New Worlds, July 1968, pp. 35–37). 
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1970s, toward the integration of experimental techniques and new subject matter into the genre, 

as well as a move away from the hard physical sciences and toward the softer sciences of 

sociology and psychology.3 The place of New Worlds in the study of sf has been bolstered in 

recent years by the acknowledgement of the central importance of the New Wave to the 

formation of the discipline itself. Increasingly, the New Wave is seen as the origin and the 

necessary focus of science fiction studies in the academy,4 as demonstrated by The Cambridge 

History of Science Fiction (2019), which divides its study of the genre into ‘Before the New Wave’, 

‘The New Wave’ and ‘After the New Wave’, in recognition of the New Wave ‘as a turning point 

in the genre’s development and history.’5  

 

However, ‘the Wave’, as it developed in the pages of New Worlds, was not solely directed 

toward the shores of sf, but also toward those of the wider artistic and literary sphere, from 

which it derived much energy and inspiration. Though nominally a sf magazine, New Worlds was 

also deeply involved in a much wider set of artistic and literary experiments in the 1960s, a time 

characterised by the persistent cross-pollination of media to produce new and exciting chimerical 

forms. A flick through 1960s issues of New Worlds reveals artwork by the British Pop Artists 

Eduardo Paolozzi, Richard Hamilton, and Peter Philips, and stories by the British experimental 

novelist Alan Burns and the American postmodernist author Thomas Pynchon.6 A glance at the 

adverts shows the magazine’s connections with British avant-garde novelists such as B. S. 

 
3 The citing of New Worlds as the birthplace of the New Wave has become an academic orthodoxy. For Rob Latham, 
the foremost scholar of the New Wave, ‘the trigger that ignited’ the New Wave, was the transfer of the editorship of 
New Worlds to Michael Moorcock in 1964. (Rob Latham, ‘The New Wave’, in A Companion to Science Fiction, ed. by 
David Seed (Oxford: Blackwell, 2005), pp. 202–16 (p. 205).) Adam Roberts writes that the New Wave ‘was initially 
associated with the London magazine New Worlds’. (Adam Roberts, The History of Science Fiction (New York; 
Basingstoke: Palgrave Macmillan, 2005), p. 231.) Mike Ashley calls New Worlds the ‘site of […] the New Wave 
revolution’. (Mike Ashley, Transformations: the Story of the Science-Fiction Magazines From 1950 to 1970 (Liverpool: 
Liverpool University Press, 2005), p. 234.) Brooks Landon sees New Worlds ‘as the showplace for New Wave 
Fiction.’ (Brooks Landon, Science Fiction After 1900: From Steam Man to the Stars (London; New York: Routledge, 2002 
[1995]), p. 29.) Edward James dates the beginning of the New Wave to Michael Moorcock’s first editorial for the 
magazine (a guest editorial in 1963), which ‘effectively announced the onset of the New Wave.’ (Edward James, 
Science Fiction in the Twentieth Century (Oxford: Oxford University Press, 1994), p. 167.) 
4 Eric Carl Link and Gerry Canavan have noted that ‘science fiction studies, as an academic discipline, itself begins 
during the New Wave, and remains strongly informed by New Wave concerns.’ (Eric Carl Link and Gerry Canavan, 
‘On Not Defining Science Fiction: An Introduction’, in The Cambridge History of Science Fiction, ed. by Gerry Canavan 
and Eric Carl Link, (Cambridge: Cambridge University Press, 2019), pp. 1–9 (p. 9).) Roger Luckhurst has pointed 
out that science fiction studies ‘might itself be regarded as a New Wave product.’ (Roger Luckhurst, Science Fiction: A 
Cultural History (Cambridge: Polity Press, 2005), p. 165.) Luckhurst cites the founding of sf academic journals such as 
Science Fiction Studies in 1973 by Fredric Jameson and Darko Suvin, and Foundation in 1971, one of whose founding 
members was New Wave writer Christopher Priest. I would add the importance of the Encyclopedia of Science Fiction 
(1979), produced to a large extent by New Worlds writer and reviewer John Clute. 
5 Link and Canavan, ‘On Not Defining Science Fiction’, p. 9. 
6 The covers by Paolozzi, Philips, and Hamilton graced the front of three consecutive issues in 1967 (issues 174, 
175, and 176 respectively). The story by Alan Burns was an excerpt of his novel Babel. Alan Burns, ‘Babel’, New 
Worlds, June 1969, pp. 24–27. Thomas Pynchon’s short story was ‘Entropy’. Thomas Pynchon, ‘Entropy’, New 
Worlds, February 1969, pp. 50–56. 
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Johnson, Ann Quin, and Eva Figes, who promoted their ‘Writers Reading’ events in New Worlds, 

while an advert for ‘The Defence of Literature and the Arts Fund’ placed by John Calder, the 

publisher responsible for introducing much of the American and European literary avant-garde 

to the UK, places the magazine within an international network of cutting-edge literary 

experimentation.7 Editorials tended to rubbish sf writers such as Robert Heinlein, Isaac Asimov, 

and James Blish, while promoting new or recently translated work by continental and American 

experimental authors, including William S. Burroughs, Jorge Luis Borges, Alfred Jarry, Boris 

Vian, Donald Barthelme, and Jerzy Kosinski. 

 

This heady melange of experimental art and literature can help us understand some of the 

most influential and experimental products of the New Worlds New Wave period. Pamela 

Zoline’s landmark short story ‘The Heat Death of the Universe’ (1967) is almost unthinkable 

without the resurgence of interest in collage as a medium in the 1960s.8 J. G. Ballard’s 

‘condensed novels’, published together as The Atrocity Exhibition (1970), were influenced by 

Borges’s own experiments with condensed narratives, which were only made available in English 

from 1962. Brian W. Aldiss’s story ‘Report on Probability A’ (1967) is an attempt to import the 

techniques of the nouveau roman into sf, in both its style and its substance. 

 

 This was not a one-way process: New Worlds was itself hugely influential on the development 

of literary experiments in the 1960s and 1970s. William S. Burroughs, for instance, read the 

magazine,9 and used excerpts and ideas from Barrington J. Bayley’s ‘The Star Virus’, published in 

New Worlds in 1964, in the revised edition of his (Burroughs’s) novel The Ticket That Exploded 

(1962, revised 1967).10 Angela Carter, on reading issues of New Worlds, ‘realised it was possible to 

scrap almost everything I found oppressive about [the mainstream] apparatus of fiction’, a 

realisation that would signal a shift in her writing towards the fantastic.11 Ballard, one of the key 

figures to be published in New Worlds during this period, opined that ‘New Worlds was not just the 

most exciting SF magazine in the world […], it was one of the most exciting magazines of any 

 
7 The adverts for the ‘Writers Reading’ events were run in New Worlds 194 and 195 in September and November 
1969. The advert for ‘The Defence of Literature and the Arts Fund’ appeared in issue 179, February 1968. John 
Calder, himself, placed a brace of stories with the magazine, and New Worlds promoted his campaign to reverse the 
banning of The Last Exit to Brooklyn by Hubert Selby Jr, for obscenity in 1966. (Michael Moorcock, ‘Lead In’, New 
Worlds, July 1968, pp. 2–3 (p. 3).) 
8 For more on the influence of contemporary art more broadly on New Worlds, see Chapter 5. 
9 Anonymous, ‘The Hallucinatory Operators Are Real’, ed. by Harry Harrison and Brian W Aldiss, SF Horizons, 
December 1965, pp. 3–12 (p. 4). 
10 William S Burroughs, The Ticket That Exploded: The Restored Text (London: Penguin, 2014 [1962/1967]), p. 177 
11 Edmund Gordon, The Invention of Angela Carter: A Biography (Oxford: Oxford University Press, 2016), p. 118. 
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kind in this country’.12 

 

In the field of science fiction studies, New Worlds has mostly been mined for material, 

whether it be for canonical New Wave texts such as Zoline’s ‘Heat Death’, Samuel R. Delany’s 

‘Time Considered as a Helix of Semi-Precious Stones’, or Ballard’s condensed novels; or for the 

fierce editorials by Moorcock foretelling radical change. This ‘mined’ material is typically then 

decontextualised and made to serve a particular purpose, namely to argue that the New Wave 

resulted in a revitalisation of sf in both content and technique.13 This shift is often explained as a 

generational change, in line with generational conflict that is perceived to have taken place during 

the 1960s.14 As a formulation, this has never really made much sense. Though many young 

writers flocked to New Worlds (including a teenage Terry Pratchett), its two stars, Aldiss and 

Ballard, had been publishing in sf magazines for almost a decade before Moorcock became 

editor. In the US, the two most influential figures in the New Wave, Judith Merril, who edited 

the 1968 anthology England Swings SF and tirelessly promoted New Wave writers, and Damon 

Knight, the editor of the New Wave anthology Orbit, both came of age in the 1940s. The 

generational model, however, is convenient as a marker of historical ‘progress’ in the genre of sf, 

allowing New Worlds and the New Wave to be co-opted into a diachronic succession of sf 

 
12 J G Ballard, David Pringle and James Goddard, ‘An Interview with J G Ballard’, Vector 73/74, March 1976, 28–49 
(p. 43). 
13 Brooks Landon writes that the New Wave ‘resulted in huge changes’ in sf. (Landon, Science Fiction After 1900, p. 
150.) Adam Roberts reads the New Wave as a shift from an emphasis in sf on ’content and “ideas”’ to ‘form, style, 
or aesthetics’. (Roberts, The History of Science Fiction, p. 231.) For Christopher Priest the New Wave was ‘the first new 
approach to style and content since the creation of the science fiction category in 1926.’ (Christopher Priest, ‘New 
Wave’, in Encyclopedia of Science Fiction, ed. by Robert Holdstock (London: Octopus Books, 1978), pp. 162–73 (p. 
215).) Luckhurst writes that ‘while Moorcock’s revolution was not realized, the New Wave changed the course of 
genre history.’ (Luckhurst, Science Fiction, p. 143.) 
14 Edward James suggests that the New Wave was ‘in part a generational change.’ (James, Science Fiction in the 
Twentieth Century, p. 167.) Colin Greenland contextualises the New Worlds New Wave within ‘the notion of a 
‘generational gap’ of historical, social and cultural discontinuity between parents and children since the Second 
World War’, (Colin Greenland, The Entropy Exhibition: Michael Moorcock and the British 'New Wave' in Science Fiction 
(London: Routledge & Kegan Paul, 1983), p. 3.) though he noted that New Worlds’ authors ‘remained skeptical about 
other ‘revolutionary’ novelties of the period.’ (Greenland, p. ix.) Damien Broderick similarly contextualises the New 
Wave within the generational divide opened up by the Second World War.’ (Damien Broderick, ‘New Wave and 
Backwash: 1960-1980’, in The Cambridge Companion to Science Fiction, ed. by Farah Mendlesohn and Edward James, 
(Cambridge: Cambridge University Press, 2003), pp. 48–63 (p. 49).) Roger Luckhurst notes that ‘in SF histories, the 
1960s are also regarded as an era of generational dissent, crisis and rebellion.’ (Luckhurst, Science Fiction, p. 141.) Rob 
Latham, though suggesting that the New Wave ‘marked a generational split’, (Latham, ‘The New Wave, p. 207) has 
warned elsewhere that generational narratives result in ‘effectively “disappearing” some of the pioneering trends in 
1950s sf’. (Rob Latham, ‘Sextrapolation in New Wave Science Fiction’, Science Fiction Studies, 33.2 (2006), 251–74 (p. 
252).) Moorcock’s editorials tended to encourage this reading. He suggested that ‘part of the trouble could be that 
the young writer studies the work of a past generation and concludes that this is how to write a story. It was; it isn’t 
now.’ (Michael Moorcock, ‘Symbols for the Sixties’, New Worlds, March 1965, pp. 2–3 & 25 (p. 3).) Later he critiqued 
the generational model of change put forward by Christopher Booker in The Neophiliacs (1969) by approvingly 
quoting Harold Rosenberg’s assertion, in Tradition of the New (1960), that ‘except as a primitive means of telling time, 
generations are not a serious category.’ (Michael Moorcock, ‘No New Is Good New’, New Worlds, December 1969, 
pp. 30–32 (p. 32).) 
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periods, set within a shallow historicisation.  

 

Of those authors that have looked deeply at New Worlds as a central object of study, no one 

as yet has analysed the magazine and all of its different features as a whole. Colin Greenland’s 

excellent book, The Entropy Exhibition (1983), in which he does much of the groundwork on 

which subsequent scholars have heavily relied, limits its scope to the textual contents and 

consequently misses the visual experimentation, arguably the most innovative aspect of the 

magazine. David Brittain’s Eduardo Paolozzi at New Worlds (2013) does much to redress this 

imbalance, as he looks in detail at the visual elements of the magazine and the influence of the 

visual arts upon it. However, where Greenland is strong, Brittain is less so, offering little close 

reading of the textual complexities of New Worlds. Finally, there is Rob Latham, who, in his many 

essays on sf’s New Wave, has thoroughly examined many different aspects of the phenomenon, 

including the thematics of sexuality, ecology, and imperialism, as well as making detailed analyses 

of New Worlds’ innovative visual culture and relationship to the fan community.15 While Latham’s 

work does touch on many of the concerns of my thesis, it tends to disaggregate the visual and 

textual aspects of the magazine which it is my aim to reunite in the present study. 

 

Any attempt to gain a full understanding of the magazine and the New Wave that it spawned 

must firstly situate the major texts and editorials in the context of the reviews, advertising, and 

articles among which they appeared. The rich materiality of this wider and more inclusive focus 

reveals the commercial impetus of the magazine, its literary and artistic influences, and the 

scientific ideas in circulation. Secondly, the texts must not be considered in isolation but together 

with the illustrative and visual content, revealing the vast interplay between the techniques of the 

literary and artistic spheres of the era, and, increasingly, the blurring between the two. Finally, 

analyses of the magazine must not separately concentrate on single authors, denuded of social 

and material culture, but should trace the web of reaction and interaction between cultural 

producers across the iterative magazine form, describing the network of innovative production 

that developed in conversation between these authors, artists, and editors. Considering the 

magazine as a material and serial document unfolding over time, my thesis follows this 

 
15 Rob Latham examines ecology and imperialism in New Wave texts in ‘Biotic Invasions: Ecological Imperialism in 
New Wave Science Fiction,’ in The Yearbook of English Studies, 37.2 (2007), 103–19 and sexuality in ‘Sextrapolation in 
New Wave Science Fiction’, published in Science Fiction Studies, 33.2 (2006), 251–74. Latham’s essay on New Worlds, 
and its relationship to fanzines is called ‘New Worlds and the New Wave Fandom: Fan Culture and the Reshaping of 
Science Fiction in the Sixties’, published in Vector, 242 (2005), 4–12 and his work on the visual cultures of the 
magazine is ‘Assassination Weapons: The Visual Culture of New Wave Science Fiction’ published in Cutting Across 
Media: Appropriation Art, Interventionist Collage, and Copyright ed. Kembrew McLeod and Rudolf Kuenzli (Durham : 
Duke University Press, 2010), pp. 276–89. 
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crisscrossing weave of texts and paratexts; written and visual forms of content; authors, artists, 

and community, to realise a complex and overdetermined picture of a vital historical and cultural 

entity. The strands of the New Worlds web are then traced outward into the wider cultural context 

of its production, not as a set of ‘crude homologies’16 between a clichéd image of the 1960s and 

the content of its texts but in a more nuanced and attentive way, by setting New Worlds’ 

experiments with the material body of the magazine within the context of other developments of 

the decade in the areas of art, science, and literature.  

 

At the heart of the thesis is a claim that in the years between 1964 and 1970, the magazine 

developed a meta-formal aesthetic which constituted a formal challenge to the cultural 

dominants in the spheres of both sf and ‘mainstream’ fiction. Further, that this formal challenge 

to literary normativity was also, by implication, a challenge to the social norms of the era. My 

understanding of the clashing of social and cultural forms is influenced by the positing of the 

‘return to form’ as a focal point for analysis in literary studies, especially as embodied in the 

works of the Victorian Studies scholar Caroline Levine, who has called for a ‘strategic formalism’ 

that would read ‘historically specific collisions among generalising political, cultural, and social 

forms.’17 In the chapters that follow I analyse specific, material forms of magazine content such 

as surveys, adverts, shared characters, and art and design within the context of wider cultural and 

social forms of the post-war period, including bureaucracy, cybernetics, consumer society, and 

1960s contemporary visual art. What emerges is a kind of meta-formalism, a conscious 

manipulation of the magazine form as a technology with which to challenge the cultural and 

social hegemonies of the 1960s. This reflexive conceptualisation of form would have been 

relatively straightforward to those at New Worlds in a decade in which Marshal McLuhan’s dictum 

‘the medium is the message’ became a mantra. Moorcock wrote in 1967 that the changes to the 

magazine that he was then enacting reflected ‘the changing mood of society at large’, and that the 

‘revolutionary spirit’ of the social was ‘given a voice through the medium of New Worlds.’18 If 

new social forms were overturning the status quo, then new cultural forms were needed to 

reflect them. 

 

Such an approach necessarily distances itself from what Thomas M. Disch, a leading New 

 
16 Luckhurst, Science Fiction, p. 142. 
17 Caroline Levine, ‘Strategic Formalism: Toward a New Method in Cultural Studies’, Victorian Studies, 48.4 (2006), 
625–57 (p. 623). 
18 Michael Moorcock, ‘The New Fiction’, Speculation, Autumn 1967, pp. 7–11 (pp. 7–8).  
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Worlds writer, has called the ‘troika’ of ‘sex, drugs, and rock ‘n’ roll’,19 that has come to dominate 

our vision of the 1960s and the New Wave. It is not that changes of attitude toward sex, 

substances, and popular music did not take place, nor that these were not central to the new 

images that found their way into sf’s New Wave. However, an overemphasis on content and 

style have tended to obscure the formal innovations that were at the centre of the aesthetic and 

political experiments of the decade, which did so much to challenge the stable institutions that 

dominated Western society, such as hierarchical political formations, the nuclear family, and the 

linear narrative form, both in history and in the novel. In fact, it might be more accurate to view 

these clichéd (‘troika’) contents as themselves radical formal challenges to the sedimentation of 

normativity. I am influenced here by Susan Sontag’s description of pornography, in ‘The 

Pornographic Imagination’ (1969), as the literature of ‘extreme forms of consciousness.’20 Rather 

than understanding it as a stylised representation of sexual activity alone, Sontag saw 

pornography as part of a set of genres, including sf, that undermined the ideology of realism, 

with its alliance to the status quo, instead putting forward new and oppositional modes of 

subjectivity. The extreme states of madness, drug-induced experience, pornography, and the 

aggressive volume of rock music can then be read not simply as surface affectations, but as 

formal challenges to the dominant and oppressive norms of sexuality, of consciousness, and of 

social relations.  

 

A	Note	on	‘Form’	
 

Throughout the thesis I use the word ‘form’ to cover a number of materials and objects of 

study. As Angela Leighton has noted the word ‘form makes mischief and keeps its signification 

moveable’21 Protean, slippery and prone to erupting into puns and wordplay, the term means 

different things in different historical and disciplinary contexts. The very malleability of ‘form’ 

has made it a particularly useful tool for my thesis, allowing me to bring specific texts into 

conversation with wider cultural practices, ideologies, systems of knowledge, and social 

formations which might otherwise be kept apart. Nebulous as it may be, I have nonetheless 

attempted to use the term with accuracy. I give the name ‘magazine form’ to the historical 

medium of the magazine (as opposed to the ‘newspaper form’, the ‘radio form’, the ‘comic book 

 
19 Thomas M Disch, The Dreams Our Stuff Is Made Of: How Science Fiction Conquered the World (New York: The Free 
Press, 1998), p. 108. 
20 Susan Sontag, ‘The Pornographic Imagination’, in Styles of Radical Will (New York: Farrar, Straus and Giroux, 
1969), pp. 35–73 (p. 46). 
21 Angela Leighton, On Form: Poetry, Aestheticism, and the Legacy of a Word (Oxford: Oxford University Press, 2007), p. 
3. 
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form’, etc.); I use the term ‘forms of magazine content’ to describe those items such as editorials, 

illustrations, reviews, advertising, articles, reader surveys, and short stories that comprise the 

‘featured content’ of the ‘magazine form’. I often use the term ‘forms of magazine content’ 

interchangeably with the term ‘paratextual material’, though this necessarily privileges the ‘text’ 

from its surrounding and secondary material of the ‘paratext’, a hierarchy which I am anxious to 

dismantle in analyses. I apply variations of the term ‘social and cultural forms’ to various objects 

within the social and cultural sphere, including ‘cultural forms’ (such as the magazine form), 

‘social formations’ (such as capitalism, bureaucracy, consumer society), ‘forms of knowledge’ 

(cybernetics, economics, psychology), and ‘forms of identity’ (gender, class, race, sexuality). My 

aim is to set these various forms, of the magazine, of the magazine contents, and of the social 

and cultural sphere, into contention with each other; not as a hierarchy, but as a set of clashing 

entities that produced the historical reality of New Worlds magazine. 

 

In the rest of the chapter, I first give an example of the cycle of interaction and influence in 

New Worlds through an analysis of the quotation in the title of this thesis. I then briefly outline 

my methodology (combining techniques drawn from the fields of cultural history and magazine 

studies). The first chapter concludes with a longer section in which I examine the cultural 

context of New Worlds in the 1960s, arguing that the magazine engaged with ‘the new sensibility’, 

an aesthetic mode that developed in the decade in response to the technological changes in the 

post-war period and its effects on subjectivity.  

 

What	is	the	Exact	Nature	of	the	Catastrophe?	
 

The writers, artists, and editors of New Worlds had wildly different concerns, styles, and aims. 

It seems, from some angles, that these disparate actors shared only their place of publication. 

And yet, if there was one thing that brought the various contributors and editors together, and 

eventually the readership, it was a deep commitment to attempting to understand modernity, in 

all its complexities and upheavals, on its own terms. War, colonialism, technological 

development, the counter-culture; the new sciences of machine and humanity, such as 

cybernetics, sociology, and psychology—all of these violent changes and phenomena demanded 

new methods of representation in response. Neither classic sf’s projection into the future of a 

techno-utopianism devoid of difference, nor ‘mainstream’ literature’s reliance upon the weight of 

past traditions, unchanging and ossified, were adequate to capture these new realities.  
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‘What is the Exact Nature of the Catastrophe?’, a text stencilled in bold on the cover of one 

of the issues of the magazine in July 1968 (fig. 1.1), comes about as close as possible to 

formulating a shared research question which guided the magazine and its many contributors. 

The 1960s was experienced and theorised as a time of catastrophe. The psychologist R. D. Laing 

wrote in 1967 that ‘we are living in an age in which the ground is shifting and foundations are 

shaking’,22 while the psychoanalyst Carl Jung, in his last written work before his death in 1961 

(published 1964), spoke of ‘these times of social upheaval and rapid change.’23 In the same year 

that Jung’s final work was published, the prophet of the media age Marshal McLuhan described 

how, ‘after three thousand years of explosion, by means of fragmentary and mechanical 

technology, the Western world is imploding’,24 and the sociologist of technology Lewis Mumford 

wrote in 1966 that ‘never since the Pyramid Age have such vast physical changes been 

consummated in so short a time.’25 In the UK, Christopher Booker, writing at the end of the 

1960s, suggested that people in Britain were conscious that they had been ‘through some kind of 

enormous and shattering experience.’26 The increasingly rapid sophistication of technology in 

that decade, and its effects on human consciousness, led Alvin Toffler to come up with the term 

‘future shock’ in 1965, to diagnose ‘the shattering stress and disorientation that we induce in 

individuals by subjecting them to too much change in too short a time.’27 

 

 
22 R D Laing, The Politics of Experience and the Bird of Paradise (London: Penguin, 1990 [1967]), p. 108. 
23 Carl Gustav Jung, ‘Approaching the Unconscious’, in Man and His Symbols, ed. by Carl Gustav Jung (London; New 
York: Doubleday, 1964), pp. 18–103 (p. 58). 
24 Marshall McLuhan, Understanding Media: The Extensions of Man (London; New York: Routledge, 2001 [1964]), p. 3. 
25 Lewis Mumford, The Myth of the Machine, Vol. 1: Technics and Human Development (London: Secker & Warburg, 
1966), p. 3. 
26 Christopher Booker, The Neophiliacs: A Study of the Revolution in English Life in the Fifties and Sixties (London: Collins, 
1969), p. 12. 
27 Alvin Toffler, Future Shock (London; Sydney; Toronto: The Bodley Head, 1970), p. 4. 
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Figure 1.1 Cover of New Worlds, No. 182, July 1968, by Steven Dwoskin 

 
Though many of the investigations into the nature of catastrophe were pessimistic, not all 

were. For example, McLuhan’s dramatic pronouncement that the world was imploding after a 

period of explosion was, supposedly, merely a qualitative observation. In mathematics, from the 

late 1960s onwards, ‘Catastrophe Theory’ pioneered in France by René Thom was developed as 

a tool to model sudden shifts in the form of objects due to small environmental changes.28 The 

meaning of ‘catastrophe’ might better be related to its etymological meaning of “overturning”—

history and events might appear apocalyptic, but at the same time these ruptures were seen as an 

opening up of the social sphere to possibility and change. Aldiss noted, in a correspondence with 

Colin Greenland, that writers at New Worlds ‘delighted in the thought of catastrophe being upon 

them; it “turned them on” […] If they were vague about the catastrophe and its nature … it was 

 
28 René Thom published his work on ‘Catastrophe Theory’ in 1972 in a book called Structural Stability and 
Morphogenesis: An Outline of a General Theory of Models (Reading, MA: W. A. Benjamin INC., 1975 [1972]). A dense 
work, that moves from mathematics and biology, to language and art, Structural Stability and Morphogenesis, essentially 
attempted to describe unpredictable changes of form that could not be accounted for by classic mathematics or 
physics. Instead, Thom proposed a series of ‘catastrophe sets’ operating within local situations that could explain 
change via discontinuity between forms. 
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because they welcomed catastrophe.’29 Though Aldiss distanced himself from this position, it 

suggests a complex relationship to the upheaval and radical violent change that characterised the 

1960s. For the collapse of, or resistance to, old orders necessarily produced the possibility of 

new ones, more egalitarian, humane, and free.  

 

The violence of its imagery, its obsession with decline and decay, as well as its stylistic 

ambiguity have conspired to ensure that New Worlds is often viewed as a magazine that produced 

dystopian or pessimistic visions of the present and future.30 In particular, the emblematic 

metaphor of the concept of entropy, that is, the measure of disorder in a closed system, has 

come to be seen to define New Worlds: society is shown either in continual decline or sterile 

sameness.31 Perhaps surprisingly, then, Thomas M. Disch has written that ‘utopias proliferated 

[…] particularly among writers associated with the New Wave and the London-based magazine 

that published their earliest, signature work, New Worlds’.32 However, it must be remembered that 

decline and possibility are dialectically related; decline is produced by resistance, and decay for 

the powerful is possibility for those without. Ambiguity, the hallmark tendency of New Worlds 

writing, might also be read as a utopian impulse, in that it recognises the existence of multiple 

meanings at the level of language and imagery. Rather than supporting stable meanings by 

positioning words and imagery within determining sentence structures, ambiguity recognises 

what Ernst Bloch, in his epic study of Utopia, The Principle of Hope (1954-1959), termed the ‘Not-

Yet-Become’ within language held within the present moment.33  

 

‘Entropy’ itself is an ambiguous term, which has tended to be wed metaphorically to Western 

narratives of decline. Rudolf Arnheim, in his essay Entropy and Art (1971), pointed out that the 

dominant understanding of entropy is, in fact, misleading. Disorder, Arnheim suggests, should 

 
29 Quoted in Greenland, p. 83. 
30 A number of writers in The Cambridge History of Science Fiction (2019) have argued that the New Wave was 
dominated by pessimism and dystopian narratives. Rebecca Evans argues that the New Wave’s ‘orientation was 
toward dystopia.’ (Rebecca Evans, ‘New Wave Science Fiction and the Dawn of the Environmental Movement’, in 
The Cambridge History of Science Fiction, ed. by Gerry Canavan and Eric Carl Link (Cambridge: Cambridge University 
Press, 2019), pp. 434–46 (p. 434).) Greg Conley notes ‘the trend of pessimistic criticism’ in the major works of the 
New Wave. (Greg Conley, ‘Stagflation, New Wave, and the Death of the Future’, pp. 447–59 (p. 449).) Sherryl Vint, 
in Science Fiction: A Guide for the Perplexed sees New Wave writers ‘providing dystopian views of technological 
saturated societies.’ (Science Fiction: A Guide for the Perplexed (London: Bloomsbury, 2014), p. 76). 
31 Colin Greenland first argued that entropy was the key metaphor of New Worlds. Greenland, The Entropy Exhibition, 
p. 192. Strangely enough, though contributing much to its rhetoric in New Worlds, Moorcock has written that he 
created his fictional ‘multiverse’ (all Moorcock’s stories are linked via the existence of infinite related universes), out 
of discomfort over the concept of entropy. (Michael Moorcock, The Whispering Swarm (London: Gollancz, 2015), p. 
356.) 
32 Disch, The Dreams Our Stuff Is Made Of, p. 105. 
33 Ernst Bloch, The Principle of Hope: Volume 1 (London: Basil Blackwell, 1986 [1954]), p. 6. 
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not be considered as the absence of all order, but as the clashing of different orders to produce 

new ones.34 The model, then, is not that of order wearing down into disorder, but of the 

molecular grinding of various orders into a new form. As a metaphor for the cultural sphere, 

such a model of entropy approaches Homi K. Bhabha’s formulation of culture as being 

produced at the intersection of cultural groups, rather than residing in the various cultural groups 

themselves.35 New Worlds might then be seen as a platform that hosted the clashing of different 

aesthetic modes, forms, and discourses, to produce new formulations, just as the clashing of 

political formations and subjectivities of the 1960s opened up new possibilities.  

 

To follow this utopian strand in New Worlds through the forest of dark and pessimistic 

imagery, committed to seeing possibility within the catastrophe, demands a flexible reading 

method that is attuned to the transformative and hopeful impulses of many of the artists and 

editors who contributed to the magazine. In this, I follow Fredric Jameson’s long-standing 

project to uncover the ‘utopian impulse’ within the sf texts collected together in his Archaeologies 

of the Future (2005). I am also inspired by more recent attempts to read hope into texts that have 

not always been considered as utopian, such as Caroline Edwards’ Utopia and the Contemporary 

British Novel (2019), and Cruising Utopia (2009) by José Esteban Muñoz. Based on her engagement 

with Ernst Bloch, Edwards develops new critical and analytical methods to produce tools to 

‘excavate the hidden utopian content, within the narratives that do not generally appear to be 

utopian at first glance.’36 Muñoz seeks to read queer utopianism into 1960s art and poetry, 

writing: ‘my approach to hope as a critical methodology can best be described as a backward 

glance that enacts a future vision.’37  

 

The history of the quotation in the title of my thesis succinctly captures the clashing and 

collaborative form of the magazine. The New Worlds cover from which the quotation is taken 

was written and designed by Steven Dwoskin, who produced two covers for the magazine and 

worked as lead designer on one issue.38 Dwoskin was an American experimental film-maker who 

moved to the UK on a Fulbright scholarship in 1964. In 1966, he founded the influential 

 
34 Arnheim writes: ‘The incomplete, clashing structures in states of disorder create tensions directed toward the realization 
of a potential order.’ Rudolf Arnheim, Entropy and Art: An Essay on Disorder and Order (Berkeley: University of California 
Press, 1971), p. 22. 
35 Homi K Bhabha, The Location of Culture (London; New York: Routledge Classics, 1994), p. 56. 
36 Caroline Edwards, Utopia and the Contemporary British Novel (Cambridge: Cambridge University Press, 2019), p. 21. 
37 José Esteban Muñoz, Cruising Utopia: The Then and There of Queer Futurity (New York: New York University Press, 
2009), p. 4. 
38 Michael Moorcock, ‘Introduction’, New Worlds: An Anthology, ed. by Michael Moorcock (London: Flamingo, 1983), 
pp. 9–26 (p. 24). 
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London Film-maker’s Co-op. A still from his 1964 work ‘Alone’ was used as an accompanying 

image in one of Ballard’s ‘Advertiser’s Announcements’, experimental works that took the form 

of adverts, many of which were published in New Worlds. 

 

The phrase, ‘The Nature of the Catastrophe’, taken from Dwoskin’s initial artwork, would 

become a shared slogan for the magazine. Moorcock used it as the title of one of his stories 

featuring Jerry Cornelius, a character that he invented for use as a protagonist in the products of 

his non-linear story-telling method, saturated with imagery of the 1960s.39 Moorcock freely gave 

the character and form of the Jerry Cornelius stories to authors as a template for exploring 

experimental techniques that would capture the contemporary moment. A number of New 

Worlds writers were inspired to create their own takes on the character, including Aldiss, 

Langdon Jones, M. John Harrison, James Sallis, Norman Spinrad, and Maxim Jakubowski. 

Published in the magazine, each story riffed off the shared set of characters, images, and chaotic 

events of previous iterations to produce a myth cycle for and of the 1960s. In one such episode, 

‘Jeremiad’, penned by Sallis, Jerry Cornelius cables a friend the words: ‘What is the exact nature 

of the catastrophe. Don’t know. Don’t know. Back soon.’ 40 The Jerry Cornelius stories were 

collected together as a hardback anthology, published in 1971 with the title The Nature of the 

Catastrophe.41 Daubed on the side of a pink tank,42 the phrase would find its way into Harrison’s 

first novel The Committed Men (1971), an excerpt of which was first published in New Worlds in 

1970.43 

 

So, a graphic text work by an American experimental film-maker was recycled to represent 

an experimental stable of collaboratively inspired texts by a cohort of writers, in creative dialogue 

with one another through the pages and issues of a magazine. The quotation is not only, then, a 

shared research question for the magazine, but demonstrates the use and reuse of material by a 

transnational, multi-media group of cultural producers, set in a web of mutual influence. There is 

a danger, here, of overstating the coherence of the magazine. Though many contributors did 

collaborate with each other to a greater or lesser extent, and wrote with the knowledge that New 

Worlds might publish their work, each produced works singly and explored different ways of 

reflecting the times. But what the example of the quotation does correctly illustrate is that, 

whether working together or alone, the writers who made their home at New Worlds did so in 

 
39 Michael Moorcock, ‘The Nature of the Catastrophe’, New Worlds, January 1970, pp. 13–15. 
40 James Sallis, ‘Jeremiad’, New Worlds, February 1969, pp. 6–15 (p. 12). 
41 The Nature of the Catastrophe, ed. Michael Moorcock and Langdon Jones (London: Hutchinson, 1971).  
42 M John Harrison, The Committed Men (St. Albans: Panther, 1973 [1971]), pp. 65–66. 
43 M John Harrison, ‘The Floating Nun’, New Worlds, April 1970, pp. 8–16. 
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conversation with the magazine, the editors, and each other, to produce a document that 

responded to the catastrophe of the 1960s.  

 

Methodology	
 

The twin weaknesses of the study of the New Wave to date—asset-stripping and shallow 

contextualisation—demand a mixed methodological approach to redress the balance: one that 

can do justice to the material in its original context, and can then trace the cultural tendrils out 

into the historical period in which it was produced. The methodology would attempt to avoid 

the temptation to apply stock notions of the sixties (a decade so strongly represented in our 

cultural memory) to New Worlds texts, and, rather, allow the material to, as it were, speak its own 

context, and then follow that ‘voice’ towards specific social and cultural histories. My 

methodology is, therefore, a synthesis of those of magazine studies, a field that has developed 

fine-tuned tools for parsing the magazine form in its entirety as an object of study, and of 

cultural history, a field which attempts to embed cultural products within a rich and deep 

context.  

 

Magazines have long been at the heart of sf. From its inception as a genre in 1926 in Hugo 

Gernsback’s Amazing Stories,44 the magazine form has been not only a receptacle for sf stories, 

nor simply a training ground for sf novelists, but an institution: holding together fans, authors, 

illustrators, and editors in a community of actors that developed a unique cultural material for 

understanding modernity and our place within it. It was only with the growth of the paperback 

industry in both the UK and US in the 1950s and 1960s that sf authors began specifically to 

produce works as novels, outside of the magazines.45 It has often been noted that the differences 

between the New Wave as it appeared in the UK, and in the US, were partially down to the 

material forms that the movement took in each country. In the UK, the magazine form of New 

Worlds allowed for a cohesiveness and interaction that were lacking amidst the more diffuse New 

Wave publication history of the US, which was based around Harlan Ellison’s paperback 

 
44 Hugo Gernsback launched the first sf specialist magazine, Amazing Stories, in 1926, though he did not use the term 
science fiction, instead naming the stories ‘scientifiction.’ The simplified date of 1926 as the origin of sf, however, 
can limit understandings of the genre. Sf developed out of a series of interlinking fantastic genres in a wide array of 
popular fiction magazines from the late Nineteenth Century onwards. See Luckhurst, pp. 15–19 and John Rieder, 
Science Fiction and the Mass Cultural Genre System (Middletown, CN: Wesleyan University Press, 2017), pp. 42–43.  
45 This is a simplification. Much work that we would now describe as sf was published in hardback before the rise of 
paperbacks allowed magazine sf writers to publish novels outside of the magazine market. I refer here mainly to the 
history of magazine sf rather than the parallel histories of sf such as the history of the scientific romance or utopian 
and anti-utopian (dystopian) novel.  
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anthology Dangerous Vision and Damon Knight’s hardback anthology series Orbit.46 

 

The historian of the sf magazine Mike Ashley has noted that, despite burgeoning research in 

the genre since the 1960s, ‘little of that research has been aimed at the science fiction magazines 

themselves.’47 Ashley’s monumental four-volume work The History of the Science Fiction Magazine 

(2000-2016) does much to outline the importance of sf magazines to the genre, and provides 

vital information for sf academics interested in citing source material. Gary Westfahl, in The 

Mechanics of Wonder (1998),48 uses the editorial content of early pulp magazines to assess the 

importance of sf editors Hugo Gernsback and John W. Campbell and their roles in the 

development of the genre, while Justine Larbelestier’s The Battle of the Sexes in Science Fiction 

(2002)49 examines the problematic of gender in sf using a variety of content, including magazine 

editorials and letter pages. In general though, sf studies has tended to stay clear of focussing on 

magazines, despite their centrality to the genre. This is in large part due to science fiction studies 

being a part of the broader field of literary studies, the methodologies of which have been 

developed for application to the bounded book rather than the more dialogic form of the serial 

magazine. Victorian periodical studies was the first area within the field to challenge this 

paradigm, followed by modernist magazine studies. Laurel Brake, writing in Subjugated Knowledges 

(1994), wrote of how the material culture of the Victorian era was erased by the subjugation of 

periodicals to the realm of journalism and mass culture, in order to elevate ‘literature’ into an 

elite sphere fit for study and reverence: ‘the twentieth century construct of ‘literature’ […] is 

predicated on [periodicals’] defeat, devaluation and invisibility as subjects.’50 

 

The turn to consider magazines and periodicals as subjects of study has generated new 

approaches to printed material. As Robert Scholes, a structuralist sf scholar who became 

 
46 Andrew M. Butler writes that ‘The British New Wave appear in a regular venue alongside polemics, reviews, art, 
and articles on culture and counterculture; Ellison offered a single venture, albeit with polemical introductions and 
authorial afterwords. It became a series of individual performances by authors given free reign, rather than a 
community that was sharing inspiration.’ (Andrew M Butler, ‘Riding the New Wave’, in The Cambridge History of 
Science Fiction, ed. by Gerry Canavan and Eric Carl Link (Cambridge: Cambridge University Press, 2019), pp. 323–37 
(p. 331).) Edward James argues that ‘The American New Wave was, on the whole, quite unlike the British. The latter 
was effectively a group of people associated with a magazine that a had a particular programme […] As a 
‘movement,’ the American New Wave was even less real that the British; it was no more than a concentration of 
talent flourishing at the same time and bringing new ideas and new standards to the writing of sf.’ (James, Science 
Fiction in the Twentieth Century, p. 176.) 
47 Mike Ashley, The Time Machines: The Story of the Science Fiction Pulp Magazines From the Beginning to 1950 (Liverpool: 
Liverpool University Press, 2000), p. ix. 
48 Gary Westfahl, The Mechanics of Wonder: The Creation of the Idea of Science Fiction (Liverpool: Liverpool University 
Press, 1998). 
49 Justine Larbalestier, The Battle of the Sexes in Science Fiction (Middletown, CN: Wesleyan University Press, 2002). 
50 Laurel Brake, Subjugated Knowledges: Journalism, Gender and Literature in the Nineteenth Century (London: Macmillan, 
1994), p. xi. 
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influential in the discipline of magazine studies, has pointed out, ‘a theory based on the book will 

not work for the periodical’.51 Scholes therefore called for ‘new methodologies and new types of 

collaborative investigations’52 to map out magazines. Perhaps the most influential methodological 

tool to emerge from magazine studies has been the distinction between linguistic and 

bibliographic codes, first put forward by Jerome J. McGann in The Textual Condition (1991).53 The 

subsequent drawing of attention to the paratextual material (and materiality) of the magazine, 

such as size, font, design, illustration, editorials, and advertising, as distinct from, but intimately 

related to, the traditional textual subject of literary studies, has led to the insistence that these 

paratextual materials should be considered as a system that can be read in the same manner as 

the linguistic construction of texts, telling us much about the social and material construction of 

a given era in which a magazine was published. This enlarging of analytical vision allows for a 

more nuanced understanding of cultural development as a dialogue, or conflict, between 

different actors and forms, set within the material context of the economic and aesthetic field of 

production unfolding over the run of a magazine. What emerges is not the usual tale of a narrow 

group of lone-genius writers individually decrying the issues of modernity, but a networked 

community deeply implicated in the social and economic field to which they were responding. 

The application of such a methodology to New Worlds reveals the New Wave not as a 

disaggregated set of texts, nor a coherent movement, but a messy dialogue between a set of 

writers, artists, editors, and readers attempting to explain the dizzying effects of technological 

modernity on the subject, and whose output was determined by those very phenomena of 

modernity, the popular press, advertising, and economic necessity.  

 

Though fascinated with the ways in which print culture interacts with the wider cultural 

context, scholars in the field of magazine studies have been hindered by a structural bias. This 

structural bias can be partly attributed to Scholes, for whom interpretation was secondary to the 

more urgent task of mapping out language. In his 1975 work Structural Fabulation, in which he 

described sf as exploring ‘the nature of the universe as a system of systems, a structure of 

structures’,54 Scholes suggested that readers attempt a ‘suspension of interpretation as long as 

possible, so that it may be, when it comes, richly responsive to the verbal configurations of this 

 
51 Robert Scholes and Clifford Wulfman, Modernism in the Magazines: An Introduction (New Haven, CT.; London: Yale 
University Press, 2010), p. 45. 
52 Robert Scholes and Sean Latham, ‘The Rise of Periodical Studies’, PMLA, 121.2 (2006), 517–31 (p. 518). 
53 Jerome J McGann, The Textual Condition (Princeton, NJ: Princeton University Press, 1991), p. 13. 
54 Robert Scholes, Structural Fabulation: An Essay on Fiction of the Future (Notre Dame, IN: University of Notre Dame 
Press, 1975), p. 42. 
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utterance.’55 He would argue for a similar approach to magazine studies in Modernism in the 

Magazines (2010), written with Clifford Wulfman:  

 

Indeed [we must read] in a way that is precisely not motivated by criticism, because 
criticism is motivated by argument and perspective, and we are trying to develop a way of 
reading that suspends judgements.56  

 

Scholes here goes further than he did in his sf scholarship, claiming an impossible objective truth 

for magazine studies, unclouded by the bias of subjective cultural interpretation.57 Following 

Scholes’ lead, scholars of the discipline have been anxious to develop tools that will allow 

magazines and periodicals to be read in ways that are qualitatively different from those employed 

in traditional literary studies, and so have necessarily concentrated on producing classification 

systems and analytical tools to describe and measure these differences; all at the expense of fully 

exploring the diverse cultural interpretations that would aid the understanding of the magazine as 

a historical phenomenon.  

 

The interest that is taken in magazine studies in how magazines are embedded in the 

networks of their cultural contexts combines well with the methods of cultural history. As Roger 

Luckhurst has noted, the name cultural history is ‘a vague appellation.’58 Cultural historians’ 

commitment to decentring the grand claims of traditional history and suspicion of totalising 

theories have resulted in a reluctance to explicitly define their approach. Instead, cultural history 

is often delineated as an interlocking set of methods, summarised by Anna Green as: a focus on 

the cultural production of subjectivity; a flattened model of cultural material that does not elevate 

certain forms above others and searches for underlying patterns or structures beneath them; and 

a flexible approach to interpretation.59 This wide-ranging and unbounded set of methods is well-

suited to sf, as Luckhurst has pointed out, whose goal has been to explore ‘the fantastic 

enablements and disablements of the subject in technological modernity’.60  

 

Though adhering to the expanded definition of culture put forward by those scholars who 

founded the field of Cultural Studies in the 1960s, including Raymond Williams and Stuart Hall, 

 
55 Scholes, p. 46. 
56 Scholes and Wulfman, Modernism in the Magazines, p. 67. 
57 For the connection between Robert Scholes’ structuralist views in sf and magazine studies I am grateful to 
Caroline Edwards, who pointed out the link to me in a seminar on magazine studies run by myself and Toby Harris, 
‘Excessive Texts,’ held at Birkbeck in March 2018. 
58 Roger Luckhurst, ‘Science Fiction and Cultural History’, Science Fiction Studies, 37.1 (2010), 3–15 (p. 4). 
59 Anna Green, Cultural History (Basingstoke; New York: Palgrave MacMillan, 2008), p. 10. 
60 Luckhurst, ‘Science Fiction and Cultural History’, p. 11. 
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that of cultural history has increasingly moved away from a materialist understanding of culture 

and toward a symbolic one. Peter Burke has defined the common ground of the discipline as ‘a 

concern with the symbolic and its interpretations’,61 while Anna Green has seen ‘the process of 

symbolic mediation through which human beings make sense of their world’ as its central pillar 

of investigation.62 Moorcock was well aware of the use of symbols as a hermeneutic for 

understanding history, often using the term as a way of prescribing change for the sf genre. In an 

early editorial, entitled ‘Symbols for the Sixties,’ he suggested that sf writers use ‘symbols which 

make sense in the sixties’, rather than the outmoded ones used in the 1950s and before.63 He 

would use the term again in his editorial ‘The New Prism’ to describe the replacement of religion 

by science as the ‘prism’ through which people understand the world. In cultural terms this 

meant that ‘the symbol of the ambivalent bomb shadows the symbol of the crucifix’.64  

 

Moorcock’s use of the term ‘symbol’ was most certainly influenced by his reading of Carl 

Jung, who used the word to describe ambiguous elements of dreams that hint at underlying 

archetypes attempting to express themselves to the dreamer.65 However, it was not Jung that he 

cited to New Worlds readers when he received complaints of his overuse of the term, but one of 

the forefathers of cultural history, Ernst Cassirer. Cassirer was among the philosophers and art 

historians grouped around Aby Warburg in Hamburg in the 1920s who sought to understand 

history and consciousness as symbolically mediated. With the rise of fascism in Germany, 

Warburg and others fled to London where they set up the Warburg Institute. Cassirer went 

instead to the US, where he attempted to condense his three-volume Philosophy of Symbolic Forms 

(1923–29) into a more digestible length, later published as An Essay on Man (1944). In the latter 

book, Cassirer suggested that humans are unique not because of their ability to rationalise 

experience, but their ability to represent it via symbols.66 To those confused about Moorcock’s 

overuse of the word symbol, it was Cassirer’s ideas as set out in An Essay on Man that he 

recommended:  

 

Clearly written, this stimulating book (which describes Cassirer’s theories of man as animal 
symbolicum—a symbolising animal) will, apart from anything else, help the interested 
reader gain a clearer idea of what a certain school of modern science fiction writers are up 

 
61 Peter Burke, What Is Cultural History? (Cambridge: Polity, 2008), p. 3. 
62 Green, Cultural History, p. 9. 
63 Moorcock, ‘Symbols for the Sixties’, p. 3. 
64 Michael Moorcock, ‘The New Prism’, New Worlds, January 1966, pp. 2–4 (p. 3). 
65 Carl Gustav Jung, Modern Man in Search of a Soul (London; New York: Routledge, 2001 [1933]), p. 22. 
66 Ernst Cassirer, An Essay on Man: An Introduction To A Philosophy Of Human Culture (New Haven: Yale University 
Press, 1951 [1944]), pp. 25–26. 
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to […].67 
 

The term ‘symbol’ was a way for Moorcock to describe the ambiguous and image-saturated work 

of New Worlds writers, leading away from an over-reliance on techno-gadgetry towards a wider 

understanding of the production of subjectivity via symbolic mediation.  

 

The sometimes vague and non-material quest of cultural historians to explain the modern 

subject, as shared by Moorcock, can be anchored in a close examination of magazines, revealing 

changes to the human over time in response to technological conditions. Further, the material 

realities of the magazine form—its production, content, and distribution—are among the most 

important institutions in the construction of the subject in the twentieth century. The magazine 

form does not simply reflect the changes to human consciousness taking place in the modern era 

but should itself be understood as a formal technology, constraining and shaping subjectivity via 

its material and symbolic production. 

 

One of the major issues for cultural history and the humanities in general has been the 

problematic of the ‘movement’, an object of study which describes a group of individual political 

and/or aesthetic actors pursuing a shared ethos or programme. Studies of historical movements 

have usefully looked beyond reductive models of lone authors producing canonical works in 

isolation, rather locating innovation within communities of like-minded individuals sharing a 

common purpose. However, the concept of the movement tends to stress coherence at the 

expense of the experience of individual writer-participants, who often see their work as 

tangential or separate from the groups in which they participated; finally, it can reduce 

individuals to general cultural tendencies, erasing all specificity. We might see such protestations 

as a standard response on the part of ‘the writer’, staking a claim to originality under threat of 

subsumption into a group logic. At the same time, we should take them seriously to the extent 

that they warn us against erasing difference in the quest to realise convenient objects of study. 

 

Disidentification is particularly marked in those grouped under the ‘New Wave’ moniker. 

Aldiss, writing in Judith Merril’s England Swings SF (1968), an anthology which did much to 

popularise the New Wave as a movement, rejected the term, stating: ‘really, I’m no part of the 

new wave’.68 John T. Sladek, an American writer living in London who submitted some of the 

 
67 Michael Moorcock, ‘Here’s Your Chance’, New Worlds, June 1966, pp. 2–3 & 65 (p. 65). 
68 Brian W Aldiss and Judith Merril, ‘Brian W. Aldiss’, in England Swings SF: Stories of Speculative Fiction, ed. by Judith 
Merril (New York: Ace, 1968), pp. 278–82 (p. 278). 
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most innovative work to the magazine, said in interview that he ‘never felt part of the 

movement.’69 Ballard distanced himself from the group of writers around New Worlds, suggesting 

that, though ‘many of them are close friends of mine’, they differed from him in that they were 

not really ‘science fiction writers in the same way that I am a science fiction writer.’70 Samuel R. 

Delany, who had three pieces published in New Worlds and who also lived in London in the late 

1960s, has gone furthest in dissociating himself from the New Wave, arguing that the movement 

can only be used to describe a specific group of writers who regularly contributed to New Worlds 

in that period. He has stated that though ‘I was friends with a number of them I had almost 

nothing at all to do [with them] in writerly terms.’71  

 

It seems undeniable, however, that something happened in New Worlds magazine between 

1964 and 1970: a loose network of friends and collaborators developed a web of mutual 

influence in reaction to the particular cultural and social phenomena of the era. Here, the 

concept of the ‘cultural formation’ might help to bridge the gap between the individual 

experience of authors and a group that shared a unique outlook conditioned by social and 

cultural circumstance. The idea of the cultural formation was put forward by Raymond Williams 

precisely to develop a mode of analysis which acknowledges ‘the terms in which they [groups] 

saw themselves and would want to be represented’ as an association of individual cultural 

producers, as well as recognising ‘their general social and cultural significance.’72 The cultural 

formation, therefore, allows investigators to place individuals within a network of actors 

exploring new ways of responding to a shifting modernity determined by specific social and 

economic changes, without reducing these individuals to a rigid movement. Andrew Thacker and 

Peter Brooker, in their introduction to The Oxford Critical and Cultural History of Modernist 

Magazines: Volume I (2009), have applied Williams’ concept to groups that coalesce around 

magazines.73 Magazines, especially those with a strong editorial programme, are ideal objects of 

study for sketching out and linking different cultural producers. The magazine as an institution 

gives a partial solidity to cultural formations through which lines of influence and shared 

concerns can be traced. 

 
69 John T Sladek and Charles Platt, ‘John Sladek’, in The Dream Makers II: The Uncommon Men and Women Who Write 
Science Fiction (New York: Berkley Books, 1983), pp. 63–71 (p. 66). 
70 Ballard, Pringle, Goddard, ‘An Interview with J G Ballard’, p. 43 
71 Samuel R Delany, Silent Interviews: On Language, Sex, Science Fiction, and Some Comics (Hanover; NH: Wesleyan 
University Press, 1994), p. 69. 
72 Raymond Williams, ‘The Bloomsbury Fraction’, Culture and Materialism: Selected Essays (London; New York: Verso, 
2005 [1980]), pp. 105–21 (p. 108). 
73 Peter Brooker and Andrew Thacker, ‘Introduction’, in The Oxford Critical and Cultural History of Modernist Magazines. 
Volume 1, ed. by Peter Brooker and Andrew Thacker (Oxford: Oxford University Press, 2009), pp. 2–26 (p. 18). 
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Periodisation	of	the	Catastrophe	
 

In the remainder of this chapter, I set New Worlds within the social and cultural context of 

the post-war period. I map out the co-ordinates within which the magazine developed, working 

inwards from a macrocosmic view of historical trends to the microcosmic level of the specific 

cultural formation of the magazine. I begin with outlining the broad global trajectories of 

colonialism and capitalism in the era, before moving on to define the cultural sensibility that 

emerged in reaction to the shifts in the social and economic system. Finally, I look at the specific 

formation of the magazine itself and the ways in which it expressed and explored changes to 

subjectivity in response to attendant changes in the social and cultural sphere. This funnelled 

view reveals New Worlds to be both determined by, and at an angle to, historical and cultural 

tendencies. The unique position taken by New Worlds within the field of cultural production was 

to work the rich seam of sf into the techniques of the international artistic and literary avant-

garde in order to express the moulding of the subject under techno-capitalist modernity. 

 

The specific cultural formation based around New Worlds must be understood as developing 

within a particular historical moment: not just in London, or Britain, but at a global level. Two 

broad historical tendencies in the post-war period—the decline of colonialism and the 

ascendency of techno-capitalist governance—fundamentally reorganised the world at an 

economic and social scale, and had profound effects on the cultural landscape, opening up a 

space for utopian visions of, and hope for, a better future; culminating in the 1960s.74 Between 

the waxing of technocratic governance and the waning of empire, the potential for new political 

and cultural forms and subjects emerged. Indeed, what might seem to be two distinct historical 

phenomena are, in fact, interlinked, if we see the post-war settlement in the West as a 

replacement for an economic model based on traditional forms of colonial exploitation.  

 

During the post-war period resistance to colonialism intensified, both within the colonial 

centre and, most importantly, in the colonies themselves, leading to rapid decolonisation. India, 

Pakistan, and Burma gained independence from the UK in the years immediately following 

 
74 My contention that the 1960s was a time of utopian cultural visions is supported by Alan Sinfield and Fredric 
Jameson. Sinfield writes that ‘the pattern for current conditions was set by the late 1960s, after the passing up of an 
opportunity earlier in the decade to try once more for a fair society.’ (Alan Sinfield, Literature, Politics and Culture in 
Postwar Britain (Oxford: Basil Blackwell, 1989), p. 4.) Jameson notes that ‘utopian representations knew an 
extraordinary revival in the 1960s’ and argues that postmodernism may be a substitute for the political and cultural 
failure to capitalise on this utopian fervour. (Fredric Jameson, Postmodernism: or, the Cultural Logic of Late Capitalism 
(London; New York: Verso, 1991) p. xvi). 
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World War II, during the Labour administration. The brutal repression of the Mau Mau rebellion 

in Kenya under Winston Churchill’s Conservative government (1951–55) was followed by an 

acceleration of the decolonisation process under Harold Macmillan (1957–63) and Harold 

Wilson (1964–70). By the end of the 1960s, almost all of Britain’s colonies in Africa had become 

independent and the British began withdrawing from colonial territories in South East Asia.75 

Other European imperial powers gave up their colonies under various levels of duress and with 

various degrees of bloodshed: France waged war on its former colonial subjects in Indochina 

from 1946 to 1954 and violently resisted the Algerian independence movement from 1954 to 

1962; Portugal battled to maintain its colonies in Africa, fighting against armed liberation 

movements in Angola, Guinea-Bissau, and Mozambique from 1961 to 1975; after resistance in 

the Belgian Congo and the Dutch East Indies, the Dutch and Belgian governments both moved 

to decolonise their territories in the 1960s. As Eric Hobsbawm has pointed out, by 1970, no 

large colonial territories existed, except for the white-settler ruled countries of South Africa and 

Rhodesia (now Zimbabwe).76 

 

In periodisations of the 1960s this turbulent decolonial process is often glossed over, while 

concentrating mostly on the social changes and counter-cultural movements of the 1960s in 

Western countries. The era has become caught up in the political debate still being played out 

between conservatives and progressives keen to ‘control the narrative.’ For the former group, the 

decade symbolises the disintegration of moral values; for the latter, change and opportunity.77 

Each of these narratives ignores the global shifts that were then taking place across the world, 

which to a large extent determined political and cultural events in the West. As Samantha 

Christiansen and Zachary Scarlett suggest, ‘the shadow of the Third World hangs over’ the study 

of protest and upheaval in the 1960s.78 Fredric Jameson, in his essay ‘Periodizing the Sixties’, 

places the origins of the decade’s significance in the late 1950s ‘with the great movement of 

decolonization in British and French Africa.’ 79 The politics, culture, and tactics of decolonial 

struggles were imported to the West, both allowing for hope and affording a model for 

disenfranchised groups within the colonial centre. 
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At the same time as the anti-colonial struggles were inspiring resistance in the West and 

opening up a space for new subjectivities, a mirror-process was on the rise. A new form of 

governance, techno-rationalist capitalism was developed in recognition of a need for a post-war 

settlement and a more stable economic model in order to rebuild Western capitalism after the 

ravages of the Second World War and the Great Depression of the 1930s. This mode of 

governance was founded on a belief in scientific rationality and a Keynesian economic model of 

state intervention, planning, and increasing wages and productivity based on low unemployment 

and varying degrees of welfare protection. In the UK unemployment remained historically low in 

the post-war period, rarely reaching more than 2 percent between 1948 and 1970,80 while wages 

grew steadily, rising by 130 percent from 1955 to 1969.81 While techno-rationalist governance at 

home was experienced as an increasingly efficient, democratic, and redistributed form of 

capitalism, abroad the policy was arguably a form of neo-colonialism and should be seen as an 

indirect replacement of direct colonial exploitation by Western Imperial powers. Democratic 

capitalism was exported across the newly liberated former colonies, tying them into economic 

dependency on Western nations, in an attempt to resist the alternatives such as Communism and 

Socialism. The neo-imperialism of the Cold War would seem less benign in the more militarist 

interventions, first in Korea (1950–53) and later more spectacularly in Vietnam (1955–75). 

Between techno-capitalism in the ascendant and colonialism in decline, a space of possibility 

opened up in Western countries. Resistance to colonialism was taken up as an example and a 

cultural mode for marginalised groups, while the increasing affluence of the post-war economic 

model allowed space for expression of these new modes and desires.  

 

The first Labour administration under Harold Wilson rhetorically allied itself with the 

emergent scientific governance. The incumbents portrayed themselves as rational future-

orientated technocrats, against the technically illiterate and old-fashioned Conservatives. Wilson 

himself peppered his speeches with references to technological marvels. In 1957, then Shadow 

Chancellor, he contrasted the present ‘age of sputniks, and space travel and of scientific 

achievement’ with the ruling Conservative administration, who he wrote off as ‘a group of 

obsolete Edwardians.’82 In his 1963 speech at the Labour Party conference he laid out a vision of 

scientific modernity, speaking of ‘the white heat’ of a technological revolution that would burn 

away ‘outdated methods’ in government and business.83 In early 1964, the year of his election 
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victory, he put forward in even more striking terms his vision of a techno-utopian present and 

future: 

 

Since the war, the world has been rushing forward at an unprecedented, an exhilarating 
speed. In two decades, the scientists have made more progress than in the past two 
thousand years. They have made it possible for man to reach out to the stars, and to bring 
abundance from the earth. They have made it possible to end the dark ages of poverty and 
want, to take mankind forward to a future that our fathers could not have dreamed 
possible.84 

 

Wilson’s vision was of the end of poverty and need, brought about by increasing scientific 

progress; a techno-determinist paradise of accelerating social change, using the imagery of ‘the 

stars’ and the emotive language of speed. Wilson’s rhetoric, termed ‘Space Age Socialism’ by 

Dominic Sandbrook,85 caught the mood of the 1960s, sweeping the Labour Party to victory in 

1964, with its promise of the end of inequality and drudgery through spectacular technological 

and scientific progress.  

 

Moorcock took over as editor of New Worlds in the same year of Harold Wilson’s election 

victory for Labour, after thirteen years of Conservative rule; the magazine folded in 1970, 

coinciding with Labour’s (and Wilson’s) electoral defeat. These dates, though neat, are mostly 

co-incidental: the Labour government had little direct effect on New Worlds.86 Both, however, 

were caught up in the same cultural moment of belief in the transformative effects of 

technological development that Susan Sontag named ‘the new sensibility’.  

 

In 1959, the novelist and scientist C.P. Snow gave a lecture called ‘The Two Cultures’ in 

which he warned of a gulf opening up between the two cultures of science and art.87 The lecture 

sparked an eponymous debate between those who saw science as vital to modernity and those 

who defended literature as a repository of traditional values. Writing just over half a decade later, 

Sontag discerned instead the emergence of a unified culture that elided the differences between 
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science and art in reaction to the rapid transformation of everyday life by technology: 

 

The conflict between ‘the two cultures’ is in fact an illusion, a temporary phenomenon 
born of a period of profound and bewildering historical change. What we are witnessing is 
not so much a conflict of cultures as the creation of a new (potentially unitary) kind of 
sensibility. This new sensibility is rooted, as it must be, in our experience, experiences 
which are new in the history of humanity—in extreme social and physical mobility; in the 
crowdedness of the human scene (both people and material commodities multiplying at a 
dizzying rate); in the availability of new sensations such as speed (physical speed, as in 
airplane travel; speed of images, as in the cinema); and in the pan-cultural perspective on 
the arts that is possible through the mass reproduction of art objects.88 

 

The new sensibility, for Sontag, is the aesthetic response to new experiences brought about by 

mass and accelerating social change, made possible by technological innovations. Like Wilson in 

his political speeches, Sontag emphasises the unprecedented novelty of contemporary life and 

the speed with which such transformations are taking place, though she chooses rather different 

technological examples: not ‘sputniks’ and ‘stars’, but ‘airplane travel’ and ‘the cinema’. The search 

to understand the experience of subjectivity within the contemporary moment that is put 

forward by Sontag through her term the ‘new sensibility’ can be seen as part of a broader 

approach to history that was developing in the post-war period, and that sought to understand 

historical epochs by psychological outlook rather than by political events. In France, a school of 

historians based around the academic journal Annales, including Marc Bloch and Lucien Febvre, 

later followed by Georges Duby and Roger Chartier, argued for a ‘history of mentalities’ that 

would attempt to reconstruct the mental horizons of a particular group of people in a specific 

historical era.89 The ‘history of mentalities’ found a correlative in Raymond William’s ‘structure 

of feeling’, a term he first used in the 1950s to describe emergent conceptualisations of culture in 

any given era which are not yet fully articulated or recognised.90 

 

Moorcock was aware of Sontag’s term and used it to situated the new fiction and art that he 

was publishing within the wider cultural landscape. In the 1967 New Worlds editorial ‘Lessons of 

the Future’, Moorcock called for a prospective fiction able to deal with the present moment in 

terms of the accelerating rate of technological change, rather than a retrospective one based on 

the methods of the Victorian novel that he saw as still dominating contemporary writing: 
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Man is changed, and is changing. The process begun a century ago or more, is still 
accelerating. He has become, characteristically, an urban dweller who lives out his life in an 
environment of artefacts and artifices where he cannot avoid a consciousness of his own 
essential mutability (a theme of the best speculative fiction).91 

 

Again, as with Sontag and Wilson, it is argued that human experience is undergoing an 

unprecedented shift as a result of new technologies, and that the rate of change is accelerating. 

Moorcock identifies urbanisation, the mass media, mass transport, and the growth of domestic 

technology as the major areas of shift in human experience,92 echoing the technologically 

wrought changes that Sontag identifies as transforming contemporary life, such as ‘mobility’, 

‘crowdedness’, ‘speed’, and the ‘mass production of art.’ Moorcock ends by calling for new 

writing that will express this technologically mediated and accelerated existence: ‘we are in need 

of the “new sensibility” that can enable us to handle experiences and ideas for which nothing in 

our past lives has prepared us.’93 

 

The defining characteristic of ‘the new sensibility’ for Sontag was the collapse of the 

boundary between mass-produced popular art and elite ‘high art’, which she saw as the 

consequence of the unified culture of the arts and sciences. No longer were the techniques and 

technologies of mass production as applied to popular entertainment to be separated from a 

rarefied sphere of literature and art.94 Sontag wrote that: 

 

 […] from the vantage point of this new sensibility, the beauty of a machine, or the 
solution to a mathematical problem, of a painting by Jasper Johns, of a film by Jean-Luc 
Goddard, and of the personalities and music of The Beatles is equally accessible.95  

 

Here Sontag sketches a flattening of hierarchies and cultures onto a single plane, on which, along 

with the phenomena of popular music, fine art and film join the aesthetics of mechanical 

technologies and mathematics. And it is precisely this flattened plane of artistic production on 

which Moorcock locates the innovations at New Worlds, writing: ‘this was a period where we 

thought we could bring the arts together, combining popular and ‘high’ art’. Echoing Sontag, 

Moorcock remarks that ‘much of this inspiration came from The Beatles.’96 The Beatles, with 

their mass appeal and daring musical experiments, showed a way forward for an utopian ideal of 
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the non-division of aesthetic hierarchies that Moorcock has said was ‘typical of the ‘60s’.97 In art 

as well, the divergence between commercial and fine art was felt to be narrowing: the British art 

critic Lawrence Alloway wrote of a new, non-binary structure that he called the ‘fine pop art 

continuum.’98 His observation would be taken up as the name of a transnational art aesthetic, 

Pop Art, whose practitioners looked to the techniques and imagery of popular art and 

entertainment for inspiration.99 This move was recognised and encouraged by the Labour Party’s 

Minister for the Arts Jennie Lee, who suggested in the white paper A Policy for the Arts (1965) that 

arts policy should aim at ‘bridging the gap between what have come to be called the ‘higher’ 

forms of entertainment and the traditional sources […] and to challenge the fact that a gap 

exists.’100 

 

The elision of any divide between ‘high’ art and popular culture was not a new concept in the 

1960s. It had been at the centre of debates concerning aesthetics in Marxism from the 1930s 

onwards, especially among those associated with the Frankfurt School, as exemplified by the 

differing positions of Theodore Adorno and Walter Benjamin. In ‘The Work of Art in the Age 

of Mechanical Reproduction’ Benjamin claimed that popular culture, specifically film, was an 

agent of revolutionary change. Through its technological reproduction of images, he argued, film 

destroys the ‘aura’ of the art object: firstly by undermining its claim to originality and secondly by 

extending its audience. Importantly for Benjamin, film, with its mass audience and modern 

technology, was inherently revolutionary; even ‘when film capital sets the tone’.101 In a letter, 

responding to a draft of Benjamin’s essay, Adorno critiqued Benjamin’s analysis, defending what 

he termed ‘autonomous’ art against Benjamin’s attacks and enigmatically suggesting that ‘light 

art’ and autonomous art ‘are two halves of an integral freedom, to which however they do not 

add up’.102 For Adorno, the separation between high and low art was to be defended: it was only 

through their separation that the truth of the division of labour could be seen. Adding the two 

together, a process that Adorno and Horkheimer would diagnose as the workings of the ‘Culture 

Industry’, would simply erase the truth of capitalism: namely the dialectic between classes.103  
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Subsequent critics defended Adorno’s position. Clement Greenberg, in his essay ‘Avant-

Garde and Kitsch’, argued that mass-produced art, or ‘kitsch’ in his own terminology, was ‘the 

debased and academicized simulacra of genuine culture’, repurposing the revolutionary 

techniques of the avant-garde for commercial gain.104 In Greenberg’s attack on ‘kitsch’ in 

defence of high art, he recognises reluctantly in a footnote that ‘unfortunately […] culture was 

the exclusive prerogative of a society that lived by the labor of serfs and slaves’. Though 

nominally socialist, Greenberg’s defence was ultimately a conservative action. He claimed 

‘socialism’ represented ‘simply […] the preservation of whatever living culture we have now’, 

rather than a forward-looking programme.105 Later, Peter Bürger, in his The Theory of the Avant-

Garde, would similarly warn against the merging of high and low art aesthetics. In the 

phenomena of ‘pulp fiction and commodity aesthetics’, Bürger read the ‘false sublation’ of 

autonomous art.106 For Bürger, the integration of commodity aesthetics into high art, in what he 

wrote off as the ‘neo-avant-garde’, merely ‘stages for a second time the avant-gardist break with 

tradition’, and does not effectively challenge capitalism.107 Sontag questioned the elitism of those 

taking such position, accusing them of being ‘little different from the great conservative critics’108 

of the nineteenth century such as Matthew Arnold and John Ruskin. 

 

From the first issue of New Worlds edited by Moorcock in May 1964, the magazine was 

aligned with the ‘new sensibility’. The back cover announced that ‘we are living in an age which 

is in many ways ENTIRELY DIFFERENT from any preceding age. And this age demands 

reading matter which is entirely different, too,’109 able to combine ‘advanced techniques with 

advanced thinking on ALL aspects of human life.’ The editorial itself promised a new kind of sf: 

 

[…] a new literature for the Space Age […] which is unconventional in every sense and 
which must soon be recognised as an important revitalisation of the literary mainstream. 
More and more people are turning away from the fast-stagnating pool of the conventional 
novel—and they are turning to science fiction (or speculative fantasy). This is a sign, 
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among others, that a popular literary renaissance is around the corner. Together we can 
accelerate that renaissance.110 

 

Using similar tactics to those of Harold Wilson, Moorcock metonymically relates this new sf 

with modernity and the technological marvel of space flight. As well as the metonym of space, 

Moorcock plays on the metaphor of water, widely used in this period to denote cultural 

position.111 This new literature to which, he says, people are turning, will take readers forward, as 

opposed to the ‘fast-stagnating pool’ of the ‘mainstream’ novel, which the new literature may 

very well ‘revitalise’ in its wake. Moorcock contrasts the ‘conventional’ novel with the new 

literature, which is ‘unconventional in every sense’, suggesting that new conventions are needed 

to respond to the Space Age. These new conventions point toward a ‘popular literary renaissance’, 

a paradigm shift in cultural expression that will be shared by a mass audience. Moorcock finishes 

with a call to readers to join with the magazine in speeding toward this new aesthetic, echoing 

other cultural commentators on accelerating technological change, whether anxious or 

celebratory. Moorcock’s combination of the terms ‘popular’ and ‘literary’ to describe the new 

fiction gestures toward the amalgamation of mass and ‘high’ culture’ which Sontag saw as the 

hallmark of the ‘new sensibility’. In a later editorial, Moorcock argued for ‘a fusion between 

“serious” and “popular” entertainment,’112 and has subsequently confirmed that his editorial 

policy was precisely a ‘cross-fertilization of popular sf, science, and the works of the literary and 

artistic avant garde [sic]’.113 

 

The popular form of the mass-circulation magazine was key to Moorcock’s editorial plan to 

merge the avant-garde with mass-produced art in New Worlds. Widely available, cheap, and 

popular, Moorcock saw the magazine as the perfect format for promoting techniques that could 

engage with technological modernity. The editorial team struggled desperately to maintain a wide 
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distribution and readership in order to avoid New Worlds becoming a ‘little magazine’, produced 

for a small coterie interested in experimental work. Moorcock has written ‘we were not a ‘little 

magazine’—that is we depended on general distribution to the public’,114 and in an editorial in 

1969, Platt insisted ‘but we are not a ‘little’ magazine,’ in response to the financial pressure the 

magazine was then facing.115 Initially they were successful, with the circulation doubling in its 

first year.116 However, a series of disasters conspired to restrict the magazine’s circulation. In 

1968, two major newsagents refused to stock New Worlds due to complaints aired in the House 

of Commons at the Arts Council grant for a magazine (New Worlds) that published graphic 

language and sexual content.117 Distribution and printing issues dogged the magazine for years, 

with disputes between the printers and publishers causing delays and wholesalers returning boxes 

of the magazine unopened.118 A vocal portion of the readership, as well, were resistant to the 

changes in the magazine, especially the inclusion of avant-garde works and explicit content. 

However, new readers were attracted to the magazine, when it was available, including Angela 

Carter, who recognised the popular-avant-garde aims of New Worlds, calling it ‘the popular front 

of the avant-garde.’119 

 

The popular-avant-garde sensibility being developed in the magazine posited a synthesis of 

the experimental techniques of an international artistic and literary avant-garde with sf’s capacity 

for dealing with contemporary imagery, via calls for the ‘new literature’ to integrate the energy 

and impetus of the popular imagery of sf. This formulation allowed editors and contributors to 

position themselves against what they termed the ‘mainstream’ novel in the UK. The appellation 

‘mainstream’ was usefully vague, attacking those figures who had reached dominant positions in 

the cultural field during the 1950s and 1960s, and covered realists such as C. P. Snow as well as 

those associated with ‘The Movement’ and the ‘Angry Young Men’ who had come to 

prominence in the 1950s, such as Kingsley Amis, Alan Sillitoe, and John Braine.120 At the same 
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time, appeals to avant-garde writing were intended not only to disparage the ‘mainstream’ novel 

but also to highlight the supposed stylistic poverty of the dominant sf of the period. To that end, 

editorials and book reviews in New Worlds put forward a number of examples of experimental 

works by different practitioners over and above the perceived deficiencies of sf and literary 

fiction.  

 

In the first issue of the magazine edited by Moorcock, both the editorial and a book review 

promoted the work of William S. Burroughs as a model for contributors to the magazine. It was 

Burroughs who Moorcock saw as best representing ‘the new literature of the Space Age’ which 

would ‘revitalise’ the ‘fast-stagnating pool of the conventional novel.’ In a New Worlds review of 

Burroughs’s first UK-published work Dead Fingers Talk (1963), Ballard argues that Burroughs 

combines sf’s ability to absorb contemporary imagery with new ‘methods of exploring time and 

space.’121 The ‘traditional novel’, for Ballard, was ‘fast becoming a minor genre as unrelated to 

common experience as the country house and detective story,’ while ‘by contrast, the great merit 

of science fiction has been its ability to assimilate rapidly the materials of the immediate present 

and future.’ Ballard saw ‘the traditional novel’ as perpetuating a set of stylistic conventions better 

suited to the nineteenth century, such as ‘the sequential narrative, characters ‘in the round’, 

balloons of dialogue attached to ‘he said’ and ‘she said.’’ As well as using Burroughs’s work to 

critique the contemporary novel, Ballard also turned his attention to the flaws of then-

contemporary sf. Writing that its imagery ‘is now failing in precisely those areas where the future 

has already become the past’, he suggested that the genre had stood still in its representation of 

futurity.122 In terms of technique, Ballard suggested that ‘the main task facing science fiction 

writers now is to create a new set of conventions’, following the example of Burroughs.123 

 

It might seem strange for Moorcock to relaunch a magazine with an issue containing two 

pieces on a single author. However, Moorcock and Ballard were, in fact, engaging in a much 

wider skirmish that was then taking place between traditional and experimental literary modes, 

with Burroughs at the front line. An amalgamation of his novels Naked Lunch, The Soft Machine, 

and The Ticket That Exploded, with much of the most controversial imagery of sex and violence 

removed, Burroughs’s Dead Fingers Talk had been published in the previous year by John Calder, 

the UK publisher of Samuel Beckett, Henry Miller, Vladimir Nabokov, and French nouveau roman 
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writers such as Nathalie Sarraute, Marguerite Duras, and Alain Robbe-Grillet. A particularly 

hostile review of Dead Fingers in The Times Literary Supplement by the Brecht scholar John Willet, 

entitled ‘Ugh…’, set off the longest letter exchange in the publication’s history, with eminent 

literary figures lining up on both sides. Those against the book included the publisher Victor 

Gollancz and the novelist Edith Sitwell; Calder, Anthony Burgess, and Moorcock were among 

those for. Detractors focussed on the challenge to moral values posed by the book, picking out 

imagery of gay sex and drug use. Willet wrote: ‘glug, glug. It tastes disgusting, even without the 

detailed but always callous homosexual scenes and unspeakable homosexual fantasies.’124 Sitwell 

went further and compared the book to excreta in a lavatory,125 while Gollancz wrote off the 

work as ‘bogus-highbrow filth.’126 Calder and Moorcock, in contrast, defended Burroughs by 

pointing out his formal innovations, utilising the privileged discourse of science. For Calder, 

Burroughs was ‘a scientist in literature’ who must be allowed to ‘experiment freely.’127 Moorcock 

similarly described the book as ‘something of a scientific as well as a literary experiment.’128 Both 

Moorcock and Calder were engaging in the mode of the ‘new sensibility’, associating Burroughs’s 

techniques with those of science and moving away from the ‘heavy burden of ‘content’’ and 

‘moral judgement’129 that Sontag, too, saw as the preserve of an older form of literary critique, 

here represented by Gollancz, Sitwell, and Willet.130 

 

Burroughs was joined in the roster of writers approved by New Worlds by a host of others, 

either newly published or translated, as exemplars of experimental techniques and approaches 

with the capacity for dealing with contemporary society. The short stories of Jose Luis Borges 

were often cited as innovative, especially for their condensed narrative form.131 Moorcock 

remembers encountering Borges’s short stories for the first time via their retelling by a Spanish-

speaking Swede he met while travelling in Scandinavia in the late 1950s, but it was only in 1962 

 
124 John Willett, ‘Ugh…’, The Times Literary Supplement, 14 November 1963, p. 919 
125 Edith Sitwell, ‘Letter’, The Times Literary Supplement, 28 November 1963, p. 993 
126 Victor Gollancz, ‘Letter’, The Times Literary Supplement, 28 November 1963, p. 993 
127 John Calder, ‘Letter’, The Times Literary Supplement, 21 November 1963, p. 947 
128 Michael Moorcock, ‘Letter’, The Times Literary Supplement, 21 November 1963, p. 947 
129 Sontag, ‘One Culture and the New Sensibility’, p. 298. 
130The TLS letter debate over the merits of Burroughs were part of an ongoing battle in the 1960s between pro and 
anti literary censorship, beginning with the overturning of the ban on D. H. Lawrence’s Lady Chatterley’s Lover in 
1960. Calder would continue campaigning on this front, pushing the boundaries of what was acceptable to publish. 
In 1967 he set up The Defence of Literature and the Arts Fund to attempt to reverse the obscenity sentence given 
to Hubert Selby Jr’s Last Exit to Brooklyn, that Calder had published in 1966. New Worlds promoted Calder’s 
campaign both with advertising space and in an editorial in 1968. (Moorcock, 'Lead In', New Worlds, July 1968, p. 3.) 
New Worlds itself might be seen as a victim of this ongoing struggle. W. H. Smith’s refused to sell the magazine in 
1968 because of the perceived risk of prosecution. The financial damage to the magazine was considerable. The 
debts incurred would finally lead to the folding of the magazine version of New Worlds in 1970. 
131 Michael Moorcock, ‘Mainly Paperbacks’, New Worlds, March 1966, pp. 154–57 (p. 156). 



42 

that a collection of Borges’s work was translated and published in English. Borges was followed 

by Alfred Jarry, whose Selected Works were published in English for the first time in 1965, almost 

sixty years after his death. The book was reviewed favourably in an editorial by Moorcock, who 

suggested it as a model for writers looking for ‘new subject matter and new techniques […] for 

the Space Age.’132 Ballard took up the challenge and wrote ‘The Assassination of John Fitzgerald 

Kennedy Considered as a Downhill Motor Race’, published in New Worlds in 1967, which 

updated Jarry’s 1903 text ‘The Passion Considered as an Uphill Bicycle Race.’133 Aldiss worked to 

transfer the more recent innovations in French writing into sf, using the techniques of the 

French nouveau roman in his novel Report on Probability A, whose narrative, as has been pointed out 

by Adam Guy, is closely based on that of Alain Robbe-Grillet’s La Jalousie (1957, translated into 

English as Jealousy in 1960).134 Aldiss’s novel was rejected by his publishers in the early 1960s but 

then was eagerly taken up Moorcock who published it alongside Ballard’s homage to Jarry’s text 

in 1967.  

 

Boris Vian, another French writer, though not associated with the nouveau roman, was another 

highly regarded author. Although his crime novels had been translated almost immediately on 

their publication in the 1940s, his more experimental works only found their way into English 

after his death in 1959. In a review of his Heartsnatcher (published in French as L’Arrache-coeur in 

1953, translated 1968), James Sallis saw Vian’s work as ushering in ‘a new and perhaps very 

important kind of fiction which is now emerging.’135 In a review of Vian’s work Froth on the 

Daydream, (originally published in French as “L’écume des Jours in 1947, translated into English in 

1967 with the title Froth on the Daydream) Moorcock suggested the novel ‘has marked similarities 

to the methods of certain New Worlds writers.’136 As well as French works, New Worlds often 

made passing reference to the novels and stories of German writers such as Herman Hesse, 

Günter Grass, and Franz Kafka.137  
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The magazine not only cited translations but also new experimental works written in English 

such as Jerzy Kozinski’s The Painted Bird (1965), a grotesque surreal account of brutality in 

Eastern Europe during World War II.138 Another favourite was the American short-story writer 

Donald Barthelme, whose texts integrated popular imagery, literary reference, and experimental 

techniques into surprisingly readable narratives. John T. Sladek wrote approvingly that though 

‘rich with references to Freud, high culture, pop culture, existentialism, they are usually 

meaningless, enjoyable fantasies.’139 He compared the technique with those arguments against the 

interpretation of texts put forward by Sontag in her collection Against Interpretation (1966), in 

which Sontag first laid out her conceptualisation of ‘the new sensibility’. The magazine also 

consistently championed the then-neglected work of the British illustrator and novelist, Mervyn 

Peake, especially his fantastic approach to the suffocating constraints of tradition and control in 

the Gormenghast trilogy (1946–59).140  

 

Diverse in technique, language, imagery, and time-period, in the eyes of the editors and 

contributors of New Worlds these writers shared a quality of being, or of having arrived, from 

outside the established canon of British writers. They were imported as fresh examples for those 

seeking to formulate new approaches that would express modernity and dislodge those who held 

more prominent and dominant positions in the cultural field. A similar tactic was deployed by a 

group of experimental writers grouped around the novelist B. S. Johnson in the same period, 

including Ann Quin, Eva Figes, and Alan Burns, whose writing Julia Jordan has identified as 

constituting a specific form of late modernism characterised by the ‘compositional and formal 

use of accident, error, and indeterminacy.’141 Figes observed of this group that they looked to 

‘writers like Beckett, Robbe-Grillet, Grass, and Borges in a time when ‘“realist” fiction […] 

seemed to be the only acceptable sort.’142 Johnson lauded Beckett and ‘the continental tradition 

of the avant-garde’ as a replacement for the ‘exhausted, clapped out’ literary forms then on offer, 

and ‘the stultifyingly philistine […] book culture of this country.’143 New Worlds published an 

 
138 John Clute, ‘Pouring Down’, New Worlds, November 1969, pp. 30–31 (p. 31). 
139 John T Sladek, ‘Atrocities of the Love Slaves of Equanimity’, New Worlds, February 1968, pp. 64–65 (p. 64). 
140 Mervyn and Maeve Peake were longtime mentors to Moorcock, whom they first met as a teenager attempting to 
write an article on Mervyn Peake for a magazine. New Worlds published a number of articles and reviews of Peake’s 
work as well as illustrations, sections of the third instalment of the Gormenghast trilogy, Titus Alone, and short 
stories. Moorcock persuaded Penguin to republish the trilogy and Langdon Jones restored the poorly edited Titus 
Alone for the reissue in 1970. 
141 Julia Jordan, Late Modernism and the Avant-Garde British Novel: Oblique Strategies (Oxford: Oxford University Press, 
2020), p. 2.  
142 Eva Figes, ‘B. S. Johnson’, The Review of Contemporary Fiction, 5.2 (1985), 70–71 (p. 70). 
143 B S Johnson, ‘Introduction to Aren't You Rather Young to Be Writing Your Memoirs?’, The Review of Contemporary 
Fiction, 5.2 (1985), 4–14 (p. 13). 



44 

excerpt from Alan Burns’s novel Babel and the New Worlds book critic John Clute praised Burns 

as a ‘major writer.’144 New Worlds also advertised the group’s ‘Writers Reading’ sessions in the 

magazine in 1969 and 1970. However, Moorcock and Ballard disliked the work of Johnson 

himself. For Moorcock, Johnson’s novels ‘represented an exhausted modernist genre’, and he 

has made sure to distance New Worlds from Johnson’s own literary activity, stating: ‘it in no way 

resembled what we were trying to do.’145 For New Worlds, Johnson’s novels lacked the popular 

imagery that could have revitalised the experimental techniques he deployed in them. In a New 

Worlds review of Johnson’s The Unfortunates (1969), a work comprised of a series of unbound 

sections held in a box to be read in any order, Moorcock compared it unfavourably with 

Eduardo Paolozzi’s Moonstrip Empire News (1967), another box work filled with screen prints 

combining popular imagery and found text. Moorcock saw Johnson’s box-work as an attempt at 

using the technique to ‘give interest to an intrinsically boring subject matter’, while Paolozzi’s 

succeeded ‘largely because it offered fresh attitudes and imagery with its fresh technique.’146 

 

At the same time that these examples of new or imported writers were being mobilised in 

and by New Worlds to combat ‘mainstream’ fiction, they were also being contrasted with the 

dominant sf writers in the US, who were felt to be lacking in technique and increasingly 

irrelevant in their imagery. Moorcock’s editorials often played off experimental writers against sf 

writers. In a particularly bad-tempered editorial, Moorcock railed against those who ‘make 

impossible claims for Heinlein, Asimov, Van Vogt, and others’ whose ‘half-baked, ill-considered, 

poorly-informed notions […] tell us next to nothing about human character or the human 

condition’, while their ‘pulp derived styles often makes their writing itself unreadable.’ Instead, 

he suggested readers look to ‘Kafka, Camus, Sartre, Borges, Wyndam Lewis, Cocteau, and many 

other writers and playwrights’ for explorations of complex themes and for more sophisticated 

styles.147 

 

 Introducing two stories, ‘Jake in the Forest’ by David Harvey and William Barclay’s ‘The 

Golden Barge’,148 Moorcock suggested that these ‘are much closer to the imaginative fantasies of 

 
144 Clute, ‘Pouring Down’, p. 31. 
145 Pers. comm. 17/09/18 
146 Michael Moorcock, ‘Books Also Received’, New Worlds, March 1969, pp. 62 & 64 (p. 62). 
147 Michael Moorcock, ‘Onward, Ever Onward...’, New Worlds, February 1966, pp. 2–5 (p. 3). 
148 David Harvey, now better known as a Marxist Geographer, was a close friend of Moorcock’s. They met while 
travelling around Scandinavia (‘Michael Moorcock: 1939—’, in Into the Media Web: Selected Short Non-Fiction, 1956-
2006, ed. by John Davey, (Manchester: Savoy Books, 2010), pp. 17–43 (p. 25)) and Harvey was best man at 
Moorcock and Hilary Bailey’s wedding. (Michael Moorcock, The Whispering Swarm (London: Gollancz, 2015), p. 131). 
Harvey contributed a single story and an article ‘The Languages of Science’, ( David Harvey, ‘The Languages of 
Science’, New Worlds, October 1967, pp. 2–4.) to the magazine. William Barclay was one of Moorcock’s 
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Kafka, Peake or Borges than to, say, the work of Heinlein or Asimov.’149 Moorcock encouraged 

readers ‘used to interpreting the terminology of the conventional sf story (FTL, tri-di, hyper-

warp and so on)150 to make the transition to interpreting the symbolism of less overt 

allegories.’151 Moorcock reads sf imagery not as technological novums but as symbols reflecting 

contemporary society. In one of Moorcock’s more manifesto-like editorials, ‘Symbols for the 

Sixties’, he suggested that writers completely reject the techniques ‘of writers like Heinlein’,152 

along with all of ‘their terms, symbols, backgrounds and even ideas.’ Instead he called for: 

 

Writers who reflect the pragmatic mood of today, who use images apt for today, who 
employ symbols gathered from the world of today, who use sophisticated writing 
techniques that can match the other techniques of today, who employ characters fitted for 
the society of today.153  

 

The rhythmic structure and repetition of clauses here emphasise the intense contemporaneity 

that Moorcock was seeking using the images, mood, technique, and characterisation suited to the 

experience of the 1960s. The call for ‘writing techniques’ to match ‘other techniques’ suggests a 

need not only to look beyond sf to other media, but also then to develop techniques fit to 

capture the new technologies reshaping human consciousness.  

 

We can see a similar tactic at work in a chart Ballard designed to accompany an article on 

Salvador Dali that was published in the magazine (fig. 1.2), though with some specifically 

Ballardian eccentricities.154 Ballard measured a set of seemingly random criteria to judge the 

merits of a diverse set of figures. The nine criteria were ill-defined, including concepts of 

‘Genius’, ‘Mystery’, and ‘Authenticity’, and the scale of 0–20 seems ill equipped to measure such 

nebulous concepts. The chart is used to rubbish sf writers while elevating experimental 

 
pseudonyms. ‘The Golden Barge’ was an excerpt of a novel of the same name that Moorcock had written as a 
teenager in 1958, which was heavily influenced by his reading of Mervyn Peake. The novel was finally published as 
The Golden Barge in 1979. 
149 Michael Moorcock, ‘Making the Transition’, New Worlds, October 1965, pp. 2–3 (p. 2). 
150 The three terms Moorcock mentions are three clichéd technologies of the sf genre. ‘FTL’ stands for ‘faster than 
light travel’, ‘tri-di’ is three-dimensional television, while ‘hyper-warp’ is a type of engine/propulsion system for 
moving through space faster than light. Moorcock’s ‘so on’ suggests that these are merely a couple of examples of a 
series of worn out tropes that do not need listing. 
151 Moorcock, p. 2. 
152 Heinlein topped New Worlds’ hate list. In reviews, Moorcock called him ‘SF’s shadow-Hemingway’, (Moorcock, 
‘Short Reviews’, New Worlds, September 1964, p. 122 (p. 122).) and professed ‘a deep dislike of his mentality and his 
barren style.’ (Moorcock, ‘A Dish of Dobsons’, New Worlds, November 1964, pp. 119–21 (p. 119).) Platt began a 
review of Stranger in a Strange Land with the pronouncement that it was ‘a remarkably dull book.’ (Platt, ‘Self-
Conscious Sex’, New Worlds, October 1965, p. 124 (p. 124).) Hillary Bailey rattled off his faults in a review of 
Farnham’s Freehold: ‘his writing is mediocre, his dialogue banal and his imagination sparse.’ (Bailey, ‘“Sorry About the 
Sound Affects, Daddy”’, New Worlds, November 1965, pp. 125–26 (p. 125).) 
153 Moorcock, ‘Symbols for the Sixties’, p. 3. 
154 J G Ballard, ‘Salvador Dali: the Innocent as Paranoid’, New Worlds, February 1969, pp. 25–32 (p. 26). 
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producers. Isaac Asimov scores 0 out of a possible total of 180, while Frederik Pohl only avoids 

this fate by scoring 0.5 for ‘Authenticity’. William S. Burroughs drops only a single mark for 

‘Composition’ and Dali a mark for ‘Technique’, both scoring 179 out of 180. Other British 

writers who worked in the sf vein fall somewhere in the middle, with H.G. Wells, Aldous 

Huxley, and George Orwell scoring 116, 81, and 107 respectively. The surreal addition, perhaps 

conceived in recognition of the subject of the article on the merits of Dali’s surrealist method, is 

the inclusion of the military strategist Herman Kahn, the author of On Thermonuclear War (1960). 

Kahn popularised the concept of the ‘megadeath’ unit to discuss the millions of casualties likely 

to occur in a nuclear war. His appearance here, in a chart comparing the aesthetic merits of sf 

related artists and writers, shows grim humour and a wry awareness of the ways in which world 

events were conceptualised and effected by the use of speculative techniques such as Kahn’s.  

 

 
 

Figure 1.2. Illustrative chart included in J. G. Ballard's article 'Salvador Dali: The Innocent as Paranoid', in New Worlds, No. 
187, February 1969, p. 26, pp. 25–31. 

Though driven by what John Clute has termed a general ‘animus against American SF’,155 

contributors and editors at New Worlds did have a variable degree of knowledge about the genre. 

Ballard, for example, did not deeply engage with the dominant US sf magazine of the period 

Astounding Science Fiction, saying that it ‘soon bored me.’156 He was so put out by the American 

and British sf fans he met at the first World Science Fiction Convention held in London in 1957 

that he stopped writing for almost two years.157 Moorcock himself knew little about classic 

 
155 Pers. comm., 13 April 2020. 
156 J G Ballard, Miracles of Life (London: HarperCollins, 2014), p. 165. 
157 J G Ballard, David Pringle and James Goddard, ‘An Interview with J G Ballard’, Vector, 73/74, March 1976, pp. 
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American sf before becoming the editor of New Worlds. When he had to review such works for 

the magazine he was shocked by their poor quality.158 Similarly, M. John Harrison, who became 

books editor for the magazine in late 1968 without much prior experience of the genre, has 

written: ‘I was horrified. I was appalled, because [sf] was so bad’.159 Moorcock, however, reserved 

a soft spot for Alfred Bester, the author of Tiger! Tiger! (1956, published in 1957 in the US as The 

Stars My Destination), while Ballard, as can be seen from his chart, above, was drawn to the lyrical 

sf of Ray Bradbury.160  

 

Others, however, were profoundly knowledgeable about the genre. Brian W. Aldiss 

described his reading of Astounding as an ‘obsession’;161 Charles Platt has claimed that as a 

teenager he read one sf book or magazine a day,162 and Michael Butterworth calculates that he 

read two hundred sf novels between the ages of sixteen and seventeen.163 The poetry of D. M. 

Thomas, published in New Worlds, was often a transposition of classic sf into poetic form. As 

Colin Greenland has pointed out, Thomas’s poem ‘X’, published in New Worlds in August 1969, 

is a critique of Tom Godwin’s classic sf short story ‘The Cold Equation’.164 His poem ‘The 

Spectrum’ took as its basis the events of ‘The Xi Effect’, a short story by Philip Latham, 

published in Astounding in 1950, in which the universe slowly collapses in on itself: Thomas 

imagines these last moments as experienced by two lovers in a car as colours slowly leach out of 

the world around them.165 

 

Whatever the genre-literacy of the writers and editors working with the magazine, sf was 

seen as a form that, with its focus on the ways in which humanity is transformed or deformed by 

technology, might be able to analyse the present and express its possibilities and restrictions. As 

Ballard observed, the genre was ‘ripe for change, if not outright takeover’,166 and with the 

ascendency of Moorcock to the position of editor at New Worlds this is precisely what happened. 

Though initially very much concerned to promote itself as ‘science fiction’, the magazine slowly 

moved away from the use of the term. The shift can be seen in the changing title of the 

magazine, which under the previous editor, E. J. Carnell, had been New Worlds Science Fiction. In 

 
28–49 (p. 40). 
158 Colin Greenland and Michael Moorcock, Michael Moorcock: Death Is No Obstacle (Manchester: Savoy, 1992), p. 25. 
159 M John Harrison and Christopher Fowler, ‘The Last Rebel’, Foundation, 23, (1981), 5–30 (p. 8). 
160 Moorcock, ‘Introduction’, in New Worlds: An Anthology, p. 16. 
161 Brian W Aldiss, The Shape of Further Things (London: Faber & Faber, 1970), p. 59. 
162 Charles Platt, Loose Canon (London: Gateway, 2017 [2001]) 8.0/444. 
163 Michael Butterworth and Tom Dillon, ‘Interview’, given in 2019, unpublished.  
164 Greenland, The Entropy Exhibition, p. 41. 
165 D M Thomas, ‘The Spectrum’, New Worlds, February 1969, pp. 32–33. 
166 Ballard, Miracles of Life, p. 167 
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1964, Moorcock replaced ‘Science Fiction’ with the initials ‘SF’, suggesting in the editorial that this 

could mean either ‘science fiction’ or ’speculative fantasy’: moving the magazine away from more 

restricted definitions of the genre. With the relaunch of the magazine in 1967 the initials were 

expanded to ‘Speculative Fiction’; albeit ironically, given that the term was invented by their 

erstwhile foil Robert Heinlein in 1947,167 its use signalled a step beyond ‘SF’ to a new form. This 

determinant was dropped after a few issues, the title simply appearing as New Worlds. Platt would 

finally deny any allegiance to the genre, writing in an editorial in 1969 that ‘New Worlds is not a 

science fiction magazine.’168 

 

The ‘new sensibility’ that was developing in the magazine at the intersections of the genre of 

sf and avant-garde literature was not simply reacting to technological change, but also to the 

social and political upheavals of the 1960s. Moorcock has since contextualised his first editorials 

within a wide array of significant moments and trends, symbolising resistance and change: 

 

My first New Worlds editorials of the mid-60s roughly co-incided with The Beatles’ first 
Number One, the assassination of Kennedy, the stepping up of the US bombing in 
Vietnam, Johnson’s backing of civil rights and Medicare Legislation, the rise of Black 
Power, the Arab–Israeli conflict, the death of Winston Churchill, the founding of the 
Kenyan republic, the rise of modern feminism.169  

 

Moorcock here sets the magazine within a context of international conflict, civil rights 

movements, and decolonisation. The intensification of the Vietnam War in the mid 1960s and of 

the Third Arab–Israeli war in 1967 is set alongside the founding of the Kenyan republic (1964) 

and the death of Churchill (1965), whose policies had done so much to retard decolonisation. 

These moments are accompanied by the burgeoning political and social campaigns of ‘Black 

Power’ and ‘modern feminism.’ The new sensibility of New Worlds and such musicians as The 

Beatles, then, can neither be disconnected from the wider anti- and neo- colonial motions of the 

1960s nor the new identities that emerged from them. The challenge to colonialism and the 

influence of this challenge on minority groups in the West began to undermine the grand 

historical narrative of continual progress and its major beneficiary, the ‘universal’ subject position 

of the middle-class white man. This opened up the possibility and space for new voices and 

subject positions to emerge, especially in terms of race, gender, and sexuality.  

 
167 Robert A Heinlein, ‘On the Writing of Speculative Fiction’, in Of Worlds Beyond: The Science of Science Fiction Writing, 
ed. by Lloyd Arthur Eshbach (London: Dennis Dobson, 1965 [1947]), pp. 9–22. 
168 Platt, ‘Lead In,’ New Worlds, August 1969, p. 1. 
169 Michael Moorcock, (1991), ‘New Worlds’, in Into the Media Web: Selected Short Non-Fiction, 1956-2006, ed. John 
Davey (Manchester: Savoy, 2010), pp. 436–42 (p. 436). 
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As Mark Bould has remarked, New Wave writers ‘avoided thinking about race.’170 The vast 

majority of characters and representations in New Worlds were unmarked by racial characteristics, 

with the assumption being that they were white. For the most part, authors who did engage with 

racial politics in the magazine did so through the crude trope of ‘race flipping’, whereby a white 

character changes into a black character, allowing the writer to highlight the unequal treatment of 

people based on skin colour. One such story, ‘Black is the Colour’, by Barry Bowes, riffs off 

Kafka’s ‘Metamorphosis’, but instead of a man waking to find he is an insect, a white narrator 

wakes to find he has transformed into a black man.171 Moorcock’s house character Jerry 

Cornelius also appears to change race between the first Jerry Cornelius novel, The Final Programme 

(1968, though excerpts were published in New Worlds in 1965 and 1966), and the second, A Cure 

for Cancer (1972, serialised in New Worlds in 1969).172 Disch and Sladek collaborated on the novel 

Black Alice (1969) in which a white heiress is abducted and given a pill to change her skin to 

black, thereby rendering her invisible to the racist authorities looking for a white child. 

 

The paucity of stories addressing race and their often clumsy treatment did not mean that 

writers were not engaging with racism and resistance in this period. Moorcock lost his job at 

Fleetway Publications in the early 1960s for refusing to write war comics which he felt 

contributed to racism with their racial slurs and nationalist ideology.173 Along with fellow sf 

writer John Brunner, Moorcock was also involved in resisting racism in the sf community, and 

both were anti-racist campaigners. At the World Science Fiction Convention held in London in 

August 1965, Moorcock and Brunner found themselves on a panel with the long-time editor of 

Astounding (renamed Analog in 1960) John W. Campbell, whose views were becoming 

increasingly racist. During the 1960s, Campbell’s editorials had transformed into rants against 

liberalism, repeatedly stating that people were not ‘born equal’;174 advocating dictatorship,175 and 

 
170 Mark Bould, ‘Afrofuturism in the New Wave Era’, in The Cambridge History of Science Fiction, ed. by Gerry Canavan 
and Eric Carl Link (Cambridge: Cambridge University Press, 2019), pp. 396–414 (p. 397). 
171 Barry Bowes, ‘Black Is the Colour’, New Worlds, November 1968, pp. 36–38. 
172 The change is explained as Jerry Cornelius becoming a photo-graphic negative of himself in the previous novel, 
thereby denying a true race switch. However, many people treat him with much prejudice assuming he is not white. 
For a longer discussion of Jerry Cornelius and race see Chapter 3. 
173 Michael Moorcock, Ngo Vinh-Hoi, and Jeff Goad, ‘An Interview with Michael Moorcock’, 
www.appendixnbookclub, podcast, 55:56, (2019), <https://appendixnbookclub.com/2019/12/02/an-interview-with-
michael-moorcock/>, [accessed 9 October 2020]. 
174 Campbell wrote that science dictates that ‘people are not born equal’ (John W Campbell Jr, ‘Secret Science’, 
Analog, January 1967, 6–9 & 172–78 (p. 7).) and that people should ‘stop pretending “all men are born equal.”’ (John 
W Campbell Jr, ‘Race Riots’, Analog, January 1965, pp. 7 & 94–95 (p. 7).) In another editorial he dropped the idea of 
people not being ‘born’ equal, simply stating that ‘people are not all equal’. (John W Campbell Jr, ‘Keeperism’, 
Analog, July 1965, pp. 5–7 & 156–62 (p. 156).) 
175 Campbell suggested that ‘what’s needed [in Vietnam] is a strong centralised military dictatorship’, (Campbell., 
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arguing that racial(ised) inequality was attributable to black culture and genetics.176 At the 1965 

panel in London, Campbell put forward his ideas on race and democracy, arguing in favour of 

slavery and dictatorship. 177 Moorcock was so shocked that he broke into tears. Brunner, 

however, ‘slaughtered Campbell’, with little difficulty.178  

 

The neo-imperial policies of the US in this period, culminating in the Vietnam war, allowed 

many of the white British writers at the magazine to deflect colonialism and racism onto 

American sf and US culture in general. Judith Merril, who lived in London for a year in the mid 

1960s, remembers that New Worlds writers were ‘terribly relieved that they were no longer 

running the world’, and often asked her such questions as: ‘Now that you Americans have taken 

over the world and we don’t have to worry about it any more, what are you going to do about 

it?’179 America’s atrocities in Vietnam deflected attention away from the UK’s own imperial past 

and allowed British writers to avoid thinking too deeply about the implications of race and 

racism. Anxieties about the decline of British power could also be projected onto the US as 

saviour or invader, with the UK figuring either as beneficiary or victim of the colonial export of 

American culture.  

 

With the exception of Delany, there were no black writers contributing to the magazine. The 

same cannot be said of women. Though the majority of the writers were men, many women 

contributed stories to the magazine and made up a significant proportion of the editorial staff. 

Diane Lambert worked as the advertising agent from 1967 until 1970; Hillary Bailey provided 

editorial assistance, while much of the illustration was provided by artist Pamela Zoline, 

illustrator Vivienne Young, and the prolific photographer Gabi Naseman. Stories, often with a 

feminist tilt, were published by Hillary Bailey, Carol Emshwiller, Daphne Castell, Sonya Dorman, 

Kit Reed, Judith Merril, and Zoline. In studies of New Worlds and the New Wave, these 

 
‘Keeperism’, p. 156) and suggested that ‘what’s needed to settle the problems in the Near East is a good sound, 
powerful totalitarian tyrant. […].’ (John W Campbell Jr, ‘Democracy’, Analog, February 1968, pp. 4–5 & 176–77 (p. 
176).) 
176 Campbell’s editorials often criticised black communities for their own poverty and inequality. For instance, he 
wrote ‘one of the major reasons the Negro people are having so much trouble gaining acceptance, is simply that the 
Negroes are not doing an adequate job of disciplining their own people.’ Campbell, 'Race Riots', p. 7. In another 
flagrantly racist piece Campbell argued that ‘the Negro ghettoes are filthy because they are Negro ghettoes, not 
because they are ghettoes […].’ (John W Campbell Jr, ‘Liberal Cruelty’, Analog, December 1967, pp. 6–7 & 174–78 (p. 
176).) 
177 Michael Moorcock, ‘Conventions and Conventions’, New Worlds, December 1965, pp. 2–3 & 123 (p. 3). 
178 Michael Moorcock, Ngo Vinh-Hoi, and Jeff Goad, ‘An Interview with Michael Moorcock’, 
www.appendixnbookclub.com, podcast, 45:50, (2019), <https://appendixnbookclub.com/2019/12/02/an-interview-
with-michael-moorcock/>, [accessed 9thOctober 2020]. 
179 Judith Merril and Emily Pohl-Weary, Better to Have Loved: The Life of Judith Merril (Toronto: Between the Lines, 
2002), p. 167. 
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contributions are often missed: the importance for feminism of the magazine and its innovations 

in form and content is stated rather as if these were a sort of path-clearing exercise, making way 

for the feminist sf of the 1970s. Andrew M. Butler writes that ‘New Worlds rarely explored 

feminist ideas’180 and sees the New Wave as, although not feminist in itself, ‘allowing fictional 

explorations of second wave feminism and paving the way for examinations of gender.’181 

Luckhurst sees the New Wave as driving the genre to an exhaustion of the form, but that ‘the 

rubble of that tradition could be recombined in new structures’ such as feminist sf.182 I myself 

have followed this convenient, if overused path, writing that ‘from the rotting corpse of the New 

Worlds project […] a new strand of sf emerged as both a critique and a more political 

continuation of the representation of gender and sexuality—1970s feminist sf.’183 

 

It is true, as Greenland writes, that the ‘magazine showed no specific awareness of 

feminism’.184 Representations in the vast majority of stories were violent, with images abounding 

of dehumanised, objectified, and assaulted women: robots, pin-ups, or victims. However, care 

should be taken to avoid erasing the contributions of women to the magazine, and the many 

stories that explored the social and psychological construction of gender. Almost all of Hillary 

Bailey’s stories published in the magazine centred on feminist ideas around gender constraints. 

In her alternative history novella ‘The Fall of Frenchy Steiner’, gendered stereotypes are reversed 

so that the hero is emotional and passive while the heroine is strong and decisive.185 ‘Be Good 

Sweet Man’ reimagines contemporary Britain ruled by women;186 ‘Dr Gelabius’ describes the 

murder by a grieving mother of a malevolent scientist who experiments on foetuses;187 in ‘Agatha 

Blue’, an alien inhabits the mind of a woman and experiences violent assault and misogyny first 

hand.188 To Bailey’s consistent exploration of gender and violence can be added Judith Merril’s 

novella ‘Daughters of Earth’, which follows succeeding generations of women space explorers;189 

Pamela Zoline’s classic New Wave text ‘The Heat Death of the Universe’, in which domestic 

labour is compared with entropy;190 and Sonya Dorman’s ‘Nest Egg’, in which a housewife is 

transformed into a chicken, using the technique of the pataphor to explore the dehumanisation 

 
180 Butler, ‘Riding the New Wave’, p. 334. 
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185 Hilary Bailey, ‘The Fall of Frenchy Steiner’, New Worlds, July 1964, pp. 2–36. 
186 Hilary Bailey, ‘Be Good Sweet Man’, New Worlds, October 1966, pp. 72–90. 
187 Hilary Bailey, ‘Dr. Gelabius’, New Worlds, April 1968, pp. 4–5. 
188 Hilary Bailey, ‘Agatha Blue’, New Worlds, March 1970, pp. 5–7. 
189 Judith Merril, ‘Daughters of Earth’, New Worlds, April 1967, pp. 6–76. 
190 Pamela Zoline, ‘The Heat Death of the Universe’, New Worlds, July 1967, pp. 32–39. 
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of women under patriarchy.191  

 

Fluid sexuality was much more in evidence in stories published in the magazine, in some 

cases cynically so, playing on the kinky image of ‘Swinging London’ and its queer-coded 

celebrities, such as Mick Jagger, David Bowie, Dusty Springfield, and Jimi Hendrix. In Carol 

Emshwiller’s story of gay desire, ‘White Dove’, the genderqueer narrator ends with the note that 

‘homosexual stories are very popular these days.’192 However, there are a number of stories in 

which queer sexuality is, in Moorcock’s terms, ‘taken for granted’:193 gay, bisexual, or queer 

relationships are represented but are not remarked upon, acknowledging queer desire but 

refusing to sensationalise it. Michael Butterworth’s first short story to be published in New 

Worlds, ‘Girl’, is a remarkably tender vision of a sexual relationship between two men, the last 

two people remaining after an unnamed apocalypse.194 In Graham Charnock’s linked set of 

stories set in a near future London, gay and bisexual relationships abound but are not 

foregrounded as novel.195 The magazine’s house character, Jerry Cornelius, was particularly 

protean in terms of gender and sexuality, moving between sexual relations with men and women 

and maintaining a radically unstable gender identity.  

 

The other large lacuna was that of class, with few writers touching on the issue. Though 

many writers satirised bourgeois norms and attitudes, the working class was almost invisible. 

Notable exceptions are the class antagonisms in Aldiss’s ‘Report on Probability A’, where 

disgruntled former workers watch their master’s house; and Jerry Cornelius’s own ambiguous 

class position, especially after the introduction of his working-class mother Mrs. Cornelius as a 

character. 1960s Britain saw an obsession with the projected end of class, or what was known as 

‘classlessness.’196 Rising wages, the growth of white-collar and technical labour, accompanied by a 

supposed meritocracy, was metonymically attached to prominent working-class figures of the 

era, such as the actors Terence Stamp and Michael Cain, and the photographer David Bailey. 

 
191 Sonya Dorman, ‘Nest Egg’, New Worlds, March 1970, pp. 26–27. The pataphor was developed by Alfred Jarry as a 
literary technique for exploring his imaginary science of pataphysics. Instead of describing an object/phenomena by 
metaphor, (comparing one thing with another), the pataphor takes the comparison literally, as the basis of a new 
physics. Ballard would adapt the technique in his ‘The Assassination of John Fitzgerald Kennedy Considered as a 
Downhill Motor Race’. Kennedy’s death in the story is not just like a motor race: the motor race itself as a figure 
becomes the basis of the story, so that instead of being shot, Kennedy loses the race. In Dorman’s story, a woman is 
not just like a chicken in the way she is treated under patriarchy, but is a chicken, desperately trying to look after her 
egg, enclosed in a chicken coop. 
192 Carol Emshwiller, ‘White Dove’, New Worlds, March 1969, pp. 21–24 (p. 24). 
193 Moorcock, ‘Michael Moorcock: 1939—‘, p. 29. 
194 Michael Butterworth, ‘Girl’, New Worlds, May 1966, pp. 113–18. 
195 Graham Charnock, ‘Sub-Entropic Evening’, New Worlds, June 1969, pp. 37–48. 
196 Booker, The Neophiliacs, p. 23. 
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However, this rhetoric of ‘the end of class’ often simply led to the invisibilisation of class while 

class inequality still ravaged the country. At New Worlds, despite the contributions of the 

working-class poet D. M. Thomas and the illustrations of Moorcock’s friend and collaborator 

James Cawthorn, the period under Moorcock saw a notable shift away from working-class 

writers and editors. The long-serving founding editor E. J. Carnell, himself working class, had 

regularly published the prolific working-class authors E. C. Tubb and Kenneth Bulmer. These 

two were slowly phased out under Moorcock in favour of more experimental and mainly middle-

class writers and artists. Platt notes the class divide between himself, Ballard, and Aldiss and the 

working-class Tubb and Bulmer: ‘I sensed that class was a problem when I spoke to Ted Tubb 

or Ken Bulmer, because I think they felt that I was pretentious or had a condescending 

attitude.’197 Though Moorcock, Platt, and Ballard praised the work of Carnell and Tubb, the 

onset of the New Wave did tend to privilege middle-class cultural production at the expense of 

working-class perspectives. 

 

Though lacking in nuanced responses to the emerging identity politics of the era, it is still 

possible to read its effects on the magazine. The white straight, middle-class Western hero of 

classic sf—aligning closely with the liberal humanist subject of both colonialism and liberal 

capitalism—was significantly challenged, and the paradigm of the chiselled-jawed protagonist 

was replaced by what James Cawthorn, in a New Worlds review of Ballard’s fiction, called ‘the 

dissolving hero’.198 From the hollow, passive characters of Ballard’s ‘condensed novels’ and 

catastrophe trilogy to the linguistic disintegration of Colin Chateris in Aldiss’s ‘Acid Head War 

Stories’ and the unstable subjectivity of Jerry Cornelius, the white Western subject was shown to 

be either diminishing into nothing or exploding into difference. And just as the meta-formal 

explorations of the magazine tended to suggest a resistance to the cultural and social hegemonies 

of the era, so the form of the dissolving hero suggested a new space for representation of 

oppressed or emerging identity formations fighting for recognition during the 1960s. 

 

A	Map	of	the	Catastrophe	
 

I have followed the trail of the catastrophe: from the global shifts in systems of power, to the 

cultural symptoms of that shift discernible in the ‘new sensibility’, to the way in which the 

emergent cultural expression was explored in New Worlds magazine. In order to illustrate this 
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process, I have set the magazine’s editorials and book reviews within the context of the cultural 

and social trends of the 1960s. The remainder of my thesis continues the material 

contextualisation of the magazine within various cultural contexts. Each chapter takes a specific 

form of magazine content and sets it within a dense layer of cultural history. The method reveals 

the editors and writers of the New Worlds cultural formation’s use of the magazine form as a way 

of reflecting on the shifting social and cultural forms of the decade, and, importantly, the effect 

of these changes on human consciousness and identity. Though the shifts were often formulated 

as having deeply negative effects on the individual subject, increasing the power of systems of 

control over society, at the same time new social and genre couplings pointed the way forward to 

new political and aesthetic possibilities. 

 

Concerns over the pervasiveness of bureaucratic control over Western society were 

increasingly prevalent in the post-war period. My second chapter sets various reader feedback 

surveys that were sent out by the magazine within the dual context of the growth of bureaucracy 

and the concomitant fear of technocratic power that was espoused then by a wide range of 

cultural critics. I analyse four surveys that span the history of New Worlds, from its inception as a 

fanzine in the 1930s to its launch as a professional publication after World War II, through the 

aesthetic innovations of the 1960s and up until its closure as a periodical in 1970. Looking at 

forms and surveys sent out to readers by the magazine shows us the following: firstly, the 

shifting relationship of the magazine with its readership; secondly, the shifting relationship of the 

magazine with the genre of sf; and thirdly, the changing relation of the magazine to bureaucracy 

and technocratic governance. Finally, paying close attention to the work of John T. Sladek, I 

suggest that the cultural producers at New Worlds under the helm of Moorcock highlighted the 

material/formal aspects of the magazine, in order to show how aesthetic, social, and bureaucratic 

forms shape subjectivity.  

 

My third chapter is the only one that focuses on a textual product, rather than a paratextual 

product, of the New Worlds cultural formation—one which bound the community of editors and 

writers together. Here, I examine in detail the character of Jerry Cornelius and the novels and 

stories in which he appeared within the context of a then-burgeoning interest in myth and the 

nascent science of cybernetics. I argue that Jerry Cornelius was invented by Michael Moorcock as 

an editorial example for prospective New Worlds authors of how to produce writing that could 

capture post-war experience. In their form, I argue, the Jerry Cornelius stories constituted an 

updated techno-myth; utterly adaptable and malleable for recording the chaotic and unstable 
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then-present moment, as they moved between popular and avant-garde images and techniques. 

As well as appearing in a host of stories and novels penned by Moorcock, the character was 

taken up by a number of other New Worlds writers, such as M. John Harrison, James Sallis, Brian 

W. Aldiss, Norman Spinrad, and Langdon Jones. Through an analysis of the various texts in 

which Jerry Cornelius appears, I follow the threads of this shared project across these various 

issues to uncover, as far as is possible, the shared ethos of the cultural formation of New Worlds.  

 

As with bureaucracy, advertising was another overriding concern of commentators in the 

post-war period. In the fourth chapter, I examine J. G. Ballard’s experiments in advertising, 

published in the magazine: firstly, within the context of anxiety and paranoia over the 

manipulation of subjectivity by the advertising industry; secondly, within the context of the 

instrumentalisation of advertising industry techniques by writers at New Worlds. I make the case 

that advertising was made use of as a literary theory for the best ways to reflect upon modernity 

and engage readers using the techniques of compression and displacement. Though critical of 

the worst effects of advertising, many of the editors and writers at New Worlds were interested in 

the ways in which the industry’s techniques could be used to explore and destabilise the 

production of ‘reality’. I show how Ballard’s work stages advertising as a site of both the critique 

and the transcendence of post-war capitalism, with women’s disfigured bodies as the ground 

from which this binary is launched. I end the chapter with a consideration of the invisible labour 

of the magazine’s advertising agents Diane Lambert and Claire Walsh, and the way in which they 

reappeared as sexualised objects in the advertising experiments of the male writers and editors.  

 

My final chapter explores the visual aspects of the magazine, including art, design, and 

illustration. I argue that the blurring between the visual and textual elements of the magazine 

should be understood within the wider context of the challenge to aesthetic boundaries between 

word and image that was underway in the contemporary art of the 1960s. I look specifically at 

the development of Pop Art and Conceptual Art, showing how the former considered art as a 

series of languages while the latter saw language itself as an art object. I show how, in the 

attempt to translate Moorcock’s desires for the magazine into visual form, New Worlds designer 

Charles Platt carried out, in his work for the magazine, some of the very same boundary-crossing 

enacted by contemporary art practitioners. I then close read the work and career of Pamela 

Zoline in the 1960s, suggesting that, in publishing her illustrations and texts in New Worlds, she 

also brought her extensive experience as an artist and curator of contemporary art to the 

magazine, along with them. I show how her artworks do not merely illustrate texts, but break 
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down the difference between text and image. Finally, I analyse her quintessential New Wave text 

‘Heat Death of the Universe’, revealing that its power lies in the way in which it straddles the line 

between the visual and the textual: consisting of a collaged text and an accompanying collage 

that can be read. The technique of collage is used, not simply as technique but as a way of 

showing the psychological collage of discourses in the mind of the housewife-protagonist Sarah 

Boyle, and as a mode of resistance to patriarchal dominance. 

 

Though I have argued above that the title of the thesis was a research question shared by 

writers at New Worlds in the 1960s, it has also very much been my guide over the period of 

researching and writing this thesis. I asked myself this question repeatedly during my research, 

placing the magazine and its form at the very centre of my analysis and exploration. Though I 

can claim no ‘exactitude’, I aim to show, over the course of these five chapters, ‘the nature of the 

catastrophe’ that was New Worlds magazine in the 1960s—how it came to challenge the dearly-

held orthodoxies of a popular genre as well as those of the literary ‘mainstream’, and so to 

produce a body of work that captured the contradictory experience of technological 

modernity—namely, of severe anxiety concerning the present moment but also of hope for a 

better future.  
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Chapter	2 	

The	History	of	New	Worlds	in	Four	Forms	
 

Introduction	
 

Market surveys, the questionnaire, the feedback form: all evoke, at best, boredom and, at 

worst, feelings of dread. Bureaucratic forms might therefore seem an odd choice for textual 

analysis. Unpleasant, uninteresting, and outside of the purview of orthodox literary objects of 

study such as novels, short stories, poetry, plays, etc., they seem hardly the site for a revolt 

against genre constraints and literary conventions by the cultural formation centred around New 

Worlds magazine. Forms, surveys, and questionnaires are, however, among the privileged texts of 

modernity: read, responded to by, and affecting the daily lives of all subjects under capitalism, at 

every level of life, work, and leisure they both express and induce the contemporary mode of 

being characterised by disaffection and alienation.  

 

By reading the forms and surveys issued by a magazine, paratextual material rarely examined 

in sf and literary studies, we can read the history of the changing relationship of a publication 

with the governing economic and social system. The consideration of such material in New 

Worlds can show us what kinds of reading subjects the magazine was attempting to foster; can 

allow us to track the rise of Western bureaucracy and of resistance to its growth; and, finally, to 

identify the prevalent technique that came to characterise work in New Worlds magazine—

namely, that of turning the form of artistic production into its content, thereby highlighting the 

process of identity construction via new technological, artistic, and bureaucratic modes. 

 

The latter half of Chapter 1 outlined a synchronic view of the position of New Worlds in 

relationship to the ‘new sensibility’ that emerged in the 1960s at the intersection of art and 

science, high and mass culture, and in the context of colonial resistance and global shifts in 

capitalist production. In the current chapter I give a diachronic history of the magazine, from its 

inception as the fanzine Novae Terrae in 1936 until the folding of its professional iteration as the 

magazine New Worlds in 1970. The approach of setting the paratextual material of magazine 

surveys within the context of the material and cultural history of bureaucracy also serves as an 

example of my methodology: a combination of the flexible interpretive hermeneutic of cultural 

history and the close attention to the material body of publications that is at the heart of 

magazine studies.  
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I first give a brief overview of the intertwined history of modern bureaucracy and its forms, 

surveys and questionnaires, and the response to their ubiquity by contemporaneous sociologists 

and thinkers. Next, I consider four forms issued by New Worlds in turn: each from a different 

period of the magazine’s history, and each demonstrating a changing relationship to their 

readers; to the genre of sf; and to both bureaucratic and aesthetic forms. The first form, from 

Novae Terrae, captures the small coterie of British fans of the American niche-market genre of sf 

in the 1930s. The second form, from 1963, shows the transformation of the magazine into a 

professional venture under the editorship of E. J. Carnell, aimed at the growing market of white-

collar workers in the post-war period. The third form, from 1966, two years into Michael 

Moorcock’s tenure as editor, reveals the ‘new sensibility’ that Moorcock was attempting to 

promote via his editorial policy, and also the wider process of the co-option of the niche-market 

sf-genre audience for Moorcock’s own ends. Finally, I end with an analysis of John. T. Sladek’s 

1968 piece, published in New Worlds: ‘New Forms: Anxietal Register B’, which parodied the 

bureaucratic form in order to show how bureaucratic—and, by implication, aesthetic—forms 

actively produce the subjects that interact with them. Punning on the word ‘form’, as a 

document to be filled out by an individual as well as the aesthetic kind, Sladek explores how 

innovations in bureaucratic, technological, and artistic form(s) actively produce new subjectivities 

via the imposition of constraints and boundaries onto embodiment and consciousness.  

 

Bureaucratic	Forms	and	Forms	of	Bureaucracy	
 

The histories of bureaucracy and the survey are intertwined: both are products of the 

increasingly techno-rationalist form of Western capitalism since the Enlightenment. Wedded to 

rationality, science, and the idea of ‘progress’, bureaucracy steadily came to be the dominant 

mode of governance in the Western world, and the clerical form its most powerful tool. Over 

the course of the twentieth century, a number of thinkers came to theorise and critique 

bureaucracy, including Max Weber, C. Wright Mills, Theodore Rozak, and William H. Whyte Jr. 

As I will show in the discussion that follows, these thinkers saw bureaucracy as mechanical, 

abstracting, and, hence, dehumanizing, both of those who work within bureaucratic institutions 

and of those who are subject to bureaucratic control. This process of dehumanisation, endemic 

to bureaucracy and carried out via forms, was said to produce a state of ‘alienation’—a concept 

that began as a Marxist term for the estrangement of the worker from their labour, but that in 

this period came to stand, more generally, for the estrangement of the individual from society 
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under capitalism.  

 

Max Weber was one of the first thinkers to draw attention to bureaucracy, which he saw as 

an ambivalent mode of governance, developing out of a cruder model of rule based on title and 

land. He described bureaucracy as a modern, technically superior, and rational structure of 

domination that had come to control the increasingly complex capitalist mode of production and 

the subjects caught within it. Hierarchical, segmented, and efficient, Weber wrote of it that ‘the 

fully developed bureaucratic apparatus compares with other organizations exactly as does the 

machine with the non-mechanical modes of production.’199 Weber’s comparison was not a 

random one. Bureaucracy utilised the structures and procedures of the capitalist mode of 

production, including the hierarchical division of labour and the use of machines to automate 

tasks. Though impressed by its efficiency, Weber was wary of its dehumanizing aspects: he saw 

the bureaucrat as ‘a small cog in a ceaselessly moving mechanism’ that dealt with people solely as 

abstractions,200 and he warned of its irreversible and total control over life.201  

 

Forms and surveys may be as old as the history of writing. We know that ancient civilisations 

used the census to determine taxes and eligibility for military service. However, the modern 

history of the survey begins with the rise of statistical science in the nineteenth century. The first 

known questionnaire was made by the Statistical Society of London, which, in 1838, produced a 

list of questions to be sent out to ‘elicit the complete and impartial history of strikes.’202 From 

early on, we can see the claim to the objectivity and totality of knowledge gathered via the 

empirical method being made on behalf of the survey. By the late nineteenth century, the survey 

became a fundamental tool in the field of psychology. Francis Galton, the founder of the science 

of eugenics, used the questionnaire to ‘prove’ his theory of inherited intelligence, first put 

forward in his book Hereditary Genius (1869). Galton sent out a survey to scientists in England 

with questions about the eminence and success of their ancestors and relatives, in order to stake 

his shaky claims on the basis of ‘new and trustworthy materials’.203 In 1885, the Société de la 

Psychologie Physiologique attempted to determine psychological heredity by questionnaire, 

though the data proved unusable. The questionnaire became increasingly sophisticated and, after 
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World War I, was translated from psychology into market research and political science, via the 

application of the methods of psychology to consumer markets, advertising, and political 

campaigning. In his book The Hidden Persuaders (1957), Vance Packard traced the migration of the 

survey from the strictly therapeutic domain of psychology into the commercial and public realms 

of consumer studies and politics, along with professional psychologists who increasingly found 

work in market research organisations. Surveys and questionnaires were identified by Packard as 

one of the tools used by advertisers in order to understand and ‘manipulate’ human desires for 

financial gain.204 

 

In the same period, the use of forms for the gathering and recording of data became integral 

to the workings of bureaucracy in both the state and private spheres. C. Wright Mills wrote of 

the realm of modern bureaucracy as ‘the enormous file, a part of the symbol factory that 

produces the billion slips of paper that gear modern society into its daily shape.’205 Alongside the 

institutions of psychology, market research, and the state, the forms and surveys that were 

instrumental to them were not simply a method of recording, but also of eliciting and controlling 

interiority. With their personal questions aimed at the subject, forms and surveys are the written 

corollary of ‘the talking cure’ which Michel Foucault identified as a key tool for producing 

sexuality in the late nineteenth century; based on the religious confession as repurposed for state 

control.206 The form is a more directed method than the talking cure, often strongly aligned with 

quantitative data gathering. Nonetheless, like the talking cure, it induces the subject into 

exteriorising the self and, via its selection and direction of inquiry, produces those very aspects of 

the self that it claims to record. 

 

World War II and its aftermath saw a significant growth in bureaucratic governance, as 

Western nations moved away from a capitalist mode of production based on colonial 

exploitation abroad and free markets at home. The growth of the state and of interventionist 

economic policy necessarily meant a larger bureaucracy, while the efficiency of the factory model 

of automated and compartmentalised labour led to its being adapted and applied to office work 

in the private sector. In the UK for instance, the number of civil service personnel grew from 

around 422,000 on the eve of World War II to over 700,000 in 1948.207 M. J. Heale has pointed 
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out that ‘between 1963 and 1973 dense thickets of bureaucracy spread across the United States’, 

citing a fivefold increase in spending on regulations by federal government between 1970 and 

1975.208 Heale has suggested that it is this often-overlooked aspect of 1960s history, the growth 

of bureaucracy, that might best explain the upheaval of the decade, as students and dissidents 

resisted the increasing reach of the techno-capitalist control in which they were ensnared. 

 

A large literature on the deleterious effects of bureaucracy appeared in this period, especially 

in the US, characterising ‘the system’ as dehumanizing and mechanical. Theodore Rozak, in The 

Making of a Counter Culture (1969), named the phenomenon the ‘technocracy’, writing that, despite 

its greater efficiency, ‘like Kafka’s K., men throughout the “developed world” become more and 

more the bewildered dependents of inaccessible castles wherein inscrutable technicians conjure 

with their fate.’209 The individual, for Rozak, was no longer an agent in society but a manipulated 

puppet of a mechanical and impersonal system, like Franz Kafka’s protagonist in The Castle 

(1926). In a thesis that would come to support Heale’s later one, Rozak argued that the youth of 

the counter-culture were the agents of change best suited to challenging the dominant system. In 

‘a world that more and more thinks of society as the subordinate adjunct of a gigantic 

technological mechanism’, he said, it was the young that had begun to ‘speak of such 

impracticalities as “community” and “participative democracy”’ who might save humanity.210 

 

In White Collar (1951), the sociologist C. Wright Mills outlined the proletarianisation of the 

middle-class in the US by the mapping of the factory model onto bureaucratic structures. The 

growth of private enterprise, and of the state, in the first half of the twentieth century, led to a 

large increase in the availability of white-collar office work and an attendant expansion of the 

middle class. Mills applied a Marxist framework of the position and power of the proletariat to 

these new middle-class workers, seeing them as both oppressed and as a potentially powerful 

agent of history; due to the enhanced prestige of these workers, however, he doubted they would 

overcome their acquiescence to the system. He described ‘a new universe of management and 

manipulation’211 creating a passive and helpless subject who is ‘pushed by forces beyond his 

control, pulled into movements he does not understand.’212 Here again, the model of machine-
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like bureaucracy is used to describe the negative effects of the society in question: ‘And in all this 

bureaucratic usurpation of freedom and of rationality, the white-collar people are 

interchangeable parts of the big chain of authority that bind the society together.’213 In Mills’ 

formulation, it is bureaucratic society that is a machine while the people within it are 

standardised parts, stripped of their individual freedom and organised into a hierarchical chain.  

 

William H. Whyte Jr. came to similar conclusions in his book The Organization Man (1956), 

albeit without the Marxist analysis of class and labour. Whyte bemoaned the subordination of 

the individual to a bureaucratic machine, identifying it as a product of what he termed the 

valorisation of a ‘utopian faith’ in community and society over individual freedoms.214 Though 

lacking an economic critique of bureaucracy and leaning heavily on the ideology of the primacy 

of the self over community, Whyte perceptively noted the power and pervasive use of the 

‘personality test’ survey in producing the subjectivity best suited to bureaucratic governance. He 

noted that in 1952, 33 percent of companies used personality tests to hire or monitor workers, 

rising to 60 percent in 1954.215 Over a similar period (1950–56), Whyte’s research showed that 

the number of forms sold for personality testing rose by 300 percent.216 Whyte suggested that the 

forms, which purported to test levels of psychological stability, in fact produced, via their style and 

choice of questions, the very psychological profile most appropriate for bureaucratic regimes: a 

profile which stressed an extroverted personality, a disinterest in the arts, and an acceptance of 

the status quo. ‘They are not a neutral tool’, he wrote. ‘They become a large factor in the very 

equation they purport to measure.’217 Whyte gave the very post-modern advice that one should 

cheat on such tests by first inventing and then staying in character, thereby creating a consistent 

middling score, and then by wisely ‘choos[ing] your neurosis’ so as to appear to have a readable 

depth that was not, however, overly disruptive.218 

  

The interest in the power of bureaucracy in the UK was less developed. George Orwell, 

however, did touch on the issue in a review of The Managerial Revolution (1940), a book by James 

Burnham about the pervasive evil of the ‘managerial’ control of society under both capitalism 

and communism. Though sceptical of some of Burnham’s arguments, Orwell admitted that ‘his 

conclusions are difficult to resist’: 
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For quite fifty years past the general shift has almost certainly been towards oligarchy. The 
ever-increasing concentration of industrial and financial power; the diminishing 
importance of the individual capitalist or shareholder, and the growth of the new 
‘managerial’ class of scientists, technicians, and bureaucrats; the weakness of the proletariat 
against the centralised state; the increasing helplessness of small countries against big ones; 
the decay of representative institutions and the appearance of one-party régimes based on 
police terrorism, faked plebiscites, etc.: all these things seem to point in the same 
direction.219 

 

Orwell’s long, multi-clause list tracks the increasing consolidation of power by a managerial class 

under a global oligarchy. The imbalance of power within states, caused by the weakening of both 

traditional working-class and capitalist stakeholders, is mirrored on a global level by the growing 

power of the large states over the small. Power is maintained not by democratic means but via 

the totalitarian tactics of police violence and faked votes.  

 

Though Orwell agreed with the sketch of the general direction of world power over the 

course of the twentieth century, he broke with Burnham over the future. Rather than assume 

that oligarchy was inevitable, Orwell suggested that people should devise methods of resistance: 

‘The real question is not whether the people who wipe their boots on you during the next fifty 

years are called managers, bureaucrats, or politicians; the questions is whether capitalism, now 

obviously doomed, is to give way to oligarchy or true democracy.’220 Orwell critiques the 

tendency within political thought to taxonomise the new forces of power at the expense of 

political action. For Orwell, the description of political ‘reality’ gave way, in Burnham’s work and 

others’, to the projection of this reality into an unchanging future and therefore precluded 

political agency. Burnham’s theory of managerial oligarchy would become the basis of Orwell’s 

novel Nineteen Eighty-Four (1949). The world of the novel is split into three superstates—Oceania, 

Eurasia, and Eastasia—mimicking the power blocs of America, Europe, and Asia that Burnham 

predicted in The Managerial Revolution. Further, Oceania is ruled by a managerial elite, whose 

power rests not on money, land, or title but on their technical and political manipulation of the 

state apparatus. Having first appeared in his critique of Burnham, Orwell’s bureaucratic boot 

famously resurfaced in the novel; only instead of being wiped on the working class for the next 

fifty years, Orwell has it stamp on the general populace in perpetuity. ‘If you want a picture of 

the future,’ says the manager O’Brien, ‘imagine a boot stamping on a human face—forever.’221  
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As mentioned above, a major theoretical tool used to describe the effects of bureaucracy on 

subjectivity in this period was the Marxist concept of ‘alienation’, first put forward in Marx’s 

Economic and Philosophic Manuscripts of 1844. Marx used the term to describe the psychological 

phenomena of the disaffection and deadening of the working-class subject, allowing for a 

critique that moved beyond the clear social and material inequalities of the class system. Within 

the division of labour, as Marx explained, the worker is both estranged from the commodity they 

produce, as the commodity is not for meeting their immediate need, but to be sold to others for 

profit; and from the process of labour itself, as labour is done in exchange for a wage and again 

does not meet their immediate need: 

 

The alienation of the worker in his product means not only that his labour becomes an 
object, an external existence, but that it exists outside him, independently, as something alien 
to him, and that it becomes a power on its own confronting him. It means that the life 
which he has conferred on the object confronts him as something hostile and alien.222 

 

Rather than labour being the use and extension of nature, labour under capitalism is 

subordinated to the profit motive, separating people from the products of their labour. The 

commodity and labour then take on the appearance of strange objects, ‘hostile and alien.’ 

 

Marx’s reflections on alienation and capitalism were first published in 1932, and only 

translated into English in 1959. These ideas came to be known as those of the Young Marx, to 

differentiate their more philosophical bent from Marx’s later economics-focused work. The 

concept of alienation became influential in Marxist thought in the post-war period, and in 

sociology in general, as a way of explaining the negative effects of capitalism.223 As wages steadily 

rose and unemployment declined, many Marxist thinkers turned to the philosophical and 

psychological impact of capitalism on the individual and society. Marx himself had written in the 

Manuscripts that increased wages would be ‘nothing but better payment for the slave and would 

not win either for the worker or for labour their human status and dignity.’224 Capitalism, in the 

theory of alienation, is inherently dehumanising; separating the individual from community, 

labour, and the commodity, and reducing them to an adjunct of an impersonal machine. Wage 

increases cannot alleviate this psychological damage to human consciousness.  
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Herbert Marcuse was one of the major exponents of the theory of alienation, which he 

brought to bear on modern capitalism. In One Dimensional Man (1964) he claimed that the liberal 

freedom and material wealth of post-war capitalist democracies did nothing but ‘sustain 

alienation’; as they did not combat the root issues of estranged labour, they merely worked to 

hollow out the individual.225 For Marcuse, the only sphere within which alienation could be 

resisted was that of art. ‘Artistic alienation’—creative works expressing alienated subjectivity—

brought to the consciousness of their audience the spiritual poverty caused by the capitalist 

system. Marcuse deplored the fact that these ‘alien and alienating oeuvres of intellectual culture 

become familiar goods and services’ and are absorbed into capitalism as such. 226 With this 

process of commodification, even ‘the “other dimension”’ from whose vantage point the 

alienation endemic to the capitalist system can be viewed ‘is absorbed into the prevailing state of 

affairs.’227 The dialectic between the dominant economic and the autonomous artistic dimensions 

are elided into the ‘one dimension’ of Marcuse’s title, eradicating any chance at conscious 

resistance.  

 

Erich Fromm, in The Sane Society (1955), diagnosed alienation as the universal psychological 

disease of modernity under both Western capitalism and Russian communism, resulting from the 

ceding of power by people themselves to the complex economic and social systems that people 

have constructed. For Fromm, ‘alienation as we find it in modern society is almost total’; 

pervading all levels of production, consumption, state governance, the relationship of self to 

other, and the relationship of the self to itself.228 Fromm saw the process of alienation as 

transforming individuals into ‘alienated automatons’; without agency or will of their own, but 

filled, rather, as Marcuse had argued as well, with the ideology of the dominant system.229 Fromm 

picked out bureaucracy as one of the foremost mechanisms of alienation, which he described as 

‘one of the most significant phenomena in an alienated culture.’ Mechanical and impersonal, 

bureaucracy encouraged officials to ‘manipulate people as though they were figures, or things.’230 

He concluded that ‘the very person that is considered healthy in the categories of an alienated 

 
225 Herbert Marcuse, One Dimensional Man: Studies in the Ideology of Advanced Industrial Society (London: Routledge, 1994 
[1964]), p. 8. 
226 Marcuse, p. 61. 
227 Marcuse, p. 64. 
228 Erich Fromm, The Sane Society (New York; Chicago; San Francisco: Hold, Rinehart & Winston, 1962 [1955]), p. 
124. 
229 Fromm, p. 185. 
230 Fromm, p. 126. 



 

66 

world, from the humanistic standpoint appears as the sickest one.’231  

 

Though many openly celebrated the rational and technocratic governance of bureaucracy, 

including the British prime minister Harold Wilson (as I discussed in Chapter 1; for instance, 

Wilson spoke of the need for ‘the Cabinet room and the board room alike […] to speak the 

language of our scientific age’232), many others feared the dehumanising aspect of bureaucracy, 

abstracting people into objects or data. The adherents of the attendant ‘new sensibility’ 

attempted to grapple with these issues, thinking through how the new forms of governance 

under capitalism might produce subjects in new ways, and this ambivalence can be tracked 

alongside the history of New Worlds magazine via the many forms and surveys that were issued in 

its name. I will now look at four of these surveys in turn, each from a different stage in the 

history of the magazine, in order to show its changing relationship to bureaucracy and techno-

modernity; to the aesthetics of sf, as the privileged genre of techno-modernity; and to the 

constitution and cultivation of its readership. 

 

Novae	Terrae	
 

The first survey form is a questionnaire that was sent out as an insert in the fanzine Novae 

Terrae to gauge the opinion of its readers. From the questions and the answers available, we can 

trace the outlines of a close-knit community of British fans of American sf, actively exploring the 

techno-utopian politics and aesthetics of the genre. The very technocratic governance that was 

praised within this fanzine community as pointing the way to a better future would itself come to 

be the object of critiques by thinkers and writers after World War II. In its publication, coterie 

audience, and non-professional production, as well as its radical political and aesthetic positions, 

Novae Terrae was, in effect, a ‘little magazine’, the name given to the small-press publishing 

phenomenon of the interwar period in which much of the modernist canon was published. The 

only difference, I argue, between fanzines and ‘little magazines’ is the interest paid to low mass-

market genres in the former, rather than to the avant-garde innovations favoured by the latter.  

 

Novae Terrae ran for twenty-nine issues from March 1936 until January 1939, and was edited 

by Maurice K. Hanson and Dennis A. Jacques. It began as the magazine of the Nuneaton 

Chapter of the Science Fiction League. The League was set up in 1934 by Hugo Gernsback, who 

 
231 Fromm, p. 203. 
232 Harold Wilson, ‘Speech opening the Science Debate at the Party’s Annual Conference, Scarborough, 1963’, in 
Purpose in Politics: Selected Speeches by Harold Wilson (Cambridge: Riverside Press, 1964), pp. 14–28 (p. 28). 
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had published the first recognisably niche market sf magazine, Amazing Stories, in 1926. Initially 

aimed at fostering a US community of fans of the genre, a number of fans based in the UK 

signed up to the League and formed their own Chapters. Novae Terrae subsequently became the 

official organ of the Science Fiction Association, an organisation founded in 1937 to bring 

together UK-based sf fans. Novae Terrae effectively consolidated a small and geographically 

scattered group of British fans of American sf, fulfilling a need that had been felt in the 

community for some time. Walter Gillings, an early and enthusiastic advocate for sf in the UK, 

wrote in to Amazing Stories in 1935, deploring the absence of any British publication: ‘There are 

now a number of organizations scattered throughout England whose members are devout 

followers of the movement but who have no means of knitting themselves together in order to 

further the cause of science fiction […].’233 Note the quasi-religious and/or political overtones of 

Gillings’ rhetoric: the fans in the UK are ‘devout followers of the movement’ and yearn to 

‘further the cause of science fiction.’  

 

 The contents of Novae Terrae included editorials, reviews of American sf magazines, letters, 

illustrations, and polemical articles on a host of subjects covering science, politics, and genre 

fiction. Many of the contributors or correspondents for the fanzine, including Arthur C. Clarke, 

Sam Youd (better known as John Christopher, author of The Death of Grass (1956)), William F. 

Temple, and E. J. Carnell, would become influential editors and writers in the sf field. Like their 

counterparts in the US,234 the British fans at Novae Terrae were greatly influenced by Astounding 

Science Fiction; especially under the helm of John W. Campbell Jr, who edited the magazine from 

1937 until his death in 1971. Campbell’s early days as editor heralded a move away from the 

space-opera and gadget stories which had dominated the field since Gernsback’s first sf 

magazine Amazing Stories in 1926 and towards more character-driven stories, with an emphasis 

on competent writing techniques.235 Campbell railed against the story dominated by ‘the Machine 

or the Great idea’ in favour of an emphasis on ‘human beings’, stating: ‘it is the man, not the idea 

or the machine that is the essence.’ 236 The importance of Campbell’s contribution to the 

 
233 Walter Gillings, ‘Letter’, Amazing Stories, January 1935, p. 137 (p. 137). 
234 Isaac Asimov noted that ‘in the 1940s, J. W. C. [Campbell] dominated the field to the point where to many he 
seemed all of  science fiction’. ‘Introduction: "The Age of Campbell"’, in The Mammoth Book of Golden Age Science 
Fiction: Short Novels of the 1940s, ed. by Isaac Asimov, Charles G Waugh, and Martin H Greenberg (London: 
Robinson Publishing, 1989), pp. 1–6 (p. 1). 
235 Space opera had dominated the field since Gernsback’s first sf magazine Amazing Stories in 1926, despite 
Gernsback’s deep dislike for the sub-genre. Campbell himself had written space opera with great success in the early 
1930s, including ‘Islands of Space’ (1931) and ’The Mightiest Machine’ (1934–35). Gary Westfahl, The Mechanics of 
Wonder (Liverpool: Liverpool University Press, 1998), pp. 151–52.  
236 John W Campbell Jr, ‘The Science of Science Fiction Writing’, in Of Worlds Beyond: The Science of Science Fiction 
Writing, ed. by Lloyd Arthur Eshbach (London: Dennis Dobson, 1965 [1947]), pp. 99–114 (p. 104). 



 

68 

direction of sf was immediately recognised by the genre’s UK fans. John Christopher wrote a 

verse in praise of Campbell in a 1938 edition of Novae Terrae: 

 

Awake! For Campbell from the Bowl of Night 
Has flung the Stone that puts our Fears to Flight 
And Lo! Astounding’s Editor has caught 
A brilliant Halo and a Crown of Light. 237  

 

Here Campbell is figured as a god or hero of epic, valiantly fighting the forces of darkness and 

bringing light in the form of a crown and halo. As with Gillings’s letter, the epic imagery and call 

for fans to ‘Awake’ in response suggests the formulation of sf as somewhere between a political 

or religious movement, with Campbell as both an angel and a king leading them to salvation.  

 

The political framing of  the genre was a hallmark of  the fan community in this period, both 

in the UK and in the US. The politicisation of  the genre reflected the salience of  politics in the 

1930s, and sf  became as much a political vision for the community of  fans as it was a mass-

market aesthetic. During World War II, which temporarily put on hold the hopes of  the British 

fan community, Carnell wrote of  sf  as ‘the expression of  your innermost thoughts, your desire 

for better world conditions in the future’, adding ‘we cannot allow war to blind us to the great 

possibility the Future holds open.’238 Sf, for Carnell, is akin to Ernst Bloch’s conceptualisation of  

utopia as a hope for a better future; the object of  that which Bloch termed as ‘hoping beyond 

the day which has become’,239 present in the smallest of  building blocks of  thought and desire. 

For Carnell, the war is seen as a stumbling block that temporarily occludes a vision of  the vast 

possibility that the future holds within it. Many of  the covers of  Novae Terrae attest to the 

techno-utopian vision of  the magazine as well as its hostility to right-wing politics. For instance, 

the cover of  issue 25 shows a sketch of  a techno-utopian future city inhabited by tunic-wearing, 

racially homogeneous and unisex denizens (fig. 2.1). The cover of  the following issue (fig. 2.2) 

portrays the fanzine’s political antipathy to war and fascism. A gravestone is chiselled with the 

epitaph celebrating the death of  the ‘last militarist’ in the year 2000. However, the line between 

the left and right was sometimes hazy, as we can see from a letter published in Novae Terrae in 

which the writer opines that the preferable outcome of  ‘a socialist world system could arise just 

as easily through the very far right of  Fascism’ as through communism.240 Though perhaps less 

 
237 John Christopher, ‘Supplement 2: “The Rubaiyat of a Science Fiction Fan”’, included as a supplement with Novae 
Terrae, December 1938, pp. 1–4 (p. 1). 
238 E J Carnell, ‘Science Fiction Fandom’, Futurian War Digest, July 1943, pp. 13–14 (p. 13). 
239 Ernst Bloch, The Principle of Hope: Volume 1 (London: Basil Blackwell, 1986 [1954]), p. 10. 
240 Philip S. Hetherington, ‘Escapism, Communism and Fascism’, Novae Terrae, November 1938, pp. 12–13 (p. 13). 
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definitional, Novae Terrae’s political leanings mirrored the political engagement of  American sf  

fan groups in the US. In New York, the first Chapter of  the Science Fiction League morphed 

into The Futurians, including Cyril M. Kornbluth, Donald A. Wolheim, Frederik Pohl, James 

Blish, and Judith Merril, many of  whom were part of  left political organisations and saw sf  as a 

method of  achieving socialism, an ideology they termed ‘Michelism’ after another of  their 

members, John B. Michel. (Blish was an outlier, terming himself  a ‘book fascist’ to the great 

chagrin of  Merril.241) 

 

 
Figure 2.1. Front cover of Novae Terrae, Vol. 3, No. 2, Issue 25, August 1938. Artwork by Harry Turner. 

 

 
241 Damon Knight, The Futurians (London: Gollancz, 2013 [1977]), p. 112. 
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Figure 2.2. Front cover of Novae Terrae, Vol. 3, No. 2, Issue 26, September 1938. Artwork by E. C. Williams. 

 

Novae Terrae sent out four reader questionnaires in its short history, eagerly seeking out the 

opinion of  its close-knit community. The questionnaire I analyse here was included in the 

January 1938 issue. It asks fourteen questions covering the contents of  the magazine, politics, 

and sf: 

 

1. Do you consider there to be any point with a monthly editorial? 
2. Would you like to see “This Side of  the Atlantic” revived? 
3. In the generally accepted meaning of  the terms are you: 
(a) a socialist and/or (b) a pacifist 
(c) a fascist  and/or (d) a militarist 
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(Strike out whichever do not apply if  you consider the question not too personal) 
4. How many questions should one questionnaire contain? 5, 10, 15, 20? 
5. Which idea in this issue did you most disagree with and why? 
6. What feature in this issue appealed to you most and why? 
7. What feature in this issue appealed to you least and why? 
8. If  possible, place the features in their order of  merit. 
9. Regarding “Mr. Youd Replies,” do you agree with Mr. Youd or Mr. Clarke? 
10. What story in the 1937 magazines impressed you most? 
11. Should our cover illustrate article [sic] in the issue? 
12. Are you a follower of  the late Charles Fort? 
13. Do you habitually buy “remainder” magazines? 
14. Are you superstitious?242 

 

The immediate impression of  the questionnaire is one of  playfulness and interaction. The final 

question, ‘are you superstitious’, jokes on the fact that without it there would been thirteen 

questions, an unlucky number. The meta-formal question of  how many questions should be in a 

questionnaire shows both an awareness of  the survey as a form and also a light-hearted take on 

the method. Question nine references a heated exchange in the magazine between John 

Christopher (Sam Youd) and Arthur C. Clarke about scientific accuracy in sf. Christopher 

claimed it was impossible to be entirely accurate in a sf  story, while Clarke argued scientific 

accuracy was definitional to the genre. While both would later become bestselling authors, here 

we can see their early engagement with the genre and the fan community, exchanging lively 

polemics. Question twelve, asking if  readers are ‘followers of  the late Charles Fort’ refers to the 

paranormal research of  Charles Fort (1874–1932), and shows an interest in a much more flexible 

understanding of  science than Clarke allows. Many of  the questions, such as the 

Christopher/Clarke one, actively elicit feedback on various features of  the magazine, including 

the editorials, illustrations, articles, and ideas.  

 

Question two, about the popularity of  a feature called ‘This Side of  the Atlantic’, points to a 

fraught relationship with the US. The feature covered the rare sf  books available in the UK, 

helping British fans to access sf  outside of  their reading of  US sf  magazines. The question 

asking if  readers ‘habitually buy “remainder” magazines’ refers to the strange and indirect 

method by which British fans consumed American magazines. ‘Remainders’ were unsold US 

magazines that were used as ballast to weigh down ships transporting goods across the Atlantic, 

many of  which would then find their way into newsagents in the UK. In the results for the 

question asking about the top magazines stories of  the previous year (1937), all four of  those 

 
242 Maurice K Hansen and Dennis A Jaques, ‘Questionnaire No. 3’, included as a supplement in Novae Terrae, 
January 1938, n.p.  
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listed were published in American sf  magazines (three in Astounding and one in Amazing), even 

though the story that came in fourth place was by the Liverpool duo Eric Frank Russell and 

Leslie J. Johnson. This is hardly surprising, considering that Tales of  Wonder, the first professional 

sf  magazine to be published in the UK, was only launched in late 1937, but it does illustrate the 

overbearing influence of  American sf  magazines on the fan community in the UK at that time.  

 

Perhaps the question that stands out the most is number three, asking which political label 

best describes the reader. The axis is between socialist/pacifist and fascist/militarist, with 

socialism identified with anti-war sentiments and fascism with martial desire. There is no middle 

ground between the two, reflecting the polarised politics of  the 1930s. The results revealed a 

single fascist, two militarists, twenty-two pacifists, and seventeen socialists.243 Sf  was not simply a 

mode of  entertainment for these fans but promoted a political vision. In the same issue as the 

survey there appeared an article by Donald A. Wolheim, written on behalf  of  the Futurians. In 

it, Wolheim argued that ‘science fiction followers should actively work for the realization of  the 

scientific socialist world state as the only justification for their activities and existence.’244 

 

From the survey and its results, we get a picture of  a small group of  politically engaged fans 

discussing the aesthetic and political merits of  a literary genre, one specifically aimed at exploring 

techno-utopianism. One of  the most fascinating aspects of  this snapshot is the way it resembles 

in many ways the form of  the ‘little magazines’, those modernist publishing phenomena in which 

much of  the canonical work of  the era first appeared. Suzanne W. Churchill and Adam McKible 

define them as:  

 

[…] non-commercial enterprises funded by individuals or small groups intent upon 
publishing the experimental works or radical opinions of  untried, unpopular, or under-
represented writers. Defying mainstream tastes and conventions, some little magazines aim 
to uphold higher artistic and intellectual standards than their counterparts while others 
seek to challenge conventional political wisdom and practice.245 

 

Novae Terrae was non-commercial, produced by and for a small group of  fans; published the 

radical opinion of  unpopular and untried writers, and defied mainstream tastes by promoting the 

aesthetics and politics of  a popular genre. John Rieder has also noted what he terms ‘an odd 

 
243 Maurice K Hansen and Dennis A Jaques, ‘Report on Questionnaires 3 & 4’, included as a supplement with Novae 
Terrae, May 1938, n.p. 
244 Donald A Wollheim, ‘Commentary on the November "Novae Terrae”’, Novae Terrae, January 1938, pp. 11–14 (p. 
13). 
245 Adam McKible and Suzanne W Churchill, ‘Little Magazines and Modernism’, American Periodicals, 15.1 (2005), 1–
5 (pp. 3–4). 
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homology between the avant-grade and niche market fandom’, which he attributes to the 

relationship between scarcity and cultural capital that both share, giving then a structurally similar 

position within the field of  literary production246 I would add that, beyond position-taking within 

the cultural sphere, ‘little magazines’ in avant-garde circles and ‘fanzines’ in sf  ones also shared a 

deep commitment to exploring the political and aesthetic implications of  the rapid technological 

and social changes taking place in the modern world. The similarity between sf  fanzines and little 

magazines was recognised within the sf  community. In 1947, science fiction writer A. E. Van 

Vogt noted that ‘“little magazines”—call themselves fanzines in the science fiction and fantasy 

field.’247 The only difference between sf  fanzines and the little magazines of  the 1930s appears to 

be one of  a generic binary divide between high and low art. This is not to deny sf  its specific 

history, but rather to see early fanzines as part of  a spectrum of  radical publishing that flowered 

in the 1920s and 1930s, due to both the wider distribution of  printing technologies and the 

aesthetic and political onset of  modernism.  

 

E.	J.	Carnell’s	New	Worlds	
 

The second form (fig. 2.7) is the last in a series of  three surveys sent out by New Worlds the 

professional magazine, edited by E. J. Carnell from 1946 to 1964. From the questions we can see 

New Worlds shift from the cultivation a coterie audience of  a niche genre to a magazine that was 

aimed at a much wider readership, namely the growing body of  white-collar workers in the post-

war period. The precise wording of  the questions, attempting to elicit quantifiable data, shows 

the magazine placing itself  within the wider field of  media consumption. New Worlds had 

become a commercial product, one whose editorial policy was determined by market research 

rather than by the interactions of  amateur enthusiasts.  

 

Carnell, who edited the magazine for nearly two decades, was perhaps the most influential 

figure in British sf  in the immediate post-war period. Under difficult circumstances, Carnell 

managed to set up and maintain a regular professional magazine. The stable platform and his 

sympathetic editing allowed for the emergence of  a British sf  magazine culture largely absent 

before the war, as well as the discovery of  a number of  talented writers who would go on to 

influence the sf  New Wave, such as J. G. Ballard, Brian W. Aldiss, and Michael Moorcock. 

 
246 John Rieder, Science Fiction and the Mass Cultural Genre System (Middletown, CT: Wesleyan University Press, 2017), 
p. 58. 
247 A E Van Vogt, ‘Complication in the Science Fiction Story’, in Of Worlds Beyond: The Science of Science Fiction Writing, 
ed. by Lloyd Arthur Eshbach (London: Dennis Dobson, 1965 [1947]), pp. 53–69 (p. 58). 
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Carnell was born on 8 April 1912 in Plumstead, London, where he lived until his death in 1972. 

After school he became, in his own words, a ‘printer’s devil’,248 the slang term for an apprentice 

printer. It was here that he first came across American sf  in the form of  Wonder Stories,249 

supplied to him by a machine hand. 250 He was immediately hooked and began scouring market 

stalls and second-hand bookshops for American sf  magazines.251 Carnell swiftly became one of  

the leading figures in the development of  the sf  scene in the UK. He was first the London 

Correspondent to Novae Terrae, before taking over as editor in 1938 and renaming it New Worlds. 

Carnell himself  kept a complete run of  Astounding, Amazing, and Wonder Stories in the attic of  his 

house in Plumstead, where he also kept a duplicator to produce New Worlds, though apart from 

his magazines, according to William F. Temple, he only had five books, all of  which were 

themselves sf.252 

 

In 1940, with the war looming large on the horizon, Carnell was offered the opportunity to 

turn New Worlds into a professional publication. The war intervened, however, and New Worlds 

was shelved. Carnell was called up for active service in late 1940, served as a sergeant in the 

Royal Artillery and fought in the Italian theatre in 1943. Somehow, he found the time to produce 

the ‘first fanzine to be published on Active Service’:253 Sands of  Time, dedicated to reviewing the 

copies of  Astounding that he could get his hands on, and even published a newspaper, the Tropical 

Times, on board his troop ship. On his decommission in January 1946 Carnell returned to 

London, to find that the printing department in Holborn where he had worked before the war 

had been destroyed by German bombing during the Blitz in 1941. By chance he bumped into 

fellow fan Frank Edward Arnold, who took him to see Steve Frances of  Pendulum Publications 

where he was offered another chance at turning New Worlds professional.  

 

The first issue was a failure, selling only 3000 of  the 15,000 copies printed. Carnell felt the 

failure was due to the cover design (fig. 2.3) which showed a sexless figure standing between the 

rubble of  the past (reminiscent of  a bombed-out London) and a utopian building of  the future, 

while an atom-bomb halo rushed above. Though perfectly encapsulating the pre-war UK 

 
248 E J Carnell, untitled editor bio, Lambda I and Other Stories, ed. by E J Carnell (Harmondsworth: Penguin, 1965 
[1964]), p. 1. 
249 Wonder Stories was a Gernsback magazine, running from 1930 to 1936 after he lost control of Amazing Stories. 
250 E J Carnell, ‘Carnell’, Futurian War Digest, November 1942, p. 5 (p. 5). 
251 E J Carnell, ‘Introduction’, Lambda I and Other Stories, ed. By E J Carnell (Harmondsworth: Penguin, 1965 [1964]), 
pp. 9–12 (p. 9). 
252 William F Temple, ‘The British Fan in His Natural Haunt, No. 2: Ted Carnell’, Novae Terrae, May 1938, pp. 3–6 
(p. 4). 
253 E J Carnell, ‘Introducing’, Sands of Time, December 1941, p. 1 (p. 1). 
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fandom’s dreams of  a better future, it did not capture the imagination of  a wider readership. For 

the second edition Carnell put together his own design from a montage of  American covers 

(specifically, those of  the July 1937 Astounding (fig. 2.4) and a 1938 issue of  Amazing Stories (fig. 

2.5)) to produce a pastiche of  American sf  imagery (fig. 2.6). The edition sold out completely,254 

though Pendulum subsequently went into liquidation. New Worlds, however, was saved by fans 

who created their own company, ‘Nova’; and so, despite trials and tribulations, the magazine 

found a firm footing. By the early-to-mid 1950s, New Worlds was an established magazine and 

had been joined by the companion magazine Science Fantasy, also edited by Carnell.  

 

 
254 Philip Hardbottle, Vultures of the Void: The Legacy ([place of publication not identified]: Cosmos Books, 2011 
[1992]), p. 74. 
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Figure 2.3. Front Cover of New Worlds, Vol. 1, No. 1, July 1946. Artwork by Bob Wilkin. 
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Figure 2.4. Front Cover of Astounding Stories, Vol. 19, No. 5, July 1937. 
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Figure 2.5. Front Cover Amazing Stories, Vol. 13, No. 12, December 1939.255 

 

 
255 I have included a cover from Amazing in 1939 instead of 1938 as there were no Amazing covers including space-

ships in 1938. Either Carnell was mistaken about the year or was looking at a different magazine. 
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Figure 2.6. Front Cover of New Worlds, Vol. 1, No. 2, October 1946. Artwork by Victor Caesari. 
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Though Carnell's magazines dominated the sf  magazine field in the UK from their 

inception, they were born within the context of  a sf  boom in the publishing industry in the 

immediate post-war era, much of  which was of  dubious quality. Publishers seized on the genre 

as a growth market, and paper-rationing imposed during World War II and only lifted in 1953 

meant that almost any printed material would sell, as long as the paper could be sourced.256 Poor 

rates of  pay meant that even talented writers were forced to over-produce in order to support 

themselves, often to the detriment of  their work. Mike Ashley has written of  the era as seeing 

'the publication of  some of  the worst science fiction ever written',257 while Philip Hardbottle's 

detailed retelling of  sf  publishing in the 1950s, Vultures of  the Void, speaks of  the ‘terrible 

disservice’ to the genre enacted by unscrupulous publishers.258 Two magazines, Authentic and 

Nebula, did, however, emerge as rivals to Carnell’s magazines, though neither of  them survived 

the decade.259 Carnell, in contrast, was able to weather the tumultuous publishing field of  the 

1950s. His calm and patient skills as an editor allowed him to build up a list of  dependable 

writers and the project was underwritten by Nova Publications, which, set up by pre-war sf  fans, 

was not so entirely beholden to the fashions of  the market as were the majority of  publishers 

who had rushed to capitalise on the genre.  

 

Carnell’s New Worlds published fiction, editorials, science articles, and reviews of  sf  books, 

slowly building up a stable of  competent writers. Some of  Carnell’s editorial highlights include 

the discovery and cultivation of  both J. G. Ballard and Brian W. Aldiss, the two great influences 

on the direction of  New Worlds under Michael Moorcock, as well as the serialisation of  the mind-

bending novel Time Out of  Joint (1959) by Philip K. Dick, and the proto-queer Venus Plus X 

(1961) by Theodore Sturgeon.260 Though Aldiss deemed Carnell to have ‘retarded the 

development of  literacy in SF,’261 many others were deeply appreciative of  Carnell’s ability to 

 
256 Hardbottle, Vultures of the Void, p. 94. 
257 Mike Ashley, Transformations: The Story of the Science Fiction Magazines From 1950 to 1970 (Liverpool: Liverpool 
University Press, 2005), p. 77. 
258 Hardbottle, Vultures of the Void, p. 94. 
259 Authentic was the only successful magazine to be launched by speculating publishers. Begun by Hamilton 
publishers in 1951 as a paperback sf novel imprint, it slowly morphed into a sf magazine, under the editorship of H. 
J. Campbell until 1956, after which it was run until the magazine's closure in 1957 by the prolific author E. C. Tubb, 
to whom Campbell is supposed to have remarked, ‘You write most of it, you might as well edit it.’ Ashley, 
Transformations, p. 99. The second competitor of Carnell's stable of magazines was Nebula, a Scottish sf magazine, 
edited and financed by Peter Hamilton from 1952 to 1959. Hamilton was only eighteen years of age when he began, 
printing the magazine using the spare capacity of his parents printing house in Glasgow. The magazine was well 
respected but irregular, and finally folded in 1959, after Australia and South Africa, where a large number of the 
magazines were sold, imposed import restrictions, effectively killing off Nebula's circulation. 
260 Time Out of Joint was serialised in New Worlds from the December 1959 to February 1960 issues. Venus Plus X was 
serialised over four issues from January to April 1961.  
261 Brian W Aldiss, ‘Email’, Relapse, March 2011, pp. 33–34. 
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spot and nurture talent that would otherwise not have found a market. Ballard, for instance, 

described Carnell as ‘a thoughtful and likeable man’ who realised that ‘science fiction needed to 

change if  it was to remain at the cutting edge of  the future’. He advised Ballard not to imitate 

American sf  but to pursue his own course of  ‘inner space’ fiction that would eventually 

culminate in experimental work such as ‘The Terminal Beach’, published by Carnell in 1963.262 

Moorcock also praised Carnell as ‘the single most influential figure in British SF’, pointing to 

Carnell’s encouragement of  himself  and a host of  other writers who would come to unsettle the 

field of  sf  in the 1960s.263 Carnell was apparently rather surprised when Hilary Bailey suggested 

to him, shortly before his death, that he was the ‘father of  the British “New Wave’’’, but without 

his tireless work at New Worlds, providing a stable and catholic publication platform for British sf, 

it seems doubtful that the revolution would have been quite as strong in the UK.264 

 

The second survey analysed here below (fig. 2.7) was the third to be sent out to readers over 

the course of  Carnell’s tenure as editor of  New Worlds. The first went out in 1955, the year 

following the shift from the bimonthly to the monthly publication of  the magazine, which 

signalled an end to an almost decade-long struggle to put the magazine on a stable footing. The 

first survey was followed by another in 1958, and then by this third (and for Carnell, his final) 

one in 1964, a few short months before Carnell handed over the magazine to Moorcock. The 

questions show a professional magazine canvassing a mass-market audience to determine its 

commercial editorial policy. From its results as well as their assessment by Carnell, we can gauge 

the reasons for Carnell’s move away from magazines into paperback publishing.  

 

 

 

 

 
262 J G Ballard, Miracles of Life (London: HarperCollins, 2014), p. 181. 
263 Michael Moorcock, (1987), ‘Michael Moorcock: 1939—’, in Into the Media Web: Selected Short Non-Fiction, 1956-
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Figure 2.7. 'Survey', from New Worlds, Vol. 46, No. 138, January 1964, p. 128. 

 

Carnell’s survey is very much one of  market research. Gone are the playful questions of  

Novae Terrae, replaced by ones that are easily transformed into data. Rather than a way of  life, 

exploring the place of  humanity in technological modernity, here sf  has become one hobby 

among many. The survey is especially interested in labour, asking questions about employment 

and income with a bias toward technical jobs. The question about ‘Present Employment’ is 

followed by another which asks for further information only if  the reader’s employment is 

‘technical’. This bias reflects the growth in salaries and technical employment in the 1950s and 
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1960s. Carnell notes that the period between 1955 and 1958 (the dates of  the two previous 

surveys) had seen ‘higher salaries, better living standards, increased educational facilities, etc.,’ and 

suggests these had continued to rise between 1958 and the survey of  1964: 

 

Obviously, in the last five years since our last questionnaire, conditions have changed 
considerably for all classes of  the community—living standards have improved, wages and 
salaries are 20% higher than in 1958, educational facilities have been further extended, 
more and more technological opportunities are available for trained personnel.265 

 

Carnell describes a chain of  effects, all working to elevate living conditions in the UK across all 

classes of  people. Increased education has prepared individuals for technical employment that 

provides higher salaries, in consequence allowing for a higher quality of  life. There is no sense 

here that the increase of  technical jobs might lead to disaffection and alienation, unlike with the 

theorists discussed above. Rather, Carnell sees only a teleological progress towards the better 

future promised by the sf  that had inspired him as a young man. 

 

There is an absence of  qualitative questions asking for opinions or feedback on the 

magazine. Instead, all the questions are directly quantifiable: asking for sex, age, marital status, 

salary, number of  sf  magazines consumed etc., the questions all add up to produce a profile of  

the average reader of  the magazine. The survey aims to create a bureaucratic and technical 

quantification of  the readership to better understand the sf  magazine market. Vance Packard, in 

his influential book The Hidden Persuaders (1957), described the increasing use of  market research 

such as Carnell’s survey. Market Research, Packard explained, was ‘a post-war phenomenon’ that 

attempted to understand consumers in order to sell them more products in an economy 

increasingly geared to consumption.266 Other questions in the survey suggest an interest in the 

growth of  various sf  media, such as paperbacks, libraries, and other magazines, in order to gauge 

the place of  the magazine within a larger market.  

 

The survey, in summary, is a quantifiable market research data-gathering exercise aiming to 

place New Worlds in the economic and cultural sphere and so determine the editorial policy of  

the magazine. Sf  was now a market-competitive product aimed at a specific and growing sector 

of  the community: white-collar, technically employed men (92 percent of  readers identified 

themselves as male in the 1964 survey, rising from 90 percent in 1958). This reflects the 1950s 

phenomenon of  technocratic governance resulting in low unemployment, growing salaries, and 

 
265 E J Carnell, ‘Survey 1963’, New Worlds Magazine, January 1964, 126 (p. 126). 
266 Vance Packard, The Hidden Persuaders (Harmondsworth: Penguin, 1962 [1957]), p. 29. 
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higher levels of  tertiary education.267 Though the survey presents itself  as neutral there is a 

marked bias toward technical employment, although what counts as ‘technical’ is left vague. This 

bias would have encouraged readers to valorise technical over non-technical labour, and to 

associate those jobs with higher salaries and education levels. Rather than producing an objective 

map of  the average reader, the survey intervenes in its production, selecting and encouraging an 

ideal subjectivity for the magazine. 

 

Carnell found the results of  the survey so depressing that he decided it would no longer be 

possible to run a sf  magazine in the UK in the future. Citing the declining age of  the average 

reader and the number of  paperbacks bought per month as evidence, he claimed that the 

magazine market was in free-fall as the result of  the growth of  paperback publishers and the 

ending of  import restrictions in 1958 that had been in place since World War II. Carnell sensed 

that ‘the day of  the specialised s-f  magazine, published for the devout band of  followers, is 

almost over. S-F is moving out into the broader stream of  literature.’268 The techno-utopian 

vision of  the 1930s band of  male fans that Carnell called the ‘ardent devotee[s] of  the possible 

worlds of  the future’ was now increasingly shared by, or at least understood by, the general 

population. Sf  was now the mode of  literature most suited to understanding the immediate 

present, as defined by technological ‘progress’ and scientific rationalism. For Carnell, the 

specialised sf  magazine as a form was too narrow now for a genre that spoke to the present in 

such an urgent manner. In the same issue in which he published the results of  the 1964 Survey, 

Carnell finished editing New Worlds, handing over the editorship to a twenty-four-year-old 

Moorcock. Carnell himself  moved into the paperback industry, editing New Writings in SF, an 

anthology series of  original sf  stories, from 1964 until his death in 1972. 

 

Langdon	Jones	and	Michael	Moorcock’s	Readership	Survey	of	1966	
 

The third form (fig. 2.8), a survey sent out as an insert in a 1966 issue of  New Worlds, was the 

only one issued in Moorcock’s time as editor. The survey was most probably compiled by the 

magazine’s assistant editor Langdon Jones with the assistance of  Moorcock himself. An analysis 

of  the questionnaire reveals the editors of  the magazine actively attempting to mould the 

readership into consumers dissatisfied with the current quality of  sf  and so to support the 

editorial direction of  the magazine, which sought to join the energy and relevance of  sf  with the 

 
267 In 1950 the UK had 133, 000 university students, growing to 211, 000 in 1965, around a 60% rise in the student 
population. Rozak, The Making of a Counter Culture, p. 27. 
268 E J Carnell, ‘Survey Report 1963’, New Worlds Magazine, April 1964, 2–3 & 122 (p. 122). 
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sophisticated techniques of  the post-war avant-garde. However, the policy is never made explicit. 

Rather, the survey attempts to shift readers away from sf  and toward other forms, while, at the 

same time, convincing them that the introduction of  more avant-garde material is part of  the 

magazine’s policy to provide customers with ‘variety’.  

 

Carnell’s appointment of  Moorcock as his successor as editor at New Worlds was both 

unexpected and entirely appropriate, in recognition of  his accumulation of  a vast experience of  

commercial fiction-editing by the time of  his early twenties and his increasingly polemical 

opinions about the strength and weaknesses of  the genre. Moorcock was born in London in 

1939, a child of  first the Blitz and then of  post-war austerity. From a young age, Moorcock was a 

voracious reader, consuming ‘Boys’ Weeklies’, such as The Gem and The Magnet, and American 

adventure pulps, such as Startling Stories and Jungle Stories, alongside Dickens, Dante and 

Shakespeare.269 However, it was Edgar Rice Burroughs who became his lasting obsession and 

influence. Burroughs’s works were readily available in libraries, and cheap paperback editions 

were sold widely in book shops and railway stations. 270 Moorcock would cycle from his home in 

Norbury to the Streatham High Road, where he would procure ‘vast amounts of  Edgar Rice 

Burroughs’ from Jenning’s Book Shop.271 From the ages of  fourteen to seventeen, Moorcock 

produced a fanzine, Burroughsania, dedicated to the work of  his favourite author. It was at around 

this time that Moorcock left school, having struggled academically but knowing that he wanted 

to write.272 He began a series of  jobs as an office boy for various companies, one of  which, the 

management consultancy company Harold Whiteheads, allowed him to use their copying 

machine to produce Burroughsania. The fanzine came to the attention of  the editors of  the 

professional magazine Tarzan Adventures which ran imported American comic strips of  the Edgar 

Rice Burroughs character Tarzan.273 After initially alienating the then-editor Bill Rapley by stating 

his criticisms of  the magazine in no uncertain terms,274 he was put forward by the assistant editor 

Alistair Graham to be Graham’s replacement and soon took over as overall editor in 1957. His 

ten-month tenure at Tarzan was defined by a marked increase in the proportion of  written fiction 

 
269 Michael Moorcock, (1996), ‘Behold the Man’, in Into the Media Web: Selected Short Non-Fiction, 1956-2006, ed. by 
John Davey (Manchester: Savoy Books, 2010), pp. 76–83 (p. 78). 
270 Michael Moorcock, (2005), ‘Master of Adventure’, in Into the Media Web: Selected Short Non-Fiction, 1956-2006, ed. 
by John Davey (Manchester: Savoy Books, 2010), pp. 316–19 (p. 317). 
271 Michael Moorcock, ‘Foreword: The Serbian Count: The Prince of Ruins’, in Anthony Skene Monsieur Zenith The 
Albino (Manchester: Savoy, 2001), pp. xxi–xxxi, (p. xxvi).  
272 Moorcock, p. 21. 
273 The magazine began as Tarzan Monthly in 1950 but switched to Tarzan Adventures when it went weekly until it 
folded in 1959. 
274 Michael Moorcock, (1959), ‘I Married a Prozine’, in Into the Media Web: Selected Short Non-Fiction, 1956-2006, ed. by 
John Davey (Manchester: Savoy Books, 2010), pp. 254–58 (pp. 254–55). 
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to comic strip, the main staple of  the magazine, all done under the guise of  reader demand (‘our 

policy of  giving you exactly what you asked for’275) and the introduction of  ‘PLENTY OF 

VARIETY’,276 a tactic he would bring to New Worlds.  

 

At around this time, Moorcock-as-writer began working in a number of  different media, 

including short stories and comic-strip outlines, and in an assortment of  popular genres, 

including Westerns, detective fiction, war fiction and sf, for the magazine Sexton Blake Library as 

well as various other publications run by Amalgamated Press. He sold his first story to Carnell in 

1959: ‘Peace on Earth’, written in collaboration with Barrington J. Bayley under the pseudonym 

‘Michael Barrington’. Carnell encouraged Moorcock to create an original sword-and-sorcery 

character for Science Fantasy, the companion magazine to New Worlds. Drawing on the lessons 

learnt from the commercial writing he was then producing, as well as his own love for the genre, 

Moorcock invented the character of  Elric, his hugely popular fantasy anti-hero.277  

 

In the early 1960s Moorcock became friendly with J. G. Ballard and they would often meet to 

discuss the shortcomings of  sf  as they saw it, even putting together a mock-up of  their ideal 

magazine. Toward the latter stage of  Carnell’s time at New Worlds, he turned the editorial page 

over to authors expressing their views on sf. Moorcock used his turn to launch a withering attack 

on the genre. Though he saw sf  as ‘one of  the most flexible of  media for the presentation of  

the human drama’,278 he said, it lacked ‘passion, subtlety, irony, original characterisation, original 

and good style, a sense of  involvement in human affairs, colour, density, depth and, on the 

whole, real feeling from the writer.’279 Moorcock brutally listed a series of  sf ’s deficiencies, from 

an absence of  technical skill to irrelevance and cynicism. When Carnell announced his retirement 

from magazine editing, he recommended Moorcock to Roberts & Vinter, the new publishers of  

New Worlds, in recognition of  Moorcock’s experience, and his energy. Moorcock was given free 

choice of  either Science Fantasy or New Worlds and was expected to choose the former, as his 

successful Elric stories were published there. However, he chose New Worlds instead, attracted to 

the title, which he felt offered more leeway for expansion than the generic term of  ‘science 

 
275 Michael Moorcock, ‘Editorial’, Tarzan Adventures, 28 September 1957, p. 3 (p. 3).  
276 Michael Moorcock, ‘Editorial’, Tarzan Adventures, 1 March 1958, p. 2, (p. 2).  
277 In a New Worlds profile of Moorcock, introducing his guest editorial of 1963, Carnell wrote that his Elric stories 
‘produced more correspondence than anything we have yet published.’ (E. J. Carnell, ‘New Worlds Profiles: Michael 
Moorcock’, New Worlds, April 1963, inside front cover.) Elric went on to feature in numerous short stories and 
novels by Moorcock over his long career.  
278 Michael Moorcock, ‘Play with Feeling’, New Worlds, April 1963, pp. 2–3 & 123–27 (p. 3). 
279 Moorcock, p. 123. 
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fantasy.’280  

 

Moorcock edited the first four issues on a bimonthly schedule. Once the magazine’s 

circulation had improved and the publishers agreed to a monthly schedule, beginning in 1965, 

Moorcock quickly recruited Langdon Jones as assistant editor. Jones was a young musician 

studying piano and composition at the Guildhall School in London,281 and for a time, before 

taking up writing on a more regular basis, a member of  the band of  the Royal Horse Guards. He 

edited a short-lived fanzine, Tensor (two issues in 1963/64), and it was through his activity in the 

fan community that he came into contact with Moorcock.282 Jones’ stories published in New 

Worlds were remarkable for their combination of  experimental technique and sexually explicit 

content. His second story, ‘I Remember, Anita’, an overwrought tale of  sexual relations in a time 

of  nuclear apocalypse, proved controversial with readers, while ‘The Time Machine’ caused an 

issue of  New Worlds to be rejected by the printers as ‘too dirty’.283 His story ‘The Garden of  

Delights’, about a young man who slips back in time and fathers himself  with his own mother, 

resulted in the banning of  New Worlds in Australia.284 His most influential and experimental 

works were three interlinking pieces titled ‘The Eye of  the Lens’, published in 1968. Their 

disjointed narrative and unorthodox page layout were influenced as much by concrete poetry and 

classical music as by sf.  

 

After his appointment as assistant editor, Jones’ presence was felt in the book review 

department. His articles calmly guided readers toward the new directions in sf, which just so 

happened to be those of  the magazine. In one review, titled ‘Where’s It All Going?’, Jones cast 

an eye over the ‘newer writers’ like Ballard ‘to see if  we can divine in which direction science 

fiction is heading.’285 He concluded that the direction of  travel was away from ‘SF in the strict 

sense.’ In a review of  Arthur Sellings’ The Uncensored Man (1964), Jones wrote that the novel 

‘tends to illustrate the direction in which sf  is going. The book is concerned with the mind. 

There are no rockets, no galactic strife, nothing save two men and a drug […].’286 Jones’s 

description of  a movement away from the clichéd tropes of  the genre outlined here, such as 

‘rockets’ and ‘galactic strife’, and towards psychological exploration, echoed both Moorcock’s 

 
280 Michael Moorcock, ‘Introduction’, New Worlds: An Anthology, ed. by Michael Moorcock (London: Flamingo, 
1983), pp. 9–26, ( p. 13). 
281 Michael Moorcock, ‘Lead In’, New Worlds, March 1968, pp. 2–3, p. 3. 
282 Langdon Jones, ‘Storm-Water Tunnel’, New Worlds, July 1964, pp. 37–41 (p. 37). 
283 Moorcock, ‘Introduction’, New Worlds: An Anthology, p. 20. 
284 Langdon Jones, ‘Introduction’, The Eye of the Lens, (Manchester: Savoy, 1980 [1972]), pp. 5–12 (p. 10). 
285 Langdon Jones, ‘Where's It All Going?’, New Worlds, June 1965, pp. 111–14 (p. 111). 
286 Langdon Jones, ‘Two Good Ones’, New Worlds, January 1965, pp. 119–22 (p. 120). 
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editorials, in which he spoke of  ‘the day of  the space-story in serious SF’ as being ‘all but 

over’,287 and Ballard’s pronouncement, in a guest editorial under Carnell, that ‘it is inner space, not 

outer, that needs to be explored.’288  

 

The change that Jones and Moorcock hoped to enact with, and within, the magazine 

progressed slowly. This was due to formal limitations, such as Moorcock’s plan for an A4 glossy 

magazine being rejected as too expensive by the publisher,289 as well as to a deliberately gradual 

editorial approach that aimed to help the magazine’s readers ‘make the transition’,290 as Moorcock 

put it in one editorial, from standard sf  to the more experimental work that they wanted to 

publish. Besides announcing ‘a new literature for the space age’ and ‘a popular literary renaissance’ 

in his first editorial, Moorcock was careful to emphasise the intention ‘to keep the contents of  

New Worlds both varied and stimulating’.291 In another issue which saw work by arch-

experimenter J. G. Ballard published alongside British sf  stalwart Arthur C. Clarke, Moorcock’s 

editorial boasted that readers would find there ‘perhaps the widest variety of  stories we have 

published at one time.’292 However, the effects of  the mixed-content policy were considerably 

diffused by Moorcock’s more polemical calls for change in the genre. The inclusion of  work by 

the likes of  Clarke and E. C. Tubb could neither dull the gleam of  more daring works by Ballard 

and Aldiss, or hide the sexually explicit nature of  Jones’ stories. Letters published in the 

magazine attest to the difficulty of  persuading readers as to the merits of  more avant-garde 

material. One reader wrote in to complain of  the ‘downright pornographic’ content of  the 

magazine, in reaction to the publication of  Jones’ ‘I remember, Anita’,293 while another gave the 

editor the title ‘Commissar Moorcock’ in response to his announcement that the magazine would 

move away from the space story.294 Tensions spilled over in an editorial in which Moorcock railed 

against the complaints from ‘the hard-core “fanzine” fans’, accusing them of  dogmatic 

conservatism and imagining their ancestors ‘looking with suspicion on the wheel, the King James 

Bible or the Steam Engine.’295  

 
287 Michael Moorcock, ‘Symbols for the Sixties’, New Worlds, March 1965, pp. 2–3 & 25 (p. 2). 
288 J G Ballard, ‘Which Way to Inner Space?’, New Worlds, May 1962, pp. 2–3 & 116–18 (p. 117). 
289 Moorcock, ‘Introduction’, New Worlds: An Anthology, pp. 11–12. 
290 Michael Moorcock, ‘Making the Transition’, New Worlds, October 1965, pp. 2–3 ( p. 2). 
291 Michael Moorcock, ‘A New Literature for the Space Age’, New Worlds, May/June 1964, pp. 2–3 (p. 3). 
292 Moorcock, ‘Symbols for the Sixties’, p. 2. 
293 Louis E Van Gastel, ‘Letter’, New Worlds, January 1965, pp. 125–26 (p. 125). 
294 Elizabeth French Biscoe, ‘Letter’, New Worlds, June 1965, pp. 121–22 (p. 121). 
295 Michael Moorcock, ‘Onward, Ever Onward...’, New Worlds, February 1966, pp. 2–5 (p. 2). For Rob Latham, who 
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The survey of  1966 can be read as a part of  the editorial campaign to transition readers from 

sf  to experimental fiction. The survey is framed, in the accompanying editorial, as an exercise in 

eliciting reader feedback in order to influence the policy of  the magazine. Moorcock writes: ‘the 

questionnaire is specifically designed to give you the chance to tell us what sort of  stories you 

would like to see in future issues.’296 The direct address and the professed desire to listen to 

readers’ wishes gives the impression that the survey will be a democratic canvas of  the 

readership. However, a look at the wording of  the document shows that though it certainly is 

‘specifically designed’, it is not so much to receive genuine reader feedback as to persuade the 

reader of  the current deficiencies of  the genre and, therefore, to support the redirection of  the 

magazine, away from standard sf  narratives and towards the inclusion of  more avant-garde 

material. 

 

 
Figure 2.8. 'New Worlds Readership Survey, 1966' included as an insert with New Worlds, Vol. 50, No. 163, June 1966. 

 

The questionnaire is comprised of  two sections. Section A asks general questions covering 

hobbies, forms of  media consumed, and employment details. Section B asks specific questions 

about the contents and editorial policy of  New Worlds magazine. The first section attempts to 

lead the reader away from sf  toward other forms, while the second section tries to convince 

 
296 Michael Moorcock, ‘Here’s Your Chance’, New Worlds, June 1966, pp. 2–3 & 65 (p. 2). 



 

90 

readers of  the merits of  the inclusion of  a greater breadth of  variety in the magazine.  

 

The overriding impression of  the first section of  the questionnaire is of  bias confirmation: 

the cajoling of  readers into agreeing with the general thesis of  the magazine that modern sf  was 

then deficient and that readers should look to other forms (and genres) of  media for inspiration. 

Few questions in this section have anything to do with sf. Instead, questions concentrate on 

determining interest in non sf-related activities such as cinema, theatre, and television. When sf  

is mentioned, the question frames it in the negative. For instance, question two asks 

‘Approximately how many non-SF books do you read per month?’, while the next question asks, 

‘What kind of  non-SF reading do you prefer?’, suggesting that the reader is expected to read 

other kinds. Question seven does ask ‘Who is your favourite SF author?’, but is immediately 

followed by the question ‘Who is your favourite author outside the field?’. Question ten, though 

directly asking about sf, is far from neutral in its wording: rather than asking the reader to give 

their opinion of  sf, the question is negatively composed—‘Do you feel there is anything wrong 

with modern SF?’, so that the reader is encouraged to critique contemporary sf. The reader is 

given extra space to expand on the problems of  the genre, and encouraged to use the back of  

the questionnaire to keep writing if  they run out of  space. 

 

There is some continuity with Carnell’s surveys: questions asking about salary, education, and 

employment that might be used in order to build a picture of  the current readership and so 

direct editorial policy. However, many of  the questions are more discursive and would yield little 

usefully quantifiable data, such as questions asking for a reader’s favourite author or television 

programme. Both the discursive tone and the elicitation of  feedback on the various features of  

the magazine are reminiscent of  the fanzine surveys included in Novae Terrae in the 1930s. Gone, 

though, is the jocular tone or sense of  a coterie audience. Instead, questions are carefully 

sequenced to lead respondents to certain conclusions about the state of  sf  and the contents of  

the magazine.  

 

The order of  questions in section B guides the reader through various ‘improvements’ made 

by the magazine and highlights the policy of  ‘variety’, under the rubric of  which new and 

challenging material could be introduced. Question fourteen, asking if  readers are ‘happy with 

the new size of  New Worlds’, refers to the increase in pages instituted by Moorcock and Jones in 

March 1966—from 128 to 160. Moorcock and Jones’ justification for the increase was that the 

larger issue-size would allow ‘an even greater variety of  sf  stories’, and so continue ‘this policy 
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of  publishing the widest variety of  speculative and imaginative fiction that it is possible to 

find.’297 Questions asking for feedback on the numbers of  illustrations and reviews, as well as on 

the inclusion of  a letters column and non-prose work—all of  which were either increased, 

introduced, or maintained in this period, do lead to a picture of  undeniable variety. When the 

penultimate question, twenty, is asked: ‘Are you happy with the direction in which New Worlds is 

developing?’, hostility to new material is tempered by the emphasis in the questions on a mixed 

policy, improved features, and value for money—note the positive wording, in contrast to that of  

the question on the state of  contemporary sf.  

 

In the choice and construction of  the questions we can clearly decipher the editorial policy 

developed by Moorcock and his associates in the magazine from 1964 onwards: that of  widening 

the definition of  sf  beyond the narrow confines of  the genre to include fiction in general and 

the arts. Sf  is tacitly critiqued, either by focussing elsewhere or else by formulating questions 

negatively. Questions in the second section hint that the magazine is interested in introducing 

unorthodox content such as ‘poetry or other non-prose work’, further distancing the magazine 

from conventional sf. The forms of  the questions actively shape the answers, inducing the reader 

to approve the guiding premise of  the policy: that sf  was poorly written, needed urgent 

intervention, and should look to other media for inspiration. Though the results of  the survey 

were never published, Moorcock did write in a later editorial that the survey ‘has made it clear 

that there is a great deal of  dissatisfaction with the current conditions of  science fiction’, 

unsurprisingly confirming Moorcock and Jones’ own disaffection with the genre.298 

 

New	Forms		
 

The fourth and final form to be considered, ‘Anxietal Register B’ (fig. 2.10) is the second of  

two pieces by John T. Sladek called ‘New Forms’, fictional works that take the form of  

bureaucratic surveys, which explore the construction of  subjectivity via such forms. Rather than 

merely recording data about a subject, Sladek shows that bureaucracy in fact produces the very 

subjectivity that it aims to capture. The bold experiments in aesthetic form that abounded in New 

Worlds from 1967 to 1970, of  which Sladek’s work is a prominent example, attempted to reflect 

on the ways in which new technological and bureaucratic forms of  modernity were not simply 

neutral tools of  a technocratic state, but actively moulded identity into the shape most amenable 

 
297 Michael Moorcock and Langdon Jones, ‘Making It Matter’, New Worlds, March 1966, pp. 2–5 (p. 5). 
298 Michael Moorcock, ‘The Death of Cordwainer Smith’, New Worlds, December 1966, pp. 2–3 & 138 (p. 138). 



 

92 

to control.  

 

In 1966, Roberts & Vinter, who from 1964 had published the magazine mainly as a 

respectable front for their soft-pornography range of  titles, rethought their policy and dropped 

New Worlds. Aldiss put together an Arts Council grant application, drawing on a network of  sf  

enthusiasts within the literary establishment that had coalesced in the 1950s, including Angus 

Wilson, Marghanita Laski, Kathleen Tillotson, Edmund Crispin, Robert Conquest, and Kingsley 

Amis. The grant allowed Moorcock to relaunch New Worlds as an A4 glossy magazine, the format 

he had hoped to implement in 1964.299 The scope for visual experiments was greatly increased by 

the new size and, as David Brittain has pointed out, the paper type, which could now take 

halftone printing, allowing for the reproduction of  art and photography.300 Though the magazine 

continued to run more conventional sf  in these years, including the award-winning ‘A Boy and 

His Dog’ by Harlan Ellison, and ‘Time Considered as a Helix of  Semi-Precious Stones’ by 

Samuel R. Delany, the new size and layout challenged New Worlds’ writers to produce visually 

experimental work. In collaboration with Jackie Wilson, the science editor Dr. Christopher Evans 

contributed a transcript of  a computer’s malfunctions, titled ‘The Dreams of  the Computer’, 

exploring the cybernetic premise of  the similarity between humans and machines; Michael 

Butterworth translated narrative fiction into two-dimensional diagrams in ‘Circularisation’; D. M. 

Thomas constructed elaborate visual poetry including a chart exploring the poetic implications 

of  heart transplants between people of  different professions, called ‘Hospital of  Transplanted 

Hearts’; Pamela Zoline worked with a number of  writers, including Aldiss and Thomas M. 

Disch, to produce original artworks featuring collage and stamp techniques. Textual experiments 

that had started in the digest form to explore the technologically saturated society were set free 

by the new format. For instance, Ballard’s fifth ‘condensed novel’ to be published in New Worlds, 

‘The Summer Cannibals’ reproduced photograph collages of  car stylings and women’s bodies 

alongside the textual collage of  gendered bodies and technologies that forms the narrative.301  

 

 
299 Brian W. Aldiss, Bury My Heart At W. H. Smith’s: A Writing Life (London: Hodder & Stoughton, 1990), p. 107 and 
Brian W. Aldiss, The Twinkling of an Eye: My Life as an Englishman (London: HarperCollins, 1998), p. 337. 
300 David Brittain, Eduardo Paolozzi at New Worlds: Science Fiction and Art in the Sixties (Manchester: Savoy, 2013) p. 6. 
301 The work mentioned in this paragraph are Harlan Ellison, ‘A Boy and His Dog’, New Worlds, April 1969, pp. 4–
16; Samuel R Delany, ‘Time Considered as a Helix of Semi-Precious Stones’, New Worlds, December 1968, pp. 40–
56; Christopher Evans and Jackie Wilson, ‘The Dreams of the Computer’, New Worlds, May 1969, pp. 53–55; 
Michael Butterworth, ‘Circularisation’, New Worlds, July 1969, pp. 46–49; D M Thomas, ‘Hospital of Transplanted 
Hearts’, New Worlds, January 1969, pp. 32–33; Pamela Zoline’s produced artwork for Thomas M Disch’s Camp 
Concentration, serialised over four issues from July to October 1967 and for Brian W Aldiss’ ‘Ouspenski’s Astrabahn’, 
New Worlds, January 1969, pp. 36–53; J G Ballard, ‘The Summer Cannibals, New Worlds, January 1969, pp. 19–23. I 
analyse Butterworth’s ‘Circularisation’ in Chapter 4, and Zoline’s artworks in the magazine in Chapter 5. 
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More than any other writer at New Worlds in these three years, Sladek was inspired by the 

possibilities of  the A4 format and consistently produced visually experimental narratives 

specifically for the magazine. Sladek was part of  the American friendship-group living in 

London who found New Worlds to be amenable to their experimental work, including Thomas M. 

Disch, Pamela Zoline, and John Clute. Sladek settled in London in 1966 with Disch, after the 

pair had returned from a trip around Europe.302 Born in Iowa, he studied first mechanical 

engineering and then literature at the University of  Minnesota.303 Sladek was not particularly 

interested in sf. He was quoted in New Worlds as admitting he ‘seldom reads science fiction, 

preferring mathematical amusement of  the drearier sort.’304 Sladek has said he was drawn to the 

magazine because it was ‘the most experimental publishing venture around’ rather than because 

it published sf.305 

 

Much of  Sladek’s work in this period explored the interaction of  form and bureaucracy. 

Having worked at a number of  small businesses in administrative roles, he ‘got interested in the 

way companies and people in them set about dehumanizing themselves, in this idiotic 

rearrangement of  human lives, this curtailment of  human sensibilities, just for the purposes of  

some silly organization.’306 He has described how much of  his work is concerned with 

‘dehumanizing processes—ways in which governments and other institutions, mistakenly 

modelled on machines, attempt to reduce their citizens or members to mechanical 

components.’307 For Sladek, the increasingly mechanised institutions of  government and private 

enterprise dehumanise individuals by modelling labour on the machine. Though Sladek does not 

directly use the phrase ‘alienation’, his description of  the dehumanisation of  subjects via their 

transformation into machine parts within bureaucratic systems echoes the use of  the term by 

contemporary post-war sociologists such as Erich Fromm. 

 

Sladek first explored these concerns in ‘Masterson and the Clerks’, published in New Worlds 

in 1967, the first in a trilogy of  novellas exploring office life that he completed in the late 1960s 

and early 1970s.308 The narrative is an absurd comedy following the career of  clerk Henry C. 

 
302 Michael Moorcock, The Whispering Swarm (London: Gollancz, 2015) p. 150. 
303 John T Sladek, (1982), ‘The Profession of Science Fiction, 29: Kids! Read Books in Your Spare Time!’, in Maps: 
The Uncollected John Sladek, (Rockville, MD: Wildside Press, 2003), pp. 280–83 (pp. 281–82). 
304 Michael Moorcock, ‘Lead In’, New Worlds, January 1969, pp. 2–3 (p. 3). 
305 Sladek and Platt, p. 66. 
306 Sladek and Platt, p. 67. 
307 John T Sladek, (1986), ‘John Sladek Comments’, in Maps: The Uncollected John Sladek (Rockville, MA: Wildeside 
Press, 2003), p. 300 (p. 300). 
308 ‘Masterson and the Clerks’ was followed by ‘The Communicants: An Adventure in Management’ published in 
The New S.F. (1969) and ‘The Great Wall of Mexico’ published in Bad Moon Rising (1973). 
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Henry in The Masterson Engineering Company. The staff  of  the company work within a 

Sisyphean cycle of  labour, filling out forms that appear to have no relation to any concrete reality 

outside of  themselves. With their absurd and abstracted power, the forms begin to replace reality 

in its entirety. Karl Henkersmahl, the anti-Semitic stapling clerk, will only believe his hated 

colleague Ed Warner is dead once he has stapled Warner’s death certificate.309 The forms become 

increasingly pervasive and meaningless as the company’s drive to efficiency takes on extreme 

measures. At first, the clerks are ordered to reuse forms by eradicating the ink on those already 

completed. They are eventually encouraged to use disappearing ink, so as to save on the cost of  

buying new ones.310 In the chaos of  the final scenes of  the novella, in which the futile actions of  

the clerks are taken to absurd lengths, the forms finally take on the symbolic weight of  the 

entirety of  history and of  nature: ‘the dead forms that lay everywhere like leaves, like history’.311 

Here Sladek shows that forms do not simply describe or record historical and material reality, but 

increasingly come to shape and replace them. 

 

Sladek’s first ‘New Form’ comprised a series of  forms to be filled out, parodying the clerical 

survey. ‘Corresponding Choice Test’ is a personality test that asks respondents to underline 

words that complete a given sentence or a pattern. Whereas William H. Whyte Jr. had suggested 

in The Organization Man that subjects should game such questions by aiming for the most neutral 

answer and so produce a stable psychological profile amenable to the company—‘when asked 

for word associations or comments about the world, give the most conventional, run-of-the-mill, 

pedestrian answer possible’312— Sladek mocks nonsensical tests of  this kind by parodying their 

form but denying the possibility of  any meaningful answer. Question two asks if  ‘capering will: 

(a) manage (b) silk (c) dub (d) shale’, suggesting in its form but refusing in its content any correct 

or logical answer. Question eleven goes further by implicating even the formal aspects of  the test 

in its absurdity: ‘(a) is to (b) as (c) is to: (a)(b) (b)(c) (c)(b) (d)(a)’.313  

 

The personality test is followed by a note from an unnamed clerk, which reveals the power 

and scope of  forms from an inside perspective: 

 

Forms are clerical ways of  dealing with reality (tidying it up, clearing it away, and so 
forth). To the perceptions of  the clerk a form is reality. His eyes need it in black and white, 
and any other reality goes unrecognised. 

 
309 John T Sladek, ‘Masterson and the Clerks’, New Worlds, September 1967, pp. 36–55 (p. 46). 
310 Sladek, p. 53. 
311 Sladek, p. 54. 
312 Whyte, The Organization Man, p. 196. 
313 John T Sladek, ‘New Forms’, New Worlds, April 1968, pp. 33–37 (p. 33). 
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Once, birth was marked by a baby’s cry and death by the silence of  the heart. We clerks 

of  the world have replaced all that; now there are certificates to take care of  these matters. 
It is almost impossible to be born, die, marry, pay taxes, sell or buy property, obtain a 
pension or apply for a job without being punished with a form. 

 
‘Forms are created to formalise, inform, and finally replace “life” as “we” know it.’ The 

man who said that to me has lost his identity. Somehow every single piece of  paper 
recording this man’s name has been lost of  destroyed; he no longer officially exists. He has 
been tidied up and cleared away. I forget his name.314 

 

The clerk describes how reality is shaped via bureaucratic forms, which increasingly come to 

replace that reality. The clerks’ vision of  reality is initially mediated by, and then later substituted 

for, forms. The poetic parentheses of  a natural life, marked by ‘a baby’s cry’ and ‘the silence of  

the heart’, are replaced by bureaucratic certificates. In the drive to quantify and control all 

experience, every single action, birth, death, and everything between is recorded and given 

meaning by forms, finally coming to fully replace those actions. The last paragraph describes this 

process: first, forms ‘formalise’ life, then they ‘inform’ both that life and those who record it, 

and finally ‘replace’ it. Life itself  is put in quote marks, highlighting its shaky reality now that 

forms have intervened and stand in its place. The destruction of  the forms relating to the clerk 

who is quoted here is ambiguous: if  any sort of  reality exists outside the post-modern 

substitution of  life for forms, then the clerk has escaped. If  the process is total, then the clerk 

and his memory have been erased.315  

 

The ‘Character Simulation Form’ (fig. 2.9) visually illustrates this process of  the abstraction 

and substitution of  reality via forms. The questions are laid out on the page to visually 

correspond with the facial features of  an individual. At the top are two columns eliciting 

standard data such as name, occupation, and contact details, arranged to visually represent hair 

with a middle parting. Details such as ‘Cephalic Index’ (-cephalic suffixes in English relate to the 

head) and ‘Bo/aldness’ appear to refer to bureaucratic data but in actual fact are meaningless 

wordplay on head and hair, while the inclusion of  the category of  ‘Hair’ makes explicit the visual 

pun. A space is provided beneath for respondents to relay ‘Present Worries’, humorously 

referring to forehead creases colloquially known as ‘worry lines’. The rest of  the face is similarly 

 
314 Sladek, p. 34. 
315 Sladek returned to the missing clerk in a story published in New Worlds Quarterly in 1971. The text, titled ‘Name 
(Please Print)’ purports to be written as an addendum to a form by a clerk who in the process of a promotion 
realises that all the forms pertaining to his life have disappeared, with disastrous consequences. Sladek determines, 
then, that the erasure of all forms relating to an individual would not be an escape but would lead finally to the 
person’s conceptual and actual death. 
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produced through questions or bureaucratic conventions mapped onto facial features: the 

eyebrows are questions about eyebrow movements, the eyes by either questions about eye 

attributes or spaces for seals of  ‘Approval’ and ‘Issue Date’, the nose is represented by numbers, 

and the mouth by boxes laid out like teeth. Identity, here, is quite literarily formed. 

 

 
Figure 2.9. 'Character Simulation Form', part of 'New Forms' by John T. Sladek in New Worlds, No. 181, April 
1968, pp. 33–37 (p. 36). 
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The second in the series of  ‘New Forms’, titled ‘Anxietal Register B’ (fig. 2.10), mimics a 

bureaucratic medical form for diagnosing an anxiety disorder in the respondent. The form is 

comprised of  seventy-seven questions and begins with fairly banal requests for personal 

information such as name, address, and occupation history. Except for Sladek’s name at the top 

of  the piece and its inclusion in a sf  magazine, the first page gives little indication that this is 

anything other than a bona-fide questionnaire. However, the questions become increasingly 

invasive. Those about the respondent’s employment history ask for more and more detail, 

including an ominous list of  reasons for the termination of  a job:  

 

22. Have you ever been fired for: a) Theft:_____ b) Embezzlement_____ c) 
Dishonesty:_____ d) False References:_____ e) Absenteeism:_____ f) Tardiness:_____ g) 
Loafing:_____ h) Inefficiency:_____ I) Personal reasons (Explain):_____316 

 

Apparently standard questions about life and labour morph into interrogations, eliciting the sorts 

of  information likely to make the respondent paranoid or uneasy. Questions about employment 

are followed by those requiring extensive information regarding medical history. A question 

asking the respondent to circle medical conditions from which they suffer includes fifty-two 

different options, including the absurd and contradictory ailment ‘ai) Unexplainable pains 

(Explain)’317 A subsequent question, asking for details of  sexual desire, lists sixty-seven different 

categories of  sexuality, from more common ones such as homosexuality, bisexuality, incest, and 

masturbation to the bizarre, such as attraction to ‘n) Fish’, ‘bc)Machines’, and ‘bk) Mathematical 

propositions’.318 

 

 
316 John T Sladek, ‘New Forms II: Anxietal Register B’, New Worlds, January 1969, pp. 11–15 (p. 12). 
317 Sladek, p. 13. 
318 Sladek, p. 13. 
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Figure 2.10. 'New Forms II: Anxietal Register B' by John T. Sladek in New Worlds, No. 186, January 1969, pp. 11–15 (p. 
11). 
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As the questionnaire edges towards its conclusion, the questions become more hostile. A 

number of  them demand to know the truth content of  the respondent’s answers, such as: ‘59. 

Have you answered truthfully?’, which is followed by ‘60. Have you ever lied?319 In a question 

asking for the entire life history of  the individual, the respondent is admonished not to ‘lie, omit, 

falsify, distort, or invent’ any information.320 Other questions ask the subject to reflect on the 

purpose of  the form and why they have been asked to fill it out. Question 53 asks ’Why do you 

believe you have been asked to fill out this form?’, and this is repeated verbatim in question 62. 

Similarly, question 54 asks the respondent to ‘Describe briefly your feelings about filling out this 

form’, and 55 demands of  the subject: ‘describe in detail other forms you have been asked to fill 

out, explain their use, and estimate your performance.’321 These questions, explicitly bringing the 

form and purpose of  the questionnaire to the attention of  the respondent, encourage the 

respondent to speculate as to its probable function and the consequences of  filling it out 

incorrectly.  

 

The sequence of  questions purports to fully capture the interiority of  a subject in order to 

diagnose the subject: a full history of  a personality in easily understood data. However, in its 

tone, invasive questions, demands for truth, and in-built reflexivity, the questionnaire in fact 

produces the very anxiety that it purports to test. The final question, ‘Do you ever have feelings 

of  anxiety?’, is a moot one, an affirmative answer having been induced by the previous seventy-

six questions.  

 

Sladek was not the only writer or artist interested in the questionnaire in this period. Yoko 

Ono, in an updated edition of  her book of  Fluxus ‘events’, Grapefruit (1964/1970), included a 

surreal ‘Questionnaire’, asking, for instance, for the address of  the respondent in the ‘past 

present future’, as well as a series of  ‘True or False’ questions, one of  which asked for the 

veracity of  the poetic statement ‘Snow is a hybrid of  wish and lament.’322 The French cultural 

and political agitators the Situationist International produced a questionnaire that they filled out 

themselves. The final question turned to the form of  the questionnaire itself, asking ‘What value 

can you attribute to the questionnaire? To this one?’, to which the Situationist International 

responded:  

 

 
319 Sladek, p. 14. 
320 Sladek, p. 15. 
321 Sladek, p. 14. 
322 Yoko Ono, ‘Questionnaire’, Grapefruit: A Book of Instruction and Drawings (London; New York: Simon and 
Schuster, 1970 [1964]), n.p. 
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Questionnaires are an obvious form of  the pseudodialogue that is becoming obsessively 
used in all the psychotechniques of  integration into the spectacle so as to elicit people’s 
gleeful acceptance of  passivity under the crude guise of  ‘participation’ and pseudoactivity. 

 

 For the Situationist International, questionnaires were a technology for controlling populations 

by engaging individuals in the illusion of  participation, replacing all direct forms of  political 

expression. They advised undermining the questionnaire by not answering the questions directly 

but proposing new questions and solutions instead.323 Donald Barthelme included a survey 

halfway through his first novel Snow White (1967), purporting to elicit reader feedback on the 

events of  the book up to that point.324 Barthelme’s survey may very well have been the impetus 

for Sladek’s own experiments. In his review of  Barthelme’s novel a few months before the 

publication of  ‘New Forms’, Sladek mentions with approval ‘a questionnaire at the end of  Part I 

asking how the reader likes it so far.’325 

 

In Sladek’s ‘New Forms’ series, and especially in ‘Anxietal Register B’, Sladek goes a step 

further than simply drawing attention to the absurdity and ubiquity of  forms in contemporary 

existence, or mulling over ways of  resisting them. Sladek shows how forms, dispensed by all 

institutions and at every level of  life, come to control and produce the very life that they aim to 

aggregate into neutral data. Forms are a technological tool for the subordination and formation 

of  subjectivity. Sladek’s pun on the word ‘form’ does not just interrogate the psychological 

power of  the bureaucratic questionnaire but also suggests that new ‘forms’ of  technology—

including the questionnaire, the survey, and other clerical forms of  technological modernity— 

create new forms of  subjectivity. Aesthetic form, as in many of  the strongest works in New 

Worlds in this period, is elevated from mere background into the content and focal point of  the 

piece. This is no stale formalism, but a recognition of  the techno-scientific changes to society 

that were rapidly taking place and of  the new subjects that they were producing. In response, the 

contributors to the magazine looked to create new aesthetic forms to firstly represent these new 

subjectivities, and secondly to produce alternatives that resisted the very worst of  the 

dehumanizing aspects of  ‘forms’ under the rule of  techno-modernity. 

 

 	

 
323 Anonymous, (1964), ‘Questionnaire’, in Situationist International Anthology: Revised and Expanded Edition, ed. by Ken 
Knabb (Berkeley, CA: Bureau of Public Secrets, 2006 [1981]), pp. 178–83 (p. 183). 
324 Donald Barthelme, Snow White (New York: Atheneum, 1967), pp. 82–83. 
325 John T Sladek, ‘Atrocities of the Love Slaves of Equanimity’, New Worlds, February 1968, pp. 64–65 (p. 65). 
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Conclusion	
 

Even while the magazine was publishing its best works, New Worlds was beset by financial 

difficulties. In 1968, the serialisation of  Bug Jack Barron by Norman Spinrad caused the two major 

newsagents in the UK at the time, W. H. Smiths and John Menzies, to remove the magazine 

from their shelves. The serial explored the rampant class- and race-based inequalities of  a near 

future America, exacerbated by media saturation and uneven access to medical technologies. 

However, it was the frequency of  profanities that caused the reaction by the newsagents. At a 

meeting with the head of  Smiths’ magazine division Moorcock was told that the company was 

worried that it would be sued for libel, an impossibility since the characters of  Spinrad’s narrative 

were all fictitious. Moorcock described the scene as ‘reminiscent of  any story involving dumb 

bureaucracy and I began to go mad’.326 Like a character from a Sladek story, Moorcock was 

forced to encounter the absurdity of  the power and irrationality of  bureaucratic systems. 

Though Smiths did agree eventually to stock New Worlds, the damage was done. Despite the 

support of  the Arts Council grant, the magazine began accruing debts. In an attempt to mitigate 

the dire financial situation, Moorcock took to writing pulp fantasy works in a matter of  days per 

novel, the payment from which was ploughed back into New Worlds. Aldiss remembers bumping 

into the magazine’s designer Charles Platt ‘barefoot, selling New Worlds on a street corner.’327 New 

Worlds struggled on until 1970, when exhaustion and terminal lack of  funds forced its closure as 

a magazine entity. Though it was reborn as an original paperback anthology collection in 1971, 

New Worlds was unable to recapture the energy and experimentalism that were afforded by the 

magazine form in the late 1960s.  

 

In this history of  the magazine read through its forms and surveys, I have tracked the 

various periods of  the magazine’s development alongside its relationship to technocratic and 

bureaucratic regimes, to its readership, and finally to aesthetic form. From a small group of  

organised fans, fascinated by the promise of  technocratic utopia being explored in an emerging 

genre, to an avant-garde cultural formation deeply suspicious of  bureaucratic governance and 

critical of  sf ’s techniques, the twists and turns of  the magazine’s history reflect the then-

contemporary hopes and anxieties about technological modernity. I ended the chapter with a 

reading of  Sladek’s innovative works of  the late 1960s, taking them to exemplify the 

experimental drive of  the magazine in this period in which the aesthetic form of  the magazine 

was frequently foregrounded as content in order to explore the ways in which subjectivity is 

 
326 Michael Moorcock, ‘Introduction’, in New Worlds: An Anthology (London: Fontana, 1983), pp. 9–26 (p. 22). 
327 Brian W. Aldiss, Twinkling, p. 337. 
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itself  a product of  shifting technological, social, and generic forms. The proceeding chapters 

similarly take various forms of  material, shared characters, advertising, and art and design—as 

points of  entry into the history of  the magazine and its contribution and reaction to the major 

social and aesthetic trends of  the 1960s.  
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Chapter	3 	

The	Jerry	Cornelius	Form:	A	Myth	Figure	for	the	Mid-Twentieth	
Century	

 

Introduction	
 

More than any other of  its products, Jerry Cornelius, the ambiguous, amorphous and amoral 

agent–assassin, came to represent New Worlds magazine, and indeed the New Wave. Donald 

Wollheim called the Jerry Cornelius stories ‘the best—or perhaps it ought to be the worst—

example of  the New Wave.’328 Later critics such as Roger Luckhurst have placed the character ‘at 

the heart of  the British New Wave’,329 while for Christopher Priest he was ‘the ideographic 

protagonist of  New Worlds’.330 From the very first, Jerry Cornelius was developed by Michael 

Moorcock as an example of  the kind of  writing he was looking for as editor. This figure was 

then taken up by a number of  major New Wave writers associated with the magazine, including 

Brian W. Aldiss, M. John Harrison, Norman Spinrad, James Sallis, and Langdon Jones. 

 

In the previous chapter and in those that follow, I examine specific magazine forms such as 

surveys, advertising, and art and design. In the present chapter, I analyse a shared character, my 

claim being that the Jerry Cornelius stories were, to quote a phrase attributed to James Sallis in 

reference to the stories, ‘a form in themselves.’331 Other writers who used the character attested 

to the idea of  the stories as constituting a new form. Norman Spinrad saw them as ‘a ready-

made form’,332 while Langdon Jones wrote that writers were attracted to ‘the possibilities of  the 

form.’333 Jones’ words here, emphasising the possibility inherent in the form, point to the unique 

power and utility of  the Jerry Cornelius stories. Based as it was on the mutability of  myth 

dressed up in the modern garb of  cybernetics, the form allowed writers the flexibility to take it in 

their own directions. At the same time, the mutability of  the stories allowed for the form to both 

reflect the increasing complexity of  the present moment—or was, as Moorcock put it, ‘a cool 

way of  dealing with hot material’334—and the emergent and oppressed subject-positions then 

 
328 Donald A Wollheim, The Universe Makers: Science Fiction Today (New York; London: Harper & Row, 1971 [1970]), 
p. 104. 
329 Roger Luckhurst, Science Fiction: A Cultural History (Cambridge: Polity Press, 2005), p. 153. 
330 Christopher Priest, New Wave, in Encyclopedia of Science Fiction, ed. by Robert Holdstock (London: Octopus 
Books, 1978), pp. 162–73, (p. 172). 
331 Michael Moorcock and Paul Walker, ‘Michael Moorcock’, Speaking of Science Fiction: The Paul Walker Interviews 
(Oradell, NJ: LUNA Publications, 1978), pp. 213–228 (p. 222). 
332 Norman Spinrad quoted in Langdon Jones, ‘Lead In’, New Worlds, July 1969, pp. 2–3 (p. 2).  
333 Langdon Jones, ‘Lead In’, New Worlds, June 1969, pp. 2–3 (p. 2). 
334 Michael Moorcock, (1977), ‘Aspects of the Author 1: New Worlds—Jerry Cornelius’, in Into the Media Web: 
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fighting for their voices to be heard. As Jones went on to say, there were an ‘infinite number of  

permutations and possibilities of  the form’ and, as such, the character could assume ‘any guise 

and any sex.’335 Jerry Cornelius would appear as a man and as a woman, as white and as black, as 

middle class and as working class, and had a notably polymorphous sexuality. ‘He’ was an 

example of  what James Cawthorn, discussing J. G. Ballard’s fiction in New Worlds, described as a 

‘dissolving hero’.336 The white straight middle-class hero of  classic sf  that reflected the 

dominance of  the ‘universal’ liberal subject of  Western imperialism was exploded into difference 

via the unstable form of  this writing. We might be tempted to describe the Jerry Cornelius 

stories as a kind of  anti-form, in so far as they negate a singular structure or stability but rather 

contain within them infinite possibility, however that this instability is, to some extent, held 

together within the vaguely recognisable structure that is given them by the name Jerry Cornelius 

and the broadly ironic style they share. This peculiarly unstable form can be read, then, as either 

a deeply pessimistic vision of  an increasingly chaotic world, or as an opening up of  a utopian 

horizon of  a better, more pluralistic future.  

 

In this chapter, I begin by introducing the understanding of  myth used by Moorcock and his 

fellow New Worlds writers, showing how they were taking part in a broader resurgence of  interest 

in myth as a way of  understanding complexity in the post-war period. Next I show how the 

mutability of  myth was updated within the emergent science of  cybernetics in the first Jerry 

Cornelius novel The Final Programme (1968). I trace how the Romantic mode of  the Elric stories, 

on which Jerry Cornelius was initially based, was transformed into the ironic, undermining any 

sense of  coherence or stability. I move on to read the second Jerry Cornelius novel A Cure for 

Cancer (1971), first serialised in the magazine in 1969, alongside media theory of  the 1960s, 

specifically the work of  Marshall McLuhan. I describe the novel as a form of  meta-media, 

diagnosing the feedback loop between the media and the social sphere, the body of  

representation and the experience of  embodiment. Finally I analyse further Jerry Cornelius 

stories penned by Michael Moorcock and other writers in the period, exploring the character’s 

position as both a house character, one owned by the magazine; and as an open source character, 

one that was given freely as a template for anyone to use who wanted to write contemporary 

 
Selected Short Non-Fiction, 1956-2006, ed. by John Davey (Manchester: Savoy Books, 2010), pp. 66–73 (p. 72). 
Moorcock’s distinction here between ‘hot’ and ‘cold’ is reminiscent of Marshal McLuhan’s schema of hot and cold 
media, which divided different media into distanced, and immersive media forms. McLuhan, Understanding Media: The 
Extensions of Man (London; New York: Routledge, 2001 [1964]), pp. 24–25. 
335 Jones, ‘Lead In’, New Worlds, June 1969, p. 2. 
336 James Cawthorn, ‘I Love You Semantics’, ed. by Michael Moorcock, New Worlds, August 1966, pp. 144–49 (p. 
145). 
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fiction. Such a form—cyclical and endlessly variable—is ideally suited to the serial entity of  the 

magazine. And so Jerry Cornelius, associated with multiple writers but a single magazine, is a 

unique material via which to analyse the criss-crossing culture of  New Worlds in this period.  

 

Jerry	Cornelius	as	Modern	Myth	
 

From the very start of  Michael Moorcock’s tenure at New Worlds, the word ‘myth’ was used 

in order to describe literary innovation in the 1960s. In Moorcock’s first editorial he praised 

William S. Burroughs for developing ‘a new mythology’,337 while, in the same issue, Ballard added 

that Burroughs was the ‘first mythographer of  the mid-20th century’.338 Throughout Jerry 

Cornelius’s appearances in New Worlds, the character was referred to as a contemporary myth, 

with Langdon Jones calling him a ‘viable myth figure for the last half  of  the 20th century’339 and 

Moorcock referring to him as a ‘current myth figure’.340 Myth, with its malleable and non-realist 

structure, became the basis of  a new form that was embodied by the Jerry Cornelius stories: a 

form that was capable of  capturing the complexities and emerging subjects of  the mid-twentieth 

century. 

 

In their invocation of  myth, New Worlds writers were in line with a contemporary surge of  

interest in the subject that was happening in a range of  disciplines. From the work of  C.G. Jung 

and Joseph Campbell in psychoanalysis to that of  Robert Graves and Northrop Frye in literary 

studies, and from the structuralist ethnographic approaches of  Claude Lévi-Strauss to the 

semiotic studies of  Roland Barth, myth became, as much as anything else, a reading strategy 

though which complex social processes could be understood in terms of  shared, or archetypal, 

cultural forms. T. S. Eliot was one of  the first twentieth-century practitioners to apply mythic 

structures to contemporary reality in his appraisal of  James Joyce’s Ulysses, via his (Eliot’s) 

engagement with the work of  the social anthropologist and mythographer James Frazer. In his 

essay, ‘Ulysses, Order, and Myth’ (1923), Eliot recognised the ‘narrative method’ of  

understanding reality, giving way to the ‘mythical method’,341 which he described as a ‘way of  

controlling, of  ordering, of  giving a shape and a significance to the immense panorama of  

 
337 Michael Moorcock, ‘A New Literature for the Space Age’, New Worlds, May/June 1964, pp. 2–3, (p. 3). 
338 J G Ballard, ‘Myth Maker of the 20th Century’, New Worlds, May 1964, pp. 121–27 (p. 121). 
339 Langdon Jones, ‘Lead In’, New Worlds, June 1969, pp. 2–3 (p. 2). 
340 Michael Moorcock, ‘Introduction’, in The Nature of the Catastrophe, ed. by Michael Moorcock and Langdon Jones 
(London: Hutchinson & Co., 1971), pp. vii–viii (p. vii). 
341 T S Eliot, (1923), ‘Ulysses, Order, and Myth’, in The Selected Prose of T. S. Eliot (New York: Harcourt Brace 
Jovanovich / Farrar, Straus and Giroux, 1975), pp. 175–78 (p. 178). 
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futility and anarchy which is contemporary history.’ 342 In a world increasingly perceived as 

volatile, random, and complex, myth was a framework within which pattern, order, and unity 

could be read back into the social, uncovering coherence beneath the noise. Although many 

writers and theorists turned to myth as a way of  thinking-through complexity in the post-war 

period, here I will reserve my attention to two in particular, whose work most closely resembled 

the conceptualisation of  the Jerry Cornelius story–form: C. G. Jung and Claude Lévi-Strauss. 

Jung, in his work, saw myth as an infinitely malleable set of  symbols expressing in social terms 

the unconscious archetypes, while Lévi-Strauss saw myth as a narrative structure which resolved 

social contradictions in symbolic form through resonance and pattern rather than by action or 

plot.  

 

The subject of  myth was of  long-term fascination for Jung, one to which he returned on 

numerous occasions throughout his career. At the centre of  Jung’s theory of  the psyche were the 

archetypes, a series of  primordial images located in the collective unconscious that were 

transmitted to the conscious mind via ambiguous dream-symbols, in order to communicate 

between the two levels of  consciousness. And, rather than meditations on social reality or the 

natural world, Jung thought that myths were the social expression of  the archetypes. For Jung, 

myths were the communal exploration of  the psychic messages that the collective unconscious 

attempted to relay to the individual. He wrote: ‘myths are original revelations of  the 

preconscious psyche, involuntary statements about unconscious psychic happenings, and 

anything but allegories of  physical processes.’343 These symbolic representations of  the 

archetypes were rich and ambiguous, allowing for a wide variety of  interpretations. This 

polysemous facet of  myth led Joseph Campbell, deeply influenced by Jung’s theories, to posit in 

The Hero with a Thousand Faces (1949) that the multiplicity of  myths found around the world and 

throughout history were, in fact, the expressions of  a single story, ‘the monomyth’ as he termed 

it, in which the adventures of  a hero represent the overcoming of  a psychic crisis.344  

 

Jung’s late work, Flying Saucers: A Modern Myth (1959) is filled with warnings about the psychic 

sickness of  modernity and the unity and healing to be found in myth. For Jung, the flying saucer 

was an example of  a modern myth, one that took the form of  a projection outwards from the 

unconscious in order to warn of  the psychic disturbance brought about by twentieth-century 

 
342 Eliot, p. 177. 
343 Carl Gustav Jung, ‘The Psychology of the Child Archetype’, in The Archetypes and the Collective Unconscious: The 
Collected Works of C G Jung: Volume 9, Part 1 (London: Routledge, 2014 [1959]), pp. 151–81 (p. 154). 
344 Joseph Campbell, The Hero With a Thousand Faces (London: HarperCollins, 1993 [1949]), p. 30. 
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divisions and conflict. In this modern myth, Jung said, the flying saucer corresponded to what he 

termed the mandala archetype of  the self, symbolising psychic wholeness, totality and unity, 

whose function was to be ‘the regulator and orderer of  chaotic states’ by uniting ‘apparently 

irreconcilable opposites.’345 The flying saucer was an updated symbol for the archetype of  

psychic unity, sheathed in the technological garb of  the mid-twentieth century. Jung noted that 

this updating of  symbols was a natural process, manifest in dreams, whereby an older symbol of  

an archetype is modified by the time or culture in which the individual lives, ‘like the frequent 

substitution of  automobiles and aeroplanes for animals and monsters in modern dreams.’346 

 

Moorcock was almost certainly aware of  Jung’s Flying Saucers. In his The Final Programme, Miss 

Brunner makes mention of  how Jung worked ‘flying saucer sightings’347 into his theories, and in 

his editorial ‘Symbols for the Sixties’ Moorcock suggested that new symbols were needed: 

 

We feel that, in many ways, the image of  North Country born Fred Hoyle, driving a huge 
Buick convertible through a Californian summer talking of  the significance of  the quasars, 
is much more up-to-date that [sic] an image of  a space-ship bearing a military technician 
bending over a bench on which reposes a new secret electronic device for foxing the alien 
invaders.348 

 

Moorcock, like Jung, suggests that an updated symbolism is appropriate to reflect historical 

shifts. As with Jung’s modern dreams, we find a car, monstrously large, instead of  former 

symbolic expressions. Ironically the space-ship, so modern for Jung, had become passé for 

Moorcock, as, earlier in the editorial, he had announced: ‘the day of  the space-story in serious SF 

seems all-but over.’349 Moorcock here sets up an opposition between his sf  forebears—

specifically Robert Heinlein, in the instance of  this editorial—and contemporary sf. Encoded 

within this comparison is an opposition between freedom, individuality, and experimental science 

over restriction, uniformity and engineering. The past sf  symbolism is associated with the 

enclosed spaceship rather than the open car in California. The symbolic character of  the 

nameless military-technician with technical expertise and pluck is compared with the image of  

the specific character of  celebrity scientist and sf  writer Fred Hoyle (1915–2001), discussing the 

newly discovered concept of  the quasar.350 Militarism is replaced with freedom, the spaceship 

 
345 Carl Gustav Jung, ‘Flying Saucers: A Modern Myth’, in Civilization in Transition: The Collected Works of C G Jung: 
Volume 10 (London: Routledge, 1964 [1959]), pp. 307–433 (p. 327). 
346 Jung, p. 336. 
347 Michael Moorcock, The Final Programme (London: Fontana, 1979 [1969]), p. 127. The quotation was first 
published in an excerpt entitled ‘Phase Three’, New Worlds, March 1966, pp. 129–47 (p. 127). 
348 Michael Moorcock, ‘Symbols for the Sixties’, New Worlds, March 1965, pp. 2–3 & 25, (p. 3). 
349 Moorcock, p. 2. 
350 Fred Hoyle appears as a character in Brian W. Aldiss’s Jerry Cornelius story ‘The Firmament Theorem.’ New 
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with the car, and the soldier–engineer with the civilian scientist, while the alien ‘other’ disappears 

to be replaced with a laid-back physics lecture.  

 

And it was not only the symbolic content of  the Jerry Cornelius stories that resonated with 

then-contemporary myth-theory exemplified by Jung’s, but also their formal aspects. In France, 

Claude Lévi-Strauss and Roland Barthes were approaching myth in relation to linguistics. For 

Lévi-Strauss and Barthes alike, myth was a particular form of  language. Barthes, analysing media 

representation in 1950s French newspapers, described myth as a ‘second order semiological 

system’351 in which the sign is emptied or impoverished of  meaning and filled with bourgeois 

ideology. For Lévi-Strauss, working in anthropology, ‘myth is language’,352 but a specific type; 

made up not of  normal linguistic units such as phonemes, morphemes, etc., but of  larger 

structures he called ‘gross constituent units,’ 353 made up of  relations or patterns. In Lévi-

Strauss’s account, myth is constructed from a surface ‘sequence’ and a depth ‘schemata’.354 The 

surface level sequence is the ‘apparent content’, the story which a reader or listener follows. 

However, the true meaning of  a myth is the schemata, or pattern, of  relations between binary 

opposites. These oppositions, which are overcome within the narrative, stand in for 

‘insurmountable contradiction’ 355 in the social sphere. In ‘The Structural Study of  Myth’, Lévi-

Strauss renamed the schemata as ‘bundles’ of  relations; for him, it is these bundles, or patterns, 

of  relations within myths which give them meaning, as opposed to their surface narrative. To 

explain the method of  reading myth, he used the example of  music: specifically, the interplay 

between melody and harmony. In a particularly sf  twist, Lévi-Strauss imagines ‘archaeologists of  

the future’ coming to a ruined earth and encountering musical scores in a library, which, at first, 

they struggle to comprehend until they discover the concept of  harmony: 

 

Hence the hypothesis: what if  patterns showing affinity, instead of  being considered in 
succession, were to be treated as one complex pattern globally? By getting what we call 
harmony, they [future alien archaeologists] would find out that an orchestra score, in order 
to become meaningful, has to be read diachronically along one axis—that is, page after 
page, and from left to right—and also synchronically along the other axis. All the notes 
which are written vertically making up one gross constituent unit, i.e. one bundle of  

 
Worlds, June 1969. pp. 49–57. In The Final Programme the metaphor of the quasar is used to describe social 
disintegration. Moorcock, The Final Programme, pp. 62–63. 
351 Roland Barthes, ‘Myth Today’, in Mythologies (London: Vintage, 2000 [1957]), pp. 109–59 (p. 114). 
352 Claude Lévi-Strauss, ‘The Structural Study of Myth’, The Journal of American Folklore, 68.280 (1955), 428–44 (p. 
430). 
353 Lévi-Strauss, p. 431. 
354 Claude Lévi-Strauss, (1958), ‘The Story of Asdiwal’, in The Structural Study of Myth and Totemism (London: 
Tavistock Publications, 1967), pp. 1–47 (p. 17). 
355 Lévi-Strauss, p. 30. 
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relations.356 
 

Myth, then, can be read along the horizontal axis of  narrative sequence —that is, the manifest 

content of  a succession of  events, akin to melody in music—or it can be read along the vertical 

axis of  pattern, or harmony; that is, the latent meaning gained from structure. Lévi-Strauss 

argues that the latent meaning ‘seeps to the surface’ through the repetition of  pattern.357 

 

Moorcock described the form of  the Jerry Cornelius stories in similar terms to the structural 

study of  myth that was developing in this period, here echoing Lévi-Strauss as he described his 

own: 

 

method of  construction as being closer in many ways to musical composition than the 
conventional means of  constructing prose forms; stories are conceived in terms of  tone, 
repeated imagery, quotes from his own earlier work and the work of  others (either directly 
or in terms of  image, atmosphere or style), the structure dependent on how well these 
elements are combined or manipulated.358  

 

Moorcock justified the difficulty of  his Cornelius stories by reference to music in an explanation 

in which he emphasised structure over narrative and pattern over sequence, much as Lévi-Strauss 

did in his theory of  myth. Moorcock subsequently described the Jerry Cornelius stories as 

functioning on two levels, the narrative and the patterned, stating that: 

 

[…] while I strive for the effect of  randomness on one level, the effect is achieved by a 
tightly controlled system of  internal references, puns, ironies, logic-jumps which no single 
reader may fairly be expected to follow.359 

 

At the first level, the stories’ text appears to be constructed from a random assortment of  

unconnected images and techniques. However, at the second level, this seeming randomness is 

the product of  a structured set of  internal patterns. The narrative, then, appears to the reader to 

be chaotic but is in fact ‘a tightly controlled system’, built by the author to produce the very 

appearance of  disorder. Norman Spinrad, when describing the Jerry Cornelius stories, wrote of  

the two levels as a ‘mythic structure’ around which could be fashioned ‘stylistic, formal, and 

allusive riffs.’360 Spinrad draws the same link between music and mythic writing as Moorcock: for 

 
356 Lévi-Strauss, ‘The Structural Study of Myth’, p. 432. 
357 Lévi-Strauss, p. 443. 
358 Jones, ‘Lead In’, New Worlds, June 1969, p. 2. 
359 Michael Moorcock, (1977), ‘Aspects of the Author 2: In a Lighter Vein’, in Into the Media Web: Selected Short Non-
Fiction, 1956-2006, ed. by John Davey (Manchester: Savoy Books, 2010), pp. 74–75 (p. 74). 
360 Norman Spinrad, ‘Foreword to The Pleasure Garden of Felipe Sagittarius,’ The New Tomorrows, ed. Norman 
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Spinrad, the ‘mythic structure’ gave the stories a formal pattern to which their stylistic ‘riffs’ 

could be attached. The Jerry Cornelius stories are structured by a mythic pattern that allows 

individual writers the bedrock from which to launch an infinite number of  variations in imagery, 

style, and plot. 

 

James Sallis, fiction editor at the magazine from 1968 to 1969 and the first to write Jerry 

Cornelius stories apart from Moorcock himself, attempted to theoretically delineate this then-

emerging mythic structure in numerous articles and book reviews he wrote and published in New 

Worlds. In a review of  Boris Vian’s Heartsnatcher (published in French as L’Arrache-coeur 1953, 

translated 1968), Sallis attempted to extrapolate outwards from Vian’s novel to ‘a new and 

perhaps very important kind of  fiction which is now emerging’, that he saw as ‘perhaps most 

fully’ realised in the first Jerry Cornelius novel The Final Programme: 

 

The story surface becomes the important thing, and it fills itself  with puns, extravagant 
imagery, energy and movement, exuberant invention and throw-away ideas. The abstract 
concerns are there, but they exist beneath the story surface—occasionally drifting to the 
surface, but only to be taken back in a sudden shift of  orientation—and functioning 
chiefly by resonance and overtone […] The surface disruption conceals—in fact, contains—
an underlying order.361  

 

Sallis explains the new fiction as being produced by a tension between surface and depth. The 

surface of  the story, that is, the ostensible narrative and style, is constructed by a chaotic string 

of  puns, imagery, energy, and movement which covers-over a subsurface order; which, like Lévi-

Strauss’s conceptualisation of  myth, only ‘seeps to the surface’ via resonances between images. 

Like Lévi-Strauss as well, Sallis uses the metaphor of  music in order to explain the model: the 

subsurface meaning is relayed via ‘resonance and overtone’. A few issues later, Sallis would name 

the emerging technique ‘structural periphrasis’. He defined the term as the technique of  

misdirecting the reader away from the abstract ideas explored in the text by an exciting, 

malleable, and chaotic surface, while the meaning of  the text is transmitted via structural 

homologies between images patterned throughout the narrative.362 

 

For Moorcock and Sallis, as for Lévi-Strauss and Barthes, myth becomes a way of  reading 

for unity and pattern within a seemingly random, disparate, and complex reality. Like Lévi-

Strauss’s aliens come to a chaotic world, they are attempting to find meaning among seemingly 
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362 James Sallis, ‘Orthographies’, New Worlds, February 1969, pp. 2–5 (p. 5). 



 

111 

random forms, and it is reading the simultaneous rather than the sequential that allows for the 

emergence of  pattern from chaos. This formulation highlights the dialectical interplay between 

the two: pattern is forged from a relation to the random; it only finds definition in contrast to 

the undefined. As Jung put it, when discussing modern art: ‘there appear in the chaos of  

possibilities unexpected ordering principles’.363  

 

Cybernetic	Myth	in	The	Final	Programme	
 

It is no accident that the dominant mode of  reading and interpreting myth in the post 

World-War-II era should be that of  chaos and order, coinciding as it did with the development 

of  cybernetics, which used the notion of  entropy as a central tenet. In this section, I show how 

Moorcock explicitly created Jerry Cornelius as an updated myth-figure for the mid-twentieth 

century in his first novel to star the character, The Final Programme, by invoking the contemporary 

science of  cybernetics. Moorcock has noted that the science of  cybernetics was one of  the 

contexts he drew upon when writing the Jerry Cornelius novels and stories.364 Rather than 

claiming that a timeless, ahistorical pattern of  myth underlay all cultural expression, as Jung and 

Campbell did, Moorcock specifically formulated the Jerry Cornelius stories as a myth-cycle that 

could explore post-war-era concerns such as the relationship of  subjectivity to technology, the 

machine, and information systems—concerns shared by the emerging science of  cybernetics.  

 

Cybernetics evolved as a science of  communication and control in the aftermath of  World 

War II. It was initially associated with the Macy Conferences, a series of  annual events that ran 

from 1943 to 1954, involving a number of  thinkers, scientists, and engineers. An interdisciplinary 

approach to knowledge was, in fact, the defining feature of  cybernetics: reading systems of  

control across areas of  study that, until then, had been held to be discrete. In the foundational 

cybernetics paper co-authored by Norbert Wiener (mathematician), Julian Bigelow (engineer), 

and Arturo Rosenblueth (physiologist), it was concluded that ‘a uniform behaviouristic analysis is 

applicable to both machines and living organisms.’365 Cybernetics was, as Geof  Bowker has 

written, a ‘new universal science’ that attempted to read all entities, organic and inorganic, human 

and machine, as information feedback systems, constantly regulating themselves in a vast set of  

interlocking forms.366 As such, it was uniquely suited as a framework for understanding a world 
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increasingly determined by communications systems and technology: the complexity of  post-war 

society could be understood and encompassed by reducing all phenomena to information. For 

Bowker, it was not simply applicable to narrow scientific enquiry; by its very unbounded essence, 

it was quickly transformed into ‘a general approach to the world’.367 Once out of  the laboratory, 

cybernetics itself  became a myth, an infinitely adaptable reading method for making sense of  an 

increasingly chaotic world of  information overload and technological saturation. At the centre of  

the mythic power of  cybernetics was the relationship of  information to entropy, the 

phenomenon described in the second law of  thermodynamics which states that, within a closed 

system, energy will move from an organised to disorganised form.  

 

As outlined by N. Katherine Hayles in her How We Became Posthuman (1999), two opposing 

definitions of  information evolved during the Macy Conferences, both involving entropy: those 

of  Lawrence Wiener and Claude Shannon. Wiener developed a theory of  information as pattern 

or organisation, as opposed to randomness and disorganisation. He stated that the amount of  

information a message carried could be measured as ‘the negative of  its entropy,’368 setting up a 

dichotomy of  information on the one side and entropy on the other. Shannon, on the other 

hand, who came to understand information mathematically, as a choice between binary options, 

defined information, paradoxically, as a measure of  entropy. For Shannon, the more ‘unexpected 

(or random) a message is, the more information it conveys.’369 The co-existence of  these two 

contradictory understandings of  information in terms of  pattern and of  randomness allowed for 

cybernetics to become extremely open to cultural use: connoting, as it does, at once both 

organisation and dissolution; randomness and pattern; and order and chaos. As Colin Greenland 

points out, entropy became an essential metaphor for the New Wave, allowing, as it did, for 

representations of  ‘a degeneration inevitable from either organisation or chaos.’370 

 

The cybernetic myth became a complete cosmology in the post-war period, providing an 

ontology and a teleology that, together, held the capacity for explaining changes in the 

geographic, economic, and social spheres. It was also highly adaptable to older myths, now 

clothed in the garb of  technology. For Wiener, as he stated in the book in which he popularised 
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cybernetics, The Human Uses of  Human Beings (1950), the universe is split between entropy and 

enclosed information systems where entropy is reversed or kept at bay. By his own admission, 

this is a theological system transposed from St. Augustine, who, against the Manichean notion of  

an active devil, saw evil as incompleteness. Entropy, in his schema, becomes the ‘negative evil’371 

against which life, defined as organised information systems, must battle: a technological version 

of  the ancient good-versus-evil binary. From this standpoint, the cybernetic myth could be (and 

was) applied to international relations, opposing a US seen as organised and differentiated 

against a USSR of  over-organisation and sameness, and characterising the Vietnam war as a 

conflict of  order against chaos; when applied to society, the UK appeared doubly to be decaying, 

both out of  post-imperial melancholy, and out of  entropic over-organisation and information 

overload; and finally, it could be applied to technology. Wiener saw technology as central to the 

battle against entropy, while for Lewis Mumford, in The Myth of  the Machine (1966), technology 

was responsible for producing ‘a uniformed, all-enveloping, super-planetary structure’:372an over-

organised system, producing undifferentiation and conformity.  

 

 The first Jerry Cornelius novel, The Final Programme, is an explicit example of  the cybernetic 

myth in use as a narrative framework. However, the push-and-pull between pattern and 

randomness that figured in the Jerry Cornelius stories as order against the chaos of  entropy is 

here interrupted by the character and form of  the novel. Rather than viewing information as 

merely the transmission of  a single meaning, The Final Programme continually brackets ‘meaning’ 

via the use of  irony, questioning the cybernetic myth in which it is embedded.  

 

Jerry Cornelius originated in late 1964, not long after Michael Moorcock took over as editor 

of  New Worlds, the product of  an attempt by Moorcock to produce a narrative model for the 

magazine, which he saw as the marriage of  ‘serious’ fiction with ‘popular’ fiction’ within sf.373 As 

Moorcock has stated, he felt at the time that such a fusion was the best mode in which to reflect 

‘the “hot” subject matter of  my own time—stuff  associated with scientific advance, social 

change, the mythology of  the mid-twentieth century.’374 Instead of  inventing a wholly new 

character for New Worlds, Moorcock chose to update his fantasy anti-hero Elric, who, he felt, was 

already ‘a “myth” character.’ Created by Moorcock at the behest of  E. J. Carnell, the previous 
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editor of  New Worlds, Elric was published in New Worlds’ companion publication Science Fantasy.375  

 

Elric is a portmanteau figure combining many of  the tropes of  sword-and-sorcery in one 

person, overdetermining and thereby undermining the white male hero at the centre of  the 

genre. Elric has the youthful body of  the classic hero, but the red eyes of  ancient evil; his 

stereotypically masculine strength is reliant on his magical sword Stormbringer, a phallic symbol 

that thirsts after the souls of  men, while his long hair and ‘long-fingered almost delicate hands’376 

mark him as feminine within the regime of  normative gender; and finally, his pale skin is at odds 

with the tanned but racially white body then typical of  the protagonists of  pulp fantasy, such as 

Conan the Barbarian, invented by Robert E. Howard, and Edgar Rice-Burroughs’s Tarzan—both 

of  whom implicitly borrowed for their characters the supposed virility of  the colonised other 

while disavowing any shared identity.377 Variously described as ‘a white-faced ghoul’378 and ‘the 

White-faced Evil One’,379 the morally ambiguous Elric embodies whiteness turned demonic—

powerfully critiquing the unquestioned ideology of  racial superiority reproduced in fantasy 

narratives. Even so, Moorcock felt at the time that the anachronistic imagery and Romantic 

mode of  the sword-and-sorcery genre had worked to obscure the commentary on the modern 

world which he had wanted to achieve with the stories, remarking that ‘the less escapist themes I 

tried to carry on the sword-and-sorcery vehicle have escaped a great many readers’, and adding: 

‘I shall have to try again with a fresh or altered vehicle.’380 When, soon after, Moorcock 

attempted another myth figure with Jerry Cornelius, Elric would be translated into a new 

environment—not that of  a warped past this time, but of  a technologically saturated present— 

while the contradictions of  Elric’s character would be translated from a static tension of  

difference inherent in one body to a manifest explosion of  multiple and unstable subjectivities.  

 
375 For more on the circumstances surrounding the birth of Moorcock’s Elric character, see Chapter 2. 
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Moorcock wrote the first Jerry Cornelius novel, The Final Programme, over a ten-day period in 

January 1965, beginning with a rewrite of  the first two Elric stories, ‘The Dreaming City’ and 

‘While the Gods Laugh’, before adding further episodes to create an interconnected narrative. 

Moorcock was pleased with the results, feeling that he had found a form within which he could 

write about social concerns of  his day.381 The novel was met with consternation by publishers, 

and quickly rejected ‘not only with disgust and concern for my state of  mind, but also with anger 

and hatred.’382 Judith Merril, who was otherwise the greatest supporter of  New Worlds, described 

it as an ‘“evil” book’ in a letter rejecting the work.383 Undeterred, Moorcock published three 

excerpts from the novel in New Worlds between 1965 and 1966, framing them as examples of  the 

type of  writing he was looking for as editor: ‘an experiment, an example, if  you like, of  the 

anarchic approach to story-telling.’384 The novel was eventually published in the US in 1968, 

while Moorcock was writing what would become the second Jerry Cornelius novel, A Cure for 

Cancer.  

 

The plot of  The Final Programme follows Jerry Cornelius, a young sometime scientist turned 

musician–assassin. He becomes embroiled in a plot by a (literally) vampiric computer scientist 

named Miss Brunner to bring order to a Europe in entropic decline. In the process, Jerry 

Cornelius kills his sister by mistake, his brother on purpose, and merges with Miss Brunner via 

her DUEL computer to form Cornelius Brunner, a super-being who leads their followers on a 

crusade through Europe and into the sea. In interludes Jerry Cornelius discusses philosophy with 

his lover Professor Hira, plays guitar in a London bar, and holds a fashionable party at his 

Ladbroke Grove mansion. The novel’s plot, which Moorcock claimed was included ‘for those 

who required a plot to keep them reading’,385 has been interpreted as a satire on the London 

cultural scene. Colin Greenland has described the novel as ‘an ironic comment’386 on Swinging 

London, while Mike Ashley has characterised the entire Cornelius canon as a ‘remarkable 

satire’387 on society (as well as sf  itself).  

 

However, The Final Programme is also an exploration of  the cybernetic myth as a way of  
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understanding the contemporary world, especially the UK. In it, Europe’s decline is couched 

firmly in the language of  entropy. One associate of  Miss Brunner’s, Mr Crookshank, suggests 

that ‘Society hovers on the point of  collapse, eh! Chaos threatens!’388 Jerry Cornelius corrects 

him, stating: ‘Entropy, I think, Mr. Crookshank, rather than chaos,’ redirecting the debate from 

morality into science. Miss Brunner suggests that Europe is entering the ‘quasar stage’: like a 

huge star it has ‘reached the stage of  gravitational collapse.’389 Entropy figures here at once as 

over-organisation—Europe has become too large, collapsing in on itself—and also as 

disintegration, reflecting the end of  empire as well as post-war liberalisation and its effects. In 

scenes set in a London bar, Jerry Cornelius notices people merging into an undifferentiated 

mass: ‘a crowd came in, its thick snake-like body squeezing through the double doors and 

flowing out to fill the interior.’390 Earlier in the narrative, Jerry Cornelius reflects on the flowering 

of  different sexualities, musing that ‘The queers and lesbians and bisexuals’ will eventually 

highlight ‘the central ambivalence of  sex and the terms male and female would become all but 

meaningless.’391 Here, the explosion into different subject positions in terms of  sexuality leads to 

an undifferentiation in terms of  gender.  

 

Unity is afforded by Miss Brunner’s titular Final Programme, which seeks to amass all 

knowledge in a computer, transform it into information, and then feed it back into a single 

unified identity. The DUEL computer is created to hold ‘the sum total of  human knowledge and 

have it systematize and relate this knowledge in one comprehensive integral equation.’392 The 

capture and reduction of  all knowledge is an attempt to overcome the seemingly chaotic world 

of  increasing complexity and information-saturation. Once captured, it is then fed back into the 

human form of  Cornelius Brunner, the amalgamation of  Miss Brunner and Jerry Cornelius, to 

create: 

 

A hermaphrodite in every respect—self-fertilizing and thus self-regenerating—and thus 
immortal, recreating itself  over and over again, retaining its knowledge and adding to it.393 

 

Cornelius Brunner emerges as the cybernetic myth-hero, able to overcome entropy and death: a 

self-enclosed system constructed from the unification of  all knowledge and the gender binary 

 
388 Moorcock, The Final Programme, p. 62. 
389 Moorcock, pp. 62–63. 
390 Moorcock, p. 174. 
391 Moorcock, p. 101. 
392 Moorcock, p. 215. Quotation first appeared in a slightly different form in the excerpt ‘Preliminary Data’ New 
Worlds, August 1965, pp. 98–113 (p. 109). Miss Brunner says that DUEL will produce ‘a single unified integer’ rather 
than ‘one comprehensive integral equation’. 
393 Moorcock, p. 215. As above the quotation first appeared in the excerpt ‘Preliminary Data’, pp. 109–10. 
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fused into one cyborg entity. Cornelius Brunner is, in many ways, the embodiment of  the 

imaginary solution-to-insurmountable-contradiction that Lévi-Strauss saw as the heart of  the 

mythic form: combining the gender binary, overcoming the laws of  the universe, and unifying a 

collapsing Europe. Cornelius Brunner is also very much the embodiment of  the technological 

mandala symbol as described by Jung, merging the ‘masculine–feminine antithesis’ as well as 

representing, in their messiah-like form, ‘the androgyny of  Christ’.394 Moorcock has suggested 

that this was, in fact, his aim. For Moorcock, the novel ‘argued for the blending of  “masculine” 

and “feminine” traits to produce a balanced human being.’395 White Western humanism is 

portrayed subsuming all difference and gender identity into itself, via technological advances, in 

order to overcome chaos and decay.  

 

Ultimately, however, the unity of  knowledge and gender appears only to increase entropy. 

Cornelius Brunner leads an undifferentiated mass of  followers across Europe, destroying all the 

cities in their wake. Finally, Cornelius Brunner leads the ever-increasing mass into the sea, 

presumably drowning them all. Order always threatens to become chaos, unity undifferentiation; 

entropy cannot be vanquished in the end. The ending—in which unity and order increase chaos 

and death—is an ultimate example of  the chief  technique of  the novel, namely that of  irony, 

and it is this technique that allows for some distance from, and reflection upon, the cybernetic 

myth. Cybernetics, especially during its early inception during the Macy Conferences, defined 

information as a signal or transference of  data, and, importantly, this definition did not depend 

on the reception of  that information. Hayles has shown that cybernetics had, in fact, to excise 

human reception in order to make information into a mathematical equation: all knowledge 

becomes quantifiable, and not interpretable thereafter.396 The world can then be ordered and 

united within a stable and neutral information system, just as with Miss Brunner’s programme. 

Irony is the theory of  reception. The stable meaning that cybernetics demands for transmission 

is undercut by a choice of  meanings. All information is then put into quotation marks as 

‘meaning’, like entropy, dissipates into multiple meanings and interpretations. Meaning itself  is 

thrown into question, thereby building reflexivity into cybernetics and the Uncertainty Principle 

into literature.  

 

Irony was one of  the key qualities of  the Jerry Cornelius stories from their inception in New 

Worlds. The first story, ‘Preliminary Data’ (1965), itself  an excerpt from The Final Programme, was 

 
394 Jung, ‘Flying Saucers’, p. 407. 
395 Moorcock, ‘Michael Moorcock: 1939—’, p. 29. 
396 Hayles, How We Became Posthuman, p. 19. 
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introduced as one example of  an ‘ironic little story’397 and Moorcock later described how ‘the 

essence of  the stories is their irony.’398 We can see the shift from the use of  symbolism in the 

Elric stories—in which certain symbols, such as swords and skin colour, are used in order to 

question masculinity and imperialism—to the ironic mode of  the Jerry Cornelius stories. 

Moorcock has spoken explicitly of  such a shift as a substitution of  ‘irony for allegory.’ From 

allegory, which ‘appears to say one thing on the surface and another thing underneath’, 

Moorcock moved to irony, allowing for ‘more than one interpretation on the part of  the 

reader.’399 

 

 In an editorial in the New Worlds issue of  June 1969, Langdon Jones described for readers 

the form and function of  the Jerry Cornelius stories that were appearing at a prodigious rate in 

the magazine. He emphasised two particular features, that of  their mythical form and their 

resistance to interpretation. He wrote: 

 

On the whole, too, the stories are not written principally to be interpreted, but to be 
enjoyed. In the case of  most of  the writers, any symbolism the stories contain might well 
be used ironically, spoofing the whole notion of  symbolism as it is generally understood; 
specifically the writers might be said to reject classical symbolism in favour of  images 
containing the optimum number of  associations—metaphors capable of  many 
meanings.400  

 

Jones recognises the shift away from ‘classical’ symbolism toward irony, so that no single 

meaning can be attributed to an image: rather, each image bursts into a multiplicity of  

associations. Such a formulation pushes back against interpretation, encouraging the reader to 

simply enjoy the text. ‘The Peking Junction’, a Jerry Cornelius story by Michael Moorcock 

published in Jones’s New Wave anthology The New S.F. (1969), contained a similar instruction to 

the reader: ‘Do Not Analyse’.401 These pleas to refrain from applying an interpretive hermeneutics 

to the stories chime with Susan Sontag’s work Against Interpretation (1966), in which she argued 

for an appreciation of  the surface aesthetics of  the work of  art over an oppressive and laborious 

process of  interpretation. In the title essay, ‘Against Interpretation’, Sontag described how 

interpretation first appeared as a way of  making myth acceptable to the protagonists of  the 

 
397 Moorcock, ‘An Effective Use of Space’, p. 2 
398 Moorcock, ‘Aspects of the Author 1’, p. 72. 
399 Michael Moorcock, ‘Author's Introduction’, in The Golden Barge (London: Hodder and Stoughton, 1983), pp. 13–
15 (pp. 14–15). 
400 Jones, ‘Lead In’, June 1969, p. 2. 
401 Michael Moorcock, ‘The Peking Junction’, in The New S.F., ed. by Langdon Jones (London: Hutchinson, 1970 
[1969]), pp. 31–40 (p. 38). 
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scientific enlightenment of  late classical antiquity, and subsequently has been used to neutralise 

the danger of  texts by reducing them to an attributable and irrefutable ‘meaning’.402 Sontag 

instead advocated for returning to a sensuous enjoyment of  art’s surface aesthetics and advised 

artists to produce works ‘whose surface is so unified and clean, whose momentum is so rapid, 

whose address is so direct that the work can be… just what it is.’403  

 

In another essay in the same collection, Sontag described her preferred anti-interpretive 

mode of  the production and reception of  art: that of  camp. Sontag’s camp emphasised surface 

aesthetics over depth and meaning, describing the mode as ‘a victory of  “style” over “content”, 

“aesthetics” over “morality”, or irony over tragedy.’404 In Sontag’s definition camp is related to, or 

constitutes, a specific form of  irony, in that it ‘is alive to a double sense in which some things can 

be taken’. However, camp ‘is not the split-level construction of  a literal meaning, on the one 

hand, and a symbolic meaning on the other. It is the difference, rather, between things as 

meaning something, anything, and the thing as pure artifice.’405 Camp is a special form of  irony, 

one which does not so much vacillate between meanings but, through the sheer weight of  

multiple meanings, resists interpretation itself. Sontag’s camp, then, makes explicit what Jones 

had hinted at: that a multiplicity of  associations leads ultimately back to a concentration on the 

surface enjoyment of  the text. This movement backwards, from symbolism to a resistance of  

symbolism, echoes Northrop Frye’s schema of  literary mythoi in The Anatomy of  Criticism (1957). 

Frye described literary form as progressing from myth, in which archetypes are readily 

observable at the surface of  the text; through romance and realism, both of  which displace the 

archetypes and have to be interpreted backwards toward their original; and finally to the ironic 

mode, which returns to representing the archetypes themselves, forming a literary cycle of  life, 

death, and rebirth.406 The ironic mode, heaping infinite meanings into one image, tends to finally 

slip into meaninglessness; everything becomes nothing, and so returns the reader to an 

appreciation of  the surface aesthetic.407  

 

The implicit meanings of  Elric, produced by symbolism, are transposed to surface ironies in 

 
402 Susan Sontag, ‘Against Interpretation’, in Against Interpretation and Other Essays (London: Vintage, 1994 [1966]), pp. 
3–14 (p. 6). 
403 Sontag, ‘Against Interpretation’, p. 11. 
404 Susan Sontag, ‘Notes on Camp’, in Against Interpretation and Other Essays (London: Vintage, 1994 [1966]), pp. 274–
92 (p. 287). 
405 Sontag, ‘Notes on Camp’, p. 280. 
406 Northrop Frye, The Anatomy of Criticism: Four Essays (Princeton; Oxford: Princeton University Press, 2000 [1957]), 
pp. 42 & 192. 
407 Frye, The Anatomy of Criticism, p. 40. 
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Jerry Cornelius. In The Final Programme the transposition is most clear in terms of  sexuality. The 

implicit homosexuality of  Elric (whose phallic sword thirsts to drink other men’s souls via 

penetration) here becomes explicit, with Jerry Cornelius sleeping with Professor Hira in the first 

scene.408 We have a shift: from the Romantic mode of  symbols overburdened with repressed 

meanings to the camp surface empty of  meanings, and from the involved and symbolic reading 

to the distanced and cool. 

 

The style itself  becomes ironic and detached in The Final Programme. Compare, for instance, 

the death of  a servant in Elric and Jerry Cornelius, respectively. In ‘The Dreaming City’ we have: 

 

Elric strode towards the room, hearing a strangled gasping. He pushed open the door and 
his stomach seemed to twist within him as he saw the old man lying upon the bare floor 
of  the chamber, striving vainly to stop the flow of  blood which gouted from a great 
wound in his side.409 

 

In The Final Programme this becomes simply: 

 

In a corner, a bag of  bones gave him a welcoming groan.410 
 

In ‘The Dreaming City’, the death of  the servant Tanglebones is heaped with adjectives and 

description, heightening the pain and anguish. The death of  Tanglebones symbolically stands in 

for unequal class relations. A working-class man attempts to carry out the orders of  his master 

and receives, in return, ‘a great wound’ which he ‘vainly’ strives to stop. The wound symbolises 

his reward for his sacrifice, his ‘striving’ in vain symbolises the pointlessness and danger of  his 

service. The anguish of  the servant is used to mirror and amplify Elric’s own torment. Instead 

of  emotional empathy, Elric reacts bodily, ‘his stomach’ seeming ‘to twist within him.’  

 

     In Jerry Cornelius, the violence, gore, and emotion have been stripped away to the bare 

details. The old man, now called John Gnatbeelson, his surname an anagram of  ‘Tanglebones’,411 

is no longer a symbol of  class inequity and service become sacrifice, waste, and pain but is 

 
408 For instance, in ‘The Stealer of Souls’, Elric’s sword is described as ‘moaning softly, shuddering and pulsating’ 
during a fight with another man. Michael Moorcock, ‘The Stealer of Souls’, in The Stealer of Souls (London: Granada, 
1963), pp. 73–113 (p. 109). The reference for Jerry Cornelius and Professor Hira sleeping together is The Final 
Programme, p. 28. The scene first appeared in the excerpt ‘Preliminary Data’, New Worlds, August 1965, pp. 98–113 (p. 
101) 
409 Moorcock, ‘The Dreaming City’, p. 22. 
410 Moorcock, The Final Programme, p. 85. The quotation was first published in the excerpt ‘Further Information’, 
New Worlds, December 1965, pp. 49–67 (p. 59). 
411 I am indebted to John Davey for pointing out to me that ‘Gnatbeelson’ is an anagram of ‘Tanglebones.’ 
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reduced to a mere ‘bag of  bones’, metonymically standing in for a person. Instead of  a ‘strangled 

gasping’ John gives a ‘welcoming groan.’ The ‘groan’ preceded by a contradictory ‘welcoming’ 

leads us to a confused meaning. The groan cannot really be to welcome Jerry Cornelius into the 

room, but, rather, constitutes an ironic statement about the power relationship between Jerry 

Cornelius and John, whose meaning is dependent on the reception of  the information. 

Information and identity are put in inverted commas, the symbolism in Elric collapsing from 

saturation into irony in Jerry Cornelius. The transposition undermines the cybernetic myth of  

the conflict between system and entropy, order and chaos, good against evil, and instead 

produces uncertainty, ambiguity, and reflection. 

 

A	Cure	for	Cancer	as	Media	Myth	
 

The reflexive device of  irony that he used to distance and question the cybernetic myth in 

The Final Programme was further developed by Moorcock in his next Jerry Cornelius novel, A Cure 

for Cancer. In this second Cornelius novel, Moorcock’s irony is applied more widely than the 

localised distancing of  character, symbol, or style we find at work in The Final Programme. Here, 

the entire form itself  becomes ironised, producing a mediation on media representation and the 

circulation of  the cybernetic myths of  dissolution, overload, and violence within society. In A 

Cure for Cancer and subsequent Jerry Cornelius stories, the material production of  the stories 

themselves is highlighted. By the drawing of  links between the body of  the text, the body of  the 

social, and the body of  the individual it is implied that that the individual and the social are 

constructed via systems of  representation. The ironic dissolution of  the unitary subject of  the 

first novel is further emphasised. The ironic subsumption of  difference under White Western 

individuality shifts to the explosion of  White Western individuality into difference.  

 

While The Final Programme took only ten days to write, A Cure for Cancer took three years, 

stretching from 1966 to 1969. This was partially due to the formal complexity of  the latter but 

also due to the negative reception of  the former.412 The novel started out with a different 

character as its protagonist, but Moorcock quickly realised that it shared concerns with The Final 

Programme and so worked it into a sequel. During 1966, he was commissioned to write two spy 

novel parodies under the pseudonym of  William Barclay, Somewhere in the Night and Printers Devil, 

which followed the exploits of  secret agent Nick Allard. Nick Allard was clearly an influence on 

the spy identity of  Jerry Cornelius in A Cure for Cancer and vice versa. When the two novels were 

 
412 Moorcock, ‘Aspects of the Author 1’, p. 71. 
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republished (Somewhere in the Night as The Chinese Agent in 1970; Printer’s Devil as The Russian 

Intelligence in 1980) Nick Allard’s name was changed to Jerry Cornell to emphasise their shared 

identity. Nick Allard considers his job to be ‘fashionable—even camp’ and revels in the fact that 

he is regarded by the media to be a ‘modern myth-hero.’413 The latent campness of  the secret 

agent, the fighter of  good against evil, with his modern techno-gadgetry and hyper-masculinity, 

is made manifest in Nick Allard/Cornell and Jerry Cornelius.  

 

 Moorcock was not alone in his reading of  the inherent campness of  the spy genre, which 

experienced a boom in the 1960s following the popularity of  Ian Fleming’s James Bond novels 

and their translation into film. The surface performance-of-identity of  the spy suggested a secret 

and uncertain loyalty beneath, a structure that many recognised as formally similar to camp. A 

surface affectation of  exaggerated gestures was read as a cover for a coded and unstable gender 

and sexual identity. According to Jamie Harker, Christopher Isherwood was drawn to ‘the innate 

queerness of  the genre’ and based A Single Man (1964), at least in part, on his obsessive reading 

of  James Bond.414 Cyril Connolly brought the queer content of  the James Bond novels and films 

to the surface in his 1962 parody ‘Bond Breaks Camp’, in which Bond goes undercover as a 

woman named ‘Greda Blond’, ostensibly in order to seduce a Russian general for the purposes 

of  information gathering. The general is revealed to be Bond’s own spymaster, M., who has 

fabricated the whole situation as a ruse to sleep with Bond. Meanwhile, his secretary Miss 

Ponsonby attempts to seduce Bond in his feminine garb.415 The exaggerated masculinity and 

virility of  the spy genre was always in danger of  sliding into its opposite, a danger that Moorcock 

exploited in Jerry’s Cornelius’s guise as a double agent in A Cure for Cancer.  

 

The plot of  A Cure for Cancer is particularly chaotic, violent, and seemingly random. We begin 

with Jerry Cornelius working for an unnamed organisation which attempts to accommodate 

certain individuals, who have lost their sanity, using an unspecified process called 

transmogrification. Another organisation, headed by Bishop Beesley, Karen von Krupp, and 

Beesley’s daughter, Mitzi Beesley, tries to reverse the process. In a parallel but related plot, Jerry 

Cornelius is attempting to increase entropy so that he can sleep with his almost-dead sister 

Catherine, using a machine to artificially induce chaos and difference. Bishop Beesley et al. also 

wish to get their hands on Jerry Cornelius’s machine in order to throw it into reverse and stop 

 
413 Michael Moorcock, Printer's Devil (London: Roberts & Vinter, 1966), p. 14. 
414 Jamie Harker, Middlebrow Queer: Christopher Isherwood in America (Minneapolis, MN: University of Minnesota Press, 
2013), pp. 111–12. 
415 Cyril Connolly, (1962), ‘Bond Breaks Camp’, in Previous Convictions: Selected Writings of a Decade (New York; 
Evanston: Harper & Row, 1963), pp. 354–71. 
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the process of  entropy entirely. The ensuing episodes take Jerry Cornelius from London, 

through Europe to Germany, then to the US and back again. He is regularly captured but 

repeatedly escapes using another machine he has invented, called ‘the Shifter’. This allows him to 

enter the multiverse, where all the possibilities of  existence can be experienced at once.416 

Meanwhile, the US has invaded Europe in order to pacify its decadent population. Jerry 

Cornelius’s brother Frank is the top UK advisor to the American forces headed by General 

Cumberland. Finally, Jerry Cornelius manages to defeat Beesley and spend a final week with 

Catherine. Catherine dies but Jerry Cornelius is now pregnant with their child. The plot runs the 

gamut of  spy novel, sf, war novel, Western, romance, pornography etc., spanning multiple 

continents, and alternative time-streams.  

 

The novel’s alternative universe is based on an ironic and displaced inversion of  international 

relations in the 1960s, and specifically the UK’s position within them. Writing the novel at the 

height of  the conflict in Vietnam, Moorcock was deeply affected by the barbarity of  the images 

of  the war: ‘I was crying my eyes out every day at the news pictures coming out of  Vietnam’. In 

order to shake British readers out of  a sense of  complacency, Moorcock decided to bring the 

war home.417 The conflict is displaced from East Asia to Europe: instead of  invading Vietnam to 

stop the spread of  Communism to a post-colonial state, the Americans invade a decadent post-

colonial Europe. Even without the imagery of  General Cumberland napalming London, 

Moorcock made the substitution explicit. Jerry Cornelius notices graffiti in Notting Hill that 

announces the area as ‘Vietgrove,’ referring to the street running through the district’s centre, 

Ladbroke Grove. Further, Cumberland’s name is a not-so-subtle allusion to General William 

Westmoreland, commander of  the American forces in Vietnam from 1964 to 1968, while the 

term ‘advisor’ given to Jerry Cornelius’s brother, Frank, was a common euphemism for the 

presence of  US troops in Vietnam prior to America’s official intervention in the conflict.418 The 

inversion of  colonialism—whereby the colonised other invades the colonial centre—is a staple 

trope of  British sf, beginning with The War of  the Worlds by H.G. Wells running via Fugue for a 

Dying Island (1972) by Christopher Priest. However, here it is not a true inversion but a displaced 

one: the UK did not invade Vietnam, nor do the Vietnamese invade the UK in this narrative. 

Rather, the new imperial power is represented invading the old as a substitute for a racialised 

other of  the colonised. This displaced inversion is reflected in Jerry Cornelius’s appearance in 

 
416 Michael Moorcock, ‘A Cure for Cancer (1)’, New Worlds, March 1969, pp. 4–20 (p. 20). 
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the novel, in which he is described as having black skin and white hair. His is not a racialised 

inversion but a representational one, a photographic negative of  white identity.  

 

While the plot is chaotic, the form is highly structured, following the extended metaphor of  

cancer treatment that is reflected in the title of  the novel, A Cure for Cancer. The novel is split 

into four sections, covering different stages of  treatment: Diagnosis, Emergency Operation, 

Second Operation, and Final Operation. Moorcock has written that these four sections 

constitute an experimental form very different to that of  the standard novel. Instead of  a 

diamond structure, in which the novel builds up to a particular epiphanic moment and then 

fades, Moorcock has described the quarters of  the novel as constituting a shape he likens to ‘a 

fish playing a trumpet’ (fig. 3.1), so that the narrative contains three high points and two fades, 

stretched between the four serialised sections of  the story.419 Although originally published in a 

four-part serial in New Worlds between March and June 1969, the four parts published in the 

magazine did not exactly correspond with these four titled sections as they appeared in the novel 

(presumably due to editing decisions around page-length in the first issue), with the first part 

serialised covering ‘most of  the first section’ of  the novel.420 Within each section of  the novel 

there are subsections named after medical procedures within a particular course of  treatment. 

For instance, within the ‘Diagnosis’ section we have ‘Preliminary Consultation’, ‘Tissue Sample’, 

‘Blood Sample’, ‘Analysis’, and ‘Results’. Each subsection is followed by an excerpt taken from 

various contemporaneous magazines, usually an advert or quotation with ironic or macabre 

connotations. Finally, within these subsections the narrative is broken up into smaller units, each 

topped with a newspaper-style headline obliquely describing the content in the concentrated and 

sensationalist convention of  tabloid printed media. 

 
 

Figure 3.1. A diagram of the plot of A Cure for Cancer included in Michael Moorcock: Death is no Obstacle, p. 88. 

 
419 Greenland and Moorcock, Michael Moorcock: Death is No Obstacle, p. 88. 
420 Michael Moorcock, ‘Lead In’, New Worlds, March 1969, pp. 2–3 (p. 2). 
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The metaphor of  cancer and its treatment that lends such an overdetermined structure to 

the chaotic narrative captures the interplay between order and chaos in a particularly embodied 

manner. On the level of  plot, cancer is a metaphor for a social entropy which various actors 

within the story attempt to ‘cure’. In Susan Sontag’s Illness as Metaphor (1978) she argues that 

cancer is the master illness metaphor of  the twentieth century (replacing tuberculosis in the 

nineteenth), able to express both economic and social crises as well as a myth of  personal failure. 

Crises of  the social and economic spheres are expressed via cancer as incoherent and chaotic 

energy: ‘cells without inhibitions, cancer cells will continue to grow and extend over each other 

in a ‘chaotic’ fashion destroying the body’s normal cells, architecture and function.’421 Cancer 

represented in this manner— as chaotic, out of  control, disordered, destructive, and terminal—

lends itself  very well as a metaphor of  social entropy, here providing both a metaphor for the 

text, as chaotic, deforming and mutating into different forms and texts—as well as for the social 

and individual; linking the physical human body to the body of  the text, and the formation of  

subjectivity to its media representation. At the same time, the metaphor of  cancer treatment 

attempts to bound and give form to the novel’s content, restricting the chaotic body of  the text 

as of  the individual. 

 

Though Moorcock’s use of  the cancer cure as a metaphor for social conflict was original, the 

collage form which the metaphor contained was not. The mix of  different styles, intercut with 

excerpts from various media, is reminiscent of  John Dos Passos’s Manhattan Transfer (1925) and 

USA Trilogy (1930–36), in which he used newspaper excerpts, narrative, biography, and stream-

of-consciousness techniques to create a socialist modernism: media collage as a method for 

capturing history. However, the influence was indirect, filtered as it was through John Brunner’s 

Stand on Zanzibar (1968), an extract of  which was published in New Worlds in 1967,422 in which 

Brunner used Dos Passos’s collage form to create a future history of  an overpopulated Earth. 

Collage, a decidedly modernist technique ‘discovered’ by the Cubists and widely used by the 

Dadaists, Surrealists, and Futurists, went through a resurgence in the 1950s and 1960s. Pop 

Artists such as Eduardo Paolozzi and Richard Hamilton in the UK, and Robert Rauschenberg 

and Martha Rosler (in her early work) in the US, used collage as a way of  integrating commercial 

imagery, not formerly considered appropriate, into the art object. 

 

 
421 Susan Sontag, (1978), ‘Illness as Metaphor’, in Illness as Metaphor and Aids and Its Metaphors (London: Penguin, 
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The form of  the novel A Cure for Cancer is also influenced by the work of  Marshal McLuhan, 

who analysed media representations using the methods of  media themselves. In The Mechanical 

Bride McLuhan laid out short articles, on media texts, in the style of  a newspaper: with headlines, 

images and double columns. Later, in The Gutenberg Galaxy he used what he termed a ‘mosaic’423 

style in order to mimic the simultaneity that he saw as the major attribute of  mass-media 

representation. New Worlds’ writers were well-acquainted with the works of  McLuhan. In 1967 

John Sladek wrote a hostile review of  McLuhan’s published work to date, accusing him of  

stating the obvious; lack of  analysis, fuzzy thinking, redundancy and irrelevance. However, 

Sladek concluded that there were still some original ideas,424 such as McLuhan’s insight that ‘the 

medium is the message’, that were so essential for understanding the contemporary world that 

they could not be ignored. Moorcock himself  wrote an article on the interaction of  the various 

media, ‘Into the Media Web’, which leaned heavily on McLuhan. Moorcock argued that 

contemporary media ‘may be seen as a web’ of  feedback (see fig. 3.2), each one riffing off  the 

others, with television at its centre.425 

 

 
Figure 3.2. Diagram illustrating Moorcock’s theory of media as web included in Moorcock’s article ‘Into the Media 
Web’, New Worlds, No. 183, October 1968, pp. 19–23 (p. 19). 

 

McLuhan saw the newspaper as a collage form, which, though chaotic on the surface, was 

 
423 Marshal McLuhan, The Gutenberg Galaxy: The Making of Typographic Man (Toronto; Buffalo; London: University of 
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best able to reflect complex geographical, political and social interaction: 

 

To the altered eye, the front page of  a newspaper is a superficial chaos which can lead the 
mind to attend to the cosmic harmony of  a very high order.426 

 

From this chaotic simultaneity—an interplay of  headlines, adverts, text and image—emerged a 

pattern of  geographic, economic, and social interaction. McLuhan’s arguments here are 

reminiscent of  Jung’s arguments about the interplay of  order and chaos in modern art, Lévi-

Strauss’s harmony/melody structure of  myth, and Moorcock’s own understanding of  the Jerry 

Cornelius stories.  

 

The mosaic/collage form of  A Cure for Cancer has left even Moorcock’s most ardent 

supporters perplexed and it is often viewed as Moorcock’s least successful Jerry Cornelius novel. 

Colin Greenland has described how the form of  the novel makes for ‘confusing reading’,427 

adding that the chaotic content makes ‘defending such apparent nonsense difficult.’428 It is 

certainly a challenging read, but perhaps necessarily so, reflecting the media representation of  the 

1960s as increasingly violent and volatile. However, the negative reception of  the novel by critics 

may very well be to do with the change of  layout demanded by its paperback publication. The 

novel’s mosaic strategy does not work in paperback form: the different sections (often less than a 

page in length) are put on separate pages, forcing a sequential reading. In its original magazine 

form, all the sections are laid out next to each other, with headlines, titles, adverts, quotations, 

narratives, and images all appearing in a double-page spread. The sections run into each other 

within a web of  different media, interrupting or complementing one another like a set of  

competing stories on a broadsheet. Looking at just a single page, the reader is struck by 

information overload as well as classic sf  estrangement, as different world views, and indeed 

different worlds, are placed side by side in order to alienate the reader from a naturalised, 

sequential view of  reality.  

 

While almost every page of  the original magazine serial can be analysed as a meta-media 

mosaic, perhaps the clearest example is to be found in ‘Radiation Treatment’ (fig. 3.3), the first 

subsection of  the final quarter (‘Final Operation’), as it shows the interaction between the 

different media elements; the metaphor of  cancer treatment, and the effect of  media collage, at 

 
426 Marshall McLuhan, The Mechanical Bride: Folklore of Industrial Man (London: Routledge & Kegan Paul, 1967 [1951]), 
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427 Greenland, The Entropy Exhibition, p. 145. 
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the level of  the sentence. After the sectional and subsectional headings there are two 

contemporary articles taken from evangelical Christian magazines: one from the Australian 

Quarterly The Evidence, edited by Len J. Jones, and an article entitled ‘Sex Explosion—Issues and 

Answers’,429 by George C. Meredith, from the American monthly magazine The Plain Truth, 

edited by the radio evangelist Herbert W. Armstrong. Both articles rail against modernity, the 

first denouncing the replacement of  religious salvation via guilt by psychiatrists, and the second 

warning of  the increased likelihood of  cervical cancer in women due to promiscuity. This is the 

only time that cancer becomes the manifest content of  the narrative, rather than its structure, 

and here draws attention to the use of  cancer as a figure for moral degeneration. Mal Dean’s 

illustration on the opposite page shows General Cumberland in a dress and baseball cap, using a 

flame-thrower. Although not represented in the narrative on this page, the image illustrates 

Cumberland’s attack on London, attempting to ‘burn out the cancer’ of  its degenerate 

populace.430 Cumberland’s invective and violence are ironised by his attire, suggesting that he 

himself  is as queer as those he seeks to burn. The image, narrative, and article excerpt work to 

undermine one another, pointing out the absurdity of  their moralistic positions. Bishop Beesley’s 

appearance in this section as a corrupt and ridiculous priest further undermines the authority of  

the religious discourse of  the articles.  

 

 
429 Robert C Meredith, ‘Sex Explosion—Issues and Answers’, The Plain Truth, January 1969, pp. 9–13 & 38. 
430 Michael Moorcock, ‘A Cure for Cancer (3)’, New Worlds, May 1969, pp. 24–41 (p. 37). 
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Figure 3.3. A double-page spread taken from the fourth part of the serialisation of A Cure for Cancer showing the page 
layout of Moorcock’s text in its magazine iteration. ‘A Cure for Cancer (4),’ New Worlds, No. 191, June 1969, pp. 4-17 
(pp. 8–9). 

 

The headings of  the narrative sections appear to be newspaper headlines, as used in other 

parts of  the novel. However, they are each actually the title of  a pop song of  the era. ‘Come 

Away Melinda’ is an anti-war song recorded by Harry Belafonte in 1963; ‘You’re Easy to Love’ 

was covered a number of  times during the 1960s, including versions by Engelbert Humperdinck 

and the duo Anne Murray and Glen Campbell; finally, ‘Sisters of  Mercy’ and ‘That’s No Way to 

Say Goodbye’ are both songs by Leonard Cohen from his first album The Songs of  Leonard Cohen 

(1967). Each song title interacts with both the narrative block that it heads and the page as a 

whole. For example, the anti-war song ‘Come Away Melinda’, whose narrative tells the story of  a 

child asking a father about the world before a devastating war, comments on the conflict in the 

narrative of  the double-page spread, as well as on the image of  General Cumberland engaged in 

battle. On the level of  the narrative block, the title ironically comments on the action. Jerry 

Cornelius muses that he ‘didn’t mind so much the bombs as much as the rock scene,’431 

comparing cultural and military imperialism. The absurdity of  this comparison between guns and 
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guitars is highlighted by the anti-war song, itself  an American export. The title of  Leonard 

Cohen’s song ‘Sisters of  Mercy’ initially comments upon Jerry Cornelius’s journey to reach his 

dying sister, Catherine, then in cold storage in Oxford. However, the narrative content of  the 

song (suggesting a casual tryst between an unnamed narrator and some nuns) both highlights the 

sexual relation between Jerry Cornelius and his sister and undermines the sexual purity 

demanded by the evangelical rants which head the section.  

 

The surface chaos allows for a pattern of  associations to coalesce across the pieces of  

narrative. Semantic possibility and meaning are deployed as a means to counter the closing-down 

of  possibility and meaning by the forces of  order, in the form of  General Cumberland and 

Bishop Beesley. The shifts between different sections, geographies, genres, narratives, and media 

are reflected on both the level of  identity and that of  the sentence. Jerry Cornelius’s technologies 

of  the Web, the Shifter, and the Randomiser all act, on the level of  narrative, like the collage 

form of  the novel; working to cut up stable meaning and linear progression. Each piece of  

technology allows for sudden changes in geography, history, and continuity to be effected, 

allowing for the opening up of  narrative possibility. When Jerry Cornelius intervenes in Beesley’s 

ordering machine (Beesley’s Steam Drive Calliopic Orrery), he throws stable narrative into chaos, 

reflecting the destruction of  Beesley’s plans to control and order narrative: 

 

Jerry was hurled into a field of  lillies [sic] where a herd of  giant antelopes grazed. He 
got up and kept on running, dodging into Fleet Street’s horse-drawn traffic, weaving 
through the shallows of  a tropical river and avoiding mangrove roots and alligators, loping 
into Wenclaslas [sic] Square as Russian tanks burned, and side-stepping into Regent’s Park 
Zoo by the Elephant Enclosure. 

The elephants were dead, their skins blistered by napalm.432 
 

The movement across time and space that is highlighted within the overall form of  the novel is 

here enacted across clauses within one sentence. The surreal beginning, set in a field of  lilies 

among giant antelopes, suggests that Jerry has entered an alternative universe. From there he 

makes his way into a nineteenth-century Fleet Street, the centre of  media production and power 

in the UK; then into a colonial vision of  a jungle filled with alligators. Next, he enters an 

alternative Prague Spring in which, instead of  the peaceful rebellion of  Czechoslovakian citizens 

in Prague in 1968 being put down by Russian forces, there is a violent resistance which destroys 

the tanks of  the occupying forces. These burning tanks may very well be an inversion of  an 

incident that actually occurred in January 1969, in which the Czech student Jan Palach set 
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himself  on fire in Prague’s Wenceslas Square to protest the Russian occupation. Finally, we end 

up in a Regents Park bombed by the American forces of  General Cumberland, the napalmed 

elephants referencing the tactics used by the US in the Vietnam war. Here, we slip between times 

(the nineteenth century and the present); geographies (London, Prague, the tropics); and 

references to media representations (napalmed landscapes and burning squares), making a 

kaleidoscope of  images in one sentence. This movement reflects the subversive potential of  

newsprint to undermine linear narration and to present as simultaneous events, each 

undermining, conflicting, and combining with each other. Historic events are partially 

recognisable but deformed into the dream-like alternative versions of  napalmed elephants and 

giant antelopes. The juxtaposition of  clauses at once reflects a world of  violence as well as the 

production of  alternatives and difference: the burning Russian tanks and the UK as Vietnam.  

 

The fragmentation of  narrative and sentences into simultaneity and difference is also 

mirrored in the fragmentation of  identity. When Jerry Cornelius enters the Shifter, he explodes 

into difference: 

 

Jerry saw himself  sixteen times—black, white, male, female—and he was dead.433 
 

The white male body, which in A Cure for Cancer is merely inverted into its negative, is here 

exploded by the narrative into difference. The representation via media of  other bodies and 

other modes of  being dissolves the universal subject position into the multiple: from The Body 

which subsumes all difference into one to the embodied expression of  subjective difference. 

Cancer as a metaphor for the social, the individual, and the media, links the proliferation of  

difference within the social to the embodied experience of  the individual and to the overload 

and apparent chaos of  media representation. Jerry Cornelius’s cybernetic technologies act as 

nova which produce possibility on the level of  narrative, cutting it up and putting it in parallel 

with other worlds/times, reflecting the production of  possibility enacted at the level of  form by 

the media collage. His technologies themselves are particularly embodied: The Web, for example, 

is described as ‘strands’ which ‘brushed his face and had the vital warmth of  human skin’.434 It is 

surely no co-incidence that Moorcock’s model of  ‘the media’ was that of  a web—here, made 

flesh. The Randomiser, the machine which both Bishop Beesley and Jerry Cornelius fight to 

control, uses the energy of  people to power itself; Carinal Orelli and Captain Brunner (an echo 

of, but separate to, the Miss Brunner of  The Final Programme) literally plug themselves into the 
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machine like batteries. The Randomiser and Web are organic machines, human cybernetic 

circuits, as opposed to the cold, angular, and antiquated technology constructed by the forces of  

reaction, exemplified by Beesley’s Steam Driven Calliopic Orrery, with its Victorian technology 

and Medieval design. Jerry Cornelius explains that his technology is, in one sense, ‘almost the 

opposite’ of  a computer’, in that ‘it breaks down barriers’ rather than erecting them.435 

 

The interaction of  the simultaneous perspectives of  media form and the narrative machine 

enacted in the text by Jerry Cornelius’s various technologies creates an embodied feedback loop. 

The representation of  difference within the narrative and the form of  the story allows for 

different identities to be recognised, which in turn is fed back into representation, thereby 

producing more difference: a utopian and subversive view of  media representation.  

 

House	versus	Open-Source	Character	
 

From late 1968 until New Worlds folded as a periodical in mid 1970 it would have been 

difficult to open the magazine without encountering Jerry Cornelius, either as a serialised novel 

or as a short story. Though a number of  these narratives were by Moorcock himself, many more 

were written by other authors associated with the magazine, including Brian W. Aldiss, Norman 

Spinrad, James Sallis, Langdon Jones, and M. John Harrison. In the same period Moorcock and 

Harrison adapted the character into a comic strip for the underground newspaper the 

International Times, alternately writing the scripts, in collaboration with artists Mal Dean and R. 

Glyn Jones.436 Dean also contributed a number of  New Worlds covers featuring Jerry Cornelius, as 

well as illustrating individual stories within the magazine. An analysis of  these stories by different 

writers, each drawing on the same corpus of  images and characters while adding their own, 

shows a dialogue taking place between the various actors associated with the magazine. What 

emerges is a web of  influence spreading over the pages and issues of  the magazine. What began 

as an experiment in the sort of  fiction that the editorial staff  wished to print became a shared 

technique for exploring the contemporary world, stitched from a combined tapestry.  

 

In this period, Jerry Cornelius became effectively a house character. A house character is one 

that is used by multiple writers; owned, produced, and printed by one particular organisation or 

publication, it is effectively a legally owned, trademarked product. The house character 

 
435 Moorcock, ‘A Cure for Cancer (4)’, p. 5. 
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developed with mass media in the nineteenth and twentieth centuries, first in magazines and then 

in comics, especially juvenile fiction (for instance, the Boy’s Story papers of  the late nineteenth 

and early-to-mid twentieth centuries). Moorcock himself  wrote many stories using popular 

formats and house characters in his time working for Amalgamated Press in the late 1950s and 

early 1960s, including ‘Sexton Blake’, ‘Kit Carson’, ‘Karl the Viking’, ‘Buffalo Bill’, and ‘Zip 

Nolan of  the Highway Patrol’.437 Moorcock referred to this job of  using pre-determined but 

infinitely malleable characters and plots to produce engaging and exciting fiction as working 

within ‘the popular mythology business’.438 Jerry Cornelius himself  could trace his origins, via 

Elric, to the house character of  Zenith the Albino, the antagonist of  the long-running Sexton 

Blake series, as well as to the Conan the Barbarian stories written by L. Sprague du Camp that 

continued to be published in Fantastic Universe long after the death of  Conan’s creator, Robert E. 

Howard. 

 

However, although the Jerry Cornelius character was mainly published either in New Worlds 

or paperback collections associated with the magazine, authors were allowed to put their own 

name to it and to develop the character in new directions. Jerry Cornelius was more a template 

for writers, freely given by Moorcock as an example of  New Worlds writing, than a character 

produced directly for the magazine. In one editorial, Langdon Jones actively encouraged any 

writer to create their own Jerry Cornelius stories: ‘other writers are invited to try their hands’.439 

In a sense, Jerry Cornelius is closer to what now would be termed an open-source character: one 

that is not owned by any one author or organisation but made freely available for anyone to use. 

The history of  open-source characters is relatively short. The first open-source character, ‘Jenny 

Everywhere, aka The Shifter’ was initially thought up by the Canadian comics artist Stephen 

Wantle, and developed along with the online forum Barbelith in 2002.440 Jenny Everywhere, a 

character who ‘shifts’ between different times and realities, bears some resemblance to Jerry 

Cornelius. The politics of  freedom and availability at the heart of  the open-source character 

movement, are linked, as with Jerry Cornelius, to the characters’ attributes and form, shifting 

between different times and realities.  

 
437 Moorcock, ‘Michael Moorcock: 1939—’, p. 24. 
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As a story–form, Jerry Cornelius hovers between popular character owned by a mass-market 

magazine, and avant-garde technique available to all: between an ordered and stable identity 

recognisable by readers and a tool for producing anarchic and random narratives. The sudden 

explosion of  Jerry Cornelius experiments began in 1968 after James Sallis read The Final 

Programme and a manuscript of  Moorcock’s Jerry Cornelius story ‘The Dehli Division’. Sallis 

considered the novel and story to constitute a new literary form. For Sallis, Moorcock had 

‘created a formula—perhaps more accurately a mode—that could contain almost anything, a solid 

infrastructure upon which one might braid elements of  realist and arealist, the satirical, comic, 

sentimental’.441 The mode enabled any number of  literary forms to be ‘braided’ onto a solid 

structure, allowing writers the possibility to take the story-form in practically unlimited 

directions. Sallis asked if  he might attempt a Jerry Cornelius story himself, and with Moorcock’s 

blessing he produced the short story ‘Jeremiad’. Norman Spinrad described how, for a long time, 

he had wanted to write a ‘caper film’ in the form of  a short story but had been unable to make 

much headway. However, once he began writing it as a Jerry Cornelius story he made progress, 

quickly completing what became ‘The Last Hurrah of  the Golden Horde’. He described the 

Jerry Cornelius stories as a ‘ready-made form’ which allowed him to produce fiction that did not 

require ‘logical connections’ and which, in fact, necessitated their absence.442 Stories by Spinrad 

and Sallis were shortly joined by those by Brian W. Aldiss, M. John Harrison, Maximum 

Jakubowski, and a poem by Langdon Jones featuring Jerry Cornelius.  

 

These stories never followed a single narrative or story arc, each one rather riffing off  the 

others. For instance, James Sallis wrote ‘Jeremiad’ after reading a draft of  Moorcock’s ‘The Delhi 

Division’. Moorcock subsequently incorporated some of  Sallis’s ‘Jeremiad’ back into the final 

draft of  ‘The Delhi Division’,443 so that both become a paean to a son lost within different 

timelines—perhaps a reference to Jerry’s pregnancy at the end of  A Cure for Cancer. Moorcock 

described his story ‘The Peking Junction’ and Sallis’s ‘The Anxiety in the Eyes of  the Cricket’ as 

being alternative versions of  the same narrative, rather than sequels; the former as describing 

‘action and surface’, and the latter as a reversal exploring the ‘internalised’ mood’.444 M. John 

Harrison’s ‘The Nash Circuit’ used the technology of  the Shifter, which first appeared in A Cure 

for Cancer, to construct a story in which Jerry Cornelius assassinates the UK’s prime minister 
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Crichton-Clerk. Another short story by M. John Harrison, ‘The Ash Circuit’, in which Jerry 

Cornelius is buried at sea in a parody of  the James Bond film You Only Live Twice, became the 

basis of  Moorcock’s third Jerry Cornelius novel The English Assassin (1972), in which Jerry 

Cornelius spends most of  the novel in a fugue state enclosed in a coffin.445 And just as the 

stories themselves are mainly constructed of  repeated images, irony, and media collage, when 

taken collectively, they constitute no coherent narrative but form, rather, a constellation of  

alternative realities, resonating across shared images, characters, and techniques.  

 

The stories themselves are mostly constructed, via the collage technique, of  media excerpts, 

song lyrics, quotations, allusions, references, ambiguous dialogues, and descriptions of  

commodities, reflecting the technique that was developed in A Cure for Cancer. Many of  the 

stories further dissolved both the collage form and the content of  the narratives, foregrounding 

the construction of  identity via representation. In Aldiss’s ‘The Firmament Theorem’ a field of  

flowers is constructed from comics and newsprint: ‘they trudged over the blue, red and white 

field, up to their ankles in newsprint.’446 Aldiss here deliberately confuses the natural and the 

artificial, pointing out the role of  the media in creating the ways in which we view reality. In 

Moorcock’s ‘The Nature of  the Catastrophe’, perhaps the most experimental of  his Jerry 

Cornelius texts, Jerry Cornelius is sent yo-yoing back and forth between the past and future. This 

movement is caused by the technique of  Jerry Cornelius’s reading aloud of  magazine and 

newspaper excerpts that are either from the past, or that reference the future. Finally, he 

experiences reality merely as a set of  headlines as he oscillates between times and realities. The 

text, as well as the narrative, is pieced together from ‘fragments of  newspapers, buildings, 

roadways, cars, planes, skulls, ruins, ruins, ruins.’447 

 

The dissolution of  the ‘universal’ subject continues apace in the Jerry Cornelius stories. Jerry 

Cornelius appears as a woman in Maxim Jakubowski’s ‘Lines of  White on a Sullen Sea’, seducing 

a male character Treblinka Durrand.448 Jerry Cornelius’s explicit attraction to men is a trope in 

many of  the stories, including ‘The Peking Junction’ and ‘Jeremiad’, while his class position, 

nominally aristocratic in The Final Programme (his dead father owns a chateau in Normandy), is 

complicated by the revelation in ‘The Nature of  the Catastrophe’ that his mother is a working-

class Londoner. Race is one line which the protean character does not cross. Though there is an 
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implication that he can shift his racial identity, as he appears ‘black’ in one iteration during his 

adventure in the Shifter in A Cure for Cancer, he mostly merely passes for other racial identities. In 

A Cure for Cancer, as I explored earlier, he is not black but a photographic negative of  whiteness. 

He is, however, mistaken on a number of  occasions for one who is black. Middle-class women 

are described as seeing him as ‘a dandified Negro’, perhaps a reference to Jimi Hendrix, to whose 

music he is often listening.449 Similarly, in the ‘The Delhi Division’ he is described as having 

‘rather dark features’ and is initially mistaken for an Indian.450 However, the implication is that he 

is just a very tanned white man. Later in A Cure for Cancer, an American official named Mr Silver 

who is interrogating Jerry Cornelius will not believe that he is from Britain, despite his passport; 

suggesting instead that he must be from the West Indies. His black skin makes him immediately 

suspect to the white authorities, who must excise him from the colonial centre of  the UK.451  

 

Moorcock has explained in an interview that, at the time, ‘he didn’t feel entirely comfortable 

writing from another culture’s point of  view’, worrying about the ethics of  representing minority 

groups as a white person.452 Moorcock’s tactic, instead, was to interrogate the cultural 

construction of  race itself, while at the same time avoiding crass cultural appropriation. As 

Frantz Fanon pointed out in the 1950s, in White Skin, Black Mask (1952), it is racism itself  that 

produces race: ‘It is the racist who creates his inferior’. Using the sf  trope of  the alien invasion, Fanon 

wrote that ‘if, for instance, Martians undertook to colonize the earth men—not to initiate them 

into Martian culture but to colonize them—we should be doubtful of  the persistence of  any earth 

personality.’453 Moorcock uses sf  in a similar mode to Fanon, to show how colonisation 

necessarily produces race in order to justify the hierarchy and appropriation inherent to its form. 

Jerry Cornelius suffers at the hands of  a racist regime not because of  any essential identity, but 

because his appearance is read as ‘other’.  

 

Two authors invite special attention. James Sallis and M. John Harrison both wrote three 

Jerry Cornelius stories apiece (bar Moorcock the highest tally), and their interest in the form can 

usefully be tracked alongside their editorial work for New Worlds; the former as fiction editor 

from 1968 to 1969, and the latter as books editor from 1968 onwards. While both recognised 
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and revelled in the free-flowing and chaotic narrative surface of  the stories, the two took the 

Jerry Cornelius myth in strikingly different directions. While for Sallis, the surface narrative 

covered over a deeper structure of  loss, for Harrison it hid a harsh parody of  1960s culture. 

Ironic pathos in Sallis turns to ironic bathos in Harrison. 

 

 Sallis, a young writer from Arkansas recently graduated from Tulane University, was 

recruited by Moorcock at a sf  writers’ conference held at Millford, Pennsylvania in 1967. The 

strongest indication of  Sallis’s ethos as fiction editor can be seen in his frighteningly erudite 

editorial of  February 1969, ‘Orthographies’, in which he laid out the current field of  literature 

and its future direction. (In four pages Sallis cites over a hundred writers, poets, artists, and 

thinkers.) For Sallis, writers in the 1960s had arrived at the end of  a decades-long history of  

avant-garde experiments, exhausting all avenues of  formal innovation. Sallis saw literature as 

moving towards an exploration of  the gap between the ‘surface’ of  a story and its ‘substance’. In 

works by Donald Barthelme, J. P. Donleavy and Thomas Pynchon, as well as by New Worlds 

writers such as J. G. Ballard, Thomas M. Disch, and John T. Sladek, Sallis identified an energetic, 

exciting, and rhythmic ‘surface’ that worked to misdirect the reader, while the ‘substance’—the 

themes, relationships, and ideas of  the piece—were relayed via its structure and linguistic 

patterning, a paradigm he had first recognised in the work of  Boris Vian, as discussed above, and 

which he termed ‘structural periphrasis’.454 

 

Sallis’s ‘Orthographies’ was followed in the February 1969 issue with his ‘Jeremiad’, the first 

Jerry Cornelius short story to be published in the magazine by a writer other than Moorcock. As 

a reader of  the issue, it would be difficult to ignore the placing of  the story immediately after an 

essay by the same author and I believe readers were encouraged by the sequence to see a 

connection between the two: the essay as theory and the story as practice. The text begins with 

the word ‘And’, rejecting any sense of  a bounded short-story form and indicating that it is an 

episode in a continuous Jerry Cornelius narrative. The story follows Jerry Cornelius across 

various continents as he flees the image of  a burning London, and the death of  his wife and son. 

On his return to the city, he tracks down and assassinates a man who resembles himself  and then 

burns the man’s poetry manuscripts. The story ends with the US military bombing London and 

the replacement of  one set of  haunting images with another. The story demonstrates Sallis’ 

description of  ‘structural periphrasis’: a fast-moving and fragmented plot, moving across 

multiple countries and peppered with ironic dialogue, is held together by a resonance between 
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recurring symbolic images. The brown eyes of  Jerry Cornelius’s wife, Cass, the screaming mouth 

of  Dylan his child, and the water and fire of  London, are repeated in different guises across the 

text. His two lovers, General Lee and an unnamed Czech woman, both have brown eyes; images 

of  water and flame recur incessantly, and the filter tip of  a cigarette resembles for Jerry 

Cornelius a small mouth. At one point the images cohere into a single, pared-back paragraph of  

three short sentences: ‘The burning city. Brown eyes. An open soundless mouth.’455 These images 

disappear with the death of  his doppelgänger and the destruction of  his poems, and are replaced 

with another set of  images in the last sentence, foreshadowed in the text: ‘When the first 

[bombs] struck, Jerry was thinking of  the girl, the kite, the fingernails of  a newborn child.’456 The 

replacement of  these sets of  haunting images, one set introduced at the beginning and a second 

set highlighted at the close, hints at the existence of  multiple Jerry Cornelius’s, intersecting across 

different alternative universes, who share a combined but hazy memory. The elimination of  one 

version of  Jerry Cornelius shifts the symbols that are foregrounded in the text, reflecting the 

perspective-shift in the protagonist’s mind. Beneath the ‘surface’ of  plot, action, and dialogue 

always threatening to dissolve into incoherence is a structure of  shifting images and symbols, 

drawing connections and relationships between the episodes and exploring both personal loss 

and the loss endemic to the violence of  contemporary history.  

 

Of  all the writers who turned their hand to Jerry Cornelius, M. John Harrison’s stories were 

the closest to Moorcock’s own conception of  the character. Moorcock has said that Harrison ‘is 

the only person who’s completely understood how to write a Jerry Cornelius a story’, and 

reported that Harrison has said to him that ‘Jerry Cornelius is as much a technique as a 

character.’457 Harrison grew up in Rugby and moved to London in the mid 1960s after dropping 

out of  teacher-training college to pursue a writing career. He placed his first story with New 

Worlds in the new writers’ issue in November 1968. The next month he found himself  books 

editor. Harrison describes the circumstances around the appointment as highly casual. Sallis, an 

acquaintance of  Harrison’s, ‘dragged me round to Mike Moorcock’s house one night at about 

three o’clock and said “This chap should be Books Editor”. So Mike said something like: “Oh, 

all right”—and I was.’458 Harrison become New Worlds’ most enthusiastic recruit. He has written 

that ‘the New Worlds idea, or my version of  it, overtook me immediately. I became immediately, 

completely and totally committed to it […].’459 As Rob Latham has pointed out, Harrison ‘fully 
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457 Michael Moorcock and John Picacio, ‘Michael Moorcock: Multiverses’, Locus, December 2014, pp. 36–39 (p. 38). 
458 M John Harrison and Christopher Fowler, ‘The Last Rebel’, Foundation, 23, (1981), 5–30 (p. 6) 
459 Harrison and Fowler, p. 6. 
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embraced Moorcock’s agenda of  mating sf  and the mainstream to produce a new breed of  

writing,’ and in his book reviews and fiction he attempted to point to this cross-breeding.460 In 

his first piece as books editor, he favourably reviewed The Final Programme. He began with an 

attack on contemporary literature, which he saw as ‘a stale and self-conscious entity, involuted 

and incestuous.’ In its stead, he praised the work of  New Worlds writers as ‘a group of  writers 

seeking to pose problems of  the immediate present and to solve them in terms of  a new 

presentation, a fresh angle of  attack.’461 In particular, he drew on The Final Programme as an 

exemplar which he described as containing ‘all the elements of  this growing tendency to deal 

with literary difficulties of  an age in the precise terms of  that age.’ Harrison recognised the 

surface collage technique, underneath which more serious concerns were hidden: ‘the skin of  the 

novel’, he wrote, ‘erupts into farcical acne: but beneath it move grotesques, and the parodies are 

not kind.’462  

 

Harrison’s Jerry Cornelius stories can be seen as an apprenticeship in the New Worlds tenets, 

putting into practice the ideas he was expounding in his bruising reviews. Harrison’s first Jerry 

Cornelius story, ‘The Ash Circus’, is set in a desolate Britain devastated by the American 

occupation of  A Cure for Cancer: ‘the areas south of  Manchester were nothing but desert, great 

plains of  feathery ash clotted with ruined towns and sinking gun emplacements. For once, the 

Americans had been thorough.’463 Harrison, here, captures the ironic voice of  Moorcock’s 

stories. Destruction is described not in tragic or romantic terms, but ironically as a ‘thorough’ 

job. The post-imperial melancholy of  the replacement of  the UK by the US as a world power is 

punctuated by humour, deflating the sense of  Britain’s unique identity. Harrison mainly jettisons 

the collage-style quotation that came to characterise Moorcock’s Jerry Cornelius stories. Instead, 

in ‘The Ash Circus’, he used heavily imagistic lists, collaging elements together in a manner 

reminiscent of  Ballard’s technique in his condensed novels. Here, for example, Jerry Cornelius, 

unsure of  his next course of  action, ‘formed a plan based on the following data’: 

 

The appearance of  Andy Warhol a thousand feet above the New York quarantine area—
An abnormally heavy shower of  Leonids which damaged several houses and a church in 
Prerov, Czechoslovakia—An outbreak of  Vulcanism in the north magnetic pole— The 
discovery of  an Aryan with burning hair in the Negev desert—The opening of  Joanna 

 
460 Rob Latham, ‘A Young Man’s Journey to Ladbroke Grove: M. John Harrison and the Evolution of the New 
Wave in Britain’, in M. John Harrison: Critical Essays, ed. Mark Bould and Rhys Williams (Cambridge: Gylphi Limited, 
2019), pp. 39–80, (pp. 48–49). 
461 M John Harrison, ‘The Angle of Attack’, New Worlds, December 1968, pp. 58–60 (p. 58). 
462 Harrison, p. 59. 
463 M John Harrison, ‘The Ash Circus’, New Worlds, April 1969, pp. 17–23 (p. 19). 
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Southcott’s box.464 
 

Different pieces of  information laid out in one paragraph separated by dashes form a verbal 

collage of  news stories. Though seemingly random, they build into an international and 

simultaneous picture of  a world on the edge of  an apocalypse. In Israel’s Negev desert, we have 

the appearance of  a messianic figure (a burning-haired Aryan), and in New York, apparently 

under a quarantine, there appears another surreal saviour figure, that of  the artist Andy Warhol; 

in the North Pole there are volcanic eruptions (‘vulcanism’), while, in Czechoslovakia, meteor 

showers (‘leonids’) fall to earth. ‘Joanna Southcott’s box’ refers to the British eighteenth-century 

prophet, who on her death left a box to be opened only in a time of  national catastrophe. 

Harrison constructs an image of  catastrophe out of  newsprint, an apocalyptic pattern out of  

chaos, mimicking the mosaic technique of  broadsheet newspapers in a single paragraph.  

 

The collage of  newspaper reports, moving between images and geographic locations, is 

mimicked in the narratives, which cut wildly between times, spaces, and identities. In ‘The Nash 

Circuit’, Jerry Cornelius uses the Shifter to move between the Mesozoic era, Tierra del Fuego, 

Las Vegas, the Vatican, and London, ending up back in the Mesozoic at the conclusion. The 

discontinuities between these times and spaces appears to open up possibility. At one point, Jerry 

Cornelius witnesses a hold-up of  a restaurant by a group of  children. The restaurant itself  is an 

island of  apparent normality surrounded by a decaying London, and it is the entrance of  the 

emaciated child gang that sets the anachronism of  the restaurant against the new reality of  the 

city. Jerry Cornelius comments that ‘the shift of  emphasis was producing some beautiful 

things.’465 The poverty and desperation of  the children clashes with the middle-class restraint and 

elitism of  the restaurant, causing the waitress to shift her diction from received pronunciation to 

a working-class London accent. This ‘shift of  emphasis’ may hint at change but it also hints of  

violence, and the ironic term ‘beautiful things’ indicates the tension between these two 

consequences of  the clash. Later in the story, Jerry Cornelius finds himself  engaged in a gun 

fight at Madame Tussaud’s. The waxwork museum, with its kitsch bricolage of  historical periods 

and personalities, is a microcosm of  the story’s narrative discontinuity between times, spaces, and 

identities. The incidental clash that results from the proximity of  the exhibits is furthered by the 

violent destruction caused by the pitched battle taking place. Jerry Cornelius comments 

approvingly that ‘the possibilities were multiplying,’466 as he and his colleague Shaky Mo Collier 
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snipe from Admiral Nelson’s flagship Victory and Winston Churchill is decapitated by a stray 

bullet. The story’s ending sees Jerry Cornelius returned to the Mesozoic to begin the same 

narrative cycle all over again, suggesting that the possibilities engendered by these discontinuities 

are doomed to make little difference to the world. The words of  the close echo those of  the 

beginning almost exactly, with only slight variation. Compare a sentence near the beginning: 

 

Beyond the dense growth of  giant tree ferns he made out a tall white tower, about which 
orbited a pair of  pterodactyls.467 

 
With its echo at the close: 

 

Beyond the fern forest rose a tall obsidian tower, three-sided and fluted, about which 
orbited a pair of  pterodactyls.468 
 

The words in each case are subtly different. A ‘dense growth of  tree ferns’ becomes the more 

concise ‘fern forest’, while the reference to Jerry Cornelius’s visual perspective—‘he made out’—

is dropped in the second example. The biggest change is the tower, which shifts from white to 

black, though both are still circled by pterodactyls. The narrative, however, continues unchanged 

in the two iterations. Jerry Cornelius is able to orient himself  in time by the appearance of  the 

tower in both instances, and soon encounters Albert Einstein shuffling about the forest; a 

meeting which sets off  the adventure central to the narrative. This repetition-with-difference 

suggests infinite cycles of  narrative with only minor and ultimately inconsequential variations.  

 

 The titles of  all three of  Harrison’s stories implicitly suggest continual narrative cycles: 

‘The Nash Circuit’, ‘The Ash Circus’, and ‘The Flesh Circle’. Harrison’s Jerry Cornelius, through 

striving for disruption of  the status quo, is doomed always to be a stale repetition, bound within 

the myth cycle created by Michael Moorcock and developed by others. As Hadas Elber-Aviram 

points out, Harrison’s Jerry Cornelius stories are ‘metafictional meditation[s] on the complexities 

of  identity in a shared myth’,469 and, as such, are a witty and knowing play on the collaborative 

form. In the last lines of  the final section of  ‘The Ash Circus’, aptly named ‘Jerry is Unoriginal’, 

Miss Brunner remarks to Jerry Cornelius, who is complaining of  having ‘hundreds of  déja-vu 

experiences’, that she had ‘expected something more original from you, Mr Cornelius’.470 For 

Harrison, Jerry Cornelius and the Jerry Cornelius form can only ever be continual echoes of  

 
467 Harrison, p. 12. 
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other iterations and other forms, forever resonating across each other. In the end, it might be 

that Harrison’s original contribution to the form was to recognise it as unoriginal: Moorcock’s 

Jerry Cornelius was a rewrite of  his Elric character, who, in turn, was a rewrite of  Conan the 

Barbarian, among other sword and sorcery characters who are, themselves, rewrites of  

Romances and Greek myths. Harrison’s ironic and self-conscious intervention undermines any 

claim to originality on the part of  the form, myth being defined by its collaborative construction 

and its tendency to recombine elements from previous narratives and forms into new and 

socially relevant stories suited to the age in which they appear. 

 

Conclusion	
 

Jerry Cornelius continued well beyond the life of  New Worlds in its magazine iteration, and I 

have deliberately limited myself  to analysing only those stories and novels which were printed 

before New Worlds folded as a periodical in 1970, partially because of  the demands of  space but 

also due to the span of  my project. Subsequently the story was continued by Moorcock in a 

further two novels, The English Assassin (1972) and The Condition of  Muzak (1977), and, in a 

number of  short stories by Moorcock and others, continues to the present day.  

 

The melange of  techniques, influences, identities, and writers involved with Jerry Cornelius 

means that it is a particularly difficult topic to approach. Taken together, however, as I have 

argued here, we might consider Jerry Cornelius to constitute a specific, collaborative, story-form; 

created from media representations in order to explore the construction of  identity in the 1960s. 

Another way of  envisioning this technique is via the de-formed definition of  the initials sf  by 

Donna Haraway, in her Staying With the Trouble, where, instead of  ‘science fiction’, the initials are 

made to stand for ‘string figures’.471 String figures are games played with string in order to create 

patterns, using your hands. The story-form of  Jerry Cornelius is a string figure in a number of  

senses: firstly in the sense of  a figure weaved from the strands of  media representations, and 

secondly in the metaphorical sense of  embodying the complexity and interconnections of  the 

world as a web; a chaotic tangle at one level, but a complex pattern of  actions and interactions 

on another, woven between different spaces, times, and cultures. Finally, it is a web that can be 

read materially as a criss-crossing pattern of  mutual influence and production in New Worlds 

magazine: in an attempt to create a myth-figure for the mid-twentieth century, what began as a 

 
471 Donna Haraway, Staying With the Trouble: Making Kin in the Chthulucene (Durham, NC: Duke University Press, 
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single strand became a pattern of  strands woven between writers and issues of  the magazine, 

creating a myth cycle able to register the twists and turns of  technological modernity.  
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Chapter	4 	

‘One	Evocative	Slogan’:	Advertising	as	Literary	Theory	in	New	
Worlds	magazine.	

 

Introduction	
 

The first issue of  New Worlds after Michael Moorcock’s tenure began in 1964 contained no 

advertising of  any kind. Post 1967, facing many financial difficulties, the magazine mainly 

survived off  the advertising income procured by its advertising agent Diane Lambert.472 In a few 

short years, the presence of  advertising in New Worlds progressed from nonexistent to 

indispensable. Beyond their considerable financial importance, paying attention to the paratextual 

form of  advertising can help us reassess our perspectives on the development of  the New Wave 

in New Worlds in a number of  different ways.  

 

In a classic move of  magazine studies, a look at advertising can tell us how New Worlds placed 

itself  within the cultural and economic sphere. For instance, we can see from the diversity of  

advertising—by such literary publishing heavyweights as the Transatlantic Review, Penguin, and 

Calder and Boyars, (fig. 4.1, 4.2, and 4.3) on the one side, and sf  imprints such as Sphere Books 

and Macdonald (fig. 4.4 and 4.5) on the other—that the magazine saw itself  as appealing to a 

mix of  avant-garde and popular readerships. We might be able to glean a political stance from 

the adverts for the Defence of  Literature & the Arts Fund (fig. 4.6), which sought to resist the 

banning, for obscenity, of  Hubert Selby Jr.’s The Last Exit to Brooklyn (1964) after its publication 

in the UK in 1966. An analysis of  the connections of  the magazine with the counter-culture of  

the late 1960s could be achieved through a look at the many adverts placed by prominent 

underground newspapers Oz and IT (fig. 4.7 & 4.8) as well as Apple, the record label started by 

the Beatles in 1968 (fig. 4.9).473  

 

 

 
472 Michael Moorcock and Paul Walker, ‘Michael Moorcock’, in Speaking of Science Fiction: The Paul Walker Interviews 
(Oradell; N.J.: LUNA Publications, 1978), pp. 213–28 (p. 217). 

473 According to Michael Moorcock, Apple offered to directly finance the magazine, but their support was 
rejected; Moorcock preferring to take the more commercial and professional route of placing Apple adverts instead. 
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University Press, 2013), p. 125) 
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Figure 4.1. Advert for the Transatlantic Review in New Worlds 178, December 1967. Inside Front Cover. 
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Figure 4.2. Advert for Penguin Books in New Worlds, No. 190, May 1969. Inside Front Cover. 
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Figure 4.3. Advert for Calder & Boyars in New Worlds, No. 184, November 1968, p. 61. 
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Figure 4.4. Advert for Sphere Books in New Worlds, No. 181, April 1968, p. 3. 
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Figure 4.5. Advert for Macdonald Books in New Worlds, No. 194, September 1969, p. 19. 
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Figure 4.6. Advert for The Defence of Literature and The Arts Fund appearing in New Worlds, No. 179, February 1968. 
Inside Front Cover. 
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Figure 4.7. Advert for Oz in New Worlds, No. 199, March 1970. Inside Back Cover. 

Figure 4.8. Advert for IT in New Worlds, No. 191, June 1969. Inside Back Cover. 
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Figure 4.9. Advert for Apple Records in New Worlds, No. 191, June 1969. Inside Front Cover. 
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While the above is a fascinating look at how the paratextual might be used to place the sf  

New Wave within its historical ground, what concerns me more here is the innovative 

deployment of  advertising as the basis of  a literary theory for those contributing to New Worlds. 

John Rieder has argued in Science Fiction and the Mass Cultural Genre System (2017) that advertising is 

not merely incidental to mass culture, but its ‘binding agent’.474 Citing the shift in late nineteenth-

century capitalism from a purely productive model to one which attempted to maintain 

consumption, Rieder sees magazines as not so much selling fiction to readers as selling readers’ 

attention to advertisers. Advertising must then be seen as the ‘keystone’ form of  magazine 

content, providing for all of  the others their possibility, their spatial organisation, and finally their 

purpose—to sell products. The various other forms of  content such as editorials, stories, 

illustrations, features, etc., are organised around a series of  adverts vying for the attention of  the 

reader. In order to draw in as many readers as possible to view these adverts, commercial 

magazines provide a wide variety of  features. Magazines are therefore structured by repetition 

and difference: a repetition of  adverts interlarded between a sequence of  different forms. One 

metaphor used by Rieder which I find particularly provoking for thinking through the 

relationship of  advertising to gender in this period, and the ways in which New Worlds writers 

engaged with the phenomenon, is that of  advertising as the ‘connective tissue’ of  the 

magazine.475 The gendered erotics utilised by the advertising industry in order to sell products in 

the post-war period depended on a depth model of  human psychology, attempting to stimulate 

the unconscious drives of  its target audience. While not all advertising was directed at white 

heterosexual middle-class men, much of  it was aimed at this ‘universal’ category. Women’s bodies 

became the subsurface content of  the advertising form, the ‘connective tissue’ linking together 

the other forms of  the magazine.  

 

While New Worlds was as enmeshed in this system as any other magazine, its major 

innovation in this respect was to consciously work between the two forms of  fiction and 

advertising: experimenting with deploying the techniques of  advertising within its fiction, and 

using narrative devices within its adverts. Advertising became a model for writers in New Worlds 

who were attempting to capture modernity using the techniques and lexicon of  the very industry 

which had come to define it. Their serious consideration and use of  these techniques sought to 
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blur the line between ‘literary’ texts and advertising, as between high art and the commercial, 

exposing the truth beneath—that both impose on the reader a particular mode of  being or set 

of  social relations, or to put it another way—that both ‘sell’ ideologies. In addition, especially in 

the works of  J. G. Ballard, who went furthest in his exploration of  advertising as a literary 

model, their experiments with the advertising form both exposed and repeated the gendered 

violence of  the industry. Their play with advertising vacillated between a position of  critique and 

celebration: an anxiety over, and a utilisation of  its power; as well as an understanding of  the 

centrality of  advertising to consumer capitalism.  

 

 This attitude did not develop out of  nothing, and in a sense New Worlds’ writers were 

reacting to the vast literature on advertising which preceded them. And so I begin my analysis, by 

contextualising the New Worlds experiments within the wider cultural understanding of  

advertising in the post-war period. For the most part, advertising was viewed as a manipulative 

and totalising system, negatively shaping subjectivity to the needs of  the market via the 

application of  techniques borrowed from the field of  psychology. In the following section I look 

at how this culturally hegemonic understanding of  advertising was subverted, at New Worlds 

magazine, into a literary theory for understanding the modern world in its own terms. I find that 

the subcultural redeployment of  advertising in the magazine involved the use of  the industry’s 

technique of  compression in order to speak directly to the reader’s unconscious as well as to 

reveal the ambiguity and erotic content of  the medium. I then read the work of  J. G. Ballard who 

produced a string of  works in the 1950s and 1960s—many of  which were published in New 

Worlds—that either explored the implications of  the advertising industry or directly used its form 

and techniques. I show how his work is structured by a desire to repeat, on the one hand, and a 

desire to transcend, on the other, the world of  consumer capitalism by redeploying its most 

ubiquitous form. Both impulses, to repeat and to transcend, were explicitly carried out by Ballard 

on women’s bodies, often in violent ways. In the final section I explore the ethics of  such an 

instrumentalisation of  women’s bodies by looking at the gendered labour of  the advertising 

agents at the magazine. While the indispensable labour of  the women who worked as its 

advertising agents was often invisible in the magazine, their bodies reappear in the advertising 

experiments of  male authors. Attention to the magazine form reveals the ‘connective tissue’ to 

be, quite literally, women’s bodies and labour. 
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‘An	evil	machine’:	Fears	of	Advertising	in	Culture	in	the	Post-War	Period	
 

The large-scale growth of  advertising following World War II was accompanied by an 

interpenetration of  psychology and commercial research, with new models of  the psyche being 

used to explore new methods for selling products. The industry’s enlargement and its new-found 

psychological leaning meant that advertising was quite literally ‘on the mind’ in this period, with a 

general hostility emanating from most corners of  the cultural sphere. The critique focussed on 

three different elements: firstly that advertising, with its links to psychology, was felt to be able to 

manipulate and control individuals, thereby forming a mass subjectivity; secondly that the 

techniques of  advertising, borrowed as they were from the artistic sphere, were felt to herald the 

deleterious sublation of  art into advertising; finally, it was felt that advertising elided the line 

between literary texts and advertising, infecting literature with commercial production. However, 

in the UK especially, the overlay of  consumption onto the ruin of  the post-war landscape was a 

source of  inspiration, and so a cause for celebration, for a group of  artists initially called the 

Independent Group who latterly became associated with Pop Art. 

 

In the post-war period, advertising went through a major boom in the UK. Manufacturers 

spent four times as much on advertising in 1960 then they had done in 1947.476 Growth for the 

industry continued in the 1960s though its overall share of  GNP went down, reflecting a general 

slowdown in economic growth in that decade.477 The advertising explosion can in part be linked 

to the Keynesian economic policies that dominated economic thinking after World War II. The 

model of  rising productivity and consumption necessitated the growth of  advertising in order to 

grease the wheels of  the cycle. In the UK, the Labour Party was historically antagonistic towards 

the advertising industry. Aneurin Bevan, asked to speak at the Advertising Association 

Conference in 1953, described advertising as ‘one of  the most evil consequences of  a society 

which is itself  evil’ and accused the industry of  being ‘harnessed to an evil machine which is 

doing great harm to society.’478 Hugh Gaitskell, the leader of  the Labour Party from 1955 until 

his death in 1963, set up the Advertising Commission in 1962 in order to investigate the system 

and its effects, though its recommendations (the taxation of  the advertising industry in order to 

set up a National Consumer Board to protect the public) were not followed up by Gaitskell’s 
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2005), p. 106. 
477 Winston Fletcher, Powers of Persuasion: The Inside Story of British Advertising, 1951-2000 (Oxford: Oxford University 
Press, 2008), p. 84. 
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successor, Harold Wilson.479  

 

Bevan’s strong words and the Labour Party’s hostility can be placed within the context of  a 

broad left critique of  advertising in this period which viewed advertising as a prop for 

consumerism, as well as a disastrous instrumentalisation of  art for capitalist ends. The Marxist 

economists Paul Baran and Paul Sweezy wrote their ‘Theses on Advertising’ (1964) as a direct 

response to the Labour Party’s Advertising Commission, which had sought their advice. For 

Baran and Sweezy, foreshadowing arguments they would make in their influential Monopoly 

Capital (1966), advertising was a fundamental part of  the economic system in the US which was 

experiencing a crisis of  overproduction caused by a monopolistic competition model. Though 

they saw adverts as merely ‘reinforcement[s]’480 of  normative values, rather than their source, 

they considered advertising’s worst effect to be the ‘the prostitution’481 of  artists to the industry, 

thereby undermining the meaning and value of  art.  

 

Theodore Adorno, in his work with Max Horkheimer in The Dialectic of  Enlightenment (1947) 

and later in his essays on the commodification of  culture collected in The Culture Industry (1991), 

described the increasing dissolution of  the boundary between ‘the culture industry’—Adorno’s 

term for mass culture—and advertising. He noted that ‘a quick glance’ through American 

magazines ‘can now scarcely distinguish advertising from editorial picture and text.’482 Their 

mutual resemblance was not mere coincidence for Adorno, but a result of  their interdependence 

as a system for producing and controlling a subjectivity most conducive to consumer capitalism. 

As Adorno put it, ‘the schema of  mass culture now prevails as a canon of  synthetically produced 

modes of  behaviour’, behaviour that created normative, passive, and receptive individuals.483 In 

this sense, for Adorno, advertising and the culture industry were pure propaganda for capitalism, 

as well as ensuring profits and growth: 

 

Advertising and the culture industry merge technically as well as economically. In both 
cases the same thing can be seen in innumerable places, and the mechanical repetition of  
the same culture product has come to be the same as that of  the propaganda slogan. In 
both cases the insistent demand for effectiveness makes technology into psycho-
technology, into a procedure for manipulating men.484 
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480 Paul A Baran and Paul M Sweezy, ‘Theses on Advertising’, Science and Society, 28 (1964), 20–30 (p. 25). 
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For Adorno, advertising no longer simply sold products but was a technology that 

psychologically manipulated individuals into a way of  living, akin to the process of  political 

slogans and propaganda. 

 

The central arguments of  Herbert Marcuse’s One Dimensional Man (1964) echo Adorno’s 

rhetoric of  psychological manipulation. For Marcuse, capitalism has ‘invaded and whittled down’ 

the critical consciousness of  individuals—their ‘inner freedom’—and reduced them to ‘one 

dimension’, unable to see beyond the system in which they are imbricated.485 Marcuse noted that 

mass communications tended to blend ‘harmoniously, and often unnoticeably, art, politics, 

religion, and philosophy with commercials.’486 Each formerly autonomous cultural and social 

sphere functioned more and more as advertising within mass culture. This united cultural and 

economic system was deeply sinister for Marcuse in its ability to hollow-out the mind and fill it 

with normative ideology, and he used the terms of  mind control in order to describe it: society 

had the ‘capacity to contain and manipulate imagination’;487 commodities ‘indoctrinate and 

manipulate’ the individual into conformity,488 while the individuals themselves are ‘are 

indoctrinated and manipulated (down to their very instincts).’489 

 

The language of  manipulation resonated with a number of  American cultural commentators 

who drew links between the advertising industry and the development of  psychology. Vance 

Packard, in his bestselling book The Hidden Persuaders (1957), argued that advertisers were 

increasingly deploying the depth techniques of  psychology to sell their products. He wrote that: 

 

[…] many of  us are being influence and manipulated—far more than we realize—in the 
patterns of  our daily lives. Large-scale efforts are being made, often with impressive 
success, to channel our unthinking habits, our purchasing decisions, and our thought 
processes by the use of  insights gleaned from psychiatry and the social sciences. Typically 
these efforts take place beneath our level of  awareness; so that the appeals which move us 
are often, in a sense, ‘hidden’.490 

 

Packard describes a totalising system that robs the individual of  agency on an everyday basis: 
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from their buying of  products to their habits, right down to their very ‘thought processes’. This 

system is based on the lessons of  psychiatry that people are split between a surface 

consciousness and a sub-surface unconscious of  drives that can be manipulated. Here, though, 

the lesson is expanded from the individual to a mass scale. A ‘hidden’ cadre of  ‘professional 

persuaders’ recruited from psychiatry are controlling the minds of  society and inducing them to 

consume. The image here of  ‘hidden’ controllers, is close to conspiracy theory—a powerful 

group of  elites pulling the strings of  gullible and powerless masses. Though Packard admitted 

that such techniques might be necessary to maintain the high levels of  growth in the US 

economy, he deplored the aims of  the ‘depth manipulators’ ‘to invade the privacy of  the mind.’491 

 

Packard’s tone was restrained in comparison with Bryan Wilson Key’s in his Subliminal 

Seduction (1973). Key described a system of  total control over the American public by the 

deployment of  subliminal messaging—techniques that used latent symbolic meaning to stimulate 

sexual drives. All were ‘victimized and manipulated by the use of  subliminal stimuli directed into 

[their] mind by the mass merchandisers of  media.’492 Key claimed that it was impossible to 

escape almost any everyday activity ‘without having your subconscious purposely massaged by 

some monstrously clever artist’.493 For Key, the US was now ‘one enormous, magnificent, self-

service, subliminal message parlor.’494 Individual agency, already in doubt in Packard’s terms, is 

here completely absent. Ruthless commercial concerns could now ‘program human behaviour’ to 

suit the needs of  profit.495  

 

As for Adorno, Key saw little differentiation between advertising and media content, calling 

the ‘notion that advertising and editorial or program content are separate […] one of  the 

mythologies of  the mass media.’496 The lack of  distinction was diagnosed in The Seduction of  the 

Innocent (1954) by Fredric Wertham, whose title Key was referencing with his own Subliminal 

Seduction. Wertham was influential in campaigning against pulp comics in the US in the 1950s, 

viewing them as producing violence, crime, and sadomasochism in children. Wertham came ‘to 

the conclusion that this chronic stimulation, temptation and seduction by comic books, both 

their content and their alluring advertisements of  knives and guns, are contributing factors to 
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492 Wilson Bryan Key, Subliminal Seduction: Ad Media’s Manipulation of a Not So Innocent America (Englewood Cliffs, NJ: 
Prentice Hall, Inc., 1973), p. 1. 
493 Key, p. 11. 
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children’s maladjustment.’497 Wertham deployed the image of  the innocent child in order to 

portray comics as seducers, playing into the language of  sexual panic. For Wertham, as for many 

cultural critics of  the era, the content of  media such as comic strip, magazine article, or 

television programme were of  a piece with advertising, each attempting to psychologically induce 

the individual into consumption.  

 

Another influential media critic in this period was the Canadian Marshal McLuhan. In his 

first published book, The Mechanical Bride (1951), McLuhan claimed that ‘many thousands of  our 

best trained individual minds have made it their full-time business to get inside the collective 

public mind […] in order to manipulate, exploit, control.’498 McLuhan’s book, a collection of  

analyses of  advertisements and newspaper layouts, sought to reveal these techniques using close 

reading methods. In Understanding Media (1964), McLuhan described advertising as similar to ‘the 

procedure of  brain-washing’, and as ‘subliminal pills for the subconscious in order to exercise an 

hypnotic spell.’499 The comparison with hypnosis and brainwashing posits advertising as a 

technology to control the mind of  the individual using subliminal techniques. McLuhan 

suggested that the symbolic reading of  literature needed to be extended to the visual form of  

advertising in order to reveal these sinister techniques: ‘the job of  advertising is as incidental and 

latent as the “meaning” of  a poem is to a poem […].’500 

 

Rachel Bowlby, writing on the overlap between literature and consumption, has described the 

‘Ford–Freud’501 axis of  the twentieth century, in which psychological research was increasingly 

wedded to exploring sales techniques. The term, as well as showing the links between 

advertising, psychology, and mass production, also hints at the psycho-sexual dynamic of  

advertising in this period, a notable theme for McLuhan, Packard, and Key, explored especially 

through the image of  the car. Packard analysed the deployment of  desire in car advertisements, 

referencing the psychologist Ernst Dichter’s study for Chrysler, known as ‘Mistress versus Wife’, 

in which Dichter argued that men figured cars as sexual objects, either as erotic ‘mistresses’ or 

reliable ‘wives’.502 The eponymous central image of  McLuhan’s book The Mechanical Bride 
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suggested a similar argument, i.e. that cars were figured in advertising as gendered sexual objects 

to be owned by male consumers. For McLuhan, car advertisements took advantage of  

psychosexual drives in order to sell their products; ‘the car ads make it clear that there is a 

widespread acceptance of  the car as a womb symbol and, paradoxically enough, as a phallic 

power symbol’.503  

 

McLuhan’s method in The Mechanical Bride—the close reading of  advertisements as a method 

of  resistance—was greatly influenced by the ‘Practical Criticism’ he had encountered during his 

time at Cambridge (1934–36), where he studied under I. A. Richards and F. R. Leavis.504 In 

Culture and Environment (1933), a guide for teachers wishing to decode mass culture with students, 

F. R. Leavis had argued that ‘Practical Criticism […] may be extended to the analysis of  

advertising’505 in order to uncover the destructive effects of  technological modernity on a 

traditional British culture. Q. D. Leavis, another influential figure of  Practical Criticism, in her 

work Fiction and the Reading Public (1932), warned that modern advertising had reached ‘a 

dangerous level of  efficiency’506 and noted ‘a general infection’ of  advertising into ‘the body of  

the magazine’.507 Q. D. Leavis here figures advertising as a disease that is infecting literature from 

the magazine’s margins. Critiques of  advertising were increasingly prevalent in the UK in the 

1950s and 1960s, with C. S. Lewis seeing contemporary politics as ‘government by 

advertisement’508 while Aldous Huxley described how the ‘wholesale mind-manipulation’ 

techniques of  commercial advertisers were similar to those used by demagogues under 

Communism and Fascism.509 J. B. Priestley’s term ‘Admass’, describing the interrelation of  an 

economic system predicated on continual cycles of  growth with commercial advertising, chimed 

with many during the period. The portmanteau ‘Admass’ usefully foregrounded two particular 

elements of  the system it attempted to describe; ‘Ad’ highlighted the centrality of  advertising to 

the economic model, while ‘mass’ not only suggested mass production of  commodities, but also 

the psychological production of  subjectivity—i.e., the construction of  the ‘masses’.510 

 

From the 1960s, second-wave feminist texts criticised advertising, focussing specifically on 

 
503 McLuhan, The Mechanical Bride, p. 84. 
504 Philip Marchand, Marshal McLuhan: The Medium and the Messenger (New York: Ticknor & Fields, 1989), p. 34. 
505 F R Leavis and Denys Thompson, Culture and Environment: The Training of Critical Awareness (London: Chatto & 
Windus, 1964 [1933]), p. 6. 
506 Q D Leavis, Fiction and the Reading Public (London: Chatto & Windus, 1932), p. 22. 
507 Leavis, p. 198. 
508 C S Lewis, De Descriptione Temporum: Inaugural Lecture from The Chair of the Medieval and Renaissance Literature at 
Cambridge University, 1954 (London: Cambridge University Press, 1955), p. 12. 
509 Aldous Huxley, Brave New World Revisited (New York: Harper and Row, 1958), p. 58. 
510 J B Priestley and Jacquetta Hawkes, Journey Down a Rainbow (London: Heinemann-Cresset, 1955), p. 51. 



 

161 

the industry’s limited and unrealistic image of  women. Betty Friedan, in her book The Feminine 

Mystique (1963), saw advertising as perpetuating the narrow image of  women as housewife that 

had become a cultural dominant after World War II—or the ‘feminine mystique’, as Friedan 

termed this image—as a way of  controlling women’s agency. Though, for Friedan, ‘the 

manipulators and their clients in American business can hardly be accused of  creating the 

feminine mystique’, she accused them of  being ‘the most powerful of  its perpetrators; it is their 

millions which blanket the land with persuasive images, flattering the American housewife, 

diverting her guilt and disguising her growing sense of  emptiness.’511 Friedan follows Packard and 

Marcuse in their depiction of  advertising as consumer manipulation. However, she applies this 

thesis more specifically to the construction of  women’s identities via image production in the 

post-war period, in particular of  the image of  the passive and happy housewife. Lucy Komisar, 

in an essay from 1971 titled ‘The Image of  Woman in Advertising’, diagnosed a similar effect, 

though stated in stronger terms. Again, for Komisar as for Friedan, advertising does not create 

the images that oppress women but suggests it is ‘a powerful force for their reinforcement’:512  

 

Advertising is an insidious propaganda machine for a male supremacist society. It spews 
out images of  women as sex mates, housekeepers, mothers and menial workers—images 
that perhaps reflect the true status of  most women in society, but which also make it 
increasingly difficult for women to break out of  the sexist stereotypes that imprison 
them.513 

 

As with Marcuse, Komisar sees advertising as a political tool for psychological domination, 

though here the industry produces propaganda not simply for capitalism but for male supremacy. 

The metaphor of  the machine mechanically spewing out images of  women recalls Bevan’s 

formulation of  advertising as an ‘evil machine’ and emphasises the industrial links between the 

commercial techniques of  advertising and mass-produced culture. Though, for Komisar, the 

exaggerated images of  women in advertising do show us a glimpse of  the ‘true status’ of  women 

in society, they also tend to reinforce those stereotypes that have imprisoned women in 

oppressive roles in the first place. 

 

Hostility and paranoia toward advertising was not the whole picture in this period. For the 

Independent Group and, later, the Pop Art movement, advertising represented, in the words of  
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artist Peter Banham, ‘Paradise Regained’:514 advertising was both a welcome flash of  colour in 

post-war austerity and an exciting renewal of  artistic production. The Independent Group held a 

number of  discussions on advertising, including a lecture from Banham himself  on the sexual 

symbolism and Surrealist technique of  American car advertising, entitled ‘Borax, or the 

Thousand Horse-Power Minx’. In an article on Dada, the theorist of  the group Lawrence 

Alloway blurred the line between art and advertising, claiming that art ‘may look like an 

advertisement’ and further that ‘it may be an advertisement.’515 From the late 1940s onwards 

Eduardo Paolozzi produced a series of  collaged works using magazine covers and advertising. 

This culminated in his performance lecture ‘Bunk!’ in 1951, in which he projected the works in 

sequence. Richard Hamilton also experimented with advertising collages, constructing his 

famous work ‘What is it about today’s homes that make them so different, so appealing?’ for the 

1956 exhibition This is Tomorrow completely out of  collaged magazine advertisements, while his 

paintings of  the late 1950s such as Homage à Chrysler Corp (1957) explored the sexual subtext of  

car design and advertising.  

 

In the US, the American Pop Art movement of  the 1960s made literal some of  the worst 

fears of  the cultural critics, as of  Alloway’s predictions, that the line between ‘high’ art and 

commercial advertising was fast disappearing. Artists such as Andy Warhol, Roy Lichtenstein, 

and James Rosenquist worked with the imagery of  the advertising industry, often simply 

reproducing existing adverts in fine art contexts. The careers of  these artists also showed the 

dwindling difference between the commercial and fine arts. Warhol trained as a commercial artist 

in the 1940s and, in the 1950s, won acclaim for his advertising designs.516 From the early 1960s, 

Warhol utilised his technical knowledge and repository of  imagery to create fine artworks that 

reproduced advertising, using the silkscreen technique. Similarly, James Rosenquist worked as a 

billboard painter for Artkraft Strauss sign corporation in New York before embarking on his 

career as an artist.517 While cultural critiques sought to warn of  the psychological manipulation 

of  the individual and society by the techniques of  advertising, those artists associated with Pop 

Art in the US and in the UK were busy using those very techniques in order to demolish the line 

between commercial and fine art.  
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‘A	Tired	Old	Target’:	Advertising	and	New	Worlds	Magazine		
 

The consideration of  advertising in New Worlds magazine during Moorcock’s tenure engaged 

with these debates mostly through dismissal. Instead, those involved developed a subcultural 

redeployment of  the aesthetics of  advertising in order to explore the nature of  capitalism in the 

post-war period. As with the American Pop Artists, many of  the New Worlds writers had direct 

experience of  the advertising industry. Ballard, Langdon Jones, Michael Butterworth, and 

Thomas M. Disch all did stints as copywriters, and Graham Charnock was an executive in a West 

End advertising agency during the late 1960s.518 However, this knowledge of, and ease with, its 

imagery was tempered by a certain critical awareness of  advertising’s potency. The deployment 

of  advertising in the magazine, then, sits uneasily between critique and celebration; at once a 

détournement of  the capitalist method for inducing consumption and an acceptance of, or even 

jouissance in, its domination. Advertising, central as it was to post-war society, was used as a 

relevant and exciting model for innovative writing characterised, as it was, by: condensed 

narrative and displaced libidinal imagery; a latent/manifest structure of  meaning as identified by 

psychoanalysis; the interplay between image and text elements; and its situation of  artistic 

production between the popular and avant-garde modes.  

 

Moorcock, though initially writing in his first editorial of  ‘our ad-saturated […] times’,519 

went on to relentlessly criticise those who emphasised the negative impact of  advertising. In a 

review of  The Space Merchants (1952) by Frederik Pohl and Cyril M. Kornbluth, a novel in which 

advertising agencies run government, Moorcock suggested that ‘its main target—the advertising 

world—is a tired old target and no really original shots are fired at it.’520 This may signal an 

attempt to differentiate writing in New Worlds from the sort of  politically engaged social satire 

that became popular in American sf  in the 1950s, especially at Galaxy magazine, but at the same 

time the attitude signals a weariness arrived at, by the 1960s, with the continual paranoia of  the 

then-hegemonic critique. John Sladek, for instance, in a review of  the work of  Marshal 

McLuhan, mocked the media theorist for his naive attitude towards the advertising industry 
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(’Marshal McLuhan gets shocked by the Freudian content of  ads’) and suggested that the 

obsession with advertising was part of  a paranoid fad of  the 1950s: ‘In the great yawn that was 

1951, it became fashionable to expose advertising as ruthless mind-manipulation aimed at 

parasitically exploiting the unsuspecting and subliminally harassed consumer, etc.’521 As with 

Moorcock, above, Sladek here indicates a boredom with the repetitive, stale, and predictable 

criticism of  advertising in the 1950s. Words like ‘mind-manipulation’, ‘parasitically exploiting’, 

and ‘subliminally harassed’ are short-hand for a whole school of  thought that Sladek suggests, by 

the ‘etc.’, is so well known and obsolescent that it need not be written out in full.  

 

Moorcock, in an article titled ‘The Literature of  Acceptance’, similarly accused McLuhan and 

Packard of  being part of  a mob of  commentators who ‘yelled that the admen were out to 

destroy our minds’522 and linked them with what he saw as a reactionary response to the shift 

towards ‘a “consumer” economy based on created demands.’ For Moorcock, the economic 

system was too complex for revolution to be effective and any attempts to bring one about 

would merely furnish the political right with an opportunity for suppressing democratic 

institutions. Instead Moorcock suggested that writers ‘accept the existence of  the situation’, in a 

type of  response he termed ‘the literature of  acceptance’. Such literature would not attempt an 

overthrow or flight from contemporary reality but seriously engage with the world as it now 

existed, for there was ‘no stopping it, either, as we now realise.’523 The art critic Christopher 

Finch, who wrote a number of  articles about prominent Pop Artists and former Independent 

Group members in New Worlds in this period, suggested that artists should not attempt to 

explode or resist society, but ‘operate within the possibilities of  the existing system’.524 In fact, in 

a move that closely resembles Peter Bürger’s critique of  the neo-avant-garde, Finch argued that 

‘the whole notion of  avant-garde activity—at least as it is currently understood—seems 

obsolescent’ and held up Andy Warhol as the paragon of  the new artist who ‘exploits a current 

situation rather than creating a new one’.525 

 

Engaging with advertising and its litany of  commercial techniques was one way of  working 

within the system in order to explore its construction. Firstly, advertising, with its strategy of  

surface allure and attempts at subconscious messaging, chimed with the New Worlds model of  

literary construction in which the surface of  the text was supposed to entertain while, 
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underneath, serious ideas were conveyed to the reader.526 In James Sallis’s review of  Boris Vian’s 

work, for example, he described how new and innovative writing in New Worlds structured 

narrative by engineering a split between ‘the story surface’, filled with ‘extravagant imagery, energy 

and movement’, and the ‘abstract concerns’ that ‘exist beneath the surface’ of  the text.527 Sallis 

actively deployed the language of  advertsing in order to describe this new model of  writing, 

describing how the surface allures and entertains the reader while the themes beneath the surface 

‘remain basically subliminal’, transmitted to the reader beneath the level of  their conscious 

thought.528 Secondly, advertising took advantage of  two devices premised on dream theory and 

very much related to the latent/manifest structure of  the joint ‘mechanisms of  compression and 

displacement’529 that Freud first described in The Interpretation of  Dreams (1899).530 The first of  

these, compression, was described by Freud as ‘the inclination to create new unities out of  

elements that we would certainly have kept separate in our waking thought’.531 Compression 

allowed for unexpected juxtapositions of  elements, thereby producing new meanings. 

Compression was taken up by the Surrealists as a method for examining reality through the 

juxtaposition of  two or more dissimilar elements, often associated with the technique of  collage. 

For instance, André Breton in his ‘Manifesto of  Surrealism’, wrote of  how ‘the fortuitous 

juxtaposition’ of  two terms that were not related produced an enlightening image of  the 

world.532 The other mechanism of  the pair, displacement, was defined by Freud as the 

transference of  ‘psychical intensities’ 533 from one element in the latent dream thoughts to the 

manifest dream content, often signalling the repression of  desires. Advertising, as Packard and 

McLuhan noted, often functions via the displacement of  sexuality from the body onto 

commodities, giving them an erotic content.  

 

Of  the two techniques of  compression and displacement, it was compression that was most 

emblematically associated with writing in New Worlds, allowing, as it did, for conventional 

sequential narrative to be radically challenged, and for the proliferation of  meanings. Moorcock 
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has spoken of  ‘concentration’ as ‘the great problem, and in fact great theme of  New Worlds 

writers’, adding that ‘science fiction was for me a means to achieve concentration.’534 Moorcock’s 

Jerry Cornelius stories utilised an increasingly elided form, while Brian W. Aldiss, in his ‘Acid 

Head War’ series exploring the interaction between technology, messianism, and drugs in a post-

apocalyptic landscape (collected as Barefoot in The Head in 1969), attempted to condense a number 

of  images and ideas into single words via puns and Freudian slippages. J. G. Ballard’s texts of  the 

time, which were eventually collected as The Atrocity Exhibition (1970), were radical attempts at 

compression, each short text constituting a ‘complete novel.’535 Ballard has described how these 

texts aimed at cutting out ‘the great tide of  forward conventional narration’ in order to create 

‘crossovers and linkages between unexpected and previously unrelated things, events, elements 

of  the narration, ideas that in themselves begin to generate new matter.’536 The juxtaposition of  

elements, uninterrupted by the mass of  extrinsic narrative, allowed for the production of  

multiple and surprising meanings in the gaps between these images. In ‘Notes from Nowhere’, 

written as a cryptic explanation of  his ‘condensed novels’, Ballard argued that this method of  

juxtaposition allowed for ‘a valid image’537 of  reality to coalesce, hidden beneath our everyday 

existence. He suggested that narrative could one day be reduced simply to ‘a three-dimensional 

geometric model’.538  

 

Such a fantasy of  ultimate compression was the aim of  Ballard’s work in this period: to 

condense all relationships and events into one object through which reality might be gleaned. 

Advertising provided the best opportunity for achieving this end, working as it did with the same 

logic. In the late 1960s Ballard produced five advertisements which he placed in magazines with 

which he was associated, such as New Worlds and Ambit. The advertisements paired an image of  a 

woman with a short cryptic text, often taken from his ‘condensed novels’ of  the period. His 

‘Advertising Announcements’ were his most extreme attempt to produce a single-image 

narrative. He reasoned that if  novels could ‘dispense with almost all their text’ then they might 

be reduced into ‘a single evocative slogan.’ 539 Ballard’s ‘Advertiser’s Announcements’ exhibit a 
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double impulse. Firstly, they recognise the ability of  advertising to condense reality into powerful 

images. Secondly, the reduction of  narrative to advertising shows the essential similarity between 

both, namely that they attempt to produce certain behaviours in their readers. Ballard noted that 

‘instead of  advertising a product’ his experiments ‘would advertise an idea’.540 Ballard was not the 

first to point out such an unexpected cross-over. Naomi Mitchison, in her ‘Foreword’ to a 

collection of  advertising copy, The Prose of  Persuasion (1931), had noted that the difference 

between Pamela and an advert was ‘merely one of  length’,541 as both attempted to sell particular 

forms of  behaviour: Samuel Richardson’s novel indoctrinates young women into patriarchally 

defined forms of  behaviour while advertising indoctrinates people into consumption. However, 

Ballard’s move was to analyse and reproduce the advertising technique of  compression so as to 

put into practice the elision between advertising and literature. Finally, Ballard’s adverts can be 

seen as part of  the ‘literature of  acceptance’ proposed by Moorcock. Instead of  competing with 

contemporary media production, Ballard proposed to copy their techniques: ‘what can Saul 

Bellow and John Updike do’ questioned Ballard, ‘that J. Walter Thompson, the world’s largest 

advertising agency and its greatest producer of  fiction can’t do better?’542  

 

Another writer whose work was intimately bound up with advertising in both form and 

content in this period was Michael Butterworth. A series of  works by Butterworth titled 

‘Concentrate’ appeared in New Worlds magazine between 1967 and 1970, characterised by dense 

imagery, prose-poetry, and cosmic satire. These pieces developed from a dialogue with Ballard 

after Butterworth submitted a novelette titled Stick to Ambit while Ballard was its fiction editor. 

Ballard encouraged Butterworth to condense his work in order to cut out ‘the recapitulation of  

long chains of  past events’ that characterised traditional narratives. Ballard offered to condense 

Butterworth’s text from twenty or thirty pages down to just six: ‘you could (or rather, I could) 

sub this whole lot down to about six pages—short items, each with a heading—junk the 

rest.’543—and duly did so. The resulting texts were eventually published in New Worlds after the 

editor of  Ambit Martin Bax vetoed their inclusion in his magazine. This collaboration between 

Ballard and Butterworth shows the process of  condensing in practice. The pieces appear as a 
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collection of  short texts organised under ambiguous titles. The vast majority of  linear 

connections both within and between the sections have been eliminated, bringing out the 

resonances between image–phrases. The series title ‘Concentrate’ holds a number of  meanings 

that usefully describe this new form and much of  the more radical condensed writing that 

appeared in the magazine. ‘Concentrate’ refers to the necessity of  concentration on the part of  

the reader in order for them to fill in the gaps between the contracted images, as well to as the 

contracted form itself. In a 1962 guest editorial in New Worlds Ballard had written that the sort of  

fiction that he proposed—describing ‘inner space’ rather than outer—required that ‘the hard 

work will fall, not on the writer and editor, but on the readers’, demanding that they ‘accept a 

more oblique narrative style.’544 Further, the term ‘concentrate’ resonates with a sense of  the 

psychological experience of  reality and extreme states of  being: the ‘inner space’ of  Ballard’s 

proposal. Finally, ‘Concentrate’ brought to mind the horrors of  the atrocities of  the present and 

recent past through the image of  the ‘concentration camp’. Thomas M. Disch would similarly 

pun with the idea of  psyche and atrocity in the title of  his novel Camp Concentration, published in 

New Worlds in 1967. The collision of  images of  contemporary reality are used to gain an 

understanding of  the tragedies of  the then-present historical moment.  

 

From his ‘Concentrate’ pieces Butterworth went on to produce a publication of  the same 

name. Dedicated to short condensed works by a number of  different writers, including New 

World staples such as John T. Sladek, Charles Platt, and James Sallis, it was distributed first with 

New Worlds in 1968 and then later with Ambit. Here, editing and publishing became an extension 

of  Butterworth’s writing, with the end result looking very much like a condensed novel by 

Ballard or Butterworth. Short paragraphs of  condensed language and imagery are organised 

under bold titles, much like Butterworth’s ‘Concentrate’ pieces, and related to one another 

through their juxtaposition across the page (fig. 4.10). As Hannah Nussbaum has pointed out, 

‘authorship was somewhat fluid’545 as ideas, images, and language bled across the texts. The end 

result gives the impression that Concentrate contains a single collective work, constructed out of  

the edited texts of  a series of  writers. There were plans for the publication to be published 

fortnightly but, unfortunately, printing costs put an end to the project. 

 
544 J G Ballard, ‘Which Way to Inner Space?’, New Worlds, May 1962, pp. 2–3 & 116–18 (p. 118). 
545 Hannah Nussbaum, ‘“An Inward Looking Outer Space”: A Brief History of Corridor’, www.corridor8.co.uk, 2019, 
<https://corridor8.co.uk/article/an-inward-looking-outer-space-a-brief-history-of-corridor/> [accessed 30 October 
2020]. 
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Figure 4.10. First page of Concentrate, edited by Michael Butterworth, and circulated as an insert in New Worlds, No. 185, 
December 1968. 
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In this period Butterworth began actively to engage with advertising in his fiction. In his 

short story ‘The Baked Bean Factory’, published in New Worlds in October 1967, adverts fight 

each other for dominance in a post-apocalyptic setting. Advertising images come to life, 

‘assuming the identity of  weird two-dimensional life forms’, while humanity is increasingly either 

dead or deadened by the continual image-barrage.546 Butterworth has said that while he 

‘celebrated consumerism’ for the exciting prospects that it opened up, he was critical of  the 

‘worst excesses of  advertising’. Advertising, for him, was a ‘neutral medium’: a powerful tool 

open to abuse, but also a potential model for the writer interested in the manner in which it 

bypassed the ‘intellect and professed convictions or pretensions’ of  its audience.547  

 

This interest in advertising and compression led to Butterworth’s most ambitious work of  

the period, ‘Circularisation’. The text is split into three parts. The first section contains 

instructions for the production of  the ‘circularisation’, a new artistic form consisting of  a two-

dimensional image constructed out of  phrases emanating from a central point. The second 

section is a story made wholly out of  these circularisations, titled ‘No Truce in White Holocaust-

Time (Year of  Crossing—1967)’. The story is followed by the final section, in the form of  a 

pseudo-scientific paper exploring the implications of  the circularisation for television. 

Butterworth’s development of  the circularisation form was initiated as a way of  expressing the 

‘image saturation’ by advertising of  the urban environment.548 Though Butterworth never 

completed that first particular circularisation, the text of  the published version indicates in both 

form and content the condensing and imagistic form of  advertising and, in fact, comes close to 

Ballard’s dream of  the ‘three-dimensional geometric model’ that would replace the novel. In the 

first section, Butterworth explicitly shows the process of  condensing a text, from sequential 

narrative, to imagistic narrative, to image: 

 

Take: 
I crossed the channel, Dover to Calais, in a motorboat. I had a drink of  tea on the way. 
Condense:  
Dover Sea motortea—drink Calais 
Take:  
I crossed the channel, Dover to Calais, in a motorboat. I had a talk about the war in 

Vietnam with a vicar, over a drink of  tea. 
Condense: 
Dover. Vietnamese sea wartalk with motortea—drink vicar. Calais  

 

 
546 Michael Butterworth, ‘The Baked Bean Factory’, New Worlds, October 1967, pp. 49–50 (p. 49). 
547 Butterworth and Dillon, ‘Interview’, n.p.  
548 Brittain, Eduardo Paolozzi at New Worlds, p. 134. 
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549 

 

The initial instructions to ‘Take’ and then ‘Condense’ map the reduction of  conventional to 

imagistic narrative. The ‘Take’ sections have pronouns, most prepositions, and extraneous 

information deleted to form the ‘Condense’ sections. The remaining words are rearranged and 

formed into a series of  comic kennings and juxtapositions, bookended by the two coordinates of  

the journey, ‘Dover’ and ‘Calais’. ‘Vietnamese sea’ overlays the sea-crossing of  the English 

Channel with the Vietnam war. The conversation is contracted into ‘wartalk’, a phrase often used 

to dismiss or trivialise military jingoism. ‘Motortea’, through its transference of  tea from people 

to engines, highlights tea’s function as a social lubricant. Finally ‘drink vicar’ humorously suggests 

the vampiric drinking of  the vicar’s blood, or perhaps his time. Social realism is here transformed 

via contraction into social surrealism. The absurd juxtapositions show a particular truth hidden 

by the trappings of  conventional narrative detail. However, the narrative is still sequential, strung 

between the two geographical points between which the narrator is travelling. The diagram 

version of  the conversation below enacts a further defamiliarisation via confusion of  the visual 

and the textual. The instructions ask that the circularisations be read outward from the middle 

point of  the circle, beginning at line C. We must begin by attending to the three verbal spokes, 

beginning with the word ‘VIETNAMESE’. As this is the prime position of  the form, Vietnam is 

therefore the privileged subject whose meaning the following two verbal phrasal spokes serve 

ambiguously to determine. ‘SEA-WARTALK WITH’ might reference the process by which 

 
549 Michael Butterworth, ‘Circularisation’, New Worlds, July 1969, pp. 46–49 (p. 46). 
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Vietnam is discussed. The final verbal spoke might variously be three separate terms divided by a 

dash; a narrative sequence in which a machine drinks a vicar; or, if  taken together as one term, it 

might describe a mechanical tea-drinking priest. ‘DOVER’ and ‘CALAIS’ are no longer 

destinations but the co-ordinates between which word–images take place. The circle itself  might 

figure, reminiscent as it is of  a cross-section of  a skull; a psychological space, filling up and 

resonating with condensed images. The circularisation of  the condensed text blurs the line 

between word and image; words become image and the image is formed of  text. The reader 

views words simultaneously as image and condensed text to be parsed. The instructions become 

the first circularisation in the story that follows. As the story progresses the circularisations 

become increasingly dense. The co-ordinates at A and B shift from the geographical into the 

poetic, while the frequency of  the spokes increases, as the vicar and the narrator discuss the 

relationship between image and reality in Vietnam. For the vicar, media distorts reality, whereas 

the narrator argues that there is increasingly little difference between the two. The circularisations 

reflect the overlay of  narrative, atrocity, and images of  atrocity so that the hierarchy of  

difference between them that is maintained in sequential narrative is undermined. All becomes a 

series of  concentrated images resonating across each other. The vicar’s platitudes about human 

nature and reality are pulled apart and rearranged so as to show their absurdity and naivety in a 

world saturated by images.  

 

‘400-mile-an-hour	commercials’:	Ballard’s	Advertising	at	New	Worlds	
 

Advertising was a flashpoint of  inspiration for Ballard’s work in this period, both 

theoretically and formally, becoming for him a method for understanding and critiquing 

modernity while at the same time functioning as a way of  transcending modernity via its 

amplification. In Ballard’s work, fiction and commodity, advertising and ideology are blurred, 

showing that each is in fact an extension of  the same system of  communication and control of  

post-war capitalism. The fictional text which interceded between the repetition of  adverts in the 

bodies of  the magazines in which they appeared is replaced by Ballard’s advertising fiction, while 

Ballard’s ‘Advertiser’s Announcements’ highlight the narrative techniques used by the advertising 

industry. With no separation between advertising and fiction, the system collapses into itself  

revealing the connective tissue underpinning the magazine and, by extension, capitalism’s 

possibility. Ballard reveals the utilisation of  violent and gendered sexual imagery to produce the 

(male) subject in the post-war capitalist system while at the same time seeking its amplification as 

a strategy for its destruction. Such a strategy, set within a particularly heteronormative 
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framework, necessitated for Ballard the use of  women’s bodies as the stage upon which ‘truth’ 

and transcendence could be performed. 

 

Growing up in Shanghai before the Second World War, advertising was a salient part of  life 

for Ballard, one that made a lasting impression: ‘bizarre advertising displays […] were part of  

everyday reality of  the city’.550 As a boy, Ballard associated advertising with the promise of  US 

capitalist imperialism. When interred in a Japanese camp for European and American civilians 

during the Second World War, Ballard felt that the American bombers that flew overhead were 

reminiscent of  advertisements that he had seen in US magazines. In their designs ‘they embodied 

the same consumer ethos as streamlined Cadillacs and Lincoln Zephyrs’, and were in fact ‘400-

mile-an-hour commercials that advertised the American dream and American power.’551 Sitting in 

wonder under the American whirlwind, Ballard recognised that propaganda and design were part 

of  the same image-making that sold the ideology of  US exceptionalism, abundance, and 

freedom.  

 

On reaching England for the first time after the war, Ballard was vastly disappointed by a 

country ‘derelict, dark and half-ruined’.552 The country that had just won the war was literally and 

figuratively thousands of  miles from the American dreams of  his youth in Shanghai. Despite this 

distance, Ballard became increasingly fascinated by the world of  consumerism and advertising 

during the 1950s, as the lifting of  wartime restrictions and the growth of  the advertising sector 

injected new life into his surroundings. There were two main sources of  influence on this 

growing interest of  Ballard’s. Firstly, Ballard began to read the socially satirical American sf  that 

was developing in Galaxy magazine, practiced by such prominent writers as Frederik Pohl, Cyril 

M. Kornbluth, and Philip K. Dick. Pohl and Kornbluth’s collaborative novel (that Moorcock 

would mock in New Worlds magazine) The Space Merchants (1952) described a future Earth 

controlled by ruthless advertising agencies, satirically commenting on the power of  the 

advertising industry in the post-war period. Government is a hollow shell manipulated by 

commercial lobbies; adverts use subliminal visual techniques; products are laced with habit-

forming chemicals. The narrator Mitchell Courtenay laments the political awareness of  a worker 

named Herrera that he meets at a labouring facility: 

 

It was something like murder. He could have played his part in the world, buying and using 

 
550 Ballard, Miracles of Life, p. 4. 
551 Ballard, p. 99. 
552 Ballard, p. 123. 
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and making work and profits for his brothers all around the globe, ever increasing his 
wants and needs, ever increasing everybody’s work and profits in the circle of  
consumption, raising children to be consumers in turn.553 

 

The instrumentalisation of  subjectivity, its training in ever-expanding needs and desires passing 

from parent to child in order to maintain profits in a perpetual ‘cycle of  consumption’, is 

comically put forward as a utopian impulse of  ‘brotherhood’, sadly rejected by those with a 

political conscience. To resist consumer capitalism is a tragic interruption of  the cycle, murdering 

the passage of  vampiric indoctrination through the generations.  

 

Pohl followed the novel with the chilling short story of  existential uncertainty ‘The Tunnel 

Under the World’ (1955), in which the protagonist Guy Burckhardt is forced to relive the same 

day in perpetuity in order for a market research company to measure the effective messaging of  

their clients’ advertising campaigns. The enemies of  America, manipulating the minds of  the 

public, ‘aren’t Russians and they aren’t Martians. These people are advertising men.’554 The 

invasion fantasies of  1950s Hollywood blockbusters are here shown to be rather a psychological 

invasion by private enterprise of  the minds of  the citizens of  their own country. When it is 

finally revealed that Burckhardt and his whole town are, in fact, miniature robots on a tabletop, 

the market research chief  Dorchin becomes a metaphorical god, towering over the powerless 

protagonist. The theological metaphor of  advertising was taken a step further in Dick’s Ubik 

(1969). The eponymous protean substance Ubik is advertised at the head of  every chapter, each 

time, seemingly, a different product with the same name. In the novel the substance works to 

resist the entropic decay that is endemic to the universe of  the narrative. In the last chapter the 

advert heading reveals Ubik to be a godlike substance, transcending, enveloping, and creating the 

world: ‘I am Ubik. Before the universe was, I am. I made the suns. I made the worlds. I created 

the lives and the places they inhabit; I move them here, I put them there.’555 Advertising becomes 

‘the word’ of  god, divinely creating humanity in its image. Ballard felt that these Galaxy writers, 

such as Pohl, Kornbluth, and Dick, had ‘recognised a world dominated by consumer advertising’ 

and ‘the dangers to a docile public of  television, advertising and the American media 

landscape.’556 Influenced by these writers, and echoing Packard and McLuhan, Ballard noted that 

‘invisible persuaders were manipulating politics and the consumer market, affecting habits and 

 
553 Cyril M Kornbluth and Frederik Pohl, The Space Merchants (Harmondsworth: Penguin, 1973 [serialised 1952, first 
published 1953]), p. 85. 
554 Frederik Pohl, (1954), ‘The Tunnel Under the World’, Galaxy, January 1955, pp. 6–36 (p. 27). 
555 Philip K Dick, Ubik (London: Gollancz, 2004 [1969]), p. 223. 
556 Ballard, Miracles of Life, p. 166. 
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assumptions.’557  

 

The other major source of  influence on Ballard’s thoughts on advertising was the 

Independent Group. In 1956 Ballard witnessed the This is Tomorrow exhibition at the Whitechapel 

Gallery, in which many of  those involved in the Independent Group expressed their views of  

the near future. Ballard was particularly struck by Richard Hamilton’s ‘Just what is it that makes 

today’s homes so different, so appealing?’, an image of  a near-future home collaged out of  

various advertisements. For Ballard this image ‘depicted a world entirely constructed by 

advertising and was a convincing vision of  the future that lay ahead.’558 Just as with the social sf  

that Ballard was reading at the time, Hamilton’s work recognised the importance of  advertising 

in the post-war world. However, where Pohl et al. attempted to reveal the ‘manipulation’ of  

subjectivity by advertising via satire, Hamilton and the Independent Group showed how 

subjectivity itself  was produced by advertising. The relationship between form and content in 

their work highlighted the manner in which the subject is constructed via the prevalent repetition 

of  normative images in commodity culture and advertising: ‘we are what we sell and buy’, 

concluded Ballard.559 

 

Ballard’s work from around 1956 until 1970 might usefully be seen as an attempt to deal with 

the implications of  consumer society using the techniques of  advertising. Ballard was, himself, 

briefly a copywriter at Benson’s advertising agency from 1952 until 1953.560 In 1958 he mocked-

up a series of  image–text works entitled ‘Project for a New Novel’ (fig. 4.11) which he planned 

to place on advertising billboards. He described his ‘Project’ as ‘a new kind of  novel, entirely 

consisting of  magazine-style headlines and layouts, with a deliberately meaningless text, the idea 

being that the imaginative content would be carried by the headlines and overall design.’561 

Design elements were foregrounded by the use of  an ‘empty’ text, bringing to consciousness the 

materiality of  advertising and its effects. Ballard’s ‘Project’ is reminiscent of  the work of  the 

French artist Daniel Buren who began in the late 1960s to paste over billboards with his motif  

of  stripes (fig. 4.12). These works, with their repetitive lines of  alternating colour which 

exceeded the margins of  the billboard, drew attention to the form of  advertising itself. Though 

Ballard’s experiment never actually made it onto a billboard, both of  these examples of  billboard 

 
557 Ballard, p. 192. 
558 Ballard, p. 189. 
559 Ballard, p. 189. 
560 Ballard, p. 153 
561 J G Ballard, ‘A note on these collages by J. G. Ballard’, Re/Search: J. G. Ballard (San Francisco, CA: Re/Search, 
1984), p. 38 (p. 38). 



 

176 

art might be viewed as examples of  what the Situationist International termed ‘détournement’—

the deliberate misappropriation of  ‘pre-existing aesthetic elements’562 or ‘communication 

containing its own critique’.563 The Situationist International viewed advertising and billboards as 

ripe for détournement, with René Viénet claiming that ‘any advertising billboards’ might be 

misappropriated for political ends.564 However, Ballard’s work always exhibited a tension between 

critique and homage, between misappropriation and adulation for advertising, a tension that 

would run through all his work during the 1960s.  

 

 
Figure 4.11. A mock-up of one of Ballard’s pieces comprising ‘A Project for a New Novel’ (1958), printed in New Worlds, No. 
213, Summer 1978, pp. 7–8. 

 

 
562 Anonymous, (1958), ‘Definitions’, in Situationist International Anthology: Revised and Expanded Edition, ed. by Ken 
Knabb (Berkeley, CA: Bureau of Public Secrets, 2006 [1981]), pp. 51–52 (p. 52). 
563 J V Martin and others, (1963), ‘Response to a Questionnaire From the Centre for Socio-Experimental Art’, in 
Situationist International Anthology: Revised and Expanded Edition, ed. by Ken Knabb (Berkeley, CA: Bureau of Public 
Secrets, 2006 [1981]), pp. 183–88 (p. 188). 
564 Réne Viénet, (1967), ‘The Situationists and the New Forms of Action Against Politics and Art’, in Situationist 
International Anthology: Revised and Expanded Edition, ed. by Ken Knabb (Berkeley, CA: Bureau of Public Secrets, 2006 
[1981]), pp. 273–77 (p. 274). 
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Figure 4.12. Daniel Buren, ‘Affichage Sauvage’ c. 1968–69. Photo shows Buren in process of installation.  

 

Ballard returned to the theme of  advertising in his 1963 short story published in New Worlds, 

‘Subliminal Man’. The story is a crystallisation of  the ideas he had been developing in response 

to post-war consumer society, though now in a non-experimental form much closer to Pohl and 

Kornbluth’s writing at Galaxy than with the Independent Group. The cover of  the issue of  New 

Worlds in which it was first published shows Ballard in front of  a mock-up for his ‘Project for a 

New Novel’ of  1958 (fig. 4.13), clearly linking the story to his previous more radical iteration of  

the theme. The story outlines two responses to the alienation and domination of  consumer 

society maintained by advertising: either to uncover it or to give in to its logic entirely and 

thereby induce its destruction via an acceleration of  its drives. The plot follows Dr. Franklin, a 

doctor at a psychiatric unit who is pestered by a paranoid young man named Hathaway. 

Hathaway attempts to convince Franklin that the large billboards that are in the process of  

construction along the motorway are conveying subliminal messages to drivers in order to induce 

them to buy more goods and so maintain a steady growth for the economy. Hathaway is shot 
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while revealing the subliminal message on one of  the billboards, while Franklin accepts his fate 

of  continual manipulation. 

 

 
Figure 4.13 Cover of New Worlds, No. 126, January 1963, showing Ballard in front of a mock-up of his 
‘Project for a New Novel’. 

 
The two characters represent the two impulses in Ballard—to critique and to transcend—in 

order to resist the control of  consumer capitalism. The first lines of  the story are Hathaway’s 

words to Franklin, ‘The signs, Doctor! Have you seen the signs?’,565 drawing Franklin and the 

reader’s attention to the hidden messages of  the mediatised landscape. Finally, like a good 

Situationist, Hathaway attempts to jam the billboards themselves, revealing their hidden message 

 
565 J G Ballard, ‘The Subliminal Man’, New Worlds, January 1963, 109–26 (p. 109). 
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and purpose: 

 

BUY NOW BUY NOW BUY NOW BUY NOW BUY NOW 
NEW CAR NOW NEW CAR NOW NEW CAR NOW 
YES YES YES YES YES YES YES YES YES YES YES566 

 

Hathaway draws attention to advertising’s pivotal role in the maintenance of  reality. The alluring 

surface of  the billboards hides a simple and insistent message beneath the surface, manipulating 

drivers into unnecessary consumption of  commodities.  

 

Hathaway is, however, killed in the process of  his act of  revelation and his small resistance is 

easily suppressed. Franklin meanwhile reflects that only a full surrender and immersion to the 

logic of  consumption might overcome the system: 

 

He carried the inventory around with him, adding to it as necessary, quietly and without 
protest analysing these new sales techniques, wondering whether total capitulation might 
be the only way of  defeating them. As long as he kept up even a token of  resistance, the 
inflationary growth curve would show a controlled annual 10% climb. With that resistance 
removed, however, it would begin to rocket upwards out of  control…567 

 

Franklin’s is the language of  submission. ‘Quietly’ and ‘without protest’ he aims at ‘total 

capitulation’. And yet his strategy is not without logic. Franklin recognises that resistance of  the 

kind that Hathaway enacts is most probably factored into the system, and therefore is 

paradoxically a stabilising force. Complete submission to subjectification by advertising might 

accelerate the system beyond its ability to control itself—thereby artificially inducing the system’s 

destruction. The final ellipses at the end of  the paragraph is one of  ecstatic euphoria and horror 

at a system exponentially speeding toward a crash and the deferred promise of  freedom.  

 

The two positions of  futile resistance and subversive conformity were recognised by a 

number of  continental philosophers of  this period. Marcuse coined the phrase ‘repressive 

desublimation’ to describe how formerly subversive behaviours and writings were now precisely 

encouraged or tolerated to further control society: 

 

[…] the process of  technological rationality is liquidating the oppositional and 
transcending elements of  ‘higher culture.’ They succumb in fact to the process of  

 
566 Ballard, p. 125. 
567 Ballard, p. 124. 
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desublimation which prevails in the advanced regions of  contemporary society.568 
 

For Marcuse, the sublimated drives of  resistant culture found in art were increasingly 

desublimated or absorbed into the single dimension of  capitalism in order to repress and 

eliminate a separate sphere, extending ‘liberty while intensifying domination.’569 With no separate 

sphere from which to launch critique, there could be no liberation for Marcuse. However, Jean 

Baudrillard, in his book In the Shadow of  the Silent Majorities (1983), suggested instead that in a 

system with only one dimension, resistance might, perversely, look like conformity. The masses, 

in their improper and excessive consumption, threatened to destroy capitalism by inducing wild 

growth; a behaviour Baudrillard termed ‘hyper-conformity’: 

 

They know that there is no liberation, and a system is abolished only by pushing it into 
hyperlogic, by forcing it into an excessive practice which is equivalent to a brutal 
amortization. ‘You want us to consume—O.K., let’s consume always more, and any thing 
whatsoever; for any useless and absurd purpose.’570 

 

If  all critical or rebellious action is now absorbed into a method of  control, the only way to 

escape this totalising control is to fully give in to its logic and so send the system into an 

uncontrollable spin. For Baudrillard, hyper-conformity enacts the transcendence of  capitalism 

via the apparent ceding of  all agency—the only option remaining is to ride the system to its 

death. Baudrillard here gives collective voice to the hyper-conforming ‘silent majority’ of  the title 

of  his book: it is a voice both canny and voracious, dangerous in its unassuageable hunger for 

consumption. 

 

The joint impulses to critique and to transcend via immersion have long been noticed by 

critics of  Ballard’s work. On the side of  critique, Roger Luckhurst has argued that Ballard’s work 

is characterised by ‘the hinge’, destabilising and foregrounding the process of  categorisation 

itself  by existing at the intersection of  categories.571 For Jeanette Baxter, Ballard borrowed a 

Surrealist technique which defamiliarises ‘reality’,572 while Michel Delville has argued that 

Ballard’s primary aim was a critique of  media culture.573 The alternative, though now largely 

superseded, reading that Ballard’s work thematises and enacts transcendence may be found in the 

 
568 Marcuse, One Dimensional Man, p. 55. 
569 Marcuse, p. 72. 
570 Jean Baudrillard, In the Shadow of the Silent Majorities (New York: Semiotext(e), 1983), p. 46. 
571 Roger Luckhurst, ‘The Angle Between Two Walls’: The Fiction of J G Ballard (Liverpool: Liverpool University Press, 
1997), p. xiii. 
572 Jeanette Baxter, J. G. Ballard's Surrealist Imagination: Spectacular Authorship (Farnham: Ashgate, 2009), pp. 4–5. 
573 Michel Delville, J. G. Ballard (Plymouth: Northcote House, 1998), p. 29. 
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writing of  Gregory Stephenson, for example, who sees Ballard’s oeuvre as characterised by 

‘themes of  transcendence’.574 Andrzej Gasiorek recognises both impulses when he notes that The 

Atrocity Exhibition sits between ‘a drive to decode contemporary reality and a desire to escape it 

altogether.’575  

 

The car was a particularly powerful image for Ballard, one that he would return to again and 

again as a figure of  contemporary reality. For Ballard, the car was the central image of  twentieth-

century existence:  

 

If  I were asked to condense the whole of  the present century into one mental picture I 
would pick a familiar everyday sight: a man in a motor car, driving along a concrete 
highway to some unknown destination. Almost every aspect of  modern life is there, both 
for good or for ill—our sense of  speed, drama and aggression, the worlds of  advertising 
and consumer goods, engineering and mass manufacture, the shared experience of  moving 
through an elaborately signalled landscape.576 

 

Ballard here ‘condenses’ modernity into a single image, using the techniques of  advertising in 

order to show the valency of  the car. This image captures the excitement and speed of  modern 

living, but also its aggression and destruction; it shows our immersion in advertising, technology, 

and mass production, as well as the saturation of  the immediate environment with signs. The 

image Ballard has chosen might very well be an advertisement itself. The car captures some of  

the biggest contradictions of  capitalism: speed but death, individuality but mass-produced, 

freedom but of  a particularly induced kind. Ballard chose a man as the protagonist of  the 

narrative, eliding women’s presence within twentieth-century living. However, remembering 

Packard and McLuhan’s exploration of  the psycho-sexual construction of  car advertising, we 

might view the car as the displaced erotic object for male heteronormative desire. The car 

becomes the feminised vehicle upon which the speed and freedom but also the manipulation of  

modernity can be enacted by—and upon—the privileged subject, man. (We might add ‘white’ 

and ‘straight’ also, signalled by the absence of  any markers of  difference from the ‘universal’ 

subject position.) Women are not even here to be manipulated by consumer capitalism within 

this ecology, existing as they do in the position of  object within the technological landscape.  

 

In Ballard’s condensed texts of  the period, such as those that would make up The Atrocity 

 
574 Gregory Stephenson, Out of the Night and Into the Dream: A Thematic Study of the Fiction of J. G. Ballard (New York; 
Westport, CN; London: Greenwood Press, 1991), p. 2. 
575 Andrzej Gasiorek, J. G. Ballard (Manchester; New York: Manchester University Press, 2005), p. 62. 
576 J G Ballard, (1971), ‘The Car, the Future’, in A User's Guide to the Millennium: Essays and Reviews (London: 
HarperCollins, 1997 [1996]), pp. 262–67 (p. 262). 
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Exhibition and his ‘Advertiser’s Announcements’, women’s bodies become the surface upon 

which he plays out his game of  ‘critique or transcend’. I am in agreement with Baxter’s idea that 

the images of  female media celebrities are ‘the primary text’577 of  these works through which the 

implications of  a media-saturated society are explored. However, for me, ‘the primary text’ 

extends to the representation of  women’s bodies in general, rather than those of  ‘the celebrity’ in 

particular. In Ballard’s work this primary text is cut-up, disfigured, and rearranged to in order 

discover the truth of  modern techno-capitalism. Uncomfortable with the misogynistic 

implications of  such a violent representation of  gendered bodies, critics have either ignored 

them or displaced their critique. Baxter, for example, sees women in The Atrocity Exhibition as 

merely ‘metaphorical’ and any misogyny as an exploration of  the Surrealist use of  the female 

figure as image.578 Gasiorek admits the troubling connotations of  objectification and murder but 

argues it is a ‘tracing’ of  the violent erasure of  women in culture via misogynistic image 

production.579 Though Luckhurst was the first to draw critical attention to violence toward 

women’s bodies in Ballard’s work and has done most to challenge it, he finally displaces it back 

onto ‘the hinge’: the female figure in The Atrocity Exhibition breaks down categories between 

‘high’ art historical nudes and ‘low’ pornography, thereby revealing the hypocrisy of  the division 

itself.580 To take Ballard seriously (as containing a double impulse to critique or transcend), we 

must hold true to the idea that Ballard might at once critique misogyny and also quite 

deliberately deploy it.  

 

The politics of  the pornographic were at the centre of  feminist debates during the 1960s and 

1970s. Those for and against equally recognised the genre’s ability to reveal naturalised gender 

relations by transferring them into the realm of  the purely sexual. However, though for some 

this revelation of  gendered hierarchies might be seen as politically progressive, for others it 

simply reinforced gender and sex-based violence—a divide which mimics Ballard’s own double 

impulse of  illumination and repetition. For Susan Sontag and Angela Carter, pornography was a 

literature of  extremes that undermined the normativity of  realism. Sontag, in ‘The Pornographic 

Imagination’ (1969), argued that pornography was part of  a wide group of  non-realist genres 

 
577 Baxter, J. G. Ballard’s Surrealist Imagination, p. 72. 
578 Baxter, p. 75. Baxter here constructs an erroneous art history in which all Surrealists were heterosexual males 
exploring the objectification of women, thereby ignoring the likes of Leonora Carrington and Dorothea Tanning 
who painted eroticised images of both men and women. Further, the displacement of Ballard’s misogyny onto the 
Surrealists vindicates neither. As Monique Wittig pointed out Breton was quite clear in his view of the relationship 
of men to women in Surrealism in The Manifesto of Surrealism: ‘We are the masters of women’. (Breton quoted in 
Monique Wittig, (1982), ‘The Category of Sex’, in The Straight Mind and Other Essays (Boston: Beacon Press, 1992), 
pp. 1–8 (p. 4).). 
579 Gasiorek, J. G. Ballard, p. 77. 
580 Luckhurst, ‘The Angle Between Two Walls’, p. 116. 
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including sf  that expressed ‘the extreme forms of  human consciousness’, ‘aiming at 

disorientation, at psychic dislocation.’581 These genres, through their extreme depictions of  

human activity, expanded the limits of  the possible, and implicitly questioned cultural norms of  

‘realism’. In The Sadeian Woman (1978), a study of  the work of  the Marquis de Sade, Carter saw 

pornography, in its descriptions of  sexual violence, as unveiling the sexual violence underlying 

patriarchy and the fundamental unfreedom of  women within it: ‘whatever the surface falsity of  

pornography, it is impossible for it to fail to reveal sexual reality at an unconscious level […]’.582 

Beneath the sexual fantasy of  pornography, for Carter, lies social reality. Carter suggests that 

writers self-consciously use pornography to become ‘terrorists of  the imagination.’ 583 As a 

historically contingent genre, Carter argued that pornography’s implicit critique of  sexual 

relations might be made explicit, and if  so women ‘will then be able to fuck their way into 

history, and, in doing so, change it.’584 

 

In contrast, many feminists attacked pornography for working to bolster the domination and 

subordination of  women. Though the stark violence might allow critics to see the gendered 

violence of  social relations, the repetition of  the violence served mostly to further sediment 

normative gender roles. Kate Millet’s study of  sexual violence and misogyny under patriarchy 

Sexual Politics (1970) analysed the work of  a number of  male writers who worked with sexually 

explicit imagery, including D. H. Lawrence, Henry Miller, and Norman Mailer. She saw them as 

contributing to the image of  women as subordinate, ‘created by men and fashioned to suit their 

needs.’585 For Millett, ‘contemporary literature has absorbed not only the truthful explicitness of  

pornography, but its anti-social character as well.’586 While Millett was in agreement that 

pornography made patriarchy visible, she saw that it tended to support it as well, and therefore 

was a clear target for critique. Andrea Dworkin, in her first book Woman Hating (1974), similarly 

saw pornography as the expression of  oppressive sex and gender roles. For Dworkin, 

pornography made explicit the underlying ‘cultural scenario’ of  gender relations hidden within 

other forms of  literature and within society at large—that women are passive victims of  male 

erotic desire, and whose end will either be death, or a kind of  symbolic death enacted by the 

ceding of  all agency: ‘her end annihilation—death or complete submission’.587 Dworkin saw 

 
581 Susan Sontag, ‘The Pornographic Imagination’, in Styles of Radical Will (New York: Farrar, Straus and Giroux, 
1969), pp. 35–73 (p. 47). 
582 Angela Carter, The Sadeian Woman and the Ideology of Pornography (New York: Pantheon Books, 1979 [1978]), p. 20. 
583 Carter, p. 21. 
584 Carter, p. 27. 
585 Kate Millett, Sexual Politics (London: Rupert Hart-Davis 1971 [1970]), p. 46 
586 Millett, p. 46 
587 Andrea Dworkin, Woman Hating: A Radical Look at Sexuality (New York; London: Plume, 1974), p. 53. 
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pornography as contributing to the ideology ‘that women are objects, commodities’ to be 

manipulated by men, while men are active subjects who enact their power on women portrayed 

as passive objects. Later in the 1970s, the concept of  women as formed into objects by 

patriarchy that is hinted at here by Dworkin became the concept of  objectification, used to 

‘criticize advertisements, films and other representations’,588 though the term was not 

theoretically formalised until the mid 1990s by Martha Nussbaum.589 

 

In the condensed novels that would come to make up The Atrocity Exhibition we can see 

Ballard deploying both formulations of  the pornographic: to illuminate sexual violence and to 

re-stage it. Women’s bodies are either cut up and collaged in order to see the ‘truth’ beneath our 

mediatised existence, or they are destroyed in order to reach an epiphany beyond the system in 

which we live. In the first method the process of  condensing the environment creates a ‘valid 

image’ of  reality, while, in the second, the acceleration of  the logic of  ‘reality’ allows for a 

movement beyond, or transcendence of, that reality. In both, women’s bodies are the ‘primary 

text’ through which the truth of  reality or its transcendence is achieved. The first strategy was 

explained in Ballard’s text of  1966, ‘Notes from Nowhere’, in which he attempted to explain his 

condensed method: 

 

Planes intersect: on one level, the world of  public events, Cape Kennedy, and Vietnam 
mimetised on billboards. On another level, the immediate personal environment, the 
volumes of  space enclosed by my opposed hands, the geometry of  my own postures, the 
time-values contained in this room, the motion-space of  highways, staircases, the angle 
between these walls. On the third level, the inner world of  the psyche. With these co-
ordinates, some kind of  valid reality begins to clarify itself.590 

 

For Ballard, the intersection of  three planes of  existence produces an image of  reality. The first 

is that of  the media; the second, the immediate environment; the third is that of  the mind. By 

practicing the Surrealist technique of  collage, these three levels are juxtaposed to show how 

subjectivity is produced at the intersection of  the psyche, the landscape, and media image 

production. I would argue that, for Ballard, these planes have particular genders: the media plane 

is, more often than not, that of  the body of  the female celebrity; the immediate environment, 

 
588 Martha C Nussbaum, ‘Objectification’, Philosophy and Public Affairs, 24.4 (1995), 249–91 (p. 249). 
589 The term was used by Laura Mulvey in her influential essay ‘Visual Pleasure and Narrative Cinema’ (1975), to 
describe the way in which camera and edits were used within cinema to create the image of women as object. 
Martha Nussbaum later defined the term as a series of seven overlapping strategies that tended to extinguish the 
autonomy of the individual. These seven strategies are ‘instrumentality,’ ‘denial of autonomy’, ‘inertness’, ‘fungibility’ 
(the objectified subject is interchangeable with other objects), ‘violability’ (lacking boundary integrity), ‘ownership’, 
and ‘denial of subjectivity.’ Nussbaum, 'Objectification', p. 257. 
590 Ballard, ‘Notes from Nowhere’, p. 149. 
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either a woman’s body or an object/architectural space that is figured as female; finally, the 

psyche is almost always that of  the male. Ballard’s example from ‘Notes from Nowhere’ 

illustrates the point: 

 

Query: does the plane of  intersection of  the body of  this woman in my room with the 
cleavage of  Elizabeth Taylor generate a valid image of  the glazed eyes of  Chiang Kai Shek, 
an invasion plan of  the offshore islands.591 

 

The truncated media image of  the film actress Elizabeth Taylor (media plane) is married to the 

unnamed woman in Ballard’s room (environmental plane) in Ballard’s mind (psyche plane) to 

produce an image of  a historical moment: the leader of  the Republic of  China staring forlornly 

across from Taiwan at China’s offshore islands which he planned to invade in the hope of  

regaining the mainland.592 Here, these contemporary gendered images supposedly give us a truth 

about China’s history.  

 

Ballard’s condensed novels are filled with images of  billboards and representations of  

truncated and diffused body parts of  women media celebrities (including Elizabeth Taylor, 

Jacqueline Kennedy, Brigitte Bardot, Marilyn Monroe, Princess Margaret) which are compared 

with the truncated and diffused bodies of  women characters (Catherine Austin, Margaret Traven, 

Karen Novotny). Further, through the violent collage of  body parts with commodities and 

architecture, Ballard reveals women’s bodies as the displaced erotic ground within consumer 

society. Cars, balconies, images, and women’s bodies become fungible objects, exchangeable and 

replaceable commodities, forming a matrix within which the male psyche is produced. For 

example, in one of  Ballard’s early condensed novels, ‘The Atrocity Exhibition’ (1966), which 

would lend its title to the collected texts, Travis attempts to glean a valid understanding of  time 

and space through the comparison between his wife’s body and that of  Elizabeth Taylor. Dr. 

Nathan comes across huge billboards, reminiscent of  those in ‘The Subliminal Man’ and ‘Project 

for a New Novel’, apparently advertising abstracted landscapes, but on closer inspection these 

landscapes are revealed to be sections of  a woman’s body: 

 

A group of  workmen on a scaffolding truck were pasting up the last of  the displays, a 100 
foot-long panel that appeared to represent a section of  a sand-dune. Looking more closely, 
Dr. Nathan realised that in fact it was an immensely magnified portion of  the skin over the 
iliac crest. Glancing at the hoardings, Dr. Nathan recognised other magnified fragments, a 

 
591 Ballard, p. 149. 
592 Chiang Kai Shek was a Chinese nationalist leader, and President of Republic of China from 1928 until his death 
in 1975. However, in 1949, he lost control of mainland China to communist forces and retreated to Taiwan. 
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segment of  the lower lip, a right nostril, a portion of  female perineum […] A helicopter 
soared overhead, its pilot supervising the work of  the men on the truck. Its down-draught 
ripped away some of  the paper panels. They floated across the road, an eddying smile 
plastered against the radiator grille of  a parked car.593 

 

Three different objects or systems are here collaged together via the narrative. Firstly, Dr. 

Nathan observes a part of  a sand-dune landscape; secondly, he realises that it is in fact part of  

woman’s body, and finally, he sees a parked car upon which is plastered an image of  a smile. On 

one level, the collage technique is metaphorically placing one object next to another, in order to 

show their underlying similarity: they all in some way resemble each other visually, a sand-dune 

for a hip and a smile for a radiator grille. On another level, each separate element stands in 

metonymically for a whole system: the sand-dune stands in for a landscape, the lip, nostril and 

perineum for a woman’s body, and a radiator grille for a car. However, the metonymic and 

metaphoric distinction does not hold: each part and each system to which the part refers is, in 

fact, part of  a larger signifying system of  sexualised and exchangeable images and objects that 

make up the media landscape, with women’s bodies functioning as the transferred erotic beneath 

all. The Surrealist condensing of  material reveals the libidinal displacement which underlies the 

overall system of  consumer capitalism. Further, Ballard diagnoses the convergence of  the 

Freudian /Marxist fetish as commodities like cars increasingly take on social relationships via the 

displacement of  erotic content from the physical body onto the mechanical.  

 

Ballard’s word/image collage in ‘The Atrocity Exhibition’ at first functions as a method for 

understanding reality within the three-plane intersection of  images. The cut-up body parts that 

Dr. Nathan observes on the billboards are in fact those of  Elizabeth Taylor. Travis juxtaposes 

the image of  the screen actress (media) with the body of  his wife Margaret Travis (environment), 

‘quantifying their identities’ in his mind (psyche) in order to better understand the realities of  

time and space.594 However, this condensing and elision of  women’s bodies that seeks to reveal 

the psycho-sexual construction of  contemporary capitalism also becomes an acceleration of  that 

logic, in an attempt to break out and get beyond. Margaret Travis’s body becomes the site of  a 

conceptual death, her image destroyed by its complete identification with Elizabeth Taylor: 

 

The Exploding Madonna. For Travis, the ascension of  his wife’s body above the target 
area, exploding madonna of  the weapon’s range, was a celebration of  the rectilinear 
intervals through which he perceived the surrounding continuum of  time and space. Here 
she became one with the hoardings, the opthalmic films, the venus of  the magazine 

 
593 J G Ballard, ‘The Atrocity Exhibition’, New Worlds, September 1966, pp. 91–102 (p. 100). 
594 Ballard, p. 101. 
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cuttings whose postures celebrated his own search through the suburbs of  hell.595 
 

Margaret Travis’s image is exploded by its total alignment with images of  media celebrities, 

finally allowing for Travis to escape the system of  signification. Ballard’s notion of  the elision of  

a woman’s body with that of  an image as corresponding with the ascension of  the Madonna is 

similar to Judith Butler’s description of  the construction of  identity through a process of  

assumption in which individuals are induced to ascend to the position of  culturally normative 

sex and gendered bodies, ‘as in the Assumption of  the Virgin’, via the citation of  that impossible 

form.596 Travis’s strategy is no longer to produce a collage which critiques the construction of  

reality via the juxtaposition of  images, but to produce an eclipse, applying an overlay of  

normative gender taken from media representation over the body of  the individual, enacting the 

slippage inherent in all metaphors: from elements that resemble, to subsumption of  one into the 

other. A critical mode which previously used the method of  collage on advertising in order to 

expose it becomes instead the staging of  its (advertising’s) most extreme logic—the death of  the 

individual subject by absorption into the image. Though this is merely a conceptual death, other 

of  Ballard’s condensed novels of  the period do in fact end with the actual deaths of  women who 

are to be merged with women celebrities. In ‘You: Comma: Marilyn Monroe’, in which Karen 

Novotny is compared in Tallis’s mind with Marilyn Monroe, a final state of  epiphany and 

freedom is reached only through the death of  Novotny, her reality merged into that of  the film 

actress by her elimination: ‘Epiphany of  this death. Undisturbed, the walls of  the apartment 

contained the serene face of  the film star, the assuaged time of  the dunes.’597 Similarly in ‘The 

Death Module’, the deaths of  Karen Novotny and Trabot’s wife, via the re-staging of  John F. 

Kennedy’s assassination, allow Trabot to conceptually free three astronauts killed in a shuttle 

accident from the co-ordinates of  time and space: ‘Undisturbed now, the vaporising figures of  

the dead astronauts diffused across the launching grounds, recreated in the leg stances of  a 

hundred starlets, in a thousand bent auto-fenders, in the million instalment deaths of  serial 

magazines.’ 598 The masculine psyche is able to transcend the media landscape via the violent 

death of  individual women subsumed into the spectacle of  normative femininity.  

 

The logical conclusion of  Ballard’s trajectory exploring the condensed form and displaced 

erotic content of  the media landscape was to lead him to his experiments in advertising. Between 

 
595 Ballard, p. 101. 
596 Judith Butler, Bodies That Matter: On The Discursive Limits of “Sex” (London; New York: Routledge, 2011 [1993]), p. 
xv. 
597 J G Ballard, ‘You : Coma : Marilyn Monroe’, New Worlds, June 1966, pp. 66–71 (p. 71). 
598 J G Ballard, ‘The Death Module’, New Worlds, July 1967, pp. 20–24 (p. 24). 
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1967 and 1970 Ballard placed a series of  five different advertisements which he termed 

‘Advertiser’s Announcements’ in a number of  different magazines, including three in New Worlds. 

With these works Ballard broke down the difference between fiction and advertising, as between 

the paratextual and the text proper, in order to show their shared goal of  conveying ideology. At 

the same time, we can again see the twin impulses to critique and to transcend the media 

landscape at work. The first of  Ballard’s adverts, ‘Homage to Claire Churchill’, appeared in the 

inside front cover advertising space of  the October 1967 edition of  New Worlds (fig. 4.14). The 

piece pairs a cryptic text with the face of  a woman staring out at the reader. No obvious product 

is identifiable. The text needs first to be parsed before we can interrogate its relationship with 

the ambiguous image: 

 

HOMAGE TO CLAIRE CHURCHILL, Abraham Zapruder and Ralph Nader. At what 
point does the plane of  intersection of  these eyes generate a valid image of  the simulated 
auto-disaster, the alternative deaths of  Dealey Plaza and the Mekong Delta. The first of  a 
series of  advertising (1) Claire Churchill; (2) The angle between two walls; (3) A neural 
interval; (4) The left axillary fossa of  Princess Margaret; (5) the transliterated pudenda of  
Ralph Nader.599 

  

Claire Churchill was the maiden name of  Claire Walsh (1941–2014), the long-term partner of  

Ballard from 1967 until his death, who worked in the publishing industry from the early 1960s 

onwards.600 Abraham Zapruder filmed John F. Kennedy’s assassination in Dallas in 1963, while 

Ralph Nader was the author of  Unsafe at Any Speed (1965), a book that uncovered the resistance 

of  car manufacturers to the addition of  safety features. In Ballard’s ‘Homage’, a woman’s face 

(his partner’s) is linked with media captures of  assassinations and car crashes. The accompanying 

image apparently generates a ‘valid image’ of  simulated car crashes, the assassination of  Kennedy 

(‘Dealey Plaza’ was the location of  Kennedy’s assassination in Dallas), and the Vietnam War (the 

‘Mekong Delta’ is a region of  Vietnam). This claim to the production of  a ‘valid image’ is 

reminiscent of  the adverts placed by Trabert in Ballard’s condensed novel ‘The Death Module’. 

Dr. Nathan shows Dr Austin advertising placed by Trabert in Vogue and Paris Match.601 When Dr 

Austin responds with the reasonable query, ‘What exactly is he trying to sell?’, Dr. Nathan 

explains that Trabert is attempting to produce an image of  ‘some kind of  valid reality’.602 Again, 

 
599 J G Ballard, ‘Homage to Claire Churchill’, New Worlds, October 1967, inside front cover. 
600 Will Self, ‘Claire Walsh obituary’, The Guardian, 24 October 2014, 
<https://www.theguardian.com/books/2014/oct/14/claire-walsh>, [accessed 12 October 2020]. 
601 Ballard lists Vogue and Paris Match as two of the magazines that he had aimed to buy space in for his adverts, if he 
had received Arts Council funding for his project. J G Ballard, ‘Collages’, in Re/Search: J. G. Ballard (San Francisco, 
CA: Re/Search, 1984), pp. 147–52 (p. 147). 
602 Ballard, ‘The Death Module’, p. 23. 
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the image of  a woman’s face is posited as the ground upon which we might understand historical 

events. Here too, Ballard means to draw attention to the psychosexual underpinning of  

advertising that utilises sex and violence in order to sell products. The auto-inclusive list of  

advertisements that concludes Ballard’s ‘Homage’ suggests both a temporal sequence and a 

spatial image-collage. Referring first to itself, it then lists the four that are to follow. Ballard did 

produce four more adverts, the second and third closely following their description in the list 

here, where they advertised, via a comparison with women’s bodies, ‘a neural interval’ and ‘the 

angle between two walls’. The fourth and fifth, however, did not correspond closely to their 

descriptions in this sequence, perhaps because of  the legal dangers or material difficulties of  

reproducing the truncated images of  media personalities such as Nader and Princess Margaret. 

At the same time, these five images interact with each other as a collage of  different elements 

through which a ‘valid image’ itself  might form. The interplay between sequence and collage 

suggests a meta-level at which the five different images represented here linguistically, existing in 

different magazines published at different times, are to be viewed simultaneously, breaking down 

the divisions between the inside and outside of  the text, and the magazine form itself. Our 

attention is therefore divided between the intersection of  different material appearances of  these 

images, and their iterative repetition through time, revealing the repetitive system of  advertising 

whose techniques of  condensing and displacement seek to produce particular desires to aid the 

maintenance of  a particular economic system. 
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Figure 4.14. ‘Homage to Claire Churchill’ in New Worlds, Vol. 51, No. 176, October 1967. Inside Front Cover. 

 

The image itself  shows a woman smiling towards the reader. The image is too large for the 

page and therefore appears to exceed its limit, drawing attention to its frame as well as 

emphasising particular facial characteristics such as the nose, mouth, and eyes. These features are 

made ambiguous by the form of  the piece and by the text that accompanies it. What exactly, to 
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paraphrase Dr Austin, is she trying to sell? The text suggests that somehow ‘the intersection of  

the eyes’ might give us some form of  truth about our reality, though about what, exactly, is not 

clear. The overdetermined ambiguity of  the face, expanding over the margins and with no clear 

product to sell, highlights the form of  advertising itself  via its utilisation of  erotic imagery and 

its slick image production.  

 

On the one hand, there is an attempt in ‘Homage to Claire Churchill’ to show the effects of  

advertising through defamiliarisation. The condensed form of  the advert is used against itself, in 

order to uncover its function: the induction of  consumption via the displacement of  erotic 

content. Women’s bodies are shown to be the ground upon which media functions, the erotic 

primary text which is cut up, reformed, and displaced onto commodities in order to produce 

subjectivity oriented towards the consumption of  products. The enforced interaction between 

text and image is an attempt to show how media, sex, consumerism, and war make up a psycho-

social reality in which the (straight male) individual is enmeshed. 

 

On the other hand, Ballard simply attempts to stage literature as advertising, accepting the 

logic of  the contemporary moment. Ballard reportedly told the editor of  Ambit, Martin Bax: 

‘What people read nowadays is advertising, so if  you want to have novels that people read, you 

should publish them as advertisements.’603 Such a strategy does have the merit of  uncovering the 

essential similarity between the sacred domain of  literature and the profane of  advertising—that 

both sell ideology. At the same time, this acceptance might figure as the repetition and 

amplification of  the system that advertising serves in order to take down that system through the 

over-stimulation of  its own logic, just as Ballard’s ultra-condensed adverts attempt to short-

circuit the advertising system in order to force its libidinal effects into over-drive. If  all literature 

becomes advertising, there is no longer a break between the repetitious system of  adverts that 

structures the magazine form and the various features of  the magazine which draw in the 

readers, collapsing the system in on itself.  

 

And so we return to Ballard’s double impulse: we either follow Hathaway, attempting to 

uncover the manipulation of  advertising by a paranoid détournement, or like Dr. Franklin, we 

accept our situation and give into the very fullest logic of  advertising in order to destroy it; non-

resistance transfigured into an ecstatic rebellion. And both, for Ballard, demand the use of  

 
603 Martin Bax, ‘Interview with Martin Bax by Vale’, in Re/Search: J. G. Ballard (San Francisco, CA: Re/Search, 1984), 
pp. 36–41 (p. 39). 
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women’s bodies that is so central to the construction and maintenance of  contemporary 

capitalism: the first through disfigurement, the second through death. 

 

 

 

Advertising	the	Ad	Agents	
 

It might be tempting to dismiss concerns over the use of  violent imagery of  women’s bodies 

in the work of  Ballard, and throughout New Worlds magazine, as merely ‘metaphorical’ or 

conceptual. However, a material examination of  New Worlds does not bear out this point. If  we 

look across from Ballard’s first Advertising Announcement ‘Homage to Claire Churchill’ to the 

contents page, we can see that among the assistants working to produce the magazine is listed 

one Claire Walsh, in the capacity of  advertising manager. In fact, Walsh worked as the advertising 

agent for New Worlds from the launch of  its redesign in July 1967 until October 1967 (the issue in 

question), and would have brought her knowledge and experience of  working with large 

commercial publishing houses to the job. Ballard was clear that he wanted to place the 

Advertising Announcements as would a commercial advertising company, and submitted all of  

his experimental adverts to the advertising agents of  each magazine.604 In this case, Ballard would 

have delivered his advert using his partner’s image to his partner, to be placed in the magazine 

where she worked. We cannot speculate about the exact nature of  this transaction. However, we 

do know from Ballard that another, later Advertiser Announcement showing a naked Walsh 

covered in seaweed was not approved by her, but still published. Ballard reports that she was ‘so 

outraged by my sneak photography that she stole my only copy of  the ad’. 605 She was finally 

pressurised into returning the advert, which then appeared in Ambit. What we can see here is a 

very material and embodied relationship developing in New Worlds, in which specific bodies are 

deployed as a blank page upon which experiments in advertising can be carried out. Ballard’s 

‘valid image’ is not simply constructed out of  ‘metaphorical’, mediatised bodies, but the very 

specific body of  his partner. At the same time, a particular form of  gendered labour, that of  

soliciting advertising for the magazine (all three advertising agents for the magazine were 

women), is made invisible by the petrification of  the individual in question into an image. Men 

produce adverts, women are their subject; a division which covers over the labour of  women in 

the process. 

 
604 Ballard, ‘Collages’, p. 147. 
605 Ballard, p. 147. 
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A further example of  this advertising of  the bodies of  the advertising agents came in the 

December/January 1968 issue (fig. 4.15). The cover shows a collage of  four images pasted 

together, each advertising a particular story within the issue. The television advertises Norman 

Spinrad’s novel Bug Jack Barron, serialised in New Worlds from January to July 1968, about the 

power of  the media communications industry. The camera represents a visual essay by the 

experimental film-maker Ed Emshwiller. The car driven by a man illustrates one of  Brian W. 

Aldiss’s ‘Acid Head War’ stories that would later be collected in Barefoot in the Head, while the 

naked woman looking over her shoulder represents Thomas M. Disch’s story ‘Linda and Daniel 

and Spike’, a narrative about a deluded woman who gives birth to a tumour that she 

subsequently raises as her child. Each element shows a particular obsession of  New Worlds. The 

camera and TV show an interest in the construction of  the media landscape; the car was a 

particularly fertile symbol for writers at the magazine, representing metonymically the salient 

features of  the post-war world, such as its speed, violence, individuality, and displaced libidinal 

energies. Finally, the naked woman’s body illustrates the obsession with the mediatised image of  

women’s bodies within contemporary culture. These symbols are at once images and 

commodities, collaged together onto one plane, suggesting that each is exchangeable within the 

visual economy. Further, each visual element equally sells the content which is written upon it: 

images of  women’s bodies and cars are as much a sales technology as is a camera or a television.  
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Figure 4.15. Front Cover of New Worlds, No. 178, December/January 1968, designed by Charles Platt and Christopher 
Finch. 

 

Again, the woman whose body is used here is no abstract figure but Diane Lambert, who 

worked as the advertising and publicity agent for the magazine from this issue 
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(December/January 1968) until the magazine folded in 1970.606 Diane Lambert was, like Walsh, a 

professional public relations officer until she took up the job at New Worlds. Like Walsh, she was 

a partner of  one of  magazine’s leading figures, in her case the chief  designer Charles Platt.607 

The cover was designed by Platt himself  with the assistance of  Christopher Finch, the 

magazine’s art critic, who did so much to advance Pop Art and the Independent Group in the 

magazine. The collage cover is very much a homage to the artists that Finch was writing about at 

the time. Much of  the technique deployed by Finch and Platt can be traced to Finch’s writing 

that appeared in the magazine, especially the utilisation of  the erotic in advertising. Writing about 

the work of  British Pop Artist Colin Self, he noted the artist’s ‘interest in the exploitation of  

eroticism in advertising art’,608 and recognised in Richard Hamilton’s Homage à Chrysler Corp 

(1957), ‘a sex symbol […] elliptically represented’ on the image of  a car.609 It was, in fact, in this 

same issue that Finch called on artists to take Andy Warhol as a model by, like Warhol, exploiting 

‘a current situation rather than creating a new one’.610 Indeed, we can see Finch and Platt putting 

the Pop aesthetic described by Finch into practice on the cover, namely that of  working within 

the language of  popular media forms in order to explore their function within contemporary 

modernity. 

 

Here, Lambert’s body is both one commodity amongst many and, at the same time, the 

figuration of  the feminised and displaced erotism of  the other elements. Her body is the site of  

an inscription, the material upon which a text is written. Or, put another way: specific women’s 

bodies are the page upon which desires are projected. Such a formulation sets up a particularly 

gendered and heteronormative chain of  meaning and reduction. Women are figured as object, 

product, sex, page, while men are the subject, consumer and producer all at once; the writer and 

inscriber of  meaning.  

 

Conclusion	
 

Adverts, as John Rieder has argued, are the connective tissue of  the magazine, binding 

together the disparate forms of  editorial, fiction, articles, and letter pages into a cohesive whole. 

At the same time, advertising is the condition of  possibility of  the magazine: many magazines 

rely heavily or wholly on advertising commission. This was especially the case with New Worlds 

 
606 Michael Moorcock, ‘Introduction’, in New Worlds: An Anthology (London: Fontana, 1983), pp. 9–26 (p. 20). 
607 Charles Platt, ‘“New Worlds for Old” 1965-1970’, Relapse, September 2012, pp. 11–19 (p. 15). 
608 Christopher Finch, ‘The Terror Pleasure Paradox’, New Worlds, November 1967, pp. 30–33 (p. 31). 
609 Christopher Finch, ‘A Fine Pop Art Continuum’, New Worlds, October 1967, pp. 15–19 (p. 16). 
610 Christopher Finch, ‘Free Agents and Divine Fools’, New Worlds, December/January 1968, pp. 2–3 (p. 2). 
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magazine. During the late 1960s, when the magazine published its most daring work, income 

from advertising allowed the magazine to remain afloat and independent while maintaining a 

popular and national circulation and so avoided becoming a ‘little magazine’, available only to a 

subcultural coterie or elite audience. In the same period, advertising became a mode of  

expression for writers in the magazine, and, further, the model and basis of  a literary theory for 

producing cultural products that explored modernity using the very language and techniques of  

the most modern of  industries. 

 

Both the material realities and the literary method of  advertising as applied in New Worlds 

were premised on women’s bodies and labour. The survival of  the magazine was reliant on the 

invisibilised labour of  first Claire Walsh and then of  Diane Lambert, while their bodies, quite 

literally, reappeared in the advertising experiments of  the magazine. Women’s bodies became the 

unacknowledged ground of  the advertising which, in turn, connected together all the other 

forms of  the magazine. While in many ways a critique of  the gendered nature of  advertising, 

these experiments tended simply to reaffirm the violence of  the contemporary image production 

in advertising, and, in the case of  Ballard’s fiction, was quite deliberately deployed as a method 

of  attempting transcendence of  capitalism. 

 

How do we work through this misogyny, so clearly present in these works, while recognising 

the importance of  the engagement of  these works with the production of  subjectivity within the 

consumer society of  this period? How to recognise the critique of  violent and sexualised 

imagery of  advertising while at the same time registering its repetition? One strategy would be to 

change the angle of  perspective, and to look to the women in the magazine who were producing 

critiques of  advertising and gendered labour. In my next chapter I take the artwork and fiction 

of  Pamela Zoline as a case study for examining both the blurring between the visual and textual 

that took place in the magazine and the ubiquity of  collaborative experimentation, as well as 

Zoline’s own feminist viewpoint as she sought to draw attention to the ways in which gendered 

ideology and image-making produce gender constraints. 
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Chapter	5 	

The	New	Wave’s	‘third	strand’:	Visual	Texts	and	Textual	Images	at	
New	Worlds	Magazine	

 

Introduction	
 

In mid 1967 New Worlds switched from an A5 digest to an A4 glossy magazine. Readers were 

confronted by a cover reproduction of  M. C. Escher’s 1953 lithograph print ‘Relativity’, (fig. 5.1) 

which showed a set of  staircases meeting around multiple planes as though a number of  

different gravity sources bisected in one building. The cover announced that the contents would 

be ‘speculative fiction’, rather than the ambiguous initials ‘SF’ that had been stamped upon the 

A5 version since 1964. Inside was a ‘Leading Article’, rather than an editorial, titled ‘Lessons of  

the Future’. The article argued for a ‘new sensibility’ in art and literature that would ‘engage with 

the forces of  change on their own ground’ by looking to the future rather than the past, and 

hoped that the magazine could ‘provide in some degree, imaginative works that will fulfil this 

need.’611 The ‘imaginative works’ that followed included the first part of  ‘Camp Concentration’, a 

four-part serial by Thomas M. Disch, illustrated with original artwork by Pamela Zoline; ‘The 

Death Module’, a condensed novel by J. G. Ballard; ‘Sleep, Dreams and Computers’, an article by 

Dr Christopher Evans on the similarity between human brains and computers; ‘The Heat Death 

of  the Universe’, a short story and collage illustration, both by Zoline herself; and ‘Expressing 

the Abstract’, an article by Charles Platt that argued for Escher’s work to be considered a visual 

‘speculative fiction’.612 

 
611 Michael Moorcock, ‘The Lessons of the Future’, New Worlds, July 1967, pp. 2–3 (pp. 2–3). 
612 Charles Platt, ‘Expressing the Abstract’, New Worlds, July 1967, pp. 44–49 (p. 49). 
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Figure 5.1. Front cover of New Worlds, Vol. 51, No. 173, July 1967. The reproduced image is 'Relativity', a lithograph print 
from 1953 by M. C. Escher. 

 

The issue was the long culmination of  Michael Moorcock’s plans to produce a magazine that 

would fuse ‘fiction, science, and art.’613 In the early 1960s, frustrated at the poor market for 

experimental prose, Moorcock and Ballard had produced an A4 mock-up of  a magazine that 

would provide an ideal platform for promoting challenging work to a wide public. The planned 

magazine was to ‘specialise in experimental works by writers like Burroughs and artists like 

Paolozzi’, but with the proviso that it be ‘“popular”, it would seek to publicise such 

experimenters.’614 When Moorcock showed the dummy issue to New Worlds’ publisher Roberts & 

Vintner in 1964, it was rejected as too expensive. After Roberts & Vintner withdrew from 

publishing New Worlds, the magazine relaunched with the backing of  an Arts Council Grant, and 

Moorcock was able to turn a near-disaster into his vision of  a radical magazine that could 

publish experimental prose and cutting-edge science, and reproduce contemporary art. The 

switch to A4 size and glossy paper allowed for much more sophisticated design and illustration. 

This prompted works of  both visual and textual experimentation, leading eventually to the 

 
613 Michael Moorcock, ‘Introduction’, New Worlds: An Anthology, ed. by Michael Moorcock (London: Flamingo, 
1983), pp. 9–26 (p. 11) and Charles Platt, Loose Canon (London: Gateway, 2017 [2001]), 37.5/444. 
614 Moorcock, ‘Introduction’, (p. 11). 
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blurring of  the lines between the two.  

 

In addition to the two strands of  literary production that Moorcock has identified in New 

Worlds, David Brittain has suggested that a ‘third strand’ of  literary production emerged in the 

magazine after its relaunch in 1967 and continued until the folding of  the A4 iteration in 1970. 

The first strand, as characterised by Moorcock, attempted to accommodate the lessons of  

modernism into sf, as exemplified by the work of  Thomas M. Disch. The second strand, 

pioneered by J. G. Ballard in his inner-space fiction, gestured towards a nascent post-modernism, 

attempting to describe the technologically fragmented contemporary landscape in its own 

terms.615 The ‘third strand’, for Brittain, developed directly out of  opportunities afforded by the 

magazine form itself  and is neither fully textual nor visual, but an entangled synthesis that he 

terms ‘visual SF.’ In the move to focus on the visual aesthetics of  the magazine, Brittain joins 

Rob Latham, who has written of  the neglect in critical literature of  the New Wave of  the visual 

design of  New Worlds. Through an analysis of  J. G. Ballard’s work in New Worlds magazine, 

Latham convincingly shows that the New Wave ‘was not a purely literary phenomenon but also 

encompassed radical transformations in the genre’s visual culture,’ mounting an aesthetic and 

political assault on the techno-utopian assumptions of  the wider sf  field as well as on the 

pervasive effect of  technocracy on society in the 1960s.616 In this chapter I expand on Brittain 

and Latham’s contention that a visual strand existed in the magazine. However, rather than 

simply developing a ‘visual culture’, I suggest that the New Worlds’ editors, designers, and writers 

worked together to collapse the boundary between word and image, as between text and its 

illustration, which structured normative magazine production. I go on to argue that such a new 

configuration was not just facilitated but demanded by the possibilities inherent in the A4 

magazine form itself, as well as by an engagement with art movements of  the era which 

increasingly moved towards the consideration of  language as material or model for the 

production of  the art object.  

 

In order to understand the visual/textual experiments that came to define New Worlds, I first 

look at the engagement of  the magazine with contemporary art of  the period. I read the 

criticism of  New Worlds art editor Christopher Finch (1939—) in the context of  the avant-garde 

art of  the era, arguing that Finch’s idea of  art as a language that can be read echoed those of  

 
615 David Brittain, Eduardo Paolozzi at New Worlds: Science Fiction and Art in the Sixties (Manchester: Savoy Books, 
2013), p. 125. 
616 Rob Latham, ‘Assassination Weapons: The Visual Culture of New Wave Science Fiction’, in Cutting Across Media: 
Appropriation Art, Interventionist Collage, and Copyright, ed. by Kembrew McLeod and Rudolf Kuenzli (Durham, NC, 
2011), pp. 276–89 (p. 279). 
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both Pop Art and Conceptual Art. Second, I consider the design work of  Charles Platt, who 

produced the layout and design of  the magazine from 1966 to 1970. I analyse his visual 

approach to the textual material in the magazine as an attempt to put Moorcock’s vision of  the 

synthesis of  art, literature, and science into practice. Finally, I move on to a longer section in 

which I read the innovative illustration and text work of  Pamela Zoline, who went furthest in the 

entanglement of  text and image in the magazine; both in her collaborations with various New 

Worlds writers, such as Brian W. Aldiss, John T. Sladek, and Thomas M. Disch, as well as through 

her own textual collage piece ‘The Heat Death of  the Universe.’  

 

While previous chapters have set various forms of  magazine content (surveys, the shared 

character of  Jerry Cornelius, and advertising) within their cultural and material contexts, the 

present chapter turns more fully to the visual dimension of  the magazine, including its 

illustration, art, and design. More so than any other aspect of  the magazine examined so far, it is 

within its art and design that the textual and the paratextual; the visual and the written; the word 

and the image infect one another across its pages to create new forms that test and dissolve 

formal boundaries, mirroring the assault on sedimented norms that took place within the social 

sphere in the same period. Though sometimes used to conservative ends, as I argue when I 

examine Moorcock and Platt’s collage comic-strip articles on the deleterious effects of  camp on 

sf  and overstimulation in the counterculture—visual/textual experimentation was often used to 

resist unquestioned conventions such as the morality of  war, as in John T. Sladek’s complex 

piece, ‘Alien Zone,’ for example. In the work of  Pamela Zoline (read at some length in the 

present chapter), I argue, such formal blurrings were used to question the fixing of  meaning and 

delimitation of  possibility in the discrete systems of  word and image: Zoline’s slippery interplay 

between the two undermines the claims of  both to stable truth-values and points the way to the 

emergence of  new cultural and social forms.  

 

‘Language	Mechanisms’:	Art	and	Language	in	the	1960s		
 

The 1960s saw consistent challenges to the reigning notions and institutions of  art. The idea 

of  the autonomy of  the work of  art and of  artistic expression that had been promoted by 

Clement Greenberg and other proponents of  Abstract Expressionism as the pinnacle of  

Modernist production was critiqued as elitist and narrow. Instead, a generation of  artists began 

to make work that integrated techniques and imagery from post-war society and aimed at wide 

distribution, questioning the existing form, content, and method of  exhibiting art. In order to 
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throw off  the shackles of  the traditional idea of  the art object, artists and critics looked to 

language as a way to bypass the weight of  art history. Pop Art developed a linguistic 

understanding of  art whereby images could be understood as signs within a visual language, 

while Conceptual Art moved towards treating language itself  as an art object. These moves to 

hold up language as both model and material highlighted the other shared aesthetic of  Pop and 

Conceptual art, namely, as Hal Foster has pointed out, that of  reproducibility and seriality:617 

standardised images and the printed word are easily reproducible and so undermine the 

authenticity of  the art object, while mechanical reproducibility allows for serial reproduction, 

mimicking the mass production of  images and commodities under post-war capitalism. 

However, their aims were governed by different ends. For Pop Art, a focus on reproducibility 

attempted to reflect industrial techniques and imagery in art and tended to reaffirm the status of  

the art object as commodity. For Conceptual Art, reproducibility allowed for the wide 

distribution of  art, calling into question the concept of  art as commodity in favour of  art as idea.  

 

Pop Art initially developed out of  the activities of  the Independent Group, comprised of  a 

number of  artists and critics including Eduardo Paolozzi, Richard Hamilton, Rayner Banham, 

Magda Cordell, Peter and Alison Smithson, and Lawrence Alloway, who were interested in the 

aesthetic integration of  popular culture into art. From the early to mid 1950s, they met at the 

ICA to discuss such topics as the erotics of  car styling, advertising, sf, cybernetics, and 

Dadaism.618 A highpoint in their development of  ideas came with ‘This is Tomorrow’, a 

landmark exhibition at the Whitechapel Gallery in 1956, which included a number of  members 

of  the Independent Group working together to produce art that projected then-current aesthetic 

trends into the future. The exhibition included a giant reproduction of  Robbie the Robot from 

the 1956 sf  film Forbidden Planet and one of  Marilyn Monroe from The Seven Year Itch (1955) as 

well as the collage work ‘Just what is it that makes today’s homes so different, so appealing?’, 

showing a domestic scene formed from the integration of  various adverts, put together by 

Richard and Terry Hamilton and Magda Cordell. It was at around the time of  the exhibition that 

Lawrence Alloway came up with the term ‘Pop Art’, though he initially used it to describe non-

fine-art aesthetics such as those of  advertising that he advised should be integrated into fine art, 

in active opposition to Clement Greenberg’s vilification of  popular techniques and imagery in his 

1939 essay ‘Avant-Garde and Kitsch.’ Instead, Alloway proposed the existence of  a continuum 

 
617 Hal Foster, ‘The Crux of Minimalism’, in The Return of the Real: The Avant-Garde at the End of the Century (London; 
Cambridge, MA: The MIT Press, 1996), pp. 34–69 (p. 63). 
618 Ben Highmore, The Art of Brutalism: Rescuing Hope from Catastrophe in 1950s Britain (New Haven; London: Yale 
University Press, 2017), p. 187. 
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between fine and commercial art that he called the ‘fine pop art continuum.’619 

 

Alloway moved to New York in 1961, becoming involved in the emergence of  Pop Art in 

the US, where a revolt was underway against the pervasive dominance of  Abstract 

Expressionism, beginning in the work of  Jasper Johns and Robert Rauschenberg. Johns’s ‘Flag’ 

paintings (1954–55), ambiguous reproductions in paint of  the American flag, signalled a move 

away from the personal and abstract concerns of  Abstract Expressionism. Rauschenberg’s 

‘combines’ (produced from 1955 onwards), hybrid painting and sculptural collages, incorporated 

household objects and mass media ephemera into the work of  art, breaking up the flat surface 

of  painting with the insurgency of  the everyday. These were followed in the early 1960s by the 

serial screen-prints of  Andy Warhol and the comic-strip reproductions of  Roy Lichtenstein, both 

of  whose work undermined the nature of  imagery acceptable in fine art as well as integrating the 

techniques of  commercial art along the lines that Alloway had suggested.620  

 

In the UK, a second wave of  Pop Artists621 influenced both by their Independent Group 

predecessors and the success of  Pop Art in the US emerged in the early 1960s, including Peter 

Phillips, Pauline Boty, Ron Kitaj, Peter Blake, and David Hockney from the Royal Academy of  

Arts as well as Jann Haworth from the Slade School of  Art. In the absence of  Alloway (then in 

the US) it fell to the Pop Artists’ classmate Christopher Finch to take up the mantle of  

promoting and theorising the group. Moving from an artistic formalism to semiotics, Finch 

developed a theory of  Pop Art not as a series of  objects to be viewed, but as a language that 

could be read. Finch would go on to explore this theory in the pages of  New Worlds magazine in 

his capacity as arts editor from 1967 to 1968, and would bring contemporary art directly into the 

magazine in so doing. After graduating from the RCA, Finch spent a number of  years in Paris 

(1962–64), where he met American Pop Artists such as Warhol and Rauschenberg. On his return 

from Paris he made contact with Eduardo Paolozzi and was asked to write the introduction to 

Paolozzi’s collage book Moonstrip Empire News (1967), composed of  a perspex box containing a 

series of  screen-prints of  collaged images and texts transposed from film stills, science 

textbooks, magazine sf, and instruction manuals. The pair were to work on The New Arcadia, a 

 
619 Lawrence Alloway, (1961), ‘Artists As Consumers’, in Imagining the Present: Context, Content, and the Role of the Critic 
(London: Routledge, 2006), pp. 71–75 (p. 72).  
620 Alice Goldfarb Marquis, The Pop Revolution: The People Who Radically Transformed the Art World (Boston: MFA 
Publications, 2010), p. 62. 
621 The status of the Independent Group as the first wave of Pop Artists or Proto-Pop Artists was suggested by 
Alloway, thereby linking his involvement in the UK in the 1950s with the later movement in the 1960s. However, 
both Anne Massey and Ben Highmore have argued for the consideration of the Independent Group as a separate 
movement, more involved with a post-war Modernist aesthetics than Pop Art proper. 
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book with graphics by Paolozzi and text by Finch, that would have explored the mass media 

landscape of  the 1960s. The book, however, never came to fruition due to Finch’s move to the 

US in 1968.622  

 

Sometime in 1965, Moorcock contacted Paolozzi to help broaden the magazine’s arts 

provision for readers. Paolozzi recommended Finch for arts editor and was himself  appointed 

the magazine’s ‘aeronautics advisor’—a tongue-in-cheek honorary title recognising the influence 

of  Paolozzi on the magazine. In the short period that Finch worked as New Worlds’ arts editor 

before his move to the US, he wrote a number of  articles for the magazine on leading British 

Pop Art figures including Paolozzi, Hamilton, Philips, and Colin Self, as well as an editorial 

promoting the techniques and attitude of  Warhol. Finch brought a much-needed conduit to 

contemporary art to the magazine, helping the cultural formation at New Worlds to develop their 

own visual aesthetic and define their shared interests of  contemporary imagery, cybernetics, and 

the media landscape. For Finch, the magazine provided a platform for him to develop his ideas, 

especially concerning the link between Pop Art and language.  

 

In 1968, Finch published two books on Pop Art which set out his theory that the movement 

was engaged with a linguistics of  the image. Image as Language was a collection of  essays on Pop 

Artists working in Britain in the 1950s and 1960s. The essays had originally appeared in various 

magazine outlets, including New Worlds as well as more traditionally art-oriented publications 

such as Art International and Art and Artists. Finch’s introduction attempts to build a theory of  

Pop Art as an art movement which was consciously presenting images as a language or series of  

languages to ‘be ‘read’ rather than simply viewed.623 For Finch, these artists took image–language 

from various quarters—popular culture, science, previous art movements—and re-arranged it in 

new contexts, creating new languages comprised from a series of  idioms. The viewer is expected 

to recognise and understand—in Finch’s terminology, ‘read’ —the vocabulary (images gleaned 

from different contexts) and grammar (arrangement of  images) that make up the work. In his 

book Pop Art: Object and Image, Finch extends his theory to the works of  American Pop Artists as 

well, arguing that the movement is concerned with ‘the symbols, syntax, and grammar of  

painting.’ 624 Finch suggests such a conceptualisation of  art is a response to the enlarged world 

of  post-war society: ‘vast reservoirs of  vocabulary—computers, soup-cans and aeroplanes—

 
622 The biographical information on Finch’s involvement with Art in the 1960s is from an interview included in 
David Brittain’s Eduardo Paolozzi at New Worlds, pp. 137–39. 
623 Christopher Finch, Image as Language: Aspects of British Art 1950-1968 (Harmondsworth: Penguin, 1969), p. 10. 
624 Christopher Finch, Pop Art: Object and Image (London: Studio Vista Limited, 1969 [1968]), p. 20. 
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have been washed over the dam of  traditional syntax so that the landscape is covered with words 

that are at the same time objects.’625 Pop Art merely mirrors the saturation of  semiotic imagery 

that covers the landscape in advertising and consumer products, transforming everyday 

experience into an enormous text.  

 

Finch’s theory that art was increasingly functioning as a language was influenced by two 

disparate sources. His first source was the essays by Roland Barthes on semiotics which he read 

during his time in France in the early 1960s. In the essay ‘Rhetoric of  the Image’ (1964), 

published during Finch’s stay in Paris, Barthes argued that images, specifically photographs, 

could be ‘read’ much in the same manner as a language, though adhering to slightly different 

rules. Barthes splits the image into its ‘denoted’ and ‘connoted’ levels of  meaning. The denoted 

level of  meaning is representational, referring to an object outside of  the image. On the 

connoted level, ideology is parasitically inserted into the seemingly ‘pure’ representation. Barthes’ 

example is an advertisement for pasta sauce, showing a string bag with onions, pasta, and 

tomatoes: on the denoted level, these objects are things in the world, upon which is inserted a 

connoted image of  freshness and authenticity. The elements of  an image become, for Barthes, a 

language whose meaning is determined by an ideological code. The primary level of  signification 

is used as a cover for the ideological level: ‘the denoted image naturalizes the symbolic message, 

it innocents the semantic artifice of  connotation’.626 Finch borrowed this approach to 

photography and advertising for fine art, in order to show that images function as symbols that 

carry a set of  meanings beyond their referent, and that their arrangement comprises a grammar 

of  relationships between them.  

 

The other influence on Finch was Ludwig Wittgenstein’s late work Philosophical Investigations 

(1953), which he would likely have first encountered through his interaction with Paolozzi. 

Paolozzi made a series of  prints, ‘As is When’ (1964–65), which either referenced Wittgenstein in 

their titles or collaged excerpts of  his writing. Two of  the series, ‘Tortured Life’ and 

‘Wittgenstein in New York’, were used to illustrate two texts in New Worlds issue 178: the first 

part of  the Bug Jack Barron serial by Norman Spinrad and Brian W. Aldiss’s story ‘Auto-Ancestral 

Fracture’.627 In his article on Paolozzi’s work, ‘Language Mechanisms’, Finch quoted a 

 
625 Finch, p. 29. 
626 Roland Barthes, (1964), ‘Rhetoric of the Image’, in Image Music Text (London: HarperCollins, 1977), pp. 32–51 (p. 
45). 
627 Reproduction of ‘Wittgenstein in New York’ by Eduardo Paolozzi in Norman Spinrad’s ‘Bug Jack Baron (1)’, 
New Worlds, December/January 1968, pp. 5–16 & 18 (p. 9), and reproduction of ‘Tortured Life’ by Paolozzi in the 
same issue in Brian W Aldiss’ ‘Auto-Ancestral Fracture’, pp. 19–30 & 34–39 (p. 23). 
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particularly poetic section of  the Philosophical Investigations that explicitly links language to pictures: 

‘A picture held us captive. And we could not get outside it, for it lay in our language, and language 

seemed to repeat it to us inexorably.’628 Finch extrapolates Wittgenstein’s poetical hints that 

images and pictures are inextricably part of  language and then applies Wittgenstein’s theory of  

the ‘language game’ to art. The concept of  the ‘language game’ refers to the central contention 

of  Philosophical Investigations that words can never have definition or meaning outside of  the 

context of  their use: ‘the meaning of  a word is its use in language.’629 Wittgenstein develops the 

concept of  the ‘language game’ as a description of  the contextual function of  meaning-

production in a language: in different ‘language games’, words take on different meanings and 

functions according to the rules then in play. In doing so, Wittgenstein proposed a philosophy of  

language that is relational and contextual, governed by no one set of  rules, essences, or ideals. 

Finch uses this contention to suggest that Pop Art borrows vocabulary from a series of  different 

idioms, each with their own set of  meanings and rules, and then reformulates them into a new 

language in the work of  art. 

 

Though Pop Art was the major influence on, and interest of, New Worlds writers and editors 

such as Finch, Moorcock, and Zoline, they shared much—especially their emphasis on the 

importance of  distribution, language as a visual material, and the magazine as the site of  art, 

with another contemporary art movement that was then emerging: Conceptual Art. While Finch 

did not write about Conceptual Art, he was certainly aware of  it, keeping abreast of  the work of  

Donald Judd, Robert Morris, and Robert Smithson, though he notes that it was ‘not of  much 

interest’ to Moorcock and Ballard.630 Nonetheless, as Michael Butterworth has noted, although 

‘New Worlds was inspired by Pop Art’, ‘there was a hard undertow of  conceptual 

experimentation’ that linked them in ‘sensibility and ethos’ with Conceptual Art.631 The lack of  

immediate connection between New Worlds and Conceptual Art can be explained by their 

synchronous development. Pop Art was firmly established by the early 1960s, becoming a 

cultural vernacular by mid-decade. Conceptual Art dates from around 1966 and so was less 

recognisable during New Worlds’ high experimental period of  1967 onwards. We might rather 

consider New Worlds and Conceptual Art as parallel movements, developing in tandem a similar 

response to the late 1960s expressed via abstract concerns and the crossover of  imagistic and 

textual planes. 

 
628 Christopher Finch, ‘Language Mechanisms’, New Worlds, August 1967, pp. 28–35 (p. 31). Ludwig Wittgenstein, 
Philosophical Investigations, trans. by G E M Anscombe (Oxford: Basil Blackwell, 1986 [1953]), p. 48. 
629 Wittgenstein, p. 20. 
630 Brittain, Eduardo Paolozzi at New Worlds, p. 140. 
631 Brittain, p. 135. 
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Conceptual Art was initially associated with a group of  artists in New York, including Sol 

LeWitt, Joseph Kosuth, and Lawrence Weiner, who began to move away from the notion that art 

must produce a physical object and toward art that emphasised thought and process. LeWitt first 

defined the term in 1966, in his essay ‘Paragraphs on Conceptual Art’, as a process in which ‘the 

idea becomes a machine that makes the art.’632 Instead of  producing an object, LeWitt suggested 

that art need only be the idea that produces the object—the production itself  only a secondary 

consideration based on a pre-devised plan. LeWitt argued that the emphasis on the plan over the 

production of  the object outlined in the plan took away any individual subjectivity in the art-

making process—anyone could make the artwork, following the idea outlined by the artist. A 

year after LeWitt’s essay, Lucy Lippard and John Chandler described the emergence of  

Conceptual Art as the ‘dematerialization’ of  the art object, which they saw as a move from ‘the 

anti-intellectual, emotional/intuitive processes of  art making’ of  Abstract Expressionism to ‘an 

ultra-conceptual art that emphasizes the thinking processes almost entirely.’633 Art was losing its 

body in favour of  the mind. Donna De Salva has described this move as one from ‘object to 

systems’:634 whereas Pop Art dealt with the serial reproduction of  images in mass media using 

the serial system of  mechanical reproduction, Conceptual Art dealt with the 

technologies/systems of  serial production itself. The grid, diagram, report, and index took over 

from the language of  symbols and images at the centre of  Pop Art.  

 

Another grouping of  Conceptual Artists then emerging in the UK modified the theory of  

the movement by emphasising the linguistic element of  the shift to an art without object. In 

1968, the UK-based artist Terry Atkinson sent a letter to Lippard and Chandler that critiqued the 

duo’s definition of  Conceptual Art as ‘dematerialization’, pointing out that the new art still 

produces ‘a material entity’ even if  only as a by-product of  the need to record in language the 

abstract idea in question.635 The written word itself, Atkinson pointed out, was a material entity 

just as much as was a sculpture or a painting. In 1969 Atkinson, Michael Baldwin, and Mel 

Ransden formed the collective Art & Language, seeking to consider the artistic quality of  the 

written word. In the first editorial of  their journal-cum-art project Art-Language the group 

 
632 Sol LeWitt, (1966), ‘Paragraphs on Conceptual Art’, in Conceptual Art: A Critical Anthology, ed. by Alexander 
Alberro and Blake Stimson (Cambridge, MA: The MIT Press, 1999), pp. 12–16 (p. 12). 
633 Lucy R Lippard and John Chandler, (1967), ‘The Dematerialization of Art’, in Conceptual Art: A Critical Anthology, 
ed. by Alexander Alberro and Blake Stimson (Cambridge, MA: The MIT Press, 1999), pp. 46–50 (p. 46). 
634 Donna De Salvo, ‘Where We Begin: Opening the System, c. 1970’, in Open Systems: Rethinking Art c. 1970, ed. by 
Donna De Salvo (London: Tate Publishing, 2005), pp. 10–23 (p. 20). 
635 Terry Atkinson, ‘Concerning the Article “the Dematerialization of Art”’, in Conceptual Art: A Critical Anthology, ed. 
by Alexander Alberro and Blake Stimson (Cambridge, MA: The MIT Press, 1999), pp. 52–58 (p. 54). 
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described Conceptual Art as the production of  ‘objects, the visual form of  which is governed by 

the form of  the conventional signs of  written language (in this case English).’636 Further, they 

argued that art has always consisted of  varying languages constructed into a hierarchy: an ‘initial 

language’ of  the visual is embedded in a series of  ‘support-languages’, such as those of  

catalogues, journalism, labels, etc., that take the form of  ‘“conventional written sign” language 

forms.’637 Art & Language proposed the collapse of  the visual language into the textual ones, 

deconstructing the hierarchy between the traditional art object and the written language that 

supports it. In the recognition that the visual can be considered a language, they echoed Finch’s 

theorisation of  Pop Art. However, Art & Language went a step further in considering the 

written support networks of  art as part of  the artwork itself. 

 

This new focus on ready distribution and reproduction, the shift from the visual to the 

textual, and the critique of  institutions of  art that characterised the period made the magazine 

form itself  a new site, not just for the reproduction of  art, but for art itself. The art movement 

Fluxus, an important forebear of  Conceptual Art, disseminated art via its magazine ccV TRE, 

edited by George Maciunas;638 Art & Language considered their journal Art-Language as part of  

their artistic practice; Martha Rosler, during her Pop Art phase in the mid 1960s, disseminated 

her political photo-montages, ‘Bringing the War Home’, in underground newspapers.639 In 1970, 

the UK-based art magazine Studio International released an issue in which the magazine was 

formulated as an entire exhibition, with six sections of  eight pages each given over to a different 

critic to curate original work. The magazine was transformed into a gallery in which the 

exhibition took place.640 

 

The work of  the Conceptual Artist Dan Graham did most in this period to undermine the 

traditional conceptualisation of  the gallery space and art object by producing his art directly for 

magazine publication. In 1966, Graham produced ‘Homes for America’, a text describing the 
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638 Fluxus was the name of a loosely connected group of international artists based around George Macuinas, 
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over from the art object. For more on Fluxus see The Fluxus Reader, ed. Ken Friedman (London: Academy Editions, 
1998).  
639 Martha Rosler and Benjamin Buchloh, ‘A Conversation with Martha Rosler with Benjamin Buchloh’, in Martha 
Rosler, ed. by Catherine de Zegher (Cambridge, MA; Birmingham: The MIT Press; Ikon Gallery, 1998), pp. 23–55 (p. 
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history of  mass-produced housing in post-war USA, interspersed with charts and photographs. 

The pedantic tone of  the piece, its obsessive expostulation of  detail, as well as its inclusion in a 

fine art periodical are the only hints that this is something other than a piece of  journalism. As 

Thomas Crow puts it, Graham’s piece showed ‘that art could be made from anything and sited 

anywhere within a recognisable art context, the pages of  a magazine serving just as conveniently 

as a gallery.’641 Graham has explained how ‘Homes for America’ aimed to shift the focus of  the 

work of  art away from the space of  the gallery and over to the support network of  magazines. 

For Graham, the gallery and the magazine existed in a circular ecology, whereby, for an artwork 

to be viewed and sold, it had to be written about or reproduced in a magazine. Graham’s thesis 

seemingly jars with that of  Walter Benjamin, in ‘The Work of  Art in the Age of  Mechanical 

Reproduction’, in which he argued that reproduction decreased the value of  an artwork.642 In 

Graham’s eyes the art world relied on the reproduction of  art as a way to increase its value, 

though only as long as the reproduction was not mistaken for the original: ‘It seemed that in 

order to be defined as having value, that is as “art”, a work had to be exhibited in a gallery and 

then to be written about and reproduced as a photograph in an art magazine.’643 Graham’s 

magazine work bypassed the gallery/magazine cycle of  art, placing the art object directly within 

the ‘support language’ itself  and thereby undermining the value of  art and its elitism: an original 

artwork was available to anyone who bought the magazine. 

 

In moving from the reproduction of  art in the magazine to the magazine itself  becoming a 

platform for original art work, New Worlds would follow a similar trajectory to artists such as 

Graham, Rosler and Macuinas. Before looking at the art of  Pamela Zoline, who published much 

original work in the magazine, I first look at the contribution of  the lead designer Charles Platt, 

who did most to prepare the way for Zoline’s contributions and worked tirelessly with other 

writers to realise complex text art for New Worlds.  

 

‘An	incredible	chore’:	Charles	Platt’s	Design	Work	at	New	Worlds	
 

Though Moorcock had aimed from the beginning of  his tenure to integrate art into the 

magazine, he lacked expertise in design and so the task fell to Charles Platt, designer of  the 
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magazine from 1966 until 1970. Platt was responsible for the innovative textual and visual layout 

of  the magazine from its reboot in 1967 and worked closely with those of  its artists and writers 

who were attempting to synthesise word and image, paralleling the avant-garde move in the arts 

towards considering language as art object, and the image as language. 

 

Born in London in 1945, Charles Platt moved to Letchworth, Hertfordshire in 1950. There 

he attended the fee-paying progressive school St. Christopher with another future New Worlds 

writer, Michael Butterworth. Platt began reading sf  as an escape from school life, claiming that 

he read one sf  book or magazine per day.644 He graduated from reading sf  to producing his own 

fanzine Beyond in his mid to late teens and so became involved in sf  fandom in the UK. In 1963 

Platt began an economics degree at Cambridge University, but quickly dropped out.645 In early 

1965 Platt moved to Notting Hill and attended classes at the London College of  Printing. 

Moorcock became aware of  Platt through his fanzine, praising Beyond in New Worlds as 

representing ‘the “new wave” of  SF fans—the young ones demanding more serious SF criticism 

in SF magazines.’646 Moorcock clearly saw in Platt an ally for his own ideas for the genre. 

Moorcock visited Platt at his flat around the corner from his own in Notting Hill, lending him 

copies of  William S. Burroughs’s Naked Lunch and Ballard’s The Voices of  Time. A few days later 

he returned to find Platt writing what would become his novella ‘Lone Zone’, influenced, by his 

own admittance, by his reading of  Ballard. Moorcock was impressed and quickly published ‘Lone 

Zone’ as lead novella in the July 1965 issue.647 

 

The novella is set in a future London that has rapidly expanded to accommodate a 

population increase that never materialises. The empty new districts are abandoned to the 

‘loners’, young misfits who flee the staid environment of  the former city area now called the 

‘Civic Zone’, where life continues as normal. The plot follows a group of  these ‘loners’, led by 

Vincent, as they navigate the abandoned high-tech district. They are joined by the ‘civic’ 

Johnson, who unsuccessfully attempts to ‘civilise’ the group. At one level the story illustrates 

Platt’s own feeling of  alienation at school as well as in London, while also exploring the 

psychological effects of  architectural design. On another, the story expresses the sense of  

rebellion Platt felt against post-war conformity, pitting the young against an overbearing and 

anxious older generation. Vincent explains to Johnson: 

 
644 Platt, Loose Canon, 8.0/444. 
645 Charles Platt and Douglas E Winter, ‘Charles Platt by Douglas E. Winter’, in The Dream Makers II: The Uncommon 
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646 Michael Moorcock, ‘Amateur Magazines’, New Worlds, November 1964, pp. 126–27 (p. 126). 
647 Charles Platt, ‘“New Worlds for Old” 1965-1970’, Relapse, September 2012, pp. 11–19 (p. 11–12). 
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You’re clinging to the past, your type: hanging on to a world where everyone had a right to 
security and paid for it by losing his identity. Times have changed, man, and you got to 
adapt, find yourself, then look at everything around you and live. Don’t you see? 648 

 

The passage describes the young as the future, ready to adapt to new circumstances, while the 

adults are the past, unable to move beyond their narrow norms of  living. The security 

guaranteed in the past now guarantees only a loss of  identity while insecurity is figured as a 

source of  possibility and freedom from constraints. Platt’s story was praised by Ballard in his 

cryptic guide to his own condensed novels, ‘Notes from Nowhere’, where he wrote that ‘Platt’s 

Lone Zone’ was a successful attempt to ‘enlarge the scope and subject matter of  science 

fiction.’649 Under Moorcock’s guidance, Platt was producing work that meshed with both his and 

Ballard’s vision of  an insurgent sf  that, like the ‘loners’, would knock out the stale norms of  the 

genre and let the future in.  

 

After his initial success in writing ‘Lone Zone’, Platt offered Moorcock some advice on the 

design of  the magazine. Moorcock already knew Platt’s design work well from Beyond, 

commenting in New Worlds that the fanzine was ‘well-produced,’650 and so swiftly appointed Platt 

as the magazine’s designer.651 At first, due to the limited size and cheap paper of  the A5 digest 

form of  the magazine, Platt’s design experiments were restricted to playing with subheadings. 

With the switch to A4 size in 1967, Platt was given the opportunity to carry out Moorcock’s 

proposed synthesis of  art, science, and fiction.652 However, the process was at first trial and 

error, as Moorcock’s lack of  design experience clashed with Platt’s lesser knowledge of  the arts. 

Platt has described how he would present a series of  designs to Moorcock in response to 

Moorcock’s requests, until they found something close to Moorcock’s vision: ‘I tried A, and he 

said, “That’s not quite it”. I tried B, same thing. And so on.’653 

 

At first Moorcock and Platt settled with reproducing work that they felt chimed with the 

speculative drive of  the fiction printed in the magazine. Moorcock brought back prints by M. C. 

Escher from a visit to Paris, and Platt reproduced Escher’s ‘Relativity’ for the first A4 issue.654 

 
648 Charles Platt, ‘Lone Zone’, New Worlds, July 1965, pp. 4–47 (p. 20). 
649 J G Ballard, ‘Notes From Nowhere’, New Worlds, October 1966, pp. 147–51 (p. 148). 
650 Michael Moorcock, ‘Amateur Magazines’, New Worlds, March 1965, 127 (p. 127). 
651 Platt, Loose Canon, 32.2/444. 
652 Platt, 37.5/444. 
653 Brittain, Eduardo Paolozzi at New Worlds, p. 130. 
654 Platt reproduced ‘Relativity’ for New Worlds without contacting Escher or his publishers. Escher, however, was 
apparently pleased enough with his inclusion to warrant sending Platt a set of four block-printed Christmas cards. 
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This was followed by covers detailing Richard Hamilton’s work from This is Tomorrow; one of  

Peter Philips’s ‘Custom Paintings’, and screen-prints from Paolozzi’s Moonstrip Empire News. 

Finch and Platt then designed a cover for New Worlds using a series of  Pop Art-inspired 

images—a car, a TV, a film-camera, and a naked woman (Diane Lambert, the magazine’s 

advertising agent)—to advertise the contents of  the magazine, putting into practice Finch’s 

theory of  the vocabulary and grammar of  Pop Art. The symbol that advertised each story was 

then associated with the movement, priming readers to interpret the texts within the context of  

Pop Art.655 

 

For Moorcock, Pop represented a contemporary art movement running in parallel with his 

own movement in sf. He was therefore eager to reproduce work by Pop Artists as much as 

possible. Ballard, on the other hand, ‘always wanted […] to use dead or super-famous surrealists’ 

as opposed to the ‘living artists’ preferred by Moorcock.656 Platt treated these reproductions of  

the work of  Pop Artists and art in general as raw material, often rearranging them for printing. 

For instance, when Paolozzi’s Moonstrip Empire News collage would not fit on the cover without 

clashing with the title he cut up Paolozzi’s image and rearranged it. He regularly cropped 

photographs for the interior of  the magazine, and inked over Zoline’s pencil drawings for Camp 

Concentration without any consultation with Zoline herself.657  

 

The production and design of  the magazine was an incredibly laborious process. Platt has 

described how he was increasingly ‘worn out’ from the arduous labour of  typesetting the 

magazine using primitive equipment which required him to type out each line twice in order to 

accurately reproduce the text.658 From 1967 until the magazine folded, Platt, therefore, had little 

time to write his own fiction. Instead, he appears to have redirected his creative energies into 

experiments with the typeface, font, and layout of  experimental textual pieces, toward the 

creation of  work that spanned both visual and literary production. The poetry of  D. M. Thomas 

was a particular challenge. Thomas’s work ‘Labyrinth’, for instance, (fig. 5.2) published in the 

April 1969 edition, was a huge undertaking. The poem ‘describes the feelings of  a girl bearing an 

 
This is in strong contrast to Escher’s refusal to work with other countercultural figures in the same period. Escher 
declined an offer to work with Stanley Kubrick on 2001: A Space Odyssey and refused to allow The Rolling Stones to 
use his work for their album cover for Through the Past Darkly. Patrick Elliott, ‘Escher and Britain’, in The Amazing 
World of M. C. Escher, ed. by Micky Piller, Patrick Elliott, and Frans Peterse (Edinburgh: National Galleries of 
Scotland, 2015), pp. 29–34 (p. 35). 
655 The issue in question was New Worlds, January/December 1968. For a closer analysis of  the aesthetics and 
politics of  this image, see Chapter 4. 
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illegitimate child’ in terms of  the myth of  Theseus and the Minotaur.659 The poem takes the 

form of  nine boxes, within which are set snaking texts. Each box slowly builds up the text from 

the previous box until the final one is filled with intersecting sentences. The nine boxes reflect 

the accumulating thoughts of  a woman during the nine months of  pregnancy, while the words 

represent the thoughts themselves; the growth of  the foetus, and the way in which the foetus is 

constructed via language. The snaking text represents both the labyrinth itself, with language 

slowly creating an inescapable complex; and at the same time Ariadne’s thread, with language 

functioning as the only comfort or guide out of  the labyrinth of  her thoughts. Platt has 

described reproducing the poem as ‘an incredible chore’. The complexity of  the layout 

demanded that he place every letter himself  using Letraset, rather than with a typewriter.660  

 

 
659 D M Thomas, ‘Labyrinth’, New Worlds, April 1969, pp. 24–26 (p. 24). 
660 Brittain, Eduardo Paolozzi at New Worlds, p. 131. 
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Figure 5.2. 'Labyrinth' by D. M. Thomas, in New Worlds, No. 189, April 1969, pp. 24–26 (p. 25). 

 

Platt worked closely with John T. Sladek to produce his most ambitious work for the 

magazine, ‘Alien Territory.’ The work (fig. 5.3) is composed of  thirty-five short paragraphs 

spread across a double page. Each paragraph has two arrows leading out of  it to the bottom and 

right, and two arrows leading in at the top and left. Using the system of  arrows to guide the 

reader, the work can be read in innumerable sequences, each producing a slightly different 

narrative according to the particular route chosen. The story follows an unnamed photographer 

caught up in a war between multiple countries. The paragraphs function as a series of  snapshots 

of  conflict that can be shuffled up and re-arranged. The grid system of  the layout is reminiscent 

of  Sol LeWitt’s description of  Conceptual Art, in which he dictated that a logical plan or form 

should dictate the completion of  the artwork: a rational plan dictates a serial approach to reading 
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the text, and yet whichever route the reader takes across the text, the outcome of  the war is 

equally savage. The logicality of  the grid is counterposed to the illogicality of  war, and we are 

surely supposed to read the work in the context of  the conflict then proceeding in Vietnam. 

Platt was inspired by the audacity of  Sladek’s experiments and excited by the challenge: ‘I was so 

awed by his talent, I didn’t care how long it took to do the layouts.’661 

 

 
Figure 5.3. 'Alien Territory' by John T. Sladek, New Worlds, No. 195, November 1969, pp. 24–25. 

 

Beginning in early 1968, Moorcock and Platt announced ‘a new type of  feature’662 which 

combined the visual aspects of  the comic strip format with that of  a review or article. The first 

visual essay, ‘Barbarella and the Anxious Frenchman’, a collaboration between Moorcock (his 

text) and Platt (his visuals), critiqued the camp appropriation of  sf  in France, while the second 

‘Fun Palace, Not A Freakout’, this time by Platt alone, deplored the excessive overstimulation of  

underground culture in the UK. Both articles are curiously conservative in their implications, 

while being radical in their design and format. ‘Barbarella and the Anxious Frenchman’ argues 

 
661 Platt, ‘New Worlds for Old’, p. 17. 
662 Moorcock, ‘Lead In’, New Worlds, February 1968, pp. 2–3, (p. 2). 
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that artists in France are unable to deal with technological modernity and so are cynically turning 

to camp interpretations of  pulp material such as sf. The broadside itself  is specifically directed 

against Roger Vadim’s film Barbarella (1968), an adaptation of  the French sf  strip of  the same 

name created by Jean-Claude Forest. However, in the ‘Lead-In’ article to the issue containing 

Moorcock and Platt’s piece, Moorcock argues that ‘one should take a stand wherever [camp] 

exists’, and includes ‘music like Cage’s’ and ‘painting like Warhol’s’663 as prominent examples of  a 

cynical and camp approach to modernity. Camp, in Moorcock’s approximation, is close to that of  

Sontag’s ‘Notes on Camp’, in which she described the phenomenon as a sensibility that 

promotes a response that is ‘wholly aesthetic’.664 However, whereas Sontag sees camp as a 

positive force, undermining the ‘distinction between unique object and mass produced object’ in 

a similar way to Pop Art,665 Moorcock sees it as a perverse escape from reality.  

 

Moorcock’s conceptualisation of  camp has some decidedly homophobic elements. He 

accuses French intellectuals of  opting for the ‘grotesque and perverse’ and claims that ‘the 

appeal of  films like BARBARELLA is to the regressive impulses and as such they could be 

deemed unhealthy’, exhibiting ‘disturbed sex symbolism.’ He proceeds to suggest that ‘something 

quite similar went on in pre-Hitler Germany.’ Instead of  escaping into camp and sexual 

perversion because ‘the world seems too tough’, Moorcock suggests accepting technology and 

change on its own terms.666 Softness and sexual decadence are figured as socially regressive and 

dangerous responses to modernity: artists need to toughen up and, by implication, straighten up.  

 

In ‘Fun Palace, Not A Freakout’, Platt bemoans the overstimulation of  individuals in 

magazines and comics: 

 

OVER STIMULATION: You can see it in kids’ comics. American cars. James Bond-type 
movies and sadistic mens’ magazines. Everywhere the ingredients are being intensified to 
the limit—uglier monsters from outer space, whole galaxies annihilated, bigger breasts and 
tortures more sickening than ever before.667 

 

Platt here suggests that mass media, specifically comics and magazines, are producing 

overstimulated and manipulated individuals. Rather than differentiated modes or genres, all 
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media are blurred into an amalgamation of  amplified stimulation, including sf, pornography, and 

sadistic imagery. Platt’s arguments echo fears of  mass culture that arose in the 1950s in the UK 

and the US. In the UK, the British Communist Party led a campaign against what they believed 

to be the deleterious effects of  comics on children and adolescents,668 while in the US, Fredric 

Wertham’s book The Seduction of  the Innocent (1954), which outlined the dangers of  horror comics 

to children, was influential in the curtailment of  the comic industry. Platt’s rhetoric of  

overstimulation in ‘kids’ comics’ is reminiscent of  Wertham’s warning of  the ‘chronic 

stimulation, temptation and seduction by comic books’,669 while Platt’s sadistic soup of  sex and 

sf  followed Richard Hoggart’s disapproving description of  sf  in the UK in The Uses of  Literacy 

(1957) as ‘“sex stuff ” with zipfasteners’.670 

 

The conservative bent of  these articles is juxtaposed, tongue-in-cheek, with their playful 

form. Both articles critique comics while using the comic-strip graphic form as a vehicle for that 

very critique. Moorcock explained to readers that he choose the particular form to attack camp 

so that his ‘reasoned arguments against such trivia’ didn’t ‘become themselves earnest and trivial’, 

and continued with the suggestion that serious content is successful ‘as long as one keeps one’s 

sense of  humour too.’671 The articles take the form of  a series of  numbered sections, each 

containing text and collaged images. The collaged images of  adverts, comics, and film stills both 

reflect the crowded media landscape and work to complicate the argument put forward in the 

accompanying text. The first section of  ‘Barbarella and the Anxious Frenchman’ is perhaps the 

most successful, summarising the argument of  the piece. The text reads: 

 

What’s wrong with current French culture? Has the fad for bad gone too far? Maybe it’s a 
hard time for the French psyche as the country changes from agricultural to industrial 
based economy and moves fast into the future. Representing all disaster, all delight, the 
ambivalent engine…672 

 

The ensuing piece follows the logic of  this first caption. The move to camp sf  in French film is 

cast as a symptom of  the anxiety over technological change taking place in the post-war French 

economy. The accompanying collage (fig. 5.4) does not simply illustrate the argument but draws 
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strong links between the content of  film and new technologies, as well as between new 

astronomies and escape via old astrologies. The image representing a mechanical dinosaur 

chimes with the argument that French film is exhibiting an anxiety over technology. A film set is 

shown in the process of  destruction by an animatronic monster, presumably a mechanical prop 

come to life. The machine of  modernity created by humanity is now a monster, beyond 

humanity’s control. The image ironically refers to the destruction of  cities in monster movies of  

the era, a topic that was analysed by Susan Sontag in her essay ‘The Imagination of  Disaster’. 

Though the disaster monster sub-genre of  sf  film reflected anxiety, for Sontag it was also an 

‘inadequate response’ as it failed to fully face up to the destructive potential of  technological 

modernity.673 The image of  the mechanical monster is juxtaposed with a French horoscope 

overlaid with a space shuttle, illustrating the clash between a future-oriented scientific response 

to modernity (space-flight) and a retreat into the past via mysticism (horoscope).  

 

 
Figure 5.4. First section of 'Barbarella and the Anxious Frenchman', with words by Michael Moorcock and collage 

by Charles Platt, in New Worlds, No. 179, February 1968, pp. 13–25, (p. 14). 

 

The interaction between text and collage here produces a complex feedback between words 

and image. Constructed from a vocabulary of  words and images, the collage functions as a 

grammar to be read, while, visually, the text is laid out as a quadrant of  the image as a whole. 

Moorcock and Platt were attempting to find a new graphic form that would allow for an 

exploration of  new technologies and society, borrowing techniques from popular art forms such 
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as the comic strip as well as from the fine-art tradition of  collage. However, they often fell back 

into the very sensationalism that they diagnosed and showed some regressive impulses 

themselves, such as anti-horror-comic sentiment and homophobia. Both pieces conclude by 

hinting towards art that, for them, better expresses modernity. For Moorcock, the answer to the 

cynical camp sf  film is encapsulated in Paolozzi’s 1963 work ‘Diana as an Engine’. Constructed 

out of  industrial parts and representing the mythical figure of  Diana, the sculpture showed, for 

Moorcock, a willingness to ‘understand the machine’ and ‘to accept it.’674 Platt’s solo visual essay 

ends with an interview with the Conceptual Artist Keith Albarn, who was then producing his 

Fun Palaces—modular architecture which could be combined in multiple configurations to 

produce ambient aesthetic experiences. For Platt, Albarn’s work was a form of  resistance to the 

overstimulation of  both techno-modernity and hippie drop-out culture. Albarn’s Fun Palaces are 

‘designed for stimulation, but not overstimulation’ and are therefore an aesthetic example ‘that a 

lot of  people could consider copying.’675 Just as the experimental but playful form of  the graphic 

essay exemplified the kind of  critique and engagement with technology that Platt and Moorcock 

wished to foster on young writers, so the Pop Art and Conceptual Art of  Paolozzi and Albarn 

were put forward as exemplary forms of  artistic production in the stead of  camp and hippie 

culture.  

 

‘Neither	a	writer	who	paints,	nor	a	painter	who	writes’:	the	Visual	Poetics	of	
Pamela	Zoline	

 

The figure who did the most to breakdown the separation between word and image in the 

magazine was the artist and writer Pamela Zoline, both through her collaborations with various 

New Worlds writers and in her own collage text work, ‘The Heat Death of  the Universe’. Zoline 

has described herself  as ‘neither a writer who paints, nor a painter who writes’,676 and considers 

writing and art as ‘related “inextricably”’.677 In her work, word and image become entangled: the 

image becomes a language, while language is figured as imagistic. Her work exhibits both Pop 

Art tendencies, especially in her collages and images; and Conceptual techniques, especially in her 

move to treat language as a material and her use of  grids and systems. Zoline goes one step 

further than either, however, seeing language and image not as neutral mediums, but as 

ideological systems of  signs that shape and construct identity.678  

 
674 Moorcock and Platt, ‘Barbarella and the Anxious Frenchman’, p. 24. 
675 Platt, ‘Fun Palace, Not a Freakout’, pp. 38–39. 
676 Pamela Zoline, ‘Instructions for Exiting This Building in Case of Fire’, Interzone, June 1985, pp. 37–43 (p. 43). 
677 Caryn James, ‘Confessions of a Dadaist Housewife’, The New York Times, 17 July 1988, p. 9 (p. 9). 
678 In her consideration of the political nature of signs, Pamela Zoline’s work foreshadowed later Conceptual artists 
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Zoline was born in Chicago in 1941 and moved to the UK in 1963 to study painting at the 

Slade School of  Art. She has described her time at the Slade as ‘four bitter and embattled 

years’.679 Zoline joined the Slade in a boom period for British Pop Art, with artists such as David 

Hockney and Peter Blake, both graduates of  the RCA, rising to stardom. However, few women 

artists emerged from the UK Pop Art scene. Sue Tate has argued that women artists interested in 

the Pop vernacular were marginalised during this period, both within art schools and in the wider 

system of  galleries. Tate argues that Pop Art relied on a transgression of  the highly masculine 

aesthetic of  Abstract Expressionism by the incorporation of  feminine-figured mass culture into 

their work; a woman artist playing with imagery borrowed from ‘feminine’ mass culture was ‘a 

transgression too far.’680 At the same time, the theorisation of  Pop Art by its critics as cool, 

distant, and masculine tended, tautologically, to focus solely on the men of  the movement at the 

expense of  the women who utilised its aesthetic. Recent scholarship has re-established Pauline 

Boty as a major figure in Pop Art. As one of  four artists in one of  the first Pop Art shows in the 

UK, ‘Blake, Boty, Porter, Reeve’, at A.I.A. Gallery in 1961, she was recognised at the time as a 

formative member. Her reproductions of  male media stars such as Elvis Presley, Jean-Paul 

Belmondo, and the Beatles attempted to balance the obsession with women’s bodies in Pop Art, 

while her painting ‘It’s a Man’s World I & II’, showing women’s naked bodies on the left panel 

and men’s heads on the right, critiqued objectification of  women’s bodies in the media and in the 

work of  her male counterparts. Boty’s description of  her own work as ‘a kind of  nostalgia for 

the present day mythology’681 shows her perceptive understanding of  Pop Art as an exploration 

of  media representation.  

 

Jann Haworth, who studied at the Slade a few years ahead of  Zoline, was another innovative 

artist active in Pop Art during the 1960s. Haworth pioneered soft sculpture—sculptural works 

made from sewn and stuffed cloth—and collaborated with Peter Blake on the proto-typical Pop 

album cover for the Beatles’ Sgt. Pepper’s Lonely Hearts Club Band. As with Boty, her work both 

exploited and challenged Pop Art’s exploration of  the myth-figures created by the media. Her 

soft sculptures of  Hollywood stars such as Mae West and Shirley Temple refused the sexualised 

 
such as Adrian Piper, Martha Rosler, and Mary Kelly, all of whose work in the 1970s would turn to language and 
sign systems as constituting and constraining identity. 
679 Quoted in Brian W Aldiss, ‘Foreword to “The Heat Death of the Universe”’, in The Mirror of Infinity, ed. by 
Robert Silverberg (London: Sidgwick & Jackson, 1971), pp. 276–81 (p. 278). 
680 Sue Tate, ‘A Transgression Too Far: Women Artists and The British Pop Art Movement’, in Seductive Subversion: 
Women Pop Artists 1958-1968, ed. by Sid Sachs and Kalliopi Minioudaki (London; New York: Abbeville Press, 2010), 
pp. 201–21 (p. 202). 
681 Paul Mason, Pop Artists (Chicago: Heinemann Library, 2003), p. 12. 
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‘realism’ of  her male colleagues by using domestic and non-rigid materials. The Slade as an 

institution was a particularly hostile environment for women. Haworth quoted a conversation 

with a male tutor in which he said that ‘girls were there to keep the boys happy’ and that it wasn’t 

necessary for tutors to look at women’s portfolios to determine entrance to the school, simply 

‘their photos.’682 Haworth was stimulated by the challenge, though the hostility to women may 

very well have had an adverse effect on Zoline’s studies.  

 

Zoline showed her work widely in the UK at commercial galleries, art institutions, and in 

alternative art spaces. In 1966, one of  her works was selected for the Young Contemporary 

Exhibition at the Tate, the same year that Duchamp had his retrospective at the gallery.683 The 

following year, Zoline’s art was on display at the Richard Demarco Gallery in Edinburgh. The 

work displayed was ‘The Hundred Dollar Painting’, which consisted of  twelve panels, to be 

arranged in any order, with a total of  one hundred one-dollar bills pasted on them. One of  the 

panels contained a text piece that gave sixty-three rules for the assembly of  the work, one of  

which (rule twenty-five) simply stated the word ‘Gold’.684 The work exists somewhere between 

Conceptual and Pop idiom. The choice of  subject matter and the serial arrangement of  the 

dollar bill across different panels appear to reference Warhol’s serial screen-prints, and in fact, 

Warhol’s first screen-prints were of  one-dollar bills, an image that, along with Campbell’s soup 

cans and portraits of  celebrities, would become synonymous with Warhol’s oeuvre.685 At the 

same time, the set of  sixty-three rules and the witty integration of  actual dollar bills into the 

work add a Conceptual element, albeit light-hearted: the artwork will never lose value beyond a 

certain point, as it will always be worth at least a hundred dollars or more. Zoline saw the work 

as a ‘satire on commercialism’686 in art, critiquing the way in which ‘value’ is assigned to the art 

object via the institution. ‘The Hundred Dollar Painting’ shows Zoline’s translation of  Pop Art 

into Conceptual terms. The implicit critique of  the art world via the reproduction of  dollar bills 

in Warhol’s ‘200 One Dollar Bills’ screen-print from 1962, is here made flesh. The distanced 

critique allowed by the cool image reproduction of  Pop Art is closed by the integration of  the 

object itself  into the work.  

 

As well as exhibiting in mainstream art institutions, Zoline was also heavily involved in 

 
682 Jann Haworth and others, ‘Art and the Sixties: Still Swinging After All These Years?’ Tate Etc., 1, Summer 2004, 
pp. 76–87 (p. 78). 
683 Aldiss, ‘Foreword to “The Heat Death of the Universe,”’ p. 278. 
684 Anonymous, ‘Miss Zoline's Art Is Just Loaded’, Daily Mirror, 8th August 1967, p. 11 (p. 11). 
685 Tony Scherman and David Dalton, Pop: The Genius of Andy Warhol (New York: HarperCollins, 2009), p. 109. 
686 Anonymous, ‘Miss Zoline's Art Is Just Loaded’, p. 11. 
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alternative art production. From 1967 until 1968 she ran the art gallery at the Arts Lab, the 

underground theatre and art space founded by Jim Haynes, and then the gallery at the New Arts 

Lab from 1969 till 1971. The Arts Lab was a centre for underground culture and experimental 

artistic production in the era, frequented by people as diverse as David Bowie, R. D. Laing, and 

Michael X,687 as well as screening the films of  the London Film Makers Co-Op. Lack of  funding 

and a staff  rebellion (including Zoline) forced the closure of  the Lab, but the rebel group then 

opened the New Arts Lab.688 Zoline put on a number of  different exhibitions in both gallery 

spaces, including the solo show ‘World Apple’ at the Arts Lab in January 1968 and a joint 

exhibition with Judith Clute at the New Arts Lab in June 1970 (see fig. 5.5).689 Other landmark 

exhibitions show her close association with experimental art of  the period. For instance, the Arts 

Lab gallery mounted the sculptural collaboration between Yoko Ono and John Lennon, ‘Four 

Thoughts’, in May 1968; Roelof  Louw’s conceptual work ‘Soul City (Pyramid of  Oranges)’, in 

which visitors were encouraged to eat the six thousand oranges stacked into a pyramid, and so 

consume the work;690 and at the New Arts Lab Zoline put on Ballard’s ‘Crashed Cars’ exhibition 

of  crashed automobiles.691 

 

 
687 Jim Haynes, Thanks for Coming! An Autobiography (London; Boston: Faber & Faber, 1984), pp. 154–57. 
688 Barry Miles, London Calling: A Countercultural History of London Since 1945 (London: Atlantic Books, 2010), p. 288. 
689 Anonymous, ‘What's Happening’, It, 5 January 1968, p. 15 (p. 15). 
690 Andrea Tarsia, ‘Time and the Immaterial’, in Live in Your Head: Concept and Experiment in Britain 1965-75, ed. by 
Clive Phillpot and Andrea Tarsia (London: Whitechapel Art Gallery, 2000), pp. 17–23 (p. 17). 
691 J. G. Ballard’s exhibition, ‘Crashed Cars’, took place 3–28 April 1970 at the New Arts Lab. John Hopkins ‘Arts 
Lab London 17 March 1970 John Hopkins Reporting’, Friends, 15 April 1970, p. 9 (p. 9). An advert for ‘Crashed 
Cars’ appeared in New Worlds, April 1970, p. 30. 
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Figure 5.5. Advert for joint show of the work of Pamela Zoline and Judith Clute ‘Diagrams/Similes: Things in the World’, 

featured in Studio International. 692 

 

In roughly the same period that she ran the Arts Lab gallery, Zoline became involved with 

New Worlds magazine via her American flatmates Thomas M. Disch and John T. Sladek. She 

brought to the magazine the experience of  a practicing artist versed in Pop and Conceptual Art 

idioms. Zoline saw the sf  writers at New Worlds as engaged in the same kind of  work as their 

fine-art counterparts. On a trip back to the US in 1967, Zoline describes meeting with Pop 

Artists Claes Oldenburg and Roy Lichtenstein and the Conceptual Artist Robert Morris on a 

residency in Colorado. Reflecting on the meeting she compared the group to Paolozzi, Ballard, 

 
692 I am thankful to Judith Clute for bringing my attention to the exhibition and to the advert reproduced here. 
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Disch, and Sladek as both groups were engaged in ‘a kind of  giant and constant 

conceptualizing.’693 For Zoline both these groups—the sf  writers and the experimental artists—

were at the forefront of  innovative expression, whether they were engaging with the visual, the 

textual, or a combination of  both.  

 

In 1968, Zoline collaborated with Sladek to produce Ronald Reagan: The Magazine of  Poetry.694 

The magazine mostly featured poetry by artists and poets from New York, including John 

Giorno, the subject of  Warhol’s 1964 film Sleep, as well as New Worlds writers such as Disch and 

Sladek himself. The magazine is mostly remembered for printing Ballard’s piece ‘Why I Want to 

Fuck Ronald Reagan’, which was the centre of  an obscenity trial in 1970 when it was published 

in pamphlet form by Unicorn Books, run by the poet Bill Butler.695 However, apart from 

Ballard’s piece, written specifically for the magazine, the remaining contents appears to have little 

to do with Reagan, mostly comprised of  experimental poetry. As well as co-editing the magazine, 

Zoline provided a number of  artworks that were spread throughout the issue and also designed 

the cover. On the contents page, two of  Zoline’s works are listed as ‘Poems’ rather than 

illustrations, hinting that they should be treated as akin to the other poetry pieces published in 

the magazine. The other works are not listed, merely interposed between the poetry of  the other 

contributors. Zoline’s artwork for the magazine gives us an indication of  her creative practice in 

this period and can be split into roughly three groups: rubber stamp works, labelled drawings, 

and collage works. All three illustrate Zoline’s entanglement of  the word and image, whereby 

images function as language and the stability of  language is undermined by images.  

 

 

 
693 Pamela Zoline and Judith Merril, ‘P. A. Zoline’, in England Swings SF: Stories of Speculative Fiction, ed. by Judith 
Merril (New York: Ace, 1968), pp. 329–30 (pp. 329–30). 
694 Another issue of Ronald Reagan was published in 1970. However, Zoline is not listed as an editor, nor did she 
contribute art-work, so it appears her contribution was either minimal or non-existent. 
695 J G Ballard, (1971), ‘The Consumer Consumed’, in A User’s Guide to the Millennium: Essays and Reviews (London: 
HarperCollins, 1997 [1996]), pp. 259–61 (p. 261). 
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Figure 5.6. 'Cow, Bull, Policeman, Airplane. Things in the World/Series Rubber Stamp Drawing' by Pamela Zoline, in 
Ronald Reagan: The Magazine of Poetry, 1968, p. 51.  
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Figure 5.7. 'Three Elephants, A Woman, A Pig. Things in the World/Series’ by Pamela Zoline in Ronald Reagan: The 
Magazine of Poetry, 1968, p. 40. 
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Figure 5.8. 'Secretaries' by Pamela Zoline in Ronald Reagan: The Magazine of Poetry, 1968, p. 51. 

 

The three rubber stamp works feature a number of  stamps repeated in different 

combinations (fig. 5.6, 5.7, and 5.8), showing variously people, animals, and machines. The 

repetition of  the standardised stamp gives an effect similar to that of  a Warhol screen-print. The 
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repetitive and mechanical element produced by the stamp technique suggests that animal, 

human, and machine are all commercial products, mechanically and serially reproduced under 

capitalism. At the same time, their standardised form shifts the image from a purely iconic mode 

to a symbolic one, in which representation is no longer attempting to capture any kind of  reality 

but is rather a code that can be read. The function of  the stamps is closer to that of  the 

pictogram, each working in combination across the page layout to form a sentence or narrative. 

In ‘Three Elephants, A Woman, A Pig’, the woman stamp, placed among the three elephant 

stamps and the pig stamp, is set up as equivalent to the animals: all are, as the subtitle of  the 

piece suggests, simply ‘Things in the World’, destabilising the hierarchy between animal and 

human. In ‘Cow, Bull, Policeman, Aeroplane’ the comic placement of  the bull stamp at an angle 

to the cow stamp suggests copulation, undermining the seriousness of  the stereotyped 

policeman stamp (the symbol of  order), and the aeroplane stamp (the symbol of  modernity). 

Finally, the repeated stamps of  ‘Secretaries’ comments on the psychological effects of  the 

gendered labour of  secretarial work (and gendered labour in general). The work consists of  a 

single stamp of  a woman at a desk, presumably representing a secretary, applied repeatedly to the 

page, often overlapping and fading—an effect produced by multiple applications of  the stamp 

using a single inking. The repetition points to the repetitive and unending nature of  the labour 

while the overlapping and fading suggests the psychological damage to identity formation 

produced by stereotyped gender roles.  

 

The effect would be put to good use in Zoline’s illustration for Sladek’s piece ‘198_, A Tale 

of  Tomorrow’ (fig. 5.9), which appeared in the January 1970 New Worlds issue dedicated to 

fiction set a decade in the future. Sladek’s story took a satirical view of  life in 1980 based on 

current technological and social trends, following the marital infidelities of  two couples. The 

clichés of  heterosexual relations such as jealousy, gendered behaviour, and aggression, are not 

reshaped by the forces of  change, but amplified. Zoline’s stamp illustration, ‘Things in the World 

1980’, takes a more disturbing view of  the future. The aeroplane, woman, and policeman stamp 

that we can recognise from her work for Ronald Reagan are joined by a rocket stamp, thickly 

overlaid; clashing and fading suggest both overproduction and overpopulation, with the added 

threat of  annihilation by the proliferating technology of  mass destruction. The humorous 

domestic squabble of  Sladek’s piece, albeit ending in brutal murder, is here translated into a 

global tragedy.  
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Figure 5.9. 'Things in the World 1980 Drawing' by Pamela Zoline, in New Worlds, No. 197, January 1970, p. 21. 
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The second technique Zoline exhibited in Ronald Reagan consisted of  labelled drawings and 

sequences. Instead of  insisting on the linguistic quality of  the image via stamps, these works 

undermined any natural link between word and image as signifier and signified. As the artworks 

progress through the magazine, the stability of  meaning is questioned before finally disappearing 

completely. We begin with an untitled work (fig. 5.10) consisting of  a crudely drawn apple with 

the word ‘APPLE’ written in capitals beneath. A fairly stable bridge is created here between word 

and image, as between the word/signifier and what it is supposed to signify. However, we should 

beware of  the motif  of  apples in Zoline’s work, referencing as they do the play of  word and 

image in the paintings of  René Magritte who often used the apple as short-hand for the dream-

world, ambiguity, and obfuscation.696 In 1964, Magritte produced the work ‘Ceci n’est pas une 

pomme’ (This is not an apple), showing an apple with the eponymous phrase written above it; 

here referencing his famous work ‘La Trahison des Images’ (The Treachery of  Images) (1929) 

which similarly broke the link between word and image by juxtaposing a drawing of  a pipe with 

the phrase ‘Ceci n’est pas une pipe’ (This is not a pipe).  

 

 
696 I am indebted to Theo Reeves-Evison for the observation of the link between Zoline and Magritte’s work. 
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Figure 5.10. ‘Apple' by Pamela Zoline in Ronald Reagan: The Magazine of Poetry, 1968, p. 14. 

 

Another of  Zoline’s drawings (fig. 5.11) shows the numerals 1 to 124 written one after the 

other, similarly suggesting stability as well as an ordered sequence—and yet, the numbers are 



 

231 

increasingly ragged as they progress over the page, at points running into each other and 

threatening to break out of  the box in which they are held. If  this is an ordered system, it is one 

that threatens, by its very speed and inanity, to collapse at any moment. ‘What is The Shape of  

Iowa?’ (fig. 5.12), poses as a general knowledge question, correctly answered by the drawing of  

the state of  Iowa beneath. However, the clunky outline suggests a similarity between the state 

and the entire country of  the US. The drawing that aimed to fix knowledge ends up producing 

ambiguity due to the congruity of  standardised images. Further, Zoline’s crude line and 

homology between state and nation reveal the crude and colonial imposition of  borders onto the 

landscape and implicate art-making in such imperial projects. ‘Color Drawing’ (fig. 5.13) plays on 

the attempted verisimilitude of  colour images. The work consists of  a cartoon outline of  a 

landscape with the names of  colours labelling different aspects such as sky, field, cloud, etc., in 

place of  the colours themselves. The names reveal what colour in art hides, that there is no 

natural link between representation and that which it represents and that colour is as arbitrary as 

language.  
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Figure 5.11. '1–124' by Pamela Zoline, in Ronald Reagan: The Magazine of Poetry, 1968, p. 29. 
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Figure 5.12. 'What Is The Shape Of Iowa? Things in the World/Series' by Pamela Zoline, in Ronald Reagan: The Magazine of 
Poetry, 1968, p. 32. 
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Figure 5.13. 'Color Drawing. Things in the World' by Pamela Zoline, in Ronald Reagan: The Magazine of Poetry, 1968, p. 36. 

 

 While the previous works question the ties between word and image, ‘Index To The Real 

World Etc. Etc.,’ (fig. 5.14) fundamentally cuts them. The work consists of  six boxes, four 

containing images and the other two groups of  words. Two of  the images are repeated from 

other works, such as the cloud and the apple, while the other two show portions of  a female-

figured body. The title of  the piece suggest that some kind of  order will be provided via an 

index, linking images with words. However, the words do little to index the images nor the 

images to index the words. The word ‘MOUTH’ may refer to the drawing of  the woman’s head, 

or the word ‘BLUE’ to the drawing of  the clouds in the sky, but then none of  the shapes are 
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reminiscent of  ‘INDIA’ or ‘OHIO’, nor are ‘CAT’ or ‘MOZART’ clearly represented. The ‘Real 

World’ that the index attempts to fix is confusing and unstable. Labels and icons can do little to 

affix them and merely produce a radical disconnect between word and image. Finally, the cover 

(fig. 5.15) combines elements of  both stamp and drawing work. Nine numbered objects, each 

consisting variously of  word, stamp, and/or image, are put on equal footing, suggesting the 

beginning of  an infinite task of  labelling and ordering everything. However, while the numbers 

try to fix a taxonomy, the objects nevertheless bleed absurdly into one another; numbers five and 

eight are juxtaposed so that the stamp of  a tree appears to be labelled ‘CAT’.  
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Figure 5.14. 'Index To The Real World Etc. Etc.' by Pamela Zoline, in Ronald Reagan: The Magazine of Poetry, 1968, p. 47. 
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Figure 5.15. Cover for Ronald Reagan: The Magazine of Poetry, 1968. Artwork by Pamela Zoline. 

 

The third technique of  Zoline’s oeuvre in this period, that of  collage, is represented in Ronald 

Reagan with a work consisting of  adverts pasted together into columns resembling a page of  a 

newspaper (fig. 5.16), exploring the construction of  identity via the language of  advertising. 

Various different products are on offer, enticing the reader by creating insecurity. There are three 

adverts for Truss belts, garters designed to keep in place slipped muscles caused by a hernia, and 

‘Inflatable Legs’ are on offer in order that the purchaser ‘Never Look Short Again!’697 A number 

 
697 Pamela Zoline, ‘Accept “Crime and Punishment” Free!’, ed. by Pamela Zoline and John T Sladek, Ronald Reagan: 
the Magazine of Poetry, 1968, p. 25 (p. 25). 
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of  advice columns from different sources are collaged together to form a single piece. This 

Agony Aunt exquisite corpse reveals the repetitive and ideological nature of  advice features and 

how they combine with advertisements to produce low self-esteem in order to sell products. The 

title of  the column, itself  collaged from different sources, ‘Accept “Crime and Punishment” 

Free!’, describes the process: the reader is forced to accept self-punishment in the form of  self-

loathing and painful correctives such as the Truss belt, as though they were free gifts. 

 

 
Figure 5.16. 'Accept "Crime and Punishment" Free!' by Pamela Zoline, in Ronald Reagan: The Magazine of Poetry, 
1968, p. 25. 
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Zoline brought these varying techniques to her work in New Worlds, where she illustrated a 

number of  texts. The magazine page became a collaborative site of  artistic practice for Zoline, 

on which she did not simply illustrate but demonstrated the implications of  the text in question, 

exploiting the magazine format to highlight language as material for art. One such collaboration 

saw Zoline produce illustrations for Brian W. Aldiss’s ‘Ouspensky’s Astrabahn’,698 the final 

episode of  his ‘Acid Head War’ stories that were subsequently collected into Barefoot in the Head 

(1969). The story follows the Serbian messiah figure Colin Charteris and his journey at the head 

of  a caravan of  cars across an increasingly chaotic Europe ravaged by hallucinogenic bombs 

dropped during an international conflict. In this concluding chapter, Charteris is arrested in 

Germany by Police Commissioner Laundrei. Following a miracle performed by Chateris that 

may or may not be an hallucination, Laundrei agrees to continue the cavalcade while Chateris 

remains behind, dishing out wisdom under a tree until his death. The style is dense with puns 

and disintegrating language, reflecting the breakdown of  reality into multiple possibilities as the 

mind-altering drugs take effect. The stable narrative of  fiction expressing the stable and linear 

view of  history instead dissolves into multiplicity and possibility, mirrored in the dissolution of  

stable language into multiple meanings.  

 

Zoline’s artworks bear little resemblance to the events of  the text. Rather, they demonstrate 

the increasing breakdown of  the link between signifier and signified charted by Aldiss’s narrative, 

as well as the failure of  word and image as descriptive systems. For example, the first artwork by 

Zoline inserted into the text (fig. 5.17) is a stamp of  a tree, labelled with the word ‘TREE’. The 

word and image match, as does the implied link between the signifier of  the word and the 

signified of  the icon. A second tree appears a few pages later (fig. 5.18) accompanied by the 

question ‘IS THIS A TREE?’ The relation between the word and image, the signified and the 

signifier is thrown into doubt. Does the stamp represent the idea of  the tree or does it refer to 

an actual tree outside of  the text? The third and final iteration of  the tree stamp appears nearer 

to the end of  the text (fig. 5.19), this time appended to the word ‘RAT’, renaming the stamp with 

a signifier usually attributed to a completely separate signified. By a process of  catachresis 

(misnaming), Zoline reveals the arbitrary relationship between the signifier and signified, as 

between the word and the image representing that word. Language is not a fixed system, but 

flexible and unanchored. Such a system can mean both radical possibility as well as anarchy—a 

notion explored in Aldiss’s Charteris stories. This poststructuralist take on the linguistic sign 

 
698 Brian W Aldiss, ‘Ouspenski's Astrabahn’, New Worlds, January 1969, pp. 36–53. 
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deploys the very same example of  the tree first used by Ferdinand de Saussure in his Course in 

General Linguistics (1916) to explain the dual nature of  the sign split into the signifier and the 

signified.699 Zoline’s work explores the implications of  such a revelation: all language is arbitrary 

and so easily disconnects from reality. At the same time, Zoline is not simply interested in the 

failure of  the signifier and signified but also of  word and image. The tree stamp not only 

represents a signified as with de Saussure, but also constitutes a sign in itself. Language and 

image are two separate sign systems which in the end cannot fully describe the world but 

nonetheless are intimately part of  its construction. 

 

 
Figure 5.17. 'Tree' by Pamela Zoline, illustrating 'Ouspensky's Astrabahn’ by Brian W. Aldiss, New Worlds, No. 186, January 
1969, pp. 36–53 (p. 38). 

 
Figure 5.18. 'Is This A Tree?' by Pamela Zoline, illustrating 'Ouspensky's Astrabahn' by Brian W. Aldiss, New Worlds, No. 
186, January 1969, pp. 36-53, (p. 41). 

 
699 Ferdinand de Saussure, Course in General Linguistics, eds. Charles Bally and Albert Sechehaye, trans. Wade Baskin 
(New York: Philosophical Library, 1959 [1916]), p. 67. 
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Figure 5.19. 'Rat' by Pamela Zoline, illustrating 'Ouspensky's Astrabahn' by Brian W. Aldiss, New Worlds, No. 186, January 
1969, pp. 36–53, (p. 51).  

 

The major collaboration that Zoline undertook for New Worlds was with Thomas M. Disch 

to produce artwork for his novel Camp Concentration (1967) which was serialised over four issues, 

each featuring Zoline’s illustrations. The narrative follows an American poet, Louis Sacchetti, 

who has been jailed for refusing military service during an ongoing war. He is transferred from a 

military prison to Camp Archimedes, an underground research facility, where he becomes a test 

subject for an experimental mind-enhancing drug related to syphilis that ultimately results in 

death after nine months. Initially, the narrative takes the form of  a diary written by Sacchetti, full 

of  literary references and private insights. Once Sacchetti realises he has been infected the style 

shifts to a dense, cryptic stream of  consciousness reflecting the character’s accelerating 

intelligence and psychological breakdown. The text finally moves to more coherent section made 

up of  paragraphs numbered from one to one hundred which tracks Sacchetti’s final days and 

unexpected escape from death. Zoline’s drawings integrate with the text, demonstrating and 

continuing the ideas set out in the narrative, while the collages represent in juxtaposed image and 

text the process of  genius proposed by the novel and induced by the experimental drug.  

 

Appearing at the beginning of  the first serial, the first illustration (fig. 5.20) initially seems to 

show elements of  the story, albeit in a highly symbolic manner. The work is formed of  two 

boxes stacked on top of  each other, within each of  which is contained a different animal. In the 

top box is a rabbit labelled ‘RABBIT (EXPERIMENTAL)’, while in the bottom is a horse figure 

sitting on a box and playing a trumpet of  some kind with the title ‘ALCHEMICAL ANIMAL’. 
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Diagrammatic labels peel off  different parts of  the two animals, naming the colour of  those 

areas indicated. The title of  the work itself, ‘COLOUR DRAWINGS FOR CAMP 

CONCENTRATION’, is written across the two boxes on the right of  the image. The work 

shadows the plot of  the novel: the rabbit represents the experimental subjects of  the camp, 

while the horse figure represents the advanced end product of  the experiment. The two boxes 

also refer to the two different understandings of  the universe put forward in the text, the 

scientific and the alchemical, which both share the goals of  enhancement and transformation 

but employ different methods. Sacchetti describes his fellow experimental subject Mordecai 

Washington as employing ‘a combination of  fancy and fact, of  madness and analysis’,700 the one 

often shading off  into the other once a particular level of  understanding has been reached. The 

two boxes also comment on the very nature of  metaphor itself  via the movement of  rabbit to 

anthropomorphic animal. Metaphor, like alchemy, is the transubstantiation of  one thing into 

another as if  by magic, masking the important differences between compared elements in order 

to stress congruity. Finally, the colour labels draw attention to the ideological content of  the 

language of  colour, just as they did in Zoline’s ‘Colour Drawing’ included in Ronald Reagan. The 

word ‘WHITE’ suggests the purity and innocence of  the sacrificial animal of  science which is 

transformed into the ‘GOLD’ of  the horses’s trumpet within alchemy, revealing the not so pure 

element of  value and profit built into the scientific research. Finally, the word ‘SKY BLUE’ 

affixed to the horse’s eyes ironically references the natural despite the very unnatural 

phenomenon of  a trumpet-playing horse.701  

 

 
700 Thomas M Disch, ‘Camp Concentration (2)’, New Worlds, August 1967, pp. 6–25 & 58 (p. 15). 
701 Zoline’s colour word labels might also reference ironically the hope that the editors at New Worlds held onto, that 
they would one day be able to publish colour images. Though there plans were announced in the April 1968 edition, 
(Michael Moorcock, ‘Lead In’, New Worlds, April 1968, p. 2 (p. 2).) these plans were dashed by the loss of circulation 
caused by the controversy around the Bug Jack Barron serial. Michael Moorcock, ‘Lead In’, July 1968, pp. 2–3 (p. 2). 
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Figure 5.20. 'Colour Drawings For Camp Concentration' by Pamela Zoline, illustration for 'Camp Concentration (1)' by 
Thomas M. Disch, New Worlds, Vol. 51, No. 173, July 1967, pp. 5–19 & 24 (p. 5). 

 

Interspersed in the text itself  are more boxes which pose as continuations of  the narrative 

translated into images. In the first part of  the serialisation a column of  eyes follows a column of  

text (fig. 5.21). At this point in the narrative Mordecai and Sacchetti have their first meeting and 

are arguing over the existence of  the supernatural. Mordecai claims to have ‘seen the salamanders, 

dwelling in the midst of  flame’702 (italics in the original), emphasising sight as the uncertain 

instrument of  knowledge. Sight is a central thematic of  the text, connecting vision with 

subjectivity and knowledge. While the disease leads to blindness it also brings insight or madness 

 
702 Disch, ‘Camp Concentration (2)’, p. 16. 
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depending on interpretation. The standardised images of  eyes suggest a language of  symbols in 

place of  words. The eye refers both to the insight of  knowledge, and, via a pun relying on 

homonyms, the ‘I’ of  subjectivity. Each row contains five eyes, echoing the five feet of  

pentameter rhythm, as well as, via their odd number, resisting the sense of  a series of  pairs of  

eyes that could be related to individuals. At the same time, the eyes are hand drawn, not stamped 

or printed and so differ in shape, size, and definition. The individual eyes hold onto their 

individuality and status as images via their non-similarity. The eyes exist as both language and 

image, iterations of  a standardised symbol and individual icons. Giving way to neither, they 

highlight the linguistic function of  images as well as the image-quality of  language set out on a 

page. In the third section of  the serial two more columns appear in place of  the text. The first 

(fig. 5.22) shows a series of  questions from an intelligence test, beginning with question 20, 

which, inserted in the middle of  section twenty of  the text, describes Sacchetti’s enforced 

completion of  an intelligence test by the camp psychologist. The illustration here poses as 

narrative, subverting the boundary between text and image. The second (fig. 5.23) shows a series 

of  stencilled numbers, printed so large that they overlap and break the page. The excessive 

numbers suggest that the numbered form of  the text is arbitrary and insufficient for containing 

the increasingly abnormal text and subjectivity of  the narrative. 
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Figure 5.21. 'Eyes' by Pamela Zoline, illustrating 'Camp Concentration (1)' by Thomas M. Disch, New Worlds, Vol. 51, No. 
173, July 1967, pp. 5–19 & 24 (p. 16). 
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Figure 5.22. 'Test' by Pamela Zoline, illustrating 'Camp Concentration (3)' by Thomas M. Disch, New Worlds, Vol. 51, No. 
175, September 1967, pp. 4–21 & 34–35 (p. 11). 
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Figure 5.23. 'Numbers' by Pamela Zoline, illustrating 'Camp Concentration (3)' by Thomas. M. Disch, New Worlds, Vol. 51, 
No. 175, September 1967, 4–21 & 34–35 (p. 21). 
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Zoline also produced a number of  collages for the serial which mirror the content of  the 

story but also explore the theory of  intelligence put forward in the text. The collage placed at the 

head of  the third part of  the serial (fig. 5.24) is made up of  various images and texts, with 

pencilled circles around certain words. At the centre is a Thesaurus entry for ‘Intellect’ with a 

number of  scientific textbook diagrams and photographic illustrations placed around it. The 

circling gives a sense of  a paranoid reading, finding connections between or beneath different 

texts and images, while at the same time giving us clues as to how to parse the images. The three 

items circled in the Thesaurus entry, ‘Intellect’ ‘genius’ and ‘see Insanity’, suggest that the line 

between intelligence and insanity explored in the text are not oppositional but are mediated by 

the concept of  ‘genius’. The psychologist at Camp Archimedes, Dr. Busk, explains to Sacchetti 

that at the centre of  the experiments is this mediating concept: 

 

It is all a question, finally, of  genius. The best explanation of  genius that I know, the one 
that incorporates most of  the facts we have, is Koestler’s: that the act of  genius is simply 
the bringing together of  two hitherto distinct spheres of  references, or matrices—a talent 
for juxtaposition.703 

 

Dr. Busk here refers to Arthur Koestler’s theory of  ‘bisociation’, first developed in The Act of  

Creation (1964) in which he argued that development in thought is brought about by the clash of  

two previously unrelated areas of  knowledge, producing a new synthesis.704 Zoline makes the link 

between genius as described by Dr. Busk and the collage form itself: both comprise ‘bisociation’ 

or juxtaposition, the former that of  ideas and the latter that of  words and images. Collage is 

therefore the artistic equivalent of  genius in these terms. Sacchetti himself  uses the form in the 

narrative, collaging different news articles into exhibits for his Museum of  Facts which reveal the 

spread of  the venereal disease throughout the US population.  

 

 
703 Disch and Zoline, ‘Concentration (2)’, p. 10. 
704 Arthur Koestler, The Act of Creation (London: Hutchinson, 1964), pp. 35 & 58. 
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Figure 5.24. 'Intellect' by Pamela Zoline, illustration for 'Camp Concentration (3)’ by Thomas. M. Disch, New Worlds, Vol. 
51, No. 175, September 1967, pp. 4–21 & 34–35 (p. 4). 

 

Zoline’s collage here illustrates the process of  genius explored in the story. It is not merely 

that the line between intellect and insanity is thin, but that genius is produced via a clash between 
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the two, echoing Mordecai’s synthesis of  ‘fancy and fact, of  madness and analysis’. The images 

illustrate clashes of  ideas and how they work to demystify and challenge the orthodoxies of  

knowledge production. The word ‘testicle’ and ‘intellect’ are juxtaposed, challenging the usual 

opposition set up between sex and the mind. In the story it is precisely a venereal disease that 

causes intelligence. The juxtaposition of  opposites structures the layout of  the collage, working 

to collapse synonym into antonym. The vertical axis juxtaposes the usual dichotomy of  the head 

as seat of  the mind and intelligence with the body as the seat of  sex. At the top we have the 

body of  a pin-up and a diagram of  testicles, while at the bottom we have a diagram of  a brain 

and a photograph of  lips. However, ‘intellect’ here resides in the testicles while the head is the 

place of  the lips, here figured as seductive using the stereotyped sexual connotations of  lipstick. 

The antonyms of  masculinity and femininity are also deconstructed. The penis is placed next to 

the female-figured body while the feminised lips appear with the brain. The penis and brain of  

masculinity are separated and rejoined with the lips and body of  the feminine, undermining the 

ideology that attributes certain body parts and attributes to certain genders. On the horizontal 

axis the nature/culture dichotomy is similarly taken apart. The watch and clouds of  the time and 

space of  nature on the left are opposed to the cultural construction of  history represented by 

the statue head and pin-up. The body is revealed to be not a natural construct but one actively 

formed by history through the juxtaposition of  the pin-up body with the art-historical head, 

while nature is revealed to be a psychological and cultural construct produced via subjectivity, 

represented here by the diagram of  the brain. The words and images juxtaposed in Zoline’s 

collage can be read as different languages arranged into one grammar, each working to 

deconstruct clichés relating to intellect and gender, nature and culture. 

 

Analysing Zoline’s collage work and her playful slippage of  image and text can help us to 

unpack the significance and power of  her most influential piece ‘The Heat Death of  the 

Universe’ which appeared in the same issue as Disch and Zoline’s collaboration in the first of  the 

A4 issues of  the magazine. With its experimental prose, references to scientific concepts such as 

entropy, light-waves, and measurement, as well as to art movements such as Dadaism and 

Surrealism, the story succeeds like no other published in New Worlds in achieving Moorcock’s ill-

defined synthesis of  art, science, and fiction, and has accordingly ‘become an Icon of  New Wave 

sensibility’, in the words of  John Clute in The Encyclopaedia of  Science Fiction.705 As such, the text 

has been used by sf  critics as a boundary case, challenging the division between sf  and other 

 
705 John Clute, ‘Pamela Zoline’, The Encyclopedia of Science Fiction, <http://www.sf-
encyclopedia.com/entry/zoline_pamela>, [accessed 13 October 2020].  
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forms of  literature. For instance, Elizabeth Hewitt suggests the story ‘resists a model in which 

there is a stable dichotomy between real and speculative’706 and Sherryl Vint writes that it stretches 

‘the boundaries of  what we call sf ’.707 At the same time, the central concern of  the story, the 

psychological burden of  domestic labour, has made the story particularly productive ground for 

the exploration of  gender in sf. It is partially the clash between the concerns of  the New Wave 

with those of  feminism which gives the story its unique power.708 My own contribution to the 

understanding of  this complex text is to read it alongside the original collage artwork that 

appeared with its publication in New Worlds as well as with the artwork Zoline produced for the 

magazine in general. I reveal that a large part of  the strength and novelty of  the work is due to 

the application of  properly visual artistic techniques to her writing. The text is a collage of  

different discourses clashing together in the mind of  a housewife while the collage itself  is a text 

that can be read in the manner of  prose. The text can be seen as a critique of  the gendered 

division of  labour within society, within the household and within the artworld (and by extension 

the New Wave), using the concept of  entropy as a force against which women struggle in order 

to reproduce the conditions of  masculine ‘progress’. 

 

The text is influenced by and illustrates a number of  critiques of  the figure of  the housewife 

issuing from within the feminist movements of  the 1960s and early 1970s. Betty Friedan’s 

landmark feminist text from 1963, The Feminine Mystique, argued that women were psychologically 

coerced by media representation (especially magazines) into striving towards fulfilling a damaging 

image of  the perfect ‘woman’, namely ‘the American suburban housewife’.709 The gap between 

the lived experience of  American women and the impossible image towards which they were 

induced to ascend caused, for Friedan, a ‘schizophrenic split’ 710 exacerbated by the higher levels 

 
706 Elizabeth Hewitt, ‘Generic Exhaustion and the “Heat Death” of Science Fiction’, Science Fiction Studies, 21.3, 
(November 1994), 289–301 (p. 293). 
707 Sherryl Vint, Science Fiction: A Guide for the Perplexed (London: Bloomsbury, 2014), p. 80. 
708 See for instance Sarah Lefanu’s fantastic discussion of ‘Heat Death’ as both a deconstruction of ‘the notion of 
woman as a stable centre of family life’, and also subverting ‘accepted norms of what is a “suitable” subject for a 
story’ with its focus on the domestic sphere. (Sarah Lefanu, In the Chinks of the World Machine: Feminism and Science 
Fiction (Bloomington: Indiana University Press, 1989 [1988]), p. 98). More recent discussions of feminism and the 
text have tended to focus on the latter argument: for instance, Mary E. Papke sees the story as exploring ‘relational 
spaces, those shared by mothers and children, husbands and wives, domestic economy and the public sphere’. (Mary 
E. Papke, ‘A Space of Her Own: Pamela Zoline’s “The Heat Death of the Universe”’, in Daughters of Earth: Feminist 
Science Fiction in the Twentieth Century, ed. Justine Larbalestier (Middleton, CN: Wesleyan University Press, 2006), pp. 
144–59 (p. 145). Lauren J. Lacey, similarly, sees the story as a shift of focus not just from ‘men to women, but also 
from quest and conquer narratives to stories that delve into interpersonal relationships, and into the social structure 
that house those relationships.’ (Lauren J. Lacey, ‘Science Fiction, Gender, and Sexuality in the New Wave’, in The 
Cambridge History of Science Fiction, ed. Gerry Canavan and Eric Carl Link (Cambridge: Cambridge University Press, 
2019), pp. 367–79 (p. 373)). 
709 Betty Friedan, The Feminine Mystique (London: Penguin, 1992 [1963]), p. 16. 
710 Friedan, p. 9. 
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of  education for women in the US after World War II, which remained at odds with the 

suburban housewife’s imagined pursuits. Later feminist work similarly focussed on the position 

of  the housewife as a point of  struggle. Mariosa Dalla Costa and Selma James argued, in their 

1972 pamphlet, Women and The Subversion of  the Community, that women were ‘naturalised’ into 

domestic labour in order to provide unpaid value for production under capitalism—the free 

labour of  the production of  children and the reproduction of  the home allowed for the 

continuation of  the working class and the ability of  working-class men to sell their labour. Dalla 

Costa and James’s solution was ‘to smash the entire role of  housewife’ and therefore reveal 

women’s unrecognised labour.711 Silvia Federici, in her essay ‘Wages Against Housework’ (1975), 

suggested that only through the demand for wages for domestic labour would the women’s 

movement be able to destroy the institution of  the housewife and thereby the naturalisation of  

women into gendered forms of  work: ‘the demand for a wage makes our work visible, which is 

the most indispensable condition to begin to struggle against it, both in its immediate aspect as 

housework and its more insidious character as femininity.’712 

 

In the same period, the struggle against reproductive labour was made visible in the artworld 

via the work of  Mierle Laderman Ukeles. In her ‘Maintenance Art Manifesto’ (1969) Ukeles 

argued that the artworld was constructed by two dependent systems, that of  Development and 

that of  Maintenance. The Development system, associated by Ukeles with the avant-garde, was 

‘pure individual creation; the new; change; progress; advance; excitement; flight or fleeing’, which 

was made possible by the second system, that of  Maintenance. The aim of  Maintenance was to 

‘keep the dust off  pure individual creation; preserve the new; sustain the change; protect 

progress; defend and prolong the advance; renew the excitement; repeat the flight.’713 Ukeles 

formulates the artworld as modelled on an homeostatic system and connects it with the division 

of  labour. Development is progression, status, value, and masculinity, while Maintenance is 

stasis, reproduction, low-status, low-value and femininity: ‘Maintenance is a drag; it takes all the 

fucking time […] the culture confers lousy status and minimum wages on maintenance jobs; 

housewives = no pay.’714 Ukeles suggested that to undo the cycle between the two systems she 

would produce an exhibition that ‘would zero in on maintenance, exhibit it, and yield, by utter 

 
711 Mariosa Dalla Costa and Selma James, (1972), ‘Women and the Subversion of the Community’, in Materialist 
Feminism: A Reader in Class, Difference and Women’s Lives, ed. Rosemary Hennessy and Chrys Ingraham (New York: 
Routledge, 1997), pp. 40–53 (p. 49). 
712 Silvia Federici, (1975), ‘Wages Against Housework’, in Revolution at Point Zero: Housework, Reproduction, and Feminist 
Struggle (Oakland, CA: PM Press, 2012), pp. 5–22 (p. 19). 
713 Mierle Laderman Ukeles, (1969), ‘Maintenance Art Manifesto’, in 100 Artists' Manifestoes: From the Futurists to the 
Stuckists (London: Penguin, 2011), pp. 381–83 (p. 381). 
714 Ukeles, p. 383. 
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opposition, a clarity of  issues.’715 Just as Federici demanded wages for housewives in order to 

make visible domestic labour essential for the reproduction of  capitalism, Ukeles proposed to 

exhibit the invisible labour that maintains the artworld. Ukeles put her manifesto into practice in 

1973, producing a series of  works in which she foregrounded the maintenance that reproduces 

the art institution, including her performance ‘Washing/Tracks/Maintenance: Outside’ in which 

she cleaned the steps leading into the Wadsworth Atheneum Museum of  Art in Hartford, 

Connecticut.  

 

The two systems from Ukeles’ manifesto can be mapped onto Zoline’s short story via the 

metaphor of  entropy. The sequential system of  Development can be associated with growth and 

progression, both in terms of  narrative sequences of  events and in terms of  childhood 

development, scientific progress, and avant-garde movements. The movement forward is 

necessarily entropic and irreversible. As Peter Bürger suggests in his Theory of  the Avant-Garde, the 

development of  art in the twentieth century is a series of  breaks with tradition that are not 

repeatable. For Bürger, the return to shock tactics by the ‘neo-avant-garde’, such as by Pop and 

Conceptual Art, merely ‘stages for a second time the avant-garde break with tradition’:716 

according to the laws of  entropy objects can only break once and art is no exception.717 The 

sequential system of  inevitable Development is undergirded by the cyclical system of  essential 

Maintenance which makes possible progression in the face of  entropy, in Zoline’s text through 

domestic labour. Things and people wear out and must be reproduced and maintained to create 

an equilibrium that allows for development, as represented in the story by the references to 

repeated and excruciatingly dull cleaning tasks such as the three inserts titled ‘CLEANING UP 

THE HOUSE’. Housework, it is suggested, is cyclical and unending, supporting the linear and 

sequential ‘progress’ of  patriarchal capitalism.  

 

The two systems together form a homeostatic whole—a system that maintains itself  in the 

face of  entropic decline, a concept that, according to N. Katherine Hayles, was a fundamental 

insight of  first-wave cybernetics, suggesting that organisms could be conceived of  as self-

 
715 Ukeles, p. 383. 
716 Peter Bürger, Theory of the Avant-Garde, trans. by Michael Shaw (Minneapolis: University of Minnesota Press, 
1974), p. 61. 
717 The concept of Entropy was very much in vogue in art in the 1960s. Lippard and Chandler wrote of the ‘current 
international obsession with entropy’ (Lippard and Chandler, 'The Dematerialization of Art', p. 48.) in their 
influential ‘The Dematerialization of Art’ while Robert Smithson wrote an essay ‘Entropy and the New Monuments’ 
(1966) explaining the centrality of entropy to Minimalism and Conceptual Art. Robert Smithson, (1966), ‘Entropy 
and the New Monuments’, in Robert Smithson (Berkeley; Los Angeles: University of California Press, 1996), pp. 10–
23 (p. 12). 
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enclosed feedback systems. Sarah Boyle, the housewife protagonist of  the story, thinks of  her 

task in just such terms, writing on a bedroom door an excerpt from a reference book: 

‘“HOMEOSTASIS: Maintenance of  constancy of  internal environment.”’718 However, this 

homeostatic system is both unequal, founded as it is on a division of  labour based on gender, 

and increasingly untenable. Sarah Boyle’s education means that she is imbued with discourses of  

Development such as science, art and philosophy, while her lived experience is solely of  

Maintenance: 

 

Sarah Boyle is a vivacious and witty young housewife and mother, educated at a fine 
Eastern college, proud of  her growing family which keeps her busy around the house […] 
and only occasionally given to obsessions concerning Time/Entropy/Chaos and Death.719 

 

Here Zoline sets out the two systems warring within one identity leading to the psychosis 

described by Betty Friedan in The Feminine Mystique. Sarah Boyle imagines herself  as the perfect 

housewife, maintaining her family with a smile on her face. And yet her education in a ‘fine 

Eastern college’, is at odds with her role. Her educated mind clashes with her allotted task, set 

within gendered social relations, and with no movement towards a resolution of  the two, the 

clash causes her to ruminate obsessively about maintenance in terms of  abstract philosophical 

ideas such as time, entropy, chaos, and death.  

 

The psychosis, however, might itself  be seen as form of  resistance in the narrative, causing at 

points a short-circuiting of  the two systems. If  the act of  Maintenance can be foregrounded or 

built into that of  Development, as Ukeles suggested, a form of  synthesis can be achieved which 

undermines or destroys the system. For instance, Sarah Boyle’s obsessive tidying of  the house 

often performatively incorporates Development, revealing the impossibility of  achieving 

complete order in the face of  entropy: 

 

Sometimes she numbers or letters things in a room, writing the assigned character on each 
object. There are 819 separate moveable objects in the living room, counting books. 
Sometimes she labels objects with their names, or with false names, thus on her bureau the 
hair brush is labelled HAIR BRUSH, the cologne, COLOGNE, the hand cream, CAT. She 
is passionately fond of  children’s dictionaries, encyclopaedias, ABCs and all reference 
books, transfixed and comforted by their simulacra of  a complete listing and ordering.720 

 

Sarah Boyle uses reference books as a model for house-work, comforted by their finite 

 
718 Pamela Zoline, ‘The Heat Death of the Universe’, New Worlds, July 1967, pp. 32–39 (p. 34). 
719 Zoline, p. 36. 
720 Zoline, p. 34. 
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boundedness and their completion. They progress through ideas and knowledge via their 

alphabetical order and fix them in place. However, as Sarah Boyle realises, reference books 

cannot truly or finally order the world. They are merely ‘simulacra’ of  completion. The world is 

always decaying, developing, and producing new ideas and objects to be fixed, reproduced, or 

tidied. Sarah Boyle desperately attempts, by numbering and lettering, to apply reference to her 

tasks and so complete her work and ward off  the cycle of  domestic labour, but she is induced to 

concede the truth: that this is merely a dream of  completion and order rather than order itself. 

She therefore builds entropy and decay into the system by a misnaming. The hand cream might 

just as easily be labelled ‘CAT’. Language as an ordering system is shown to be arbitrary and 

unstable, as given to decay as the household itself. Here Zoline echoes her technique from 

‘Ouspensky’s Astrabahn’, where she charted the breakdown of  language via stamps, though here 

the technique is integrated into the prose itself. While language works stamp-like to imprint 

meaning and order upon the world, the world itself  exceeds the boundary of  these markers, 

continually eliding the boundary between things.  

 

Obsessive and logical ordering occurs again on a trip to the supermarket to buy food for a 

birthday party for one of  Sarah Boyle’s children: 

 

Sarah is in front of  the shelves of  cleaning products now, and the baby is beginning to 
whine. Around her are whole libraries of  objects, offering themselves […]. Sarah Boyle 
begins to pick out, methodically, deliberately and with a careful ecstasy, one of  every 
cleaning product which the store sells. Window Cleaner, Glass Cleaner, Brass Polish, Silver 
Polish, Steel Wool, eighteen different brands of  Detergent, Disinfectant, Toilet Cleanser, 
Water Softener, Fabric Softener, Drain Cleanser, Spot Remover, Floor Wax, Furniture 
Wax, Car Wax, Carpet Shampoo, Dog Shampoo, Shampoo for people with dry, oily and 
normal hair. Tooth Paste, Tooth Powder, Denture Cleaner, Deodorants, Antiperspirants, 
Antiseptics, Soaps, Cleansers, Abrasives, Oven Cleansers, Makeup Removers. When the 
same product appears in different sizes Sarah takes one of  each size. For some products 
she accumulates whole little families of  containers: a giant father bottle of  shampoo, a 
Mother bottle, an Older Sister bottle just smaller than the Mother bottle, and a very tiny 
Baby Brother bottle.721 

 

The supermarket is laid out in rows and shelves in order to facilitate personal choice and 

selection by individuals. At the same time the supermarket attempts by lighting, music, and 

design to induce buying, ‘bypassing the brain and acting directly on the liver, blood and lymph.’722 

The myth of  free and rational choice at the heart of  capitalism is portrayed as deeply suspect in 

the face of  manipulation techniques. Sarah Boyle therefore must choose cleaning products based 

 
721 Zoline, p. 37. 
722 Zoline, p. 37. 



 

256 

at once a series of  logical criteria—size, price, type, utility, effectiveness etc., and at the same time 

illogical criteria—design, colour, shape, environment, advertising etc. Instead Sarah Boyle 

illogically chooses the logical conclusion of  capitalism—to choose everything—therefore 

bypassing choice itself, and guaranteeing, via completion, that she order and clean her house. By 

exhausting all options so that she can complete her domestic labour, Sarah Boyle is able to 

incorporate entropy into maintenance. This irrational rationality, parodying capitalism, is 

reminiscent of  Sol LeWitt’s call in ‘Paragraphs on Conceptual Art’ to select an arbitrary logic 

that will complete the work. For LeWitt this is an attempt to remove subjectivity from the work 

of  art. A pre-set logic removes the artist from the completion of  the work and so destroys the 

notion of  the artist genius. In ‘Heat Death’ the illogical systems reveal how subjectivity is 

precisely formed by those supposedly rational mechanisms of  both language and capitalism. 

 

The collapse of  the systems of  Maintenance and Development in the process of  domestic 

tasks enacted in the text, is explicitly linked with Dadaism and with Marcel Duchamp in 

particular: 

 

Poised in what has become a solid cube of  light, like an ancient insect trapped in amber, 
Sarah Boyle realizes that the dust is indeed the most beautiful stuff  in the room, a mana 
for the eyes. Duchamp, that father of  thought, has set with fixative some dust which fell 
on one of  his sculptures, counting it as part of  the work. ‘That way madness lies, says 
Sarah’ says Sarah. The thought of  ordering the house on Dadaist principles balloons again. 
All the rooms would fill up with objects, newspapers and magazines would compost, the 
potatoes in the rack, the canned green beans in the garbage can would take new heart and 
come to life again, reaching out green shoots towards the sun. […] The goldfish would die, 
the birds would die, we’d have them stuffed; the dog would die from lack of  care, and 
probably the children—all stuffed and sitting around the house, covered with dust.723 

 

The excerpt references Duchamp’s act of  fixing the dust that had accumulated on his work ‘The 

Bride Stripped Bare by Her Bachelors, Even’, otherwise known as ‘The Large Glass’ (1915–23), 

with diluted cement after Man Ray photographed the dust on the work in progress in 1920. 

Here, Sarah Boyle uses this important moment in Dadaism of  the integration of  chance and 

decay into the artwork as a model for housework. Instead of  intervening in the process of  

entropy via domestic labour, entropy is to become a part of  that labour. Disorder now becomes 

the principle of  order, randomness of  pattern. The most radical Development in art becomes 

the basis of  the Maintenance that would sustain it. The result is a world of  juxtapositions, 

clashing together to form a collage of  objects undifferentiated by type or selection: magazines, 

 
723 Zoline, pp. 35–36. 
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food, plants, and people/corpses are left to grow and decay with minimal intervention, resulting 

in new and unexpected relations. The short-circuiting of  the two systems of  Development and 

Maintenance reveals the split to be one—not only in society but, internalised, in Sarah Boyle’s 

mind. As the two systems touch and fold into each other Sarah Boyle catches sight of  her own 

dual thought processes: ‘“That way madness lies, says Sarah,” says Sarah.’  

 

This mind echo or mirror glimpse gives the reader the briefest sense of  a psychological split 

which we can extrapolate into the form of  the piece. The narrative is not related by a distanced 

narrator telling the story of  the housewife character Sarah Boyle via the cold and distanced 

languages of  science, philosophy, and art. Rather, Sarah Boyle is the narrator who experiences 

the world as split, between an interior discourse constructed from various analytical fields of  

knowledge and her actions while engaging in reproductive labour. The text is constructed from a 

series of  collaged inserts from a plethora of  sources, such as reference books, art history, science 

textbooks, and philosophical texts, mixed with a third-person narrative voice, itself  a product of  

this material’, imbuing it with an analytical and distanced viewpoint. The clash of  these 

discourses with the narration of  Sarah Boyle’s activities reflects the clash of  Maintenance and 

Development in Sarah Boyle’s mind. Pulled back and forth between her knowledge of  the world 

and her experience of  it, her subjectivity is torn apart between the two poles. Rudolf  Arnheim, 

in his 1971 essay Entropy and Art, described entropy as the equivalent of  the collage technique. 

Rather than entropy being understood as the movement from order to disorder, Arnheim 

described entropy as the clashing of  two orders, leading to a new less differentiated order. Such a 

formulation could be likened, Arnheim suggested, to ‘works of  art that appear to consist of  

unrelatable units’ which ‘strain to adapt to one another’, producing a highly paradoxical 

‘disorderly pattern’.724 Arnheim compared this idea to the notion of  the ‘disorder’ in psychology, 

especially with R. D. Laing’s theory of  schizophrenia which Laing saw as consisting of  ‘the 

overall unity’ of  the mind ‘broken up into “partial assemblies” or “partial systems”’ which clash 

together.725 The collage form of  the piece, then, can be considered as a representation of  a 

divided subjectivity, or different orders in one mind entropically clashing.  

 

Zoline has described ‘Heat Death’ in terms of  art-making and specifically collage. For 

Zoline, the language in ‘Heat Death’ can be likened to the function of  ‘colour and texture’ in 

 
724 Rudolf Arnheim, Entropy and Art: An Essay on Disorder and Order (Berkeley: University of California Press, 1971), 
p. 12. 
725 R D Laing, The Divided Self: An Existential Study in Sanity and Madness (Harmondsworth: Penguin, 1990 [1960]), p. 
196. 
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painting, while the integration of  found texts correlates to ‘the way a painter might put a 

matchbox, a leaf, a toothbrush or a chair into the body of  a painting.’726 The collage technique is 

not just present in the structure of  the work but also on a sentence-by-sentence level. For 

example, in the second insert entitled ‘CLEANING UP THE HOUSE’, Sarah Boyle is described 

engaging in the production of  a collage ‘all over the house’, constructed of  ‘a mazed wild script 

larded with arrows, diagrams, pictures’ in an attempt to ‘index, record, bluff, invoke, order and 

placate’: 

 

On the fluted and flowered white plastic lid of  the diaper bin she has written in Blushing 
Pink Nitetime lipstick a phrase to ward off  fumey amniotic despair. ‘The nitrogen cycle is 
the vital round of  organic and inorganic exchange on earth. The sweet breath of  the 
Universe.’ On the wall by the washing machine are Yin and Yang signs, mandalas, and the 
words ‘Many young house wives feel trapped. It is a contemporary sociological 
phenomenon which may be explained in part by a gap between changing living pattern and 
the accommodation of  social services to these patterns.’ Over the stove she has written 
‘Help, Help, Help Help, Help.’727 

 

The collage of  different symbols and text scrawled across the heterogeneous surfaces of  the 

house is an attempt to make sense of  her experience, specifically that of  the division of  labour, 

reflecting the construction of  her subjectivity from a range of  competing discourses. Firstly, the 

process of  changing diapers is contextualised within biological sciences, justifying the abject task 

by recourse to scientific theory. Next, the division of  labour is explained via religion and 

psychoanalysis before recourse to sociology. The Yin and Yang symbol within Taoism represents 

the balance and wholeness of  duality, including that of  gender. The mandala symbol in Jungian 

psychoanalysis represents the unity of  oppositions such as male and female. Jungian and Taoist 

mysticism are used to underpin the gendered division of  labour from a theological and 

psychoanalytical perspective. The quotation that follows attempts to explain women’s increasing 

alienation via the language of  sociology. The collage of  different excerpts and symbols written 

around the house cannot finally cohere, coming as they do from completely different orders of  

knowledge, but merely end in a cry for help.  

 

The clash of  knowledges in the text is present also in the accompanying artwork (fig. 5.25). 

Both text and image are collages of  competing discourses overlaid within a serial and cyclical 

system. The artwork consists of  three different sources pasted together with a set of  numbers 

and letters stencilled over the top. In the top left quadrant is pasted a reproduction of  the ‘Mona 

 
726 Zoline, ‘The Heat Death of the Universe’, p. 281. 
727 Zoline, p. 34. 
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Lisa’ by Leonardo da Vinci, in the top right an inverted advert for a floor cleaner showing a 

smiling housewife mopping her kitchen, while the bottom half  of  the work is a page from a 

reference book on the history and economics of  the state of  California. There is a congruence 

set up between the two disparate images of  women. The famous ambiguous smile of  the Mona 

Lisa from the sixteenth century is compared with the inane one of  modern advertising, 

emphasising the supposedly ‘natural’ feminine attributes of  both domestic and emotional labour 

across time and artistic media. However, this congruence is questioned by the structural 

inversion of  the image, showing them to be not simply similar but mutually constitutive. The 

domestic labour of  women is the invisible and naturalised ground for the historical construction 

of  women via the discourses of  art history. It is precisely the Maintenance work of  women that 

allows for the Development of  the representation of  women in the artistic sphere, while the 

representation of  women in art contributes to the construction of  gendered roles in society. 

There are a number of  references in the text to Duchamp’s work ‘L.H.O.O.Q.’ (1919), which 

consists of  a postcard reproduction of  the Mona Lisa augmented with a pen moustache and 

goatee. It is described in the text as the most ‘characteristic production’728 of  Dadaism, and later 

is compared to Sarah Boyle’s mother-in-law, Mrs. David Boyle, who has ‘a faint moustache like 

Duchamp’s Mona Lisa.’ 729 These references undermine the authority of  the collaged image of  

the ‘Mona Lisa’, leaning as they do upon Duchamp’s radical attack on art history by his irreverent 

play with the reproduction, undermining the fetishised femininity of  the work and the attendant 

objectification of  women in art and advertising. On an immediate level, the encyclopaedia entry 

for California illustrates the setting of  the story, which takes place in suburban California. 

Further, it references Sarah Boyle’s contention that the world will slowly tend towards becoming 

a giant California, ‘endless and unceasing, embracing and transforming the entire globe’. 730 Sarah 

Boyle links entropy with American imperialism and capitalist growth and California as its most 

advanced stage, leaching out all differences in the world and replacing them with a single unified 

culture. Finally, the encyclopaedia excerpt represents the knowledge and education in Sarah 

Boyle’s mind which chafes against the gendered behaviour and domestic labour represented by 

the advert and reproduction of  the ‘Mona Lisa.’ 

 

 
728 Zoline, p. 36. 
729 Zoline, p. 37. 
730 Zoline, p. 34. 
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Figure 5.25. Collage accompanying ‘The Heat Death of the Universe’ by Pamela Zoline, New Worlds, Vol. 51, No. 173, July 
1967, p. 32. 

 

The numbers stencilled over the collaged images reflect the numbered paragraphs of  the 

text. On one level this represents progress, development, and attendant entropy. Zoline has 
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spoken of  how ‘the numbering of  paragraphs is the obvious way to indicate increase, the piling-

up, the one-way clock’ of  entropy that the story charts.731 The serial progression of  numbers in 

the image, however, ends at 100. It is followed by a repeated stencilling of  ‘HA’ before beginning 

once more with ‘12345678910’ at the bottom of  the work, suggesting a continual cycle of  1–

100. The serial sequence of  entropy and development is always also a cycle of  maintenance and 

domestic labour. This syncopated rhythm of  sequence and cycle is reflected in the text by the 

sequence of  paragraphs within which are set cyclical repetitions of  titles such as ‘CLEANING 

UP THE HOUSE’, which appears three times. Maintenance becomes an absurd Sisyphean 

struggle against the laws of  the universe, enforced within the patriarchal economy.  

 

The story ends with an ever-increasing linguistic collage as the different orders in the mind 

of  Sarah Boyle clash: 

 

She turns on the water and fills the sinks with detergent. She writes on the kitchen wall 
‘William Shakespeare has Cancer and lives in California.’ She writes, ‘Sugar Frosted Flakes 
are the Food of  the Gods.’ The water foams up in the sink, overflowing, bubbling on to 
the strawberry floor.’732 

 

Discourses which had until that point remained separate are juxtaposed by the conclusion of  the 

story, reflecting the increasing gap between the protagonist’s experience and education and the 

image of  the suburban housewife that she attempts to fulfil. Her thoughts on the William 

Shakespeare masks that come free on the back of  boxes of  cereal merge with Mrs. David Boyle’s 

discussion of  Cancer and with Sarah Boyle’s reflections on the cultural ubiquity of  California. 

The kitsch nature of  American cultural imperialism is formulated as a cancerous growth 

spreading over the globe. The increasing fervent collage of  different discourses is accompanied 

with an accelerated collage of  different household items thrown together by Sarah Boyle. Just as 

Cancer, Shakespeare, and California are made to clash, so does the detergent water with the 

strawberry kitchen floor. However, though this short-circuiting of  the linguistic and domestic—a 

radical collage of  a collage—foregrounds the struggle of  housewives against the impossible and 

enforced task of  combating entropy under patriarchy, it can do little more than destroy the order 

of  a single house and seems more like madness than resistance. Without the socialisation of  

struggle suggested by James, Dalla Costa, and Federici, isolated acts can ultimately lead only to 

psychological breakdown.  

 

 
731 Zoline quoted in Aldiss, ‘Foreword to “The Heat Death of the Universe,”’ p. 278. 
732 Zoline, ‘The Heat Death of the Universe’, p. 39. 
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Conclusion	
 

I have chosen to analyse the work of  Pamela Zoline at some length with the hope that a 

close consideration of  her work in and around New Worlds in the late 1960s will help to expand 

on the notion that an innovative visual literature was springing to life in the pages of  the 

magazine. Expanding our vision to look at Zoline’s artwork and her contribution to the London 

artworld gives us a fresh vision of  her famous text ‘The Heat Death of  the Universe’. The 

strength of  the piece lies in the way that it refuses to be either a text or an image, but like a 

Möbius strip continually folds our vision from one plane into the other. My reading moves away 

from considerations of  the story as a sf  or realist text to position it, on a fresh axis, as one that 

constitutes itself  at the boundary of  the visual and the textual and which, as such, is very much 

of  a piece with contemporary art practices that sought a non-division between word and image.  

 

At the same time, attention to Zoline’s visual approach to words and linguistic approach to 

images teaches us to be suspicious of  the division in magazines between illustration and story, 

and, further, between design as a neutral medium and the meaningful text which sits within it. In 

turn, the lesson points to the collaborative aspect of  the magazine as a form and of  New Worlds 

itself  in particular. Charles Platt’s work with D. M. Thomas, Michael Moorcock, and John T. 

Sladek comprises only a handful of  the most conspicuous examples of  the playful and 

collaborative approach to cultural production in the magazine, while Zoline’s collaborations with 

Sladek, Brian W. Aldiss, and Thomas M. Disch equally begin to break down the easy attribution 

of  authorship and meaning of  texts within the web of  producers. The notions of  ‘visual culture’ 

described by Rob Latham, and the ‘third strand’ put forward by David Brittain, useful as they are, 

must then be open to the ways in which attention to the visual should also reflect back onto the 

textual; that individual authors’ visual experiments should be understood as collaborative 

projects; and that the whole venture was a part of  the radical questioning of  boundaries then 

taking place in the latter part of  the 1960s.  
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Chapter	6 	

Conclusion	
 

New Worlds came to a shuddering halt in mid 1970. Timid printers and distributors as well as 

the effective banning of  the magazine by the leading newsagents had reduced the magazine’s 

circulation to an ‘unviable figure’.733 The finances of  the magazine were in disarray, with 

Moorcock running up a considerable personal debt in order to pay contributors’ fees, which the 

Arts Council grant could not cover.734 Platt attempted to get the house in order by reducing the 

number of  pages by half, but even this austerity was unable to save the magazine from closure.735 

Both Moorcock and Platt were physically exhausted by the pressure of  running such an 

ambitious magazine for so many years. Moorcock writes that ‘Charles Platt’s health collapsed and 

he came close to having a nervous breakdown’,736 while Platt notes that ‘Moorcock was 

exhausted from leading and attempting to bankroll a four-year crusade.’737 One final issue was 

produced and sent out to subscribers in March 1971, and with that New Worlds magazine was no 

more. However, New Worlds itself  did not die. Like Jekyll and Hyde the magazine split into the 

constituent binary of  popular magazine and avant-garde publication that had provided much of  

the energy and ethos of  the magazine, though the split itself  was never total. The avant-garde 

torch was taken over by Michael Butterworth, who launched his little magazine Corridor in 1971, 

while the popular drive was continued in the quarterly paperback iteration of  New Worlds 

beginning the same year, edited by Moorcock and published by Sphere Books.  

 

Ten New Worlds quarterlies were published from 1971 until 1976, with Moorcock editing the 

first five before handing over editorial responsibilities to Charles Platt and Hilary Bailey. 

Moorcock suggested in the first editorial that the series would be a ‘return to what is effectively 

 
733 Michael Moorcock, ‘Introduction’, New Worlds Quarterly 1, ed. Michael Moorcock (London: Sphere Books, 1971), 
pp. 9–11 (p. 10). For more information about the circumstances surrounding the pulling of New Worlds from the 
shelves of the major news agents, see the conclusion of Chapter 2. In brief, the content of the March 1968 edition, 
which included Landon Jones’ experimental triad of stories ‘The Eye of the Lens’, and a section of Norman 
Spinrad’s Bug Jack Barron which the magazine was then in the process of serialising, caused W. H. Smiths and John 
Menzies to stop selling the magazine for fear of being prosecuted for obscenity. Smiths later restocked the 
magazine, but their essential monopoly meant that in the interim the magazine’s circulation became negligible 
leaving a severe financial dent from which New Worlds never recovered. 
734 Moorcock has stated that in 1970 he had accrued £3000 of personal debt to finance the magazine. In 1975 he 
was still paying his creditors. Michael Moorcock and Paul Walker, ‘Michael Moorcock’, in Speaking of Science Fiction: 
The Paul Walker Interviews (Oradell; NJ: LUNA Publications, 1978), pp. 213–28 (p. 217). 
735 Charles Platt, Loose Canon (London: Gateway, 2017 [2001]), 40.7/444. 
736 Michael Moorcock, ‘Introduction’, New Worlds: An Anthology, ed. by Michael Moorcock (London: Flamingo, 
1983), pp. 9–26 (p. 24). 
737 Charles Platt, Loose Canon, 40.7/444 
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our pre-1967 format.’738 In its paperback size, with its paired down illustrations and the professed 

editorial position of  publishing ‘as wide a spectrum of  speculative and imaginative fiction as 

possible’,739 New Worlds quarterly did resemble the magazine before its more ambitious post-1967 

phase. However, in many ways, New Worlds had become an anthology series of  original sf, akin to 

New Writings in SF, the anthology series begun by the magazine’s former editor, E. J. Carnell in 

1964, or Damon Knight’s successful sf  series Orbit, published in the US, which ran from 1966 

until 1980 (though Orbit was a hardback not a paperback venture). The editorials became 

‘Introductions’, which themselves slowly atrophied, disappearing completely in the final three 

issues. Though managing to maintain a quarterly schedule for the first year of  publication, the 

‘quarterly’ descriptor was quickly dropped from the cover and the appearance of  New Worlds 

became increasingly erratic. The strongest aspects of  the paperback New Worlds were the critical 

essays by M. John Harrison and John Clute, which gained a reputation for their insight and 

severity.740 The series, which had begun with a number of  reprints of  work from the magazine 

version of  New Worlds, quickly moved on to print original works by New Worlds staples such as 

M. John Harrison, Thomas M. Disch, John T. Sladek, Barrington J. Bayley, Keith Roberts, D. M. 

Thomas, Hilary Bailey and Moorcock himself, as well as the first works by new writers such as 

Rachel Pollack, Eleanor Arnason, and Geoff  Ryman. Illustration was provided by Mal Dean, 

Richard Glyn Jones, Mervyn Peake, and Phyllida Barlow (listed as Phyllida Peake). Though 

publishing much excellent material in both the fiction and the critical departments, the paperback 

anthology was never able to reach the energy nor the experimentation of  its magazine 

predecessor, hampered as it was by the diminished size, paper quality, and irregular publication.  

 

The experimental spirit was taken up by Butterworth, who began his publishing of  avant-

garde magazines with Corridor in Manchester in 1971. The magazine ran for five issues over four 

years. Two further issues were published under the title Wordworks in 1975 and 1976. The first 

issue of  Corridor showed its New Worlds allegiance: Butterworth ran a piece by Moorcock 

purporting to be a chronology of  the life or lives of  Jerry Cornelius from 1900 to 1968, 

constructed from a collage of  invented newspaper clippings that included the name Cornelius.741 

Though sharing many of  the same writers as the paperback New Worlds anthology series, 

including Moorcock, Bailey, Platt, and Disch, the editorial tone of  the magazine was far harsher, 

 
738 Moorcock, ‘Introduction’, New Worlds Quarterly 1, p. 9. 
739 Moorcock, p. 10. 
740 Moorcock apologised for Harrison’s critical essay in the first issue of New Worlds Quarterly by promising readers 
that not all essays in the magazine ‘will be polemical!’. Moorcock, ‘Introduction’, New Worlds Quarterly 1, p. 11. 
Needless to say, the promise was not fulfilled. 
741 Michael Moorcock, ‘Pride of Empire: An Historical Novel’, Corridor, January/February 1971, pp. 2–10 & 19–20. 
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damning ‘the great mess of  contemporary magazine writing’ as ‘sterile and deluding’.742 The 

contents as well were far more alienating, including a large amount of  avant-garde poetry, the 

politically provocative work of  underground agitator Heathcote Williams and sexually explicit 

surreal fantasy artwork by David Britton. As Hannah Nussbaum has noted, the venture was 

‘utterly non-commercially viable’.743 Rather, the magazine aimed to estrange the reader from a 

conformist view of  reality, a reality created by a media that the editor felt was ‘heavily committed 

to this unspoken conspiracy to debase and pervert and ignore what our true poets tell us is 

true—to maintaining an illusion of  what life is supposed to be really like.’744 Though the switch 

of  title to Wordworks marked a certain professionalisation of  image, including a glossy format 

and a standardised design, the editorials were no less provocative: Butterworth announced that it 

was ‘THE WIRED FOR WIERDNESS MAGAZINE’ and that if  the readers were unsatisfied 

with its content ‘the fault is with your own insulation… this is one live connection that doesn’t 

use any.’745 After the second Wordworks , Butterworth suspended his magazine and poured his 

energies into running Savoy press in partnership with David Britton. The marriage of  

Butterworth’s avant-garde sensibility and Britton’s bizarre imaginary provided a bridge between 

the British New Wave and the later New Weird movement of  the 1990s and 2000s.746  

 

New Worlds was revived in magazine form in the late 1970s, after the anthology series ended 

in 1976. During 1978 and 1979 five A4 issues of  the magazine were published, beginning with a 

free six-page xeroxed zine containing work mostly published in the underground newspaper 

Friendz in 1971. Issues grew in size and price, but the editorial matter made it clear that the intent 

was not to produce a commercially profitable magazine but to continue the direction of  the 

most avant-garde experiments of  the pre-1970 magazine. In the second issue the editorial stated 

that the impetus of  the magazine was ‘to develop imaginative ideas originally conceived several 

years ago in the ‘old’ NEW WORLDS’. It further announced that ‘most of  the contents will be 

presented as news items’ rather than as standard short fiction, novel serialisation, or poetry and 

asked writers ‘to bear this policy in mind if  submitting items’.747 With the exception of  the 

 
742 Michael Butterworth, untitled editorial, Wordworks, 1975, p. 3 (p. 3).  
743 Hannah Nussbaum, ‘“An Inward Looking Outer Space”: A Brief History of Corridor’, www.corridor8.co.uk, 2019, 
<https://corridor8.co.uk/article/an-inward-looking-outer-space-a-brief-history-of-corridor/> [accessed 30 October 
2020]. 
744 Michael Butterworth, untitled editorial, Wordworks, 1975, p. 3 (p. 3).  
745 Michael Butterworth, untitled editorial, Wordworks, 1976, p. 3 (p. 3). 
746 I am indebted to Hannah Nussbaum for bringing the importance of Butterworth’s 1970s magazines to my 
attention, as well as her research and scholarship in the area of 1970s Mancunian counter-cultures. For more on the 
connections between Savoy Press and the New Weird see Mark P. Williams, ‘Underground Assemblages: Savoy 
Dreams and The Starry Wisdom’, Foundation, 45.1 (2016), 64–77. 
747 Michael Moorcock and others, ‘New Worlds: Food From the Victors for Famished Friend and Foe’, New Worlds, 
Summer 1978, n.p.  
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‘Manchester edition’ guest edited by Butterworth and Britton, the vast majority of  pieces printed 

in the magazine revival took the form of  newspaper articles, magazine features, or 

advertisements from alternative realities. Moorcock produced a number of  newspaper front-page 

spreads reporting on alternate histories including one from The Daily Telegraph dated 20 April 

1978, which described the fall of  the British government, led by Margaret Thatcher, to the 

anarchist leader Nestor Makhno.748 A piece by M. John Harrison takes the form of  a newspaper 

report on an international tribunal investigating crimes committed by sf  writers for their abuse 

of  the concept of  space, including Robert Heinlein and Arthur C. Clarke.749 Another article, 

purporting to report on a press conference given by the Surgeon General, Dr. Benway (a 

reference to the infernal doctor of  Naked Lunch), suggested that addiction to sf  caused cancer.750 

Invented adverts mined the line between satire and alternative reality. One advert for dirigibles 

suggested an alternate time-line in which zeppelins became the standard mode of  air flight, while 

another for military helicopters tagged with the line ‘Now! Affordable Firepower’ pointed to the 

increasingly militarised reality of  contemporary capitalism.751  

 

The policy of  running only work that approximated the layout and content of  printed news 

items may at first seem rather limiting until we realise that it was the logical conclusion of  the 

play with the magazine form that had begun in New Worlds magazine in the late 1960s. As I have 

argued throughout the thesis, the various features of  the magazine form itself—those of  shared 

characters and techniques, of  advertising, of  the reader survey, of  art, design and illustration, 

became the manifest content of  much of  the most radical experiments published in New Worlds, 

exploring how print media and, by extension, the other media technologies of  the post-war 

period came to produce the subject in new ways. By placing the material history of  the magazine 

within the cultural history of  the era, I hope to have shown how and why a successful sf  

magazine mutated into the most exciting platform for literary and artistic experimentation of  the 

1960s, as well as providing a window into the cultural investigation of  technological modernity 

under late capitalism, an investigation the writers at New Worlds termed ‘The Nature of  the 

Catastrophe.’ Though often simply reflecting the most pessimistic visions of  a technologically 

 
748 Michael Moorcock, ‘The Daily Telegraph: Emergency Edition’, New Worlds, Summer 1978, n.p. Nestor Makhno 
(1888-1934) was the anarchist leader of the ‘Black Army’ in southern Ukraine, during the Russian Civil War. He 
appeared as a supporting character in Moorcock’s The Steel Tsar (1981). Had he been alive in 1978, he would have 
been 89, a little old perhaps to lead an army. 
749 M John Harrison, ‘Guilty! Extra-Atmospheric Crimes—“Space Concept” Tribunal’s Verdict’, New Worlds, Spring 
1978, n.p.  
750 Anonymous, ‘Government study confirms science fiction is a cause of cancer’, New Worlds, Winter 1978, n.p.  
751 The advert for dirigibles was included in the back pages of the Winter 1978 issue, while the advert for affordable 
helicopters appeared in the Summer 1978 issue. 
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and informationally saturated society, it also provided forms which, like the newspaper items in 

the New Worlds revival, gestured towards alternative worlds and aesthetic possibilities travelling 

alongside the ‘reality’ of  Western modernity.  

 

If  New Worlds is the central text of  science fiction studies (being as, it is, the formative 

ground of  sf ’s New Wave, now recognised as the cornerstone of  science fiction studies) and, as 

I have argued, one of  the most important aesthetic centres of  experimentation in the 1960s, 

then the magazine will need further study. Due to the constraints of  space I have only been able 

to analyse and contextualise a small portion of  the magazine’s contents here. I have barely 

touched on the contributions of  writers such as Brian W. Aldiss, Thomas M. Disch, John 

Brunner, Hilary Bailey, D. M. Thomas, and Barrington J. Bailey or the illustrations and artworks 

by Mal Dean, James Cawthorn, Richard Glyn Jones, Vivienne Young, and Gabi Naseman. 

Though I have used the book reviews that appeared in the magazine as a way of  understanding 

the magazine’s relationship to sf, experimental literature, and 1960s culture in general, I might 

usefully have read them as paratext alongside surveys, adverts, and artwork. An analysis of  

Ballard’s reviews of  Mein Kampf and the sex manual How To Achieve Sexual Ecstasy, as well as 

Langdon Jones’ review of  John Cage’s work relayed as a series of  questions, suggests a playful 

and provocative experimentalism with the review form.752 The saddest omission for me is the 

lack of  analysis of  the science articles published in the magazine, especially those written by the 

science editor for the magazine, Christopher Evans.753 Though I have touched on the magazine’s 

relationship to the sciences of  psychology and cybernetics, Evan’s articles on the similarity 

between computers and human psychology provide a clear context for the fusion of  human and 

machine, and the effects of  technology on consciousness explored in the best New Worlds texts. 

Finally, the links between avant-garde experimental writing and sf  in the 1960s bear further 

exploration and much could be written on the crossover between New Worlds and experimental 

writers such as Alan Burns, Anna Kavan, and Angela Carter, as well as with sf  writers interested 

in broadening the aesthetic form of  the genre such as Samuel R. Delany and Judith Merril.754  

 
752 Ballard reviewed Mein Kampf in ‘Alphabets of Unreason’, New Worlds, December 1969, p 26, and How to Achieve 
Sexual Ecstasy in ‘Use Your Vagina’, New Worlds, June 1969, pp. 58–60. Langdon Jones’ review of John Cage’s work 
was ‘A Review of “Silence” by John Cage’, New Worlds, January 1969, pp. 54–56. 
753 Christopher Evans wrote a number of articles for New Worlds in his capacity as science editor, including ‘Sleep, 
Dreams and Computers’, (New Worlds, July 1973, pp. 28–31), which argued that dreams in humans were akin to 
computers rebooting. Evans and Jackie Wilson then published their transcript of a computer print-out ‘Dreams of 
the Computer’, (New Worlds, May 1969, pp. 53–55), purporting to show a computer ‘dreaming’ while attempting to 
reboot. In addition to more straightforward science articles Evans also produced an unnerving piece called ‘Sim 
One’ on medical simulation robots, which included collaged truncated images of the robot spread over two pages. 
New Worlds, January 1969, pp. 29–31.  
754 I have mentioned the links between avant-garde writers such as Alan Burns and Angela Carter in Chapter 1, as 
well as Judith Merril and Samuel R. Delany’s involvement with New Worlds. Anna Kavan was championed by Brian 
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Of  course, any glaring omissions are mine and cannot be entirely disowned by displacement 

or blamed on the limits of  time and space. However, I believe that the methodology that I have 

developed in my thesis, a fusion of  magazine studies with cultural history, might usefully be 

applied to other cultural objects in the post-war period. Setting sf-adjacent print media within the 

rich cultural context of  the mid to late twentieth century can show us much about the changing 

contours of  the human within the regime of  technological modernity. I end with a couple of  

examples of  the further application of  the methodology. 

 

Throwing the net in close proximity to New Worlds, studies could be made of  the 

underground press of  the 1960s and 1970s in Britain. The counter-culture was suffused with sf  

imagery, taking the genre as a mode of  resistance to the hegemonic technocratic governance in 

the West. Works such as Dune (1965) by Frank Herbert and Stranger in a Strange Land (1961) by 

Robert Heinlein became cult counter-cultural books, while bands such as Soft Machine, Pink 

Floyd, and Jimi Hendrix often used sf  imagery in their music, and all of  whom played at the 

London’s premier underground venue aptly named the UFO club. The underground press which 

flourished in the late 1960s was similarly saturated with sf. William S. Burroughs wrote for IT, 

the first of  the influential underground newspapers (1966–73) while New Worlds writers and 

illustrators Michael Moorcock, M. John Harrison, Mal Dean, and Richard Glyn Jones produced a 

Jerry Cornelius comic strip for the publication.755 Friendz (1969–72) published a large amount of  

sf, especially by those writers who were associated with New Worlds such as Harrison and 

Moorcock. On a material level, New Worlds increasingly shared resources with Oz, IT, and Friendz 

in the late 1960s, such as type-setting equipment and distributors.756 It might seem strange that a 

genre so closely allied to techno-modernity would be taken up by the counter-culture. However, 

the genre provided an understanding of  modernity on its own terms as well as providing an 

aesthetics of  resistance.757  

 

 
W Aldiss on publication of her late work Ice in 1967. Brian W Aldiss, The Twinkling of an Eye (London: 
HarperCollins, 1998) p. 364. In the final issue of New Worlds in 1970 before turning to paperback publication, the 
magazine promised a story by Anna Kavan for its next issue that never materialised.  
755 The history of London’s counterculture, including the UFO club, the underground press, and the influence of 
William Burroughs, is told extensively in Barry Miles in London Calling: A Countercultural History of London Since 1945 
(London: Atlantic Books, 2010).  
756 David Brittain, Eduardo Paolozzi at New Worlds: Science Fiction and Art in the Sixties (Manchester: Savoy, 2013), p. 
127. 
757 Rob Latham has explored the cross-over between the counterculture of the 1950s and 1960s with sf in 
‘Countercultures’, The Oxford Handbook of Science Fiction, ed. Rob Latham (Oxford: Oxford University Press, 2014), 
pp. 383–94. There is still a lot of ground to be covered in tracing the material connections between sf and 
underground magazines.  
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A vast quantity of  sf  was also published in Playboy (1953–2020) alongside its main staple of  

visual pornography. The long-serving editor Hugh Hefner was a sf  fan, as was the fiction editor 

Ray Russell. Together they published work by Arthur C. Clarke, Ray Bradbury (notably the 

serialisation of  Fahrenheit 451 in 1954), Ursula K. Le Guin, A. E. Van Vogt, James Blish, and J. G. 

Ballard among others. The magazine provided far higher rates of  pay than any strictly sf  

magazine of  the 1950s, 60s and 70s, and many writers saw publication in a high quality slick A4 

publication as a mark of  success. As Jordan S. Carroll has argued in an article on the sf  

published in the magazine, ‘futuristic narratives of  progress proved to be integral to the overall 

Playboy sensibility’.758 For Carroll, Playboy’s publication of  sf  alongside articles on gadgets and 

images of  women created an ideal image of  bureaucratic masculinity. Cool, distanced, and 

proficient manipulators of  technology and of  technologically figured women, the image of  the 

idealised man asked readers (predominantly white heterosexual males) to take up their position 

within the regime of  patriarchal techno-capitalism. A study of  the construction of  identity in the 

post-war period within the matrix of  heterosexuality, masculinity, and technology, could find no 

better place to understand its development than within the pages of  Playboy magazine. 

 

My final example is that of  Omni. Launched in 1978 and folding in 1997, Omni magazine was 

a popular science magazine that ran sf  stories. Articles covering the latest discoveries in science 

and technology, as well as a good helping of  fringe science, were published alongside a genre 

dedicated to exploring the ways in which these new discoveries might affect the human subject. 

As with Playboy, high rates of  pay, its slick magazine style, and its high circulation (in the early 

1980s it had a circulation higher than all four of  its major sf  rivals put together) attracted the 

best work of  a number of  sf  writers.759 It was in the pages of  Omni that the first recognisable 

cyberpunk stories appeared. William Gibson’s ‘Johnny Mnemonic’, ‘New Rose Hotel’, and 

‘Burning Chrome’ were published in a magazine whose articles were dedicated to virtual reality, 

nanotechnology, and the technological singularity.760 An analysis of  Omni set within the popular 

and cultural understandings of  scientific innovation of  the 1980s would show us much about the 

changing outlines of  the human as it hurtles towards the posthuman condition. It is entirely 

fitting that the magazine was one of  the first to shift entirely onto the internet in 1996: the move 

from an A4 publication to an e-magazine followed the logic of  the dematerialisation of  the body 

 
758 Jordan S. Carroll, ‘Reading Playboy for the Science Fiction’, American Literature, 87.2 (2015), 331–58 (p. 331). 
759 Mike Ashley, Science Fiction Rebels: The History of the Science Fiction Magazines from 1981-1990 (Liverpool: Liverpool 
University Press, 2016), pp. 37–38. 
760 William Gibson’s stories, ‘Johnny Mnemonic’, ‘Burning Chrome’, and ‘New Rose Hotel’, were published in the 
May 1981, July 1982, and July 1984 issues of Omni respectively. 
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and of  technology that was explored within its pages.761  

 

 We face now another era of  catastrophe if  not greater than, then at least equal to, that of  the 

1960s. During the time I have spent studying New Worlds—six years, the same number as 

Moorcock was editor—the UK has seen multiple catastrophes: austerity, Brexit, and the hostile 

environment, as well as being enmeshed in the global catastrophes of  global warming and the 

Covid-19 virus. My final hope is that reflection on how another group valiantly grappled with the 

implications of  their own catastrophes over fifty years ago can help us now to grapple with our 

own. And I hope that this reflection will lead us from our cultural past and present world toward 

the possibility of  new worlds of  the future, better and more just.  

  

 
761 I use the word ‘dematerialisation’ here to describe the ideology of the erasure of the technological within the 
digital. As N. Katherine Hayles tells us, the material of digital technologies does not disappear but is mediated or 
made to appear immaterial. How We Became Posthuman: Virtual Bodies in Cybernetics, Literature, and Informatics (Chicago; 
London: University of Chicago Press, 1999), p. 13. 
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