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Abstract 
Genres are constituted, implicitly and explicitly, through their construction of the past. 

Genres continually reconstitute themselves, as authors, producers and, most 

importantly, readers situate texts in relation to one another; each text implies a reader 

who will locate the text on a spectrum of previously developed generic characteristics. 

Though science fiction appears to be a genre concerned with the future, I argue that 

the persistent presence of lost race stories – where the contemporary world and 

groups of people thought to exist only in the past intersect – in science fiction 

demonstrates that the past is crucial in the operation of the genre. By tracing the 

origins and evolution of the lost race story from late nineteenth-century novels through 

the early twentieth-century American pulp science fiction magazines to novel-length 

narratives, and narrative series, at the end of the twentieth century, this thesis shows 

how the consistent presence, and varied uses, of lost race stories in science fiction 

complicates previous critical narratives of the history and definitions of science fiction.  

In examining the implicit and explicit aspects of temporality and genre, this 

thesis works through close readings of exemplar texts as well as historicist, structural 

and theoretically informed readings. It focuses particularly on women writers, thus 

extending previous accounts of women’s participation in science fiction and 

demonstrating that gender inflects constructions of authority, genre and temporality. 

The continued and evolving presence of lost race stories shows that their inherent 

thematic concerns of space, time and cultural memory have implications for the 

analysis of science fiction as a whole. In representing movement through time, these 

stories ask how pasts exist in dialogue with the present. 
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Introduction: 
Discovering the Lost Race Story 

Lost race stories imagine encounters between the past and the present, and in this 

process destabilise teleological temporalities. I argue that lost race stories form part of 

the genre of science fiction, and that they contribute through their thematic 

preoccupations to the broader exploration of technological, historical and cultural 

change that characterises science fiction. From their origins in the nineteenth century 

though to the present, lost race stories demonstrate a potential for popular fiction to 

interrogate simplistic and linear conceptions of imperialism, science and technology, 

and modernity. In particular, I argue that both the conceptual work and generic role of 

lost race stories is influenced by gender, and articulated through gendered discourses. 

The focus, therefore, is on lost race stories by women writers, whose use of the form 

engages with the issues of gender that impinge upon the production of and 

representations within such texts. By taking lost race stories seriously, my work 

expands considerably on previous accounts of the historical and conceptual range of 

the lost race story. 

For the purposes of this discussion, I define a lost race story as a narrative 

where a recognisably human group is found by members of another recognisably 

human group. That discovering group is usually contemporary, while the ‘lost’ group 

often stands in for a past society; nonetheless, there is some form of biological and/or 

historical connection between the two groups. In standard form, the lost race is exotic, 

racially and culturally different, and often connected to past empires – real or imagined 

– such as the Atlanteans, Mayans, or Phoenicians. The loss embodied by the lost race 

only becomes meaningful when found, when absence is apprehended through 

presence, rupture replaced by reunion. This definition is rough and open, and meant to 

be so. Throughout this work I explore the evolution of lost race stories, demonstrating 

that they react to other lost race texts with both continuity and alteration, conditioned by 

wider issues of genre and cultural change, rather than through conformation to a strict 
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definition. My choice of terminology, using the term ‘lost race’, also foregrounds the 

cultural aspect of the encounter and is used in preference to the alternative of ‘lost 

world’. Yet from the beginning I wish to place the term ‘lost race’ itself under question, 

for the description ‘lost’ is only applicable from one point of view, and ‘race’ gestures 

towards the particular combination of scientific and imperial discourses that underpin 

this type of narrative. Therefore, my title, ‘Discovering the Lost Race Story’, functions 

as a deliberate parody of imperial discovery stories.  

Lost race stories have featured generally in previous critical accounts as 

products of the nineteenth century, and within the context of imperial fiction. Like the 

‘lost races’ that inhabit the margins and blank spaces in maps, lost race stories sit on 

the margins of science fiction, mostly a blank spot in the critical view. Allienne Becker’s 

account of ‘lost world romances’ – an alternative coinage for lost race stories – depicts 

them as products of the nineteenth century that continued to be popular in the first few 

decades of the twentieth century, but then seemed to disappear.1 Other critical works 

on lost race stories in general have primarily focused on nineteenth-century lost race 

stories as well.2 There is also a considerable body of literature on specific lost race 

texts, of which H. Rider Haggard’s She (1887) is foremost. This work expands on 

previous critical accounts by demonstrating that lost race stories were consistently 

present in science fiction pulp magazines from their beginnings in the 1920s and 

onward. It is focused on print texts, and as such, does not include a consideration of 

lost race stories in other media within its scope. 

While the lost race story forms a recognisable category of fiction, it is here 

considered throughout in relation to the genre of science fiction. As discussed further 

below, defining science fiction is a difficult task and multiple accounts of the history of 
                                                
1 Allienne Becker, The Lost World Romance: From Dawn Till Dusk, (Westport, Connecticut: 
Greenwood Press, 1992). 
2 See, for example, Melissa Bellanta, 'Fabulating the Australian Desert: Australia's Lost Race 
Romances, 1890-1908', Philament 3 (2004), accessed 9 August 2006, 
<http://www.arts.usyd.edu.au/publications/philament/issue3_Critique_Bellanta.htm>; Robert 
Dixon, Writing the Colonial Adventure: Race, Gender and Nation in Anglo-Australian Popular 
Fiction, 1875-1914, (Cambridge: Cambridge University Press, 1995); Carter F. Hanson, 'Lost 
Among White Others: Late Victorian Lost Race Novels for Boys', Nineteenth-Century Contexts 
23 (2002); and Nadia Khouri, 'Lost Worlds and the Revenge of Realism', Science Fiction 
Studies 10 (July 1983).  
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science fiction exist. My position is that science fiction is a recognisable genre that 

emerged in the early twentieth century from a convergence of late nineteenth-century 

popular formula fiction from the late nineteenth century. Thus, tracking the lost race 

story’s incorporation into science fiction not only enables a more extensive examination 

of the lost race story than previous accounts, but also offers another avenue into 

understanding the formation and evolution of science fiction as a genre. A focus on lost 

race stories also gives a weighting to ‘soft’ science fiction, given their primary interest 

in societies and culture rather than ‘hard’ science. 

The conceptual categories working throughout this thesis are never innocent of 

gender: gender informs the construction of genre both at the conceptual and cultural 

level. Lost race stories, as narratives of discovery, potential conquest, and modernity, 

are often characterised by an adherence to masculinist narratives of imperialism and 

progress; nonetheless, to characterise these stories solely as conservative and 

patriarchal obscures the variations, subversions and resistances offered by various 

writers. My focus on women writers is one avenue into reading these variations. While 

some of the women writers consciously identify themselves, and their works, as 

feminist, others nonetheless display an interest in gender politics and power, and all 

dissent in some way from the patriarchal norms asserted by the standard lost race 

story. This is not to say that male writers cannot or do not produce progressive lost 

race stories, just that they might have had less incentive to do so. The presence of 

these women writers adds to feminist histories of science fiction which have pointed 

out both the masculinist heritage of the genre and, on the other hand, women’s 

participation within it. 

While my definition of the lost race story takes as key the encounter between 

two separated groups, there are a number of additional features that, over time, have 

come to be commonly found in the lost race. These features derive primarily from the 

popular lost race stories of the late nineteenth century, in particular Haggard’s She, 

and were replicated later in works by Edgar Rice Burroughs, Abraham Merritt and A. 

Hyatt Verrill. The ‘standard’ lost race story is usually focused on the perspective of the 
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group more closely identified with the contemporary world. The narrative follows male 

explorers as they penetrate the ‘unknown’ wilderness, venturing into the blank spaces 

on the map. The lost race is marked by lack of progress or even degeneration, 

characteristics which construct it as feminine, as does its female leadership. The 

conclusion involves the obliteration of the lost race – often by cataclysmic events such 

as the eruption of a volcano – and a reassertion of patriarchal authority. While this 

summary highlights the formulaic nature common in many lost race stories, the formula 

nonetheless allows for the complex and nuanced envisioning of gender, alterity and 

temporalities. 

Writing Temporality 

A temporal disparity, or the identification of the different groups with particular points in 

time, within the lost race story underlies the formula. The centrality of this disparity to 

the structure of the lost race story obviously places the construction of temporality as a 

key element of the form. Some of the ways in which temporality is constructed includes 

history (as a discipline and through evocations of historical periods), biology (and more 

particularly, evolutionary change) and the refraction of the past through cultural 

memory, nostalgia and medievalism. 

The lost race story develops out of a moment in which history was culturally 

central. The widespread influence of historical thought is summarised by Christiana 

Crosby, who argues that ‘in the nineteenth century history is the necessary condition 

for thought and saturates the field of knowledge’.3 The influence of history on the lost 

race story can in part be traced to the historical novel, which served as a model for lost 

race stories. The Victorian popular interest in history also furnished the lost race with 

recognisable trappings of past societies: language, costume, architecture and culture. 

Nadia Khouri argues that nineteenth-century lost race stories hold an ambivalent 

attitude towards history, containing both a desire for the past but also a denial of 

                                                
3 Christina Crosby, The Ends of History: Victorians and 'The Woman Question', (New York and 
London: Routledge, 1991), p. 144. 
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historical causality, as they insulate certain segments of an exoticised past for 

aesthetic value at the cost of removing narratives of historical change.4 The use of 

medievalist tropes in depicting lost races can be seen as one example of the 

association of lost races with ahistorical spectacle. Furthermore, the imagined histories 

and locations of lost races can fictively displace the ‘real’ inhabitants of these spaces, 

erasing them from historical view: a troubling move given the lost race story’s imperial 

roots. However, the structuring of the lost race story around a moment of imagined 

historical divergence – the ‘loss’ of the lost race – and subsequent implicit comparison 

in the moment of rediscovery suggest a fundamental interest in the process of 

historical change and causality. 

In constructing ‘imagined’ histories, lost race stories also exhibit an interest in 

the construction of historical narrative. Drawing on the related disciplines of 

anthropology and archaeology for both characters and ways to represent the past more 

broadly, lost race stories tend to support the construction of history as an objective and 

scientific discipline. Such a construction lends itself to the placement of lost race 

stories within science fiction’s engagement with history. Tom Moylan argues that 

science fiction ‘not only mirrors but actively interrogates and intervenes in the 

processes of history’, pursuing a ‘complex engagement’ around what was, what is, and 

what is coming to be’.5 Thus, the estranged or interrogational possibilities of science 

fiction replace the historical novel as a site from which historical knowledge may be 

constructed or questioned.  

The construction of history as ‘objective’ and ‘scientific’ is deeply gendered, 

suggesting one aspect of how gender is implicated in the temporalities of the lost race 

story. The identification of the lost race as both feminised and of the past is informed 

by the equation of masculinity and modernity, while femininity is constructed as outside 

the processes of history. Women writers of lost race stories have responded to these 

                                                
4 Khouri, 'Lost Worlds and the Revenge of Realism', p. 178. 
5 Tom Moylan, Scraps of the Untainted Sky: Science Fiction, Utopia, Dystopia, (Boulder, 
Colorado: Westview Press, 2000), pp. 25, 27. 
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gendered constraints by contesting the gendering of history, and by deploying other 

modes of representing temporality: memory, space and evolution.  

Identification of the cultural groups in lost race stories with particular 

temporalities is signalled not only through imagery from historical periods, but also 

through progress as signalled through technology. In early lost race stories, the 

discoverers are bearers of both technology and modernity. The conjunction of 

modernity, technology and masculinity is set against the primitive, feminised lost race. 

In later lost race stories, the lost race comes to possess technological superiority, 

where it has retained knowledge and artefacts lost to the contemporary world. 

However, lost race technology in these stories is generally located in the realm of 

spectacle, detached from the process of scientific inquiry. The lost race’s continuous 

but static relationship to technology is contrasted with the lack of knowledge offset by 

inquiry and innovation characterising the contemporary society. The alternative to lost 

race technological spectacles is where the technologies used by the lost race are not 

visible because they take alternative forms, such as psychic technologies, or form part 

of domestic, everyday life. Lost race stories by women often highlight biological and 

communication technologies, and reading lost race stories as science fiction helps to 

make visible and valued these ‘soft’ sciences. 

However, lost race stories, with their taste for adventure and melodrama, are 

not solely driven by scientific concepts. The personalised and subjective narrative of 

re-encounter appeals to memory as a mode of relating to the past. Memory here is 

understood as a collective, cultural production rather than in terms of personal 

psychology. Foregrounding memory emphasises a partial and situated perspective on 

the past, and its continual reconstruction within the present. Memory thus unsettles the 

objective claims of history as a discipline, but at the same time is connected ineluctably 

to it. Medievalism, meaning the construction of the medieval past in the post-medieval 

period and the ongoing intrusion or reproduction of that past beyond the boundaries of 

periodisation, is a powerful example of a memorialised form of the past that exceeds 
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the disciplining of history. Indeed, medievalism is a common presence in lost race 

stories. 

In identifying the lost race with the past, lost race stories may balance their 

general pattern of valorising the triumph of modernity with a nostalgic tone. Given the 

highly constructed, artificial nature of the lost race, nostalgia here is not a simple 

expression of conservative regret. Rather, nostalgia can function as a critical 

interrogation of the limits of the present. This critical role is also present in stories 

where the lost race becomes a vehicle for utopian imagination. In such cases the lost 

race situation proves preferable to the modern present of the discoverer, who is also 

often the narrator, and whose conversion in recognition of the lost race’s cultural 

superiority also forms a political argument for the conversion of the reader.  

The politics of the lost race story are shaped by its heritage of imperial fiction, 

reflecting the anxieties and tensions found in late-nineteenth-century imperialism. The 

lost race story revolves around the moment of encounter. Thus, lost race stories form 

an imagined ‘contact zone’, to some extent insulated from the realities of cross-cultural 

contact, yet providing a venue for these encounters to be imagined and re-imagined.6  

In particular, the preoccupation with masculinity, fear of degeneration, and the alterity 

of the lost race present in nineteenth-century lost race stories found a wide audience.7 

However, Melissa Bellanta offers an alternative reading, emphasising lost race stories’ 

‘optimistic belief in the miraculous, their resonances with the utopian genre’ and their 

role as an inspiration for nationalism.8 Nineteenth-century lost race stories can seem 

highly repetitious, lacking variation in narrative structure and treatment. Nevertheless, I 

propose that the repetition involved in this kind of story marks particular concerns. For 

instance, Robert Dixon reads these texts ‘as sites where Nation and Empire are 

                                                
6 The term ‘contact zone’ comes from Mary Louise Pratt, Imperial Eyes: Travel Writing and 
Transculturation, (London and New York: Routledge, 1992), p. 6. 
7 Hanson, 'Lost Among White Others’, pp. 499-500. 
8 Bellanta, 'Fabulating the Australian Desert'. 
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produced by a ceaseless marking of discursive boundaries.’9 This ‘ceaseless marking’, 

I suggest, is also concerned with ideologies of gender and sexuality.  

Dixon’s metaphorical marking of discursive boundaries is matched by the 

preoccupation with spatial strategies within the lost race story. Anne McClintock argues 

that, in the nineteenth century, time was spatialised, with history becoming global as 

places stood in for stages of history. It is in this context that the segmentation and 

spatialisation of history in the lost race story, in which the past can stand alongside the 

present, becomes comprehensible. Spatialised time was also enmeshed with social 

Darwinism: time became ‘a map from which to read a global allegory of “natural” social 

difference’.10 While the evolutionary discourse present in some lost race stories marks 

temporalities in this conservative, social Darwinist mode, evolution can also be 

understood as excessive and unplanned, not fixed to a teleological goal. This 

potentially radical reinterpretation of evolution is taken up by some lost race stories. 

While categorising lost race stories as imperial fiction is useful, particularly for 

the late nineteenth century British and Commonwealth writings that reflect imperial 

ambitions and anxieties, it cannot fully account for all lost race stories. Those produced 

outside of the British Empire, primarily stories by American writers, hold a different 

relationship with Empire. While they may plunder past empires of Aztecs and 

Atlanteans for imagery, cultural concerns about power, ownership and centrality play 

out very differently. Furthermore, throughout the twentieth century, the developing lost 

race story remained ineluctably marked by imperial ideologies, yet might be better 

characterised as post-imperial, as different authors attempted to challenge, ignore or 

repeat the patterns from the lost race story’s past. 

The construction of an implied teleology underlies the lost race story; modernity 

can glance back to recognise earlier forms, and simultaneously demonstrate its own 

superiority. Yet this progress narrative is undercut by the potential of slippage, of return 

to the ‘savage’ past, and the anxious suspicion that superiority may lie with the lost 

                                                
9 Dixon, Writing the Colonial Adventure, p. 198.  
10 Anne McClintock, Imperial Leather: Race, Gender and Sexuality in the Colonial Context, 
(New York: Routledge, 1995), p. 37. 
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race. In the context of evolutionary discourses, lost race stories combine an anxiety 

about degeneration with the potentially radical indeterminancy of the future. As the 

formula evolved, lost races often came to possess scientific and technological 

superiority, as well as moving from locations on Earth to interplanetary locales. Lost 

race stories thus contain multiple temporalities and thematically engage with how 

modes of temporality are constructed. 

Writing Science Fiction 

Any discussion of the lost race story in the context of science fiction raises the question 

of how the boundaries of science fiction are constructed. Generic definitions are always 

difficult, and science fiction is the epitome of that rule. Mark Rose points out that while 

it seems unremarkably commonsensical to begin discussion of science fiction with 

definitions, this preoccupation with genre definition is specific to science fiction and 

does not affect other genres, from pastorals to westerns.11 Furthermore, Paul Alkon 

points out that:  

[t]he polysemy of the term science fiction, reflected in the inability of 

critics to arrive at agreement on any one definition, is a measure of 

science fiction’s complex significance for our times.12  

Alkon neatly captures the impossible, and implausible, task of producing a stable and 

overarching definition of the genre of science fiction. Nonetheless, as Patrick Parrinder 

argues, even in the face of the ‘current explosion’ of sci-fi across media, approaching 

science fiction as a genre provides ‘the best available critical hypotheses’, allowing 

prescription and description to be brought together.13 The debate around definitions of 

science fiction is ongoing, and Adam Roberts provides a useful overview of the current 

                                                
11 Mark Rose, Alien Encounters: Anatomy of Science Fiction, (Cambridge, Massachusetts: 
Harvard University Press, 1981), p. 1. 
12 Paul Alkon, Science Fiction Before 1900: Imagination Discovers Technology, (New York: 
Routledge, 2002), p. 9. 
13 Patrick Parrinder, 'Introduction: Learning from Other Worlds', in Patrick Parrinder (ed.), 
Learning from Other Worlds: Estrangement, Cognition and the Politics of Science Fiction and 
Utopia, (Liverpool: Liverpool University Press, 2000), p.3. 
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situation in his History of Science Fiction (2006).14 This consistent discussion, and lack 

of consensus, on definitions of science fiction suggests that it is most productive to see 

genre as historically contingent, a contingency reflected in the shifting definitions. I do 

not intend to intervene within these debates to any great extent; rather, I will sketch out 

their relevance to previous critical treatments of lost race stories and to my own 

approach. 

Prescriptive approaches to the science fiction genre, in what might be labelled 

the prescriptive-content mode, focus on the attributes within a text and their ability to 

match a content-based demarcation of the genre. One example of this approach is that 

proposed by Brian Aldiss, who states that: 

Science fiction is the search for a definition of Man [sic] and his [sic] 

status in the universe which will stand in our advanced but confused 

status of knowledge (science), and is characteristically cast in the Gothic 

or pre-Gothic mould.15   

Working both through an understanding of the development of science fiction – with 

Aldiss identifying Mary Shelley’s Frankenstein as the beginning of the genre – and 

through analogy with a previously established genre (the Gothic) Aldiss’ definition 

takes a relatively concrete form, with a discernable set of characteristics that texts can 

be measured against. One key characteristic is science as a central aspect of science 

fiction. However, the emphasis on ‘Man’ and ‘the universe’ distinctly dates this 

definition, requiring re-interpretation to fully fit all aspects of what is now considered to 

be science fiction. Furthermore, the attempt to clearly demarcate limits to the genre 

thus relies on the interpretation of the terms within it, and while relating potential 

science fiction texts to two other bodies of discourse or genre – science and the gothic 

– it implicitly excludes any consideration of the interrelationships of science fiction texts 

within the genre.  

                                                
14 Adam Roberts, The History of Science Fiction, (Houndsmill, Basingstoke: Palgrave 
Macmillan, 2006), see especially pp. 1-20. 
15 Brian Aldiss, The Detached Retina: Aspects of SF and Fantasy, (Liverpool: University of 
Liverpool Press, 1995), p. 72. 
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On the other hand, another form of definition has focused less on the content of 

science fiction than on its conceptual operation. One commonly cited definition, created 

by Darko Suvin, is that science fiction is a form of ‘cognitive estrangement’,16 that is, 

fiction that defamiliarises – and by implication, questions – the known, everyday world. 

This definition emphasises the intellectual process and appeal associated with science 

fiction, and its engagement with the context in which it is written. Similarly, Sarah 

Lefanu identifies science fiction through what it allows, claiming that science fiction 

‘offers a language for the narration of dreams, for the dissolution of self and for the 

interrogation of cultural order’.17 Her focus on the potentials inherent in science fiction 

parallels contemporary feminist thought about subjectivity and gender, and links to 

calls for feminist writers to exploit the potentials of the genre.18 Again, the extremely 

general terms Lefanu uses mark an abstract interest in intellectual process associated 

with the genre.  Furthermore, Ron Kitchin and James Kneale argue that ‘[d]efining SF, 

then, requires attention to its status as fiction, rather than its content’, locating science 

fiction as a ‘privileged site for critical thought’.19 These definitions share a prescriptive 

tone, marked by an emphasis on the critical and political potential of the genre, and are 

therefore potentially less restrictive in their boundary setting.  Nonetheless, Aldiss 

claims that such an approach risks gathering ‘a great body of disparate material, so 

disparate that it renders the term ‘SF’ meaningless and the materials impossible to 

study in any effective way’. 20 

The ‘body of disparate material’ that Aldiss refers to does not necessarily 

consist solely of fictional texts. Rose argues that: 

                                                
16 Darko Suvin, Metamorphoses of Science Fiction: On the Poetics and History of a Literary 
Genre, (New Haven: Yale University Press, 1979), p. 3. 
17 Sarah Lefanu, In the Chinks of the World Machine: Feminism and Science Fiction, (London: 
The Women's Press, 1988), p. 23. 
18 See, for example, Joanna Russ, ‘What Can a Heroine Do? Or Why Women Can’t Write’, in 
Susan Koppelman Cornillion (ed.), Images of Women in Fiction, (Bowling Green, Ohio: Bowling 
Green University Popular Press), pp. 17-18. 
19 James Kneale and Rob Kitchin, 'Lost in Space', in Rob Kitchin and James Kneale (eds), Lost 
in Space: Geographies of Science Fiction, (London and New York: Continuum, 2002),  
p. 3. 
20 Aldiss, Detached Retina, p. 76. 
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[i]nstead of thinking of science fiction as a thing, a kind of object to be 

described, it is perhaps more useful to think of it as a tradition, a 

developing complex of themes, attitudes and formal strategies that, 

taken together, constitute a general set of expectations.21 

This approach expands the field of material from which definitions can be drawn or 

applied to include practices as well as texts. Peter McDonald’s call to attend to the 

‘circuits of material production’ as well as ‘symbolic production’ when considering the 

history of literary production reinforces Rose’s suggestion.22 Thus, the ‘field’ of science 

fiction can include contexts of production, practices of marketing and dissemination, 

and the role of reception. Tom Moylan points out that science fiction demands a 

particular way of reading generated by the ‘specific textual strategies of sf and the 

resulting feedback loops in the reading practices.’23 Thus, an account of the field 

should include recognition of audience and ongoing readership practices as exercising 

influence on the construction of the genre.  

Justine Larbalestier develops such an account, presenting ‘science fiction as a 

‘social activity,’ or rather a series of social activities’. For Larbalestier, the discourse of 

science fiction can be observed circulating through fandom and fiction.24 While these 

social events take place outside of the written texts, surrounding them, they 

nonetheless leave their mark textually – in the editorial comments and readers’ letters 

in the pulp magazines, or the references to fan culture within the texts. The material 

production of science fiction texts, their status as objects of consumption, also 

influences their generic identification. The activities of ‘book-buyers, book-borrowers’, 

booksellers, publishers, and editors play a vital role in signalling the generic 

allegiances of texts.25 Indeed, Larbalestier notes that science fiction readers of pulp 

magazines themselves debated definitions and boundaries of the genre. She 

                                                
21 Rose, Alien Encounters, p. 4. 
22 Peter McDonald, British Literary Culture and Publishing Practice, 1880-1914, (Cambridge: 
Cambridge University Press, 1997), p. 19. 
23 Moylan, Scraps of the Untainted Sky, p. 6. 
24 Justine Larbalestier, The Battle of the Sexes in Science Fiction, (Middletown, Connecticut: 
Wesleyan University Press, 2002), p. 16. 
25 Michael Gamer, Romanticism and the Gothic: Genre, Reception, and Canon Formation, 
(Cambridge: Cambridge University Press, 2000), p. 24. 
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concludes that, in the light of the conjunction of texts and responses such as fans’ 

letters in the magazines,  ‘attempts to limit the field [of science fiction] become a series 

of test cases about which there is not always agreement’.26 For Larbalestier, fan 

responses demonstrate that the field itself is not uniform or univocal. 

The problem facing the approach of prescriptive definitions outlined above is 

that they are not being applied to a blank field. Each of the authors attempting to define 

science fiction is already familiar with the term. Pre-existing understandings of the term 

‘science fiction’ are matched against definitions, highlighting the subsequent and 

contingent nature of the definitions. This interaction with a pre-existing understanding 

also holds true for the more abstract definitions: in fact, such definitions require that 

prior understanding to become applicable and comprehensible.  

Brooks Landon’s approach to the issue of definition suggests an alternative: 

The genre … covers so much territory that it seems to me to need 

description rather than prescription, a map more than a definition … 

That does seem to be exactly the case with science fiction: no two 

people agree on exactly what it should or should not include, but we 

have a pretty good idea of the kinds of territory it covers and the kinds of 

experiences we can expect in those territories.27 

The model of territory points to a spatialised understanding, which, in being open to 

layering, blurring of boundaries and re-negotiation of territorial ownership, is far more 

flexible then a definition. Substituting description for definition seems to offer a more 

nuanced understanding of science fiction and recognition of the contingency of the 

field. Descriptive approaches to science fiction are most commonly found in historical 

accounts of the genre; see, for example, Adam Roberts, David Seed, Paul Alkon, 

Brooks Landon, and Gary Westfahl.28 While these descriptive approaches are still 

subject to concerns about definition, especially in relation to the much-debated issue of 
                                                
26 Larbalestier, Battle of the Sexes in Science Fiction, p. 33. 
27 Brooks Landon, Science Fiction After 1900: From Steam Man to the Stars, [1995] (New York: 
Routledge, 2002), pp. 31-32. 
28 Roberts, The History of Science Fiction; David Seed, 'Preface', in David Seed (ed), 
Anticipations: Essays in Early Science Fiction and Its Precursors. (Liverpool: Liverpool 
University Press, 1995); Alkon, Science Fiction Before 1900; Landon, Science Fiction After 
1900; Gary Westfahl, The Mechanics of Wonder: The Creation of the Idea of Science Fiction, 
(Liverpool: Liverpool University Press, 1998). 
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the starting date for science fiction that can range from the ancient novel to 1926, they 

nonetheless offer a grounded understanding compatible with a historicist methodology. 

As Rose notes, genres are subject to alteration over time, existing as ‘historical 

phenomena’: he states that ‘moreover, their origins are wedded to complex cultural, 

historical, and literary circumstances.’29 Descriptive approaches recognise the 

provisional nature of the genre of science fiction, its evolution in response to pressures 

both within and without the field. 

In moving to a territorial description, Landon shifts the focus from both the 

cognitive aspects of science fiction and the policing work of definitions to examine the 

terms under which the genre is approached. This examination has commonalities with 

Michael Gamer’s approach to discussing genre definition and the Gothic, where Gamer 

argues that ‘[w]e must begin not by defining gothic’s essence but by tracking its cultural 

status.’30 This approach to genre – ‘tracking its cultural status’ – encapsulates the 

methodology of this thesis in analysing the lost race story and its place within science 

fiction. Rather than attempting to draw hard and fast lines for the categories of lost race 

stories and science fiction, I will move from the late nineteenth century to the present, 

looking at the changing cultural status of lost race stories and their relationship with the 

genre of science fiction.  

Taking the late nineteenth century as my starting point, this project begins at a 

time in which the term ‘science fiction’ was not in popular use. Identifying these stories 

as science fiction is to retrospectively apply later constructions of genre. Nonetheless, 

Alkon notes that, for readers, ‘text[s] may offer several generic options that are not 

mutually exclusive’ and these generic options may alter over time.31 Therefore, if genre 

identity is formed in the act of reading, then to take older works and re-read them as 

part of a different genre – one that they may not previously have been identified with – 

potentially shifts older texts into a new genre.  Thus, pre-science fiction works can still 

be science fiction when they are read that way and therefore the term science fiction is 

                                                
29 Rose, Alien Encounters, p. 4. 
30 Gamer, Romanticism and the Gothic, p. 10. 
31 Alkon, Science Fiction Before 1900, p. 10. 
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both accurate and inaccurate for nineteenth-century science fiction. The presence of 

lost race stories in the pulp science fiction magazines of the 1920s and 1930s indicates 

their influence in the articulation of the science fiction genre developed in that period, 

while later lost race stories are engaged in re-negotiationing of the boundaries of the 

genre. 

Understandings of science fiction are complicated by gender and feminist 

interventions in the field. In addition to critiquing the masculinist and at times 

misogynistic mainstream of science fiction, feminist science fiction criticism has 

required a revision of histories of the genre to recognise the presence and contribution 

of women, as authors, fans and part of the publication industry. Feminist science 

fiction, especially fiction arising from the intersection of the women’s liberation 

movement and science fiction in the 1970s, contested the marginalisation of women by 

developing a critical tradition, advocating the radical potential of the genre, and 

enhancing a sense of female community within the genre. Thus feminist approaches to 

science fiction can, in part, be characterised by praxis, the imbrication of criticism and 

fiction.  

Jane Donawerth and Carol Kolmerten emphasise the ‘literature of 

estrangement’ definition of science fiction in their consideration of women’s writing in 

science fiction. Donawerth and Kolmerten describe ‘an emphasis on the imagined 

freedom of alternate worlds, the crossing of generic boundaries, the didactic politics of 

the writing and the overturning of gendered stereotypes’ as characteristic of women’s 

use of science fiction.32  This characteristic of boundary crossing, in terms of gender 

politics and genre, becomes a necessary step in women writers’ contestation of the 

masculinist nature of lost race stories. As Robert Dixon notes: ‘it is likely that [texts by 

male writers] will be less ambivalent and more accepting of literary conventions and 

                                                
32 Jane Donawerth and Carol Kolmerten, 'Introduction', in Jane Donawerth and Carol Kolmerten 
(eds), Utopian and Science Fiction by Women: Worlds of Difference. (Liverpool: Liverpool 
University Press, 1994), p. 3. 
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gender norms than comparable texts by women authors of the same period’.33 

Certainly, within the structure of the highly formulaic lost race story, women writers 

negotiate, recast and even challenge the conventions of such fiction. In taking on the 

masculinist mainstream of the lost race story, women writers share common concerns 

– the agency given to female characters, the articulation of female desire, the impact of 

contemporary feminism(s), and a complex perspective on alterity.  

However, to portray these women only as marginal would be to misrepresent 

them, ignoring the factors such as race and class that may invest them with centrality 

and power, as well as misstating their place with the genre; Lois McMaster Bujold, for 

example, as the winner of Nebula and Hugo awards can hardly be seen as a peripheral 

author. Tracing the women writers of lost race stories demonstrates their continual 

presence and formative role in the evolution of lost race stories and science fiction 

more broadly. Furthermore, the range of women’s writing examined in the thesis shows 

that women’s lost race stories cannot be categorised as homogenous. Similarly, the 

vital role of gender in the lost race story is shown through recognition of the gendered 

concepts and categories that inform the construction of lost race stories. As such, this 

thesis is not an argument for adding women and gender to critical accounts of lost race 

stories; rather, it places gender as an integral part of lost race stories and women 

writers as actively shaping the development of the lost race story and its place in 

science fiction. 

 

My work moves chronologically from the nineteenth century to the present in its 

account of the evolution of the lost race story and its role in the development of science 

fiction. At the same time, it offers symptomatic readings of a range of lost race texts, 

using these texts as avenues into thematic explorations of key issues. The discussion 

is thus constructed in three sets of paired chapters, with each pair delineated by a 

chronological range: chapters one and two look at the nineteenth and very early 

                                                
33 Robert Dixon, 'The New Woman and the Coming Man', in Susan Magarey, Sue Rowley and 
Susan Sheridan (eds), Debutante Nation: Feminism Contests the 1890s, (St Leonards, New 
South Wales: Allen & Unwin, 1993), p. 163. 
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twentieth century; chapters three and four engage with the pulp science fiction 

magazines in the first half of the twentieth century; and chapters five and six explore 

science fiction novels of the latter half of the twentieth century. Within each pair, the 

first chapter provides a historicist account of the construction of the lost race story, 

including examinations of production, influences, and structural issues. The second 

chapters develop closer readings of individual texts, in order to frame larger thematic 

and theoretical considerations of desire, space, memory, nostalgia, history, biology and 

kinship. The thesis as a whole therefore offers an interwoven and expansive 

consideration of the lost race story. 

The first chapter explores the preoccupation with origins in the lost race story by 

considering the foundations of the lost race story itself. It looks at key influences in the 

construction of lost race stories – travel writing, utopian fiction, history and scientific 

discourse – arguing that their imaginative possibilities and narrative modes create the 

conditions for the lost race story. It also considers the role of publishing practices in this 

period in creating a market for popular fiction, and the presence of lost race stories in 

shifting practices of serial publication. While the chapter argues that lost race stories, 

with their standard elements and intertextual references, were a recognised formula 

amid an increasingly segmented market, it nonetheless argues against the straight-

forward application of the label of science fiction to the lost race stories of this period. 

Instead, the chapter situates lost race stories as part of a pattern of convergence that 

informed the articulation of the genre of science fiction in the pulp magazines.  

Against the context set out in the first chapter, chapter two reads four lost race 

stories from this period through the operation of desire in these texts: not simply sexual 

desire, but desire for and expressed through space and geography, imperialism and 

nationalism, family and kinship. All these categories are enmeshed within the texts, 

and are articulated through gendered ideologies and language. Two of the texts were 

written by Australian authors – Catherine Helen Spence’s Handfasted (1879)34 and 

                                                
34 Catherine Helen Spence, Handfasted, (Ringwood, Victoria: Penguin, 1984). 
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Rosa Praed’s Fugitive Anne: A Romance of the Unexplored Bush (1902)35 – and 

strongly reflect the imperial and colonial context of their production. The other two texts 

– Zona Gale’s Romance Island (1906)36 and Charlotte Perkins Gilman’s Herland 

(1915)37 – are by American authors, and deal with similar issues of authority and 

knowledge. Spence and Gilman deliberately and didactically construct their lost races 

as utopian, informed by their feminist activism, while Gale and Praed exploit the 

popular adventure qualities of the lost race story to reflect on the tensions between 

science and mysticism. The agency of female characters, and in particular their 

engagement with the circulations of desire, marks all these texts as potentially 

subverting the masculinist formula of the lost race story as exemplified by writers such 

as Haggard. 

The third chapter surveys lost race stories published in pulp science fiction 

magazines, particularly Amazing Stories, Astounding Stories and Weird Tales, 

examining the role played by lost race stories in the convergence of popular, formula 

fiction into a recognised and reflective genre in these magazines. It thus maps out an 

account of the place of lost race stories in the formulation of science fiction as a genre, 

in the construction of individual magazine identities, and in the alterations of these 

identities across the period covered. This chapter will also look at the status of the lost 

race story in relation to accepted scientific knowledge, and the construction of an 

implied scientifically informed reader of the magazines. The chapter therefore 

considers not just the stories, but also foregrounds their publication as material objects, 

arguing that the features of the pulp magazines – such as illustrations and readers’ 

letters – were crucial to the construction of generic identity and practices.  This 

consideration of contextual material gives a vital insight into the place of lost race 

stories in these magazines. In relation to the lost race texts themselves, I argue that 

lost race stories were increasingly situated on an interplanetary scale The development 

of interplanetary stories offered new blank spaces for the lost race to be placed in, 

                                                
35 Rosa Praed, Fugitive Anne: A Romance of the Unexplored Bush, (London: John Long, 1902). 
36 Zona Gale, Romance Island, (Indianapolis: The Bobbs-Merrill Company, 1906). 
37 Charlotte Perkins Gilman, Herland, [1915]  (London: The Women's Press, 1979). 
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while the lost race narrative continued to offer an avenue for understanding, and 

imaginatively controlling, these spaces.  

While interplanetary lost race stories might seem to signal an orientation to 

imagining the future, the fourth chapter argues that memory and nostalgia play a vital 

role within lost race stories. This chapter offers close readings of short stories by 

women writers from these magazines: ‘The Rape of the Solar System’ by Leslie F. 

Stone (Amazing Stories, 1934),38 ‘Once in a Thousand Years’ by Frances Bragg 

Middleton (Weird Tales, 1935),39 and ‘The Treasure of Ptakuth’ by Leigh Brackett 

(Astounding Stories, 1940).40 Complicating the objective, disciplined mode of history 

discussed in earlier chapters as an influence on lost race stories, memory appeals to a 

subjective understanding of the ongoing and collective construction of the past. 

Similarly, this chapter argues that nostalgia can be deployed in a critical dialogue with 

the present, instead of serving as a simple signal of conservatism. The chapter also 

explores the role of memory within the evolution of the science fiction genre. Building 

on the study of lost race stories in their context of publication, and especially, the role 

of editorial commentary and readers’ responses in positioning lost race stories within 

the genre of science fiction carried out in the previous chapter, the fourth chapter 

argues that the construction of the past within pulp lost race stories encompasses the 

construction of ‘generic memory’, an understanding of the genre – its boundaries, 

content and history – produced by textual appeals to intertextuality and an implied 

readership.  

The fifth chapter considers the rewriting of the lost race story in the increasingly 

diffuse field of science fiction in the later half of the twentieth century. This chapter 

situates the tension between closure and repetition in lost race stories as it works 

within the structure of the series format, within the context of the movement away from 

the short story as the primary form for science fiction to longer fiction such as novels. 

Furthermore, the chapter explores the use of lost race stories within feminist science 

                                                
38 Leslie F. Stone, 'The Rape of the Solar System', Amazing Stories 9.8 (December 1934). 
39 Frances Bragg Middleton, 'Once in a Thousand Years', Weird Tales 26.2 (August 1935). 
40 Leigh Brackett, 'The Treasure of Ptakuth', Astounding Science-Fiction 25.2 (April 1940). 
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fiction, and the strategies used by a range of authors in their reuse of a formula with an 

ideologically compromised heritage. The replication of the lost race story formula by 

Marion Zimmer Bradley, in her Darkover series (1962-1989),41 and Nicola Griffith in 

Ammonite (1993)42 demonstrates that the lost race formula, in and of itself, can be 

used for progressive as well as conservative purposes. In Ammonite, the conversion of 

the narrator to identify with the lost race valorises embodiment, narrative and 

community over corporate demands and militarism. Bradley’s Darkover series, 

structured around the development of the lost colony of Darkover and its rediscovery 

and protracted struggle against reintegration with the Terran Empire, also attempts to 

valorise oppositional, feminine qualities exemplified by Darkover but struggles with 

biological determinism and the challenges of hybrid identity. Joanna Russ’s We Who 

Are About To… (1977)43 is based on a similar premise to Bradley’s Darkover – a crash-

landed spaceship on a planet, cut off from outside contact – yet its treatment of this 

premise differs vastly. We Who Are About To… directly challenges the assumptions 

about civilisation, continuity and colonialism that drive the establishment of Darkover, 

making explicit the costs of this choice. Lois McMaster Bujold’s Vorkosigan series 

(1986-2006)44 uses the lost race story as one element in the construction of an 

expansive space opera universe. In this series, then, the lost race story is a backdrop 

against which the unfolding narrative progresses beyond the moment of re-discovery to 

consider the ongoing effects of loss and reconnection. The range of approaches to the 

lost race story exhibited by these authors thus demonstrates the ongoing vitality of the 

lost race story and its potential malleability within the concerns of contemporary 

science fiction.  

The sixth chapter returns to the theme of temporality, by looking explicitly at the 

construction of temporality through medievalism and evolutionary discourse in the texts 

examined in chapter five. Medievalism, the evocation of the medieval past in the post-

                                                
41 See Appendix A. 
42 Nicola Griffith, Ammonite, (London: Grafton, 1993). 
43 Joanna Russ, We Who Are About To... (New York: Dell, 1977). 
44 See Appendix B. 
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medieval period, complicates narratives of progress by showing the imbrication of the 

past in the present; the medieval past is always in the process of construction, and this 

process in turn enables the complementary definition of that which is not medieval.  

While the texts exhibit different approaches to medievalism, they share an interest in 

the tension between recognisability and estrangement implied by medievalism, 

exploring the extent to which the presence of this past is familiar or defamiliarising. 

While medievalism looks to the past, this chapter also considers the connections 

between past and future developed through evolutionary discourse. I take up 

Elizabeth’s Grosz’s argument about the feminist potentials of evolution: that by 

recognising the unfixed and excessive nature of evolutionary biology, and its drive 

towards an unfixed future, feminists can account for, and draw on, the biological world 

without the problems of determinism and essentialism.45 Evolution, as noted above, is 

a major issue in lost race stories, and the texts studied in this chapter take up 

evolutionary discourse as a way of negotiating the logic of biological essentialism and 

mitigating the alterity of the lost race.  

Ultimately, lost race stories offer an avenue for unique insights not only into 

their own thematic concerns but also into the workings of genre, and the construction 

of temporality through popular culture. The temporalities layered within lost race texts 

are palimpsest products of discourses ranging from memory and history to planetary 

science and evolutionary biology; they emphasise the contingency of experiences of 

temporality, its constant construction and reconstruction. As individual lost race stories 

move back through the structures of a repetitive formula, they nonetheless open up 

spaces for variation, resistance and challenge. Furthermore, the continued intrusion of 

pasts into the present, envisioned in lost race stories, enables a mode of narrating the 

experiences of living within multiple temporalities, at the intersections of pasts, futures 

and the imagined present. 

 

                                                
45 Elizabeth Grosz, Time Travels: Feminism, Nature, Power, (Crows Nest, New South Wales: 
Allen & Unwin, 2005), see especially the chapter titled ‘Darwin and Feminism: Preliminary 
Investigations into a Possible Alliance’, pp 13-33. 
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Chapter One  
Writing Origins: Nineteenth-Century Foundations 

The lost race story contains a continual attempt to return to origins: the ‘rediscovery’ of 

the lost race enacts both a desire for and the impossibility of reversing temporal 

movement. This chapter considers the conjunction of the preoccupation with origins 

that characterises lost race stories with the origins of the lost race story itself, by 

looking at the development and codification of the lost race story in the latter half of the 

nineteenth century and the early twentieth century. Firstly, this chapter charts points of 

origin for the writing of lost race stories, including utopian fiction, travel writing, and 

narratives of science and of history. Secondly, it places the development of lost race 

stories in the context of the shifting publication practices of this period. Finally, it 

examines the implications of these points of origin in order to critically frame the 

relationship between lost race stories and science fiction. In looking at the genesis of 

lost race stories, I argue that the form played an important role in the emergence of the 

science fiction genre during this period. Considering the generic identity of lost race 

stories allows the account of the origins of science fiction to be written differently, 

because it narrates the convergence of science fiction from disparate sub-genres in 

relation to other literary forms such as the historical novel.  

In the late nineteenth and early twentieth centuries, lost race stories were 

prolifically published and widely read. Everett Bleiler lists 290 lost race stories 

published before 1930, with 187 published between 1885 and 1915.1 While many of 

the writers came from Britain and the British Empire, lost race stories were also popular 

in the United States of America, with 94 authors listed as publishing within the USA.2 

                                                
1 See Everett F. Bleiler, Science-Fiction: The Early Years: a full description of more than 3,000 
science-fiction stories from the earliest times to the appearance of the genre magazines in 
1930: with author, title, and motif indexes, (Kent, Ohio: Kent State University Press, 1990). 
2 Identifying individual authors is at times difficult. While Bleiler attempts to provide basic 
biographic details for all authors listed, in some cases no information has been found, and 
therefore attribution of nationality has been based on the location of initial publication for a text. 
In America particularly, dime novels were published under ‘house pseudonyms’, which could 
conceal the work of a number of authors contracted to work on a series by the publishers. I 
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The publication of the seminal lost race stories King Solomon’s Mines (1885) and She 

(1887), both by H. [Henry] Rider Haggard, marked a crucial moment in the 

development of the lost race story:  

Within three months of its publication in 1887 She had sold twenty-five 

thousand copies. One reviewer … complained that it is ‘impossible in 

any house to attempt any conversation which is not interrupted by the 

abominable introduction of She’.3  

The immense popularity of Haggard’s writing created a market for the formulaic lost 

race story involving treasure, priestesses and lost cities. Previously, lost races had 

been found in utopian and dystopian writing, in satires and fantastic voyages, but 

Haggard’s writing marked a moment in which lost race stories became recognisable as 

a series of texts in dialogue with each other; the creation of a recognisable genre. 

The terrain inhabited by lost race stories formed part of a wider landscape of 

literary production and cultural preoccupations. Lost race stories participated in the 

formulation and expression of British imperial superiority while simultaneously offering 

a counter-narrative characterised by anxiety, reflecting the complex range of popular 

cultural positions on British imperialism in the late nineteenth and early twentieth 

centuries. They also reflected a world in the process of being mapped by Western 

geography and drawn closer by technologies of travel and communication. While 

addressing an audience increasingly conscious of rapid social change, these stories 

also engaged with narratives of history. This chapter will therefore begin by discussing 

travel, utopia, history, and science writing, all of which provided framing narratives that 

enabled the construction of the lost race story. This discussion will also examine how 

these modes of writing were gendered, and the implications of that gendering for 

textual authority and authorship. The late nineteenth century was a crucial period in the 

                                                                                                                                          
have therefore compressed all the ‘house pseudonym’ authors into one corporate American 
author for the purposes of statistics.  
3 Quoted in Dixon, Writing the Colonial Adventure, p. 85. Sixteen years later, in 1903, W.T. 
Stead republished She as the first in a series of penny novels, with half a million copies quickly 
selling, Nicholas Daly, Modernism, Romance and the fin de siècle: Popular Fiction and British 
Culture, 1880-1914, (Cambridge: Cambridge University Press, 1999) p. 13. 
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development of mass market and generic fiction, and these developments laid the 

foundation for the origins and evolution of the lost race story.  

This chapter, and the following chapter, will be framed around four texts: 

Handfasted (1879) by Catherine Helen Spence,4 Fugitive Anne: A Romance of the 

Unexplored Bush (1902) by Rosa (Mrs Campbell) Praed, Romance Island (1906) by 

Zona Gale, and Herland (1915) by Charlotte Perkins Gilman.5 While I advocate the 

necessity of reading these texts as lost race stories – that is, as engagements with a 

recognisable form delineated by similar texts – they should also be seen as vehicles for 

themes and ideas that vary from text to text. This requires situating each text within the 

spectrum of its author’s work, and examining the broader issues present in the texts. 

Thus, these four texts can be read symptomatically, as avenues into key shifts in the 

development of the lost race story as a recognisable formula and as part of the science 

fiction genre. They also demonstrate a range of responses by women writers to the 

masculinist characteristics commonplace in lost race stories. Handfasted predates the 

late nineteenth-century explosion of lost race stories, but it illustrates the pre-conditions 

for that outbreak, the elements that would enable this formula. Fugitive Anne 

demonstrates the post-Haggard mode of lost race stories and its continuing 

engagement with issues of imperialism, while Romance Island refocuses the formula 

around family, love and marriage, showing the diffusion of the lost race formula into 

other fictional modes. Finally, Herland shows the ongoing utopian possibilities of the 

lost race story and its potential for appropriation for didactic purposes, reworking the 

form as a vehicle for an explicitly feminist agenda. The examination of these texts 

allows me to link broader patterns within the writing, publication and reception of lost 

race stories with specific examples. 

                                                
4 The manuscript was written in 1879, but remained unpublished until 1984. All references are 
to Catherine Helen Spence, Handfasted, (Ringwood, Victoria: Penguin, 1984). 
5 Herland was published serially in The Forerunner 6.1-6.12 (1915), however, page references 
will be to the reprint edition unless otherwise specified: Charlotte Perkins Gilman, Herland, 
(London: The Women's Press, 1979). 
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Generic Location 

As noted in the introduction, writers, publishers, and readers are all implicated in the 

construction of genre, with the boundaries of genre constantly under negotiation. It is 

essential to understand lost race stories both as a part of the early science fiction field 

and as a part of a wider cultural landscape. Lost race stories draw on a number of 

genres and their generic conventions: travel writing, in its focus on movement, 

exploration, and foreign landscapes and cultures; utopianism, in didactically depicting 

idealised societies; history, in the construction of the connections between past and 

present; and science, in utilising the disciplinary concepts and frameworks of 

contemporary science.  

Catherine Helen Spence’s novel Handfasted was entered in a competition held 

by the Sydney Mail in 1879 as “Hand Fasted—A Romance by Hugh Victor Keith” and, 

after being rejected by the judges of the competition, remained unpublished until 1984.  

This later publication of an edited version of the surviving manuscript is due to the 

more recent attention Spence has received as one of Australia’s early women writers.6 

Handfasted tells the story of Hugh Victor Keith, the son of Scottish emigrants to 

Australia who, while on a Grand Tour of the world, discovers a long-lost colony of 

Scottish emigrants, called Columba, in America. This colony is characterised by the 

institutionalisation of the custom of handfasting, a Scottish tradition of temporary 

marriage lasting one year; it forms a utopian counterpoint to Spence’s contemporary 

society in which marriage was permanent, with consequent effects on women’s 

agency. In Columba, Hugh meets and becomes handfasted to Liliard Abercrombie, and 

they then travel from Columba through America and Europe before finally settling in 

Melbourne. 

As this brief summary demonstrates, travel is an important device within the 

novel, both in advancing the plot and as a precondition for other aspects of the text – 

the political and moral lessons drawn from comparison of the different locations. The 

                                                
6 See Susan Magarey, Unbridling the Tongues of Women: A Biography of Catherine Helen 
Spence, (Sydney: Hale & Iremonger, 1985). 
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utopian sections of Handfasted located within Columba are framed on either side by 

narratives of travel. Before the rediscovery of Columba, the story of the lost colony is 

recounted by old Mrs Keith, while Hugh as the first person narrator recounts the history 

of the immigration of the Keith family to Australia, his own temporary emigration to 

Scotland for his education and his return to Australia, and finally his Grand Tour of the 

world before he arrives in Columba.  After leaving Columba, Hugh and Liliard travel 

through America, visiting San Francisco and New York, then Italy, Germany and other 

parts of Europe, London, Scotland and finally returning to Melbourne.  This range of 

locations allows Spence to explore both a variety of societies and the effect of travel on 

identity. It demonstrates that the conventions of travel writing were applicable to the 

imagined travels of the lost race story. 

Guidebooks and published accounts of travel – vital reading material for the 

prepared nineteenth-century traveller or would-be traveller – provided, according to 

James Duncan and Derek Gregory, a ‘citationary structure’ that ‘gave modern travel a 

routinized and repetitive form’.7 While previous texts may have delimited successive 

writers of travel literature, the ‘hybrid genres’ of travel writing, as Karen Lawrence 

expresses it, nonetheless offered fluidity; experiences could be transmuted into and 

transmitted through forms of writing with inherently flexible boundaries.8 Writing about 

travel did not require any particular form; rather, it offered a structure through which 

experiences of alterity and movement could be apprehended. These broader 

preoccupations of travel writing influenced other forms of writing that would not be 

directly characterised as travel literature: the novel, for example, developed in a 

continual dialogue with travel writing.9 

                                                
7 James Duncan and Derek Gregory, 'Introduction', in James Duncan and Derek Gregory (eds), 
Writes of Passage: Reading Travel Writing, (London and New York: Routledge, 1999),  
p. 7. 
8 Karen Lawrence, Penelope Voyages: Women and Travel in the British Literary Tradition, 
(Ithaca and London: Cornell University Press, 1994), p. x. Lawrence lists the ‘imaginary voyage, 
picaresque, letters, ethnographic narratives, sentimental romance, novel, [and] fantasy’ as 
forms of travel writing. 
9 For a detailed examination of this co-evolution see Percy Adams, Travel Writing and the 
Evolution of the Novel, (Lexington, Kentucky: University Press of Kentucky, 1983). 
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Writing about travel – be it fictional or ‘real’ – is a ‘process of inscription and 

appropriation’, yet Duncan and Gregory also note that travel and travel writing opens 

spaces for ‘the play of fantasy and desire, and the possibility of transgression.’10 Susan 

Morgan, arguing for a more situated theorisation of travel writing in which ‘place 

matters’, notes that the term ‘place’ means, for her, ‘subjectivity as much as physical 

location, for both are forms of political geography’.11 Thus, in drawing on the 

conventions of travel writing, lost race stories open up fictional spaces that allow 

exploration not only of the process of physical discovery but also questions of 

epistemology and identity.  

For lost race stories, preoccupied by the ‘blank spaces’ of the map, travel 

writing acted as a model but also as an obstacle. Factual accounts of entry into these 

blank spaces foreclosed their use as a lost race site, with locations such as Africa and 

Australia gradually replaced by smaller spaces hidden in the Poles or inaccessible 

mountain ranges. Duncan and Gregory have noted that the act of travel writing 

threatens ‘the very integrity and “authenticity” of the experience itself’, inscribing and 

altering the desired untouched, authentic space that is by definition unreachable.12 

Thus lost race stories shared, and even intensified, the problem of unreachable 

authenticity present in modern travel writing. Another commonality between travel 

literature and lost race stories is their opposition of movement and stasis. Travel 

presupposes movement away from, and/or towards, the stationary location of home, as 

well as through places whose location remains fixed. Lost race stories strengthened 

the tension between movement and stasis, fixing the places of travel temporally as well 

as spatially. 

One primary mode of travel in the nineteenth century was exploration, an 

imperial activity that gained further legitimacy through discourses of science. Maria 

Frawley argues that the ‘travelling Victorians competed with other Europeans to ‘claim’ 

                                                
10 Duncan and Gregory, 'Introduction', p. 3. 
11 Susan Morgan, Place Matters: Gendered Geography in Victorian Women's Travel Books 
About Southeast Asia, (New Brunswick, New Jersey: Rutgers University Press, 1996), p. 3. 
12 Duncan and Gregory, 'Introduction', p. 7. 
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the bodies of knowledge that hitherto unknown worlds and their people offered’, a 

process seen as vital to ‘emerging sciences’ such as ethnology and natural history.13 

Such scientific travelling located studies of specific groups of people as part of a wider 

schema that involved not only science but also history. Frawley claims that Victorian 

travellers entering certain spaces saw the boundary between present and past swept 

away as history became manifest, and entry into such space equated with entry to a 

deeper historical truth, an insight that could be applied to lost race spaces.14 

Women travellers, such as Mary Kingsley, could position themselves as part of 

practices of imperial exploration and scientific observation, and thus gain authority to 

speak on such topics through their experience ‘in the field’.15 Yet women also had to 

negotiate the gendered ideologies of travel and, as Shirley Foster argues, women’s 

travel writing commonly emphasised the writers’ ‘femininity, even while engaged in the 

most daring and hazardous pursuits’.16 The ambivalent position of women in imperialist 

discourse, according to Sara Mills, led to the production of ‘an alternative and 

undermining voice’ arising from the ‘conflicting discourses’ of colonialism and femininity 

present in women’s travel writing.17 For women writers of lost race stories, travel writing 

bequeathed them with a different perspective on travel, space and otherness; a 

perspective further examined in the following chapter. 

Travelling and travel writing placed readers and writers in what Mary Louise 

Pratt has called the ‘contact zone’: ‘the space in which peoples geographically and 

historically separated come into contact with one another and establish ongoing 

relations, usually involving conditions of coercion, radical inequality, and intractable 

conflict’.18 Travel and imperialist activities could generate cognitive dissonance through 

confrontation with Otherness; imperial travel writing was aimed at managing that 

                                                
13 Maria Frawley, A Wider Range: Travel Writing by Women in Victorian England, (Rutherford: 
Fairleigh Dickinson University Press, 1994), p. 120. 
14 Frawley, A Wider Range, pp. 133, 137. 
15 Frawley, A Wider Range, p. 121. 
16 Shirley Foster, Across New Worlds: Nineteenth-Century Woman Travellers and their Writings, 
(New York: Harvester Wheatsheaf, 1990), p. 11. 
17 Sara Mills, Discourses of Difference: An Analysis of Women's Travel Writing and Colonialism, 
[1991] (London and New York: Routledge, 1993), p. 63. 
18 Pratt, Imperial Eyes, p. 6. 
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encounter and placing it within a controlled framework. Thus both writers and readers 

in this period had access to strategies to minimise or negate the generation of 

‘cognitive estrangement’ from Otherness in the form of racially different societies. 

Handfasted elides the problems of alterity through the reincorporation of the lost colony 

into a larger history of a Scottish diaspora and the microcosmic solution of family ties 

and marriage, while later lost race stories often obliterate the problem by obliterating 

the lost race. Alternatively, constructions of the lost race as a utopian alternative made 

these societies something to aspire to, while still safely distanced from everyday life.  

Utopias create a dialogue between an ideal and the contemporary society. In 

some cases this is implied – the changes offered in the utopia act to implicitly condone 

or criticise contemporary conditions – while in others it is made manifest as a person 

from the contemporary world enters the utopia, through mechanisms such as time 

travel or discovery within the lost race story framework. The term ‘utopia’ bears the 

doubled meanings of ‘good place’ and ‘no place’, derived from Thomas More’s coining 

of the term in his seminal Utopia (1516).19  The tensions between these meanings – of 

utopia as a model, yet one that may remain an unreachable ideal – creates a 

distinctive relationship between utopias and their contexts. The traditional utopia 

requires segregation from its context in order to sustain itself as utopian,20 refusing 

direct engagement that might compromise the purity of the utopian solution. Thus, 

utopias are often closed and isolated spaces, with many versions of utopia separated 

geographically or temporally from the society within which they are written.  Handfasted 

conforms to this model by locating its utopia within an almost inaccessible valley, while 

its temporal location – shared by the outside world – allows its historicized appearance 

of temporal separation to be bridged.  

Despite the characteristic isolation of utopias, all utopias share a textual 

construction of utopian space – a space that is both ‘good’ and non-existent – and 

                                                
19 Thomas More, Utopia, [1516] (London: Dent, 1974). The term ‘utopia’ plays on the ancient 
Greek ‘eu’ meaning good and ‘ou’ meaning no in combination with ‘topos’, place. 
20  Jennifer Burwell, Notes on Nowhere: Feminism, Utopian Logic, and Social Transformation, 
(Minneapolis: University of Minnesota Press, 1997), pp. 1-2, 42. 
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engage in dialogue with their predecessors. Marina Leslie proposes that each utopian 

text exists in an intertextual network, linked by imitation but separated by rejection, as it 

‘enact[s] a deliberate revision and reworking of its predecessors … generally declaring 

all other utopias mere dreams and fancies in the process’.21 The range of utopian forms 

– reflected in the proliferation of critical terminology dealing with utopias22 - makes 

participation in this dialogue a more effective marker of textual allegiance to the field of 

utopian writing than relying on formal textual features. 

Spence’s participation in this generic dialogue is shown in her fiction, not only in 

Handfasted but also in her other utopian piece A Week in the Future, published in 

1888-1889.23 A Week in the Future follows directly in the tradition of Edward Bellamy’s 

Looking Backward, 2000-1887,24 being a straight didactic story of society one hundred 

years in the future. Spence’s textual production of utopias also drew on her work as a 

journalist, feminist and political activist. Unlike A Week in the Future, Handfasted’s 

utopia is chronologically located alongside the contemporary world, and draws upon 

the Arcadian tradition of rural simplicity removed from modern technology.  The text 

devotes several chapters to the common utopian didactic explication of the workings of 

the utopian society and creates direct intertextual relationships, such as an analogy 

with the expulsion from Eden in Milton’s Paradise Lost when Hugh and Liliard leave 

Columba.25 Yet Handfasted is much more ambiguous about the utopian status of its 

society, for Spence deliberately draws attention to the impossibility of creating a society 

that will totally satisfy all its members.  Thus Spence includes chapters such as ‘Some 

Shortcomings in the Columban Constitution’ and ‘Two Great Wants in Columba: Lack 

of Devotion and Lack of Humour’, examining the structural shortcomings of her 

envisioned utopia. Spence also depicts a more individualised exploration of the 

limitations of her utopia through the character Liliard Abercrombie.  Liliard stands in 

                                                
21 Marina Leslie, Renaissance Utopias and the Problem of History, (Ithaca: Cornell University 
Press, 1998), p. 3. 
22  Moylan, Scraps of the Untainted Sky, p. 74. 
23 Catherine Helen Spence, A Week in the Future, [1888-1889] (Sydney: Hale & Iremonger, 
1987). 
24 Edward Bellamy, Looking Backwards, 2000-1887, [1887] (New York: Dover, 1996).  
25 Spence, Handfasted, p. 269. 
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many ways as the representative of Columba; she is the first Columban Hugh meets, 

and she constantly offers explanations to Hugh – and indirectly to the reader – of the 

customs of Columba.  Yet it is also made clear that she is unlike other Columbans and 

her drive to learn cannot be accommodated within Columba. In Liliard’s leaving 

Columba for the wider world of the British Empire, Spence seems to suggest that the 

opportunities for movement to similar-but-different cultures offered by the network of 

empire has its own utopian aspects. 

From the outset the space of utopia was directly linked to the space of 

colonisation. Thomas More’s Utopia, published in a time when European exploration of 

the New World was increasing, located its utopian civilisation in the antipodes and 

drew on Vespucci’s account of the New World as a source text; Utopia has been 

described by Timothy Sweet as ‘early modern England’s first theoretical text on 

colonisation’.26 Thus the expansion of European exploration is implicated in the 

expansion of imaginative possibilities for utopian location, overwriting the pre-existing 

cultures of the New World. The representation of antipodean space as utopian has 

particular resonances for Australia. Blackford, Ikin and McMullen suggest that:  

Much speculative literature had been written about Australia by 

Europeans long before the continent had been discovered; in fact, Terra 

Australis was to the nineteenth century what the moon and Mars were to 

the twentieth century.27  

This quotation implies that what had previously been, to European eyes, unused but 

fictively filled space was increasingly being mapped, controlled and inhabited, as the 

momentum of colonisation moved European settlement into these fictively utopian 

spaces.   

Spence explores this relationship between fictional and actual colonisation by 

contrasting Columba and Australia. Columba is soon to be swallowed by settlement 

                                                
26 Timothy Sweet, 'Economy, Ecology and Utopia in Early Colonial Promotional Literature', 
American Literature 17.3 (1999), p. 403. The Utopians colonise ‘waste’ uncultivated land 
occupied by non-agrarian societies, enacting an ideological justification for colonisation.  
27 Russell Blackford, Van Ikin and Sean McMullen, Strange Constellations: A History of 
Australian Science Fiction, (Westport, Connecticut: Greenwood Press, 1999), p. 3. 
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from America, enacting the process of fictional space being overlaid by real space. 

Melbourne, as represented in the text, lies at the end of that process: settled, with no 

unexplored space left for a separate utopia, but with the potential for its society to 

become closer to utopian ideals through the adoption of the reforms advocated by 

Spence in Handfasted and her other works. The tensions between utopia as 

unreachable and as deserving to be made real can be seen in the relationship between 

fictional utopias and the establishment of utopian communities in the nineteenth 

century.  Adelaide, the capital of South Australia and Spence’s home, began as a 

colony set up in utopian terms, strongly linking family settlement with these ideals.  

There was a requirement for equal proportions of male and female settlers, the colony 

was to be kept free from convicts, and was designed to allow some degrees of social 

mobility while still being hierarchical.28 Spence herself strongly supported the utopian 

aspect of South Australia, emphasising it in her Autobiography:  

In the land laws and the immigration laws it [South Australia] struck out a 

new path, and sought to found a new community where land, labour and 

capital should work harmoniously together.29  

From Spence’s personal experience, utopia and colonialism were intertwined, and the 

conclusion to Handfasted—the return to Australia—suggests that she saw Australia as 

the closest to a sustainably ‘real’ utopian space.30 The article ‘Some Social Aspects of 

South Australian Life’ (1878) continues her depiction of the utopian nature of South 

Australian society, though she does recognise the difficulties caused by drought, the 

comparative lack of literature and art in the colonies as opposed to England, and the 

problems associated with an increasing gap between rich and poor.31  

                                                
28 Magarey, Unbridling the Tongues of Women, pp. 35-36. 
29 Catherine Helen Spence, An Autobiography, (Adelaide: W.K. Thomas & Co, 1910), p. 14. 
30 Spence’s response to negative depictions of Australia in fiction shows her commitment to 
emphasising the positive aspects of Australia: ‘The one-sided pictures which our pessimistic 
poets and writers present are false in the impression they make on the outside world and our 
ourselves [sic]. They lead us to forget the beauty and the brightness of the world we live in’. 
Catherine Helen Spence, 'The Australian in Literature', originally published in The Register, 15 
July 1878. Reprinted in Helen Thomson (ed.), Catherine Helen Spence, (St Lucia, Queensland: 
University of Queensland Press, 1987), p. 494. 
31 Catherine Helen Spence, 'Some Social Aspects of South Australian Life', originally published 
in The Register, 26 October – 9 November 1878. Reprinted in Helen Thomson (ed.), Catherine 
Helen Spence, St Lucia, Queensland: University of Queensland Press, 1987, pp. 526-551. 
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Spence’s feminist utopia shares some preoccupations with the better-known 

feminist utopia, Charlotte Perkins Gilman’s Herland.32 Charlotte Perkins Gilman was a 

prominent feminist activist in late nineteenth and early twentieth-century America, 

where she was known as a writer and public speaker, like Spence in Australia. Herland 

was first published in serial form in The Forerunner, a monthly periodical magazine run 

and written by Gilman, from January 1915 to December 1915. Carol Farley Kessler 

identifies Herland as the culmination of the progression of utopian fiction in Gilman’s 

writing, seeing a shift over time from small-scale practical utopias and utopian 

blueprints, to larger-scale and more distant utopian societies.33 Herland, like Gilman’s 

other fiction, has strong didactic qualities, but this was the first time that she adapted 

the lost race formula to frame her utopian narrative. 

The novel depicts the arrival of three male explorers at an isolated plateau in 

the Amazon, inhabited by a female-only society.34 Reproducing parthenogenetically, 

the ‘Herlanders’ – as the men christen them – have developed a society that values 

life, community, education and, above all, motherhood. After their initial incredulity, Van 

(the narrator) and Jeff come to realise the superiority of the Herlander society, though 

Terry remains stuck in a misogynist mindset. Each of the men falls in love with a 

Herlander woman, and they convince all three Herlander women – by idealising the 

concepts of heterosexual marriage, sexual reproduction and fatherhood – to marry. 

Terry attempts to sexually assault his wife and is exiled from Herland, accompanied 

back to the wider world by Van and Van’s partner Ellador. Ellador has been sent to 

report back on the outer world, leading to the sequel With Her in Ourland (1916).35 

Gilman’s Herland is intended as a utopian counterpoint to the contemporary 

world, but also as a corrective to misogynist visions of women-controlled societies. For 

                                                
32 See Susan Magarey, 'Feminist Visions Across the Pacific: Catherine Helen Spence', 
Antipodes 3.1 (1989) where she examines the similarities between Spence and Gilman, in both 
their feminist politics and their writing. Spence and Gilman met once, though Gilman would not 
have read Handfasted.  
33 Carol Farley Kessler, Charlotte Perkins Gilman: Her Progress Towards Utopia With Selected 
Writings, (Syracuse, New York: Syracuse University Press, 1995), pp. 4, 44. 
34 I use Herland (without italics) to indicate the society, as opposed to the text Herland. 
35 Charlotte Perkins Gilman, With Her in Ourland, [1916] (Westport, Connecticut: Praeger, 
1977). 
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example, Frank Cowan’s 1879 ‘early prototype’ lost race novel, Revi-Lona. A Romance 

of Love in A Marvellous Land, included a ‘big and brawny’ male protagonist who finds 

at the South Pole ‘a perfect but petticoated paradise, where big and beautiful women 

ruled and little and learned men obeyed in a marvellous communistic government’ 

which is eventually destroyed by the visitor.36 Similarly, She and King Solomon’s Mines 

feature female leaders who are eventually destroyed. Robin Roberts makes a 

distinction between ‘female dystopias’, which are ‘misogynistic and often directed 

against specific political developments such as women’s enfranchisement’, and 

‘feminist utopias’, which ‘[valorise] reproduction, [depict] mothering as a justification for 

female rule and [look] forward to an idyllic future brought about by an adoption of 

feminine values’.37 Herland belongs in the feminist utopia category, and challenges the 

female dystopia, through the decentralisation of female power, the achievements of a 

female-only society and the conversion of the narrator.  

Herland has been primarily classified in critical writing as a utopia, and its lost 

race narrative structure has not often been analysed. Susan Gubar has discussed 

Herland’s connection to the lost race story, noting that the ‘shift from She to Herland … 

epitomizes the dialectic between turn of the century misogyny and feminism’.38 Gubar 

argues that Gilman engages in a ‘utopian feminist revision of Haggard’s romance’, with 

the parallels between She and Herland transforming the spectre of female supremacy 

into an idealised political goal.39 Gilman’s use of the lost race frame has the effect of 

naturalising the development of utopia. Rather than arriving through conscious activism 

and deliberate societal change as a future perfected state of present society, Herland 

has evolved to exist alongside contemporary society, with its alternative values 

evolving from what Gilman depicts as the innate qualities of motherhood. Appropriating 

scientific concepts in this justification, Herland also relies on an evolutionary and 
                                                
36 Khouri, 'Lost Worlds and the Revenge of Realism', p. 170. The quotes describing the content 
of the story are taken from the advertisement for the novel quoted in full by Khouri. 
37 Robin Roberts, A New Species: Gender and Science in Science Fiction, (Urbana: University 
of Illinois Press, 1993), p. 68. 
38 Susan Gubar, 'She in Herland: Feminism as Fantasy', in Sheryl Meyering (ed), Charlotte 
Perkins Gilman: The Woman and Her Work, (Ann Arbor: U.M.I. Research Press, 1989),  
p. 200. 
39 Gubar, ‘She in Herland’, p. 192. 
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teleological understanding of history.  David Hope suggests that utopias exist outside 

of history, in ‘a happy stationary state’ where ‘[n]o future needs to be envisaged 

because it is already achieved’.40  However, Leslie comments that contemporary critics 

have moved on from seeing utopia as a social blueprint whose value is to be judged by 

its prophetic value, to considering that ‘utopia constitutes a complex textual practice 

enmeshed in a web of historical contingencies to which it cannot but draw attention 

even as it struggles to escape’.41 Leslie argues that effective utopias ‘show how history 

is made up – in the double sense of “constituted” and “fictionalised” – in order to show 

how it can be “made over”’.42 Laura Donaldson argues that, for Herland specifically, 

entry into the lost race utopia is an active, and therefore, historicised process.43 By 

depicting the growth of her utopian feminist lost race as the result of a naturalised and 

evolving history, Gilman challenges the seemingly inevitable conclusion of lost race 

stories’ reinstatements of contemporary norms. 

The relationship between history and utopia is unsettled in lost race stories, as 

they often include utopian or dystopian elements within their broader preoccupation 

with historical and social change. Lost race stories are involved in making (a particular 

version of) history manifest. The lost race story places the past and the present in a 

literalised dialogue; the present directly confronts the past. This dialogue revolves 

around concerns of evolution and degeneration, modernity versus tradition, and shifting 

definitions of civilisation. Thus, an obvious influence in the development of the genre 

was the development of historical fiction – the representation of past societies in fiction, 

written in ways that addressed contemporary concerns. 

The popularity of historical fiction, beginning with Sir Walter Scott’s Waverley 

novels, formed part of a wider Victorian preoccupation with history. Rohan Maitzen 

argues history was a vital marketplace and ‘jurisdiction in an age coming … to place 

more and more faith in the past’s explanatory power’, within which historical fiction 

                                                
40 David Harvey, Spaces of Hope, (Edinburgh: Edinburgh University Press, 2000), p. 106. 
41 Leslie, Renaissance Utopias and the Problem of History, p. 1. 
42 Leslie, Renaissance Utopias and the Problem of History, p. 8. 
43 Laura Donaldson, 'The Eve of De-Struction: Charlotte Perkins Gilman and the Feminist Re-
Creation of Paradise', Women's Studies 16 (1989), p. 377. 
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competed with other forms of narrating history.44 Chris Brooks argues that reflexivity 

and historicism were characteristic of the nineteenth century; history was becoming a 

way of locating oneself and one’s society.45  The growth in popular interest was also 

reflected in the formation of antiquarian and archaeological societies, the development 

and expansion of museums and the modernisation of museum practices, and the 

popularity of ‘pseudo-histories’ such as historical novels and forgeries.46 The popularity 

of history could also be attributed to the disjunctions of the nineteenth century, 

increased industrialisation and urbanisation, the French Revolution and other forms of 

social turmoil; discontinuities that became ‘the precondition for imaginative 

reconstruction, for inventing the past both in the sense of making it up and of 

discovering it’.47 In this sense history was ‘not merely a matter of books and archives, 

but a vital part of the lives and memories and traditions of ordinary men and women’.48 

Narratives of history were used as illustrations of broader social meanings, as the past 

was portrayed, according to Brooks, ‘as caution or inspiration, as contrast or analogy, 

as a measure of how far we have advanced, or how far we have declined’.49 Historical 

fiction should therefore be understood as deeply enmeshed within a broader cultural 

pre-occupation, not as simple escapism.  

Women were seen in the nineteenth century as separate from the public sphere 

of historical action; nonetheless, women did engage in researching and writing history, 

responding to this division by domesticating history.50 Mary Spongberg states that, as 

amateurs, women’s approaches to history were ‘regarded as picturesque and 

                                                
44 Rohan Amanda Maitzen, Gender, Genre and Victorian Historical Writing, (New York: Garland, 
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antiquarian, rather than scientific and methodological’. Further, histories written by 

women were seen as driven by ‘market demand’ instead of ‘historical accuracy.’51 

However, ‘domestic’ history – with a focus on everyday people and the detail of 

everyday lives – was also becoming integrated into academic history.52 Maitzen claims 

that women writers of history, therefore, could ‘take advantage of instabilities in existing 

models of history – instabilities brought on by generic competition with the novel and by 

gender confusion due to the feminisation of historical practice and subject matter – to 

broaden the range of meanings that could be articulated’.53 For women writers of 

popular fiction, including lost race stories, appropriating markers of history writing not 

only bolstered their authority, but also provided another avenue for articulating their 

divergent perspectives on the experiences of historical change. 

Alongside the popular interest in history, the late nineteenth century saw the 

growing connection of history to science, with science providing a model of enquiry as 

well as a narrative structure. History, as an intellectual endeavour, was now defined as 

a positivist and modern discipline, summarised by Lord Acton in 1895 as ‘critical’, 

‘colourless’ and ‘new’.54 As it became incorporated into an academic framework, along 

with other nascent social sciences, there was an imposition of disciplinary standards 

and specialisations, with an emphasis on primary sources.55 However, the tension 

between professionalisation and popularism did cause anxiety for historians, and in 

turn, some resentment for a public whose tastes they portrayed as inferior.56 Victorian 

conceptions of the workings of history as ‘generational and evolutionary’ drew on 
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scientific concepts in seeing ‘the relationship between past and present – and thus 

between present and future – [as] one of organic process and development’.57  

The intersections of history and science also had implications for the 

construction of fictional texts. While Rosemary Jann notes that history ‘exploited the 

didactic strategies of both science and fiction’ in attempting to express both truth and 

values,58 the evolutionary model influential in science and history also affected 

literature. Bann argues that just as history linked itself to an authoritative and objective 

scientific model that linked phenomena to causes, the novel form moved from 

picaresque and episodic to ‘tightly plotted causality that typified literary realism’.59 

These intersections of history, science and fiction created a fertile foundation from 

which the lost race story could draw strategies of conceptual organization and 

authority, as well as appealing to pre-existing patterns of readership. 

The historical novel, and its characteristic devices such as narrative frames and 

the inclusion of antiquarian details was popularised by Sir Walter Scott in the early 

nineteenth century. The influential nature of Scott’s work shaped the intersections of 

fiction and history throughout the nineteenth century; subsequent authors of historical 

fiction at first placed ‘unprecedented and perhaps excessive faith in historical 

recreation’.60 Bann argues that later authors take Scott’s devices, ‘but they employ 

them to create abrupt reversals and fascinating contradictions within the genre’.61 

Handfasted directly engages with Scott as a model for the representation of past 

societies, explicitly referencing the narratives of The Monastery (1820) and The Heart 

of Midlothian (1818). Spence’s dialogue with Scott’s work is examined further in the 

following chapter. While Spence’s Columba draws on the conventions developed by 

Scott – framing devices, a detailed depiction of Scottish society in the eighteenth 

century, and an awareness of the relationship between past and present – she 

contests the gender ideologies contained in these narratives. In doing so, Spence 
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interrogates the relationship between women and history. The qualities of realism and 

authorial authority attached to the historical novel and exemplified by Scott allowed the 

historical novel to be gendered as masculine in comparison to feminised forms such as 

the Gothic. Nonetheless, while history and historical fiction originated as masculinised 

fields of endeavour, the later feminisation of history discussed above combined with 

the close ties between historical and realist fiction worked to destablise that gendering.  

The ‘romance revival’ of the late nineteenth century responded to this shift by 

linking masculinity and imperial adventure fiction in opposition to domestic, realist 

fiction. While I argue that lost race stories draw on the concepts and patterns of history 

writing, they were also identified with the romance revival’s attempted escape from 

history. The critic Andrew Lang, in his 1887 article ‘Realism and Romance’, uses 

Haggard’s lost race fiction as an example of the limitations and attractions of romance 

in his summary of the realism and romance dichotomy.62 Identifying the lost race with 

romance emphasises its place within imperial fantasy and its role in valorising 

masculinist adventure. 

Nadia Khouri argues that lost race stories privilege materialist spectacle over 

historical connection. Khouri locates American nineteenth- and early twentieth-century 

lost race stories in terms of consumerism and kitsch. The material splendour of the lost 

race is excessive; its antiquity signalled through the pastiche of elements from different 

ancient civilisations. She therefore characterises lost race stories as ‘divorced from 

historical becoming’, as ‘history before history’.63  She seems to see the rupture from 

historical development that establishes the lost race as rupturing it from history; thus, 

the modern traveller entering utopia is identified with the return of history ‘as an agent 

of destruction’ while the lost race becomes identified with an ahistorical and ambivalent 

utopia.64 Nonetheless, while lost race stories may replace comprehensive and coherent 

accounts of historical change with a bricolage of historical signs, they do rely on an 
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audience for whom these signs have meaning, an audience accustomed to thinking 

through history. 

Lost race stories draw on historical writing and fiction in numerous aspects: 

firstly, in bridging the past and the present lost race stories allow an implicit 

commentary on both of these temporal points. Secondly, they often dramatise the 

confrontation between social sciences, including history, and their objects of study. 

Finally, the abrupt connection between past and present gives space to explore the 

impact of scientific changes and the introduction of new technologies. 

Lost race stories not only drew on contemporary scientific ideas for settings or 

characters, but also actively participated in public debates about public health and 

medicine, ideas about race, sociological development and evolution, the relationship of 

spirituality and science, and the connection between exploration and science. Their 

participation in scientific discourses also suggests the degree to which popular 

literature and science remained in an explicit, ‘two-way’ dialogue at this point in time:  

Because of the shared discourse not only ideas but metaphors, myths, 

and narrative patterns could move rapidly and freely to and fro between 

scientists and non-scientists: though not without frequent creative 

misprision.65  

Gillian Beer argues that the nineteenth century was a period of interchange between 

scientific and fictional writing – each drawing on the other’s plots, ideas, and 

language.66 While the science used in lost race stories may seem nowadays to be 

implausible if not impossible (and ideologically questionable), at the time of writing 

contemporary scientific concepts (or speculations grounded by these) and discourse 

were used in lost race stories.  Allienne Becker argues that lost race authors, ‘[w]riting 

in the era in which many of the modern natural and social sciences were born’, ‘drew 

enthusiastically upon the developing sciences to make their fantastic voyages more 
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appealing to a reading public that was dazzled by new scientific discoveries’.67 These 

ideas of science were imbricated by race and gender issues. Further, science was 

implicated in the ideology of Empire, as a justification and as a mode of power. Thus, 

lost race stories not only engaged with the process of scientific enquiry and the 

knowledge it produced, but also explicitly represented scientific activities within the 

texts.  

The gendering of science as a masculine field was in part produced through the 

marginalisation of women. The increasing professionalisation of science from the 

1850s onward resulted in women facing difficulty in being published academically.68 

Barbara Gates and Ann Shtier note that women continued to participate in the scientific 

field as communicators, describing scientific discoveries through popularising texts for 

readers (children, women, the working class) not formally engaged with science.69 

Women were also implicated in popular cultural interest in science, demonstrated by 

fads that paralleled the development of scientific disciplines: for example, ‘botany, the 

fern craze; geology, the rock collecting craze; entomology, the bug-collecting craze’.70 

These ‘crazes’ further indicate the gendered aspects of science in the Victorian period, 

with the dualism between the ‘discipline’ of study and ephemeral, amateur popularism 

splitting along a masculine/feminine binary. 

But while the distance between popular writing and professional science may 

have been growing, the underlying narratives provided by science became ubiquitous 

in popular thinking and popular fiction – evolutionary ideas being a prime example. 

Gillian Beer argues that these ideas influenced Victorian novels ‘not only at the level of 
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theme but at the level of organization. At first evolutionism tended to offer a new 

authority to orderings of narrative which emphasised cause and effect, then, descent 

and kin’.71 The multivalent and often contradictory nature of evolutionism – the ability 

for its signs to be read in more than one way – can be seen in the numerous ways that 

evolutionary concepts were employed in a range of fields. 

Lost race stories drew on popular science in their depiction of both individuals 

and societies. Athena Vrettos argues for the centrality of ‘somatic fictions’ in Victorian 

culture; that fiction and non-fiction accounts of sickness and health had scientific and 

political resonances in the equation of physical bodies and political bodies. According 

to Vrettos, the ‘relationship between health and racial survival … grew increasingly 

prominent in the latter decades of the nineteenth century’ with ‘the pursuit of health’ 

and ‘the status of the body’ even providing subject matter for nationalistic debates.72 

Imbricating ideologies of gender and empire with evolutionary progress, the eugenicist 

subtext (or overt text) of lost race stories engages with this debate. For example, 

Gilman utilised the work of Darwin and Herbert Spencer in popularising her vision of 

‘human nature and social evolution’.73 Taking the idea of human society as a ‘social 

organism’, she ‘argued that increased interdependency was a mark of evolutionary 

progress’: an argument illustrated and exemplified by the contrast between evolved, 

interdependent Herlanders and the limitations of contemporary society.74 Believing in 

the ‘transmission of acquired characteristics’, Gilman followed sociologist Lester Ward, 

and Lamarkian evolutionary theory, in emphasising ‘the meliorating power of 

education’, a position again manifested in Herland.75 

Popular science, and the reuse of scientific discourse in another context, 

informs another lost race story, Fugitive Anne: A Romance of the Unexplored Bush. 
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Fugitive Anne was written by Rosa Praed, an Australian-born novelist living in England, 

in 1902. The text opens by depicting a protagonist whose restricted circumstances 

contrast with the journey of exploration that begins the standard lost race story. Anne 

Marley, forced to marry an abusive man in order to support her sick mother and sister, 

flees from her marriage by jumping off a ship off the coast of Leichardt’s [sic] Land, a 

fictional alternative to Queensland featured in other Praed novels. With her Aboriginal 

companion Kombo she travels to a relative’s farm, arriving to find it destroyed by the 

attack of a local Aboriginal tribe. Anne is captured by the Aboriginal tribe, but through 

her singing skills (having trained as an opera singer) they are persuaded that she is a 

goddess, and do not harm her. Eventually escaping from the Aborigines, she 

encounters Eric Hansen, a Danish scientist and explorer, who she met on the ship. 

Travelling further inland, they discover a group called the Acans, a remnant of Mayan 

civilisation. Again through her singing power Anne is installed as high priestess, while 

Keorah the former high priestess sets her sights upon Eric. Eventually Anne is exposed 

as a fraud, partially by the arrival of her husband, but luckily the volcano in which the 

Acans live explodes, killing the husband and obliterating the Acans, while Anne, Eric 

and Kombo make their escape to fame and fortune in England. Though Praed may not 

have taken the lost race formula entirely seriously – dismissing it later as ‘all terrible 

nonsense’76 – her intervention in this masculine territory demonstrates the alternative 

potentials of the lost race narrative.  

Eric is firmly located as part of the scientific world. His travels in Australia are 

funded to enable him to research Australia’s natural history, and he is shown engaged 

in the task of collecting specimens. The ending – the return to London, and the public 

lectures offered about their adventures – places him as part of the public 

communication of scientific discoveries. Kay Ferres suggests that ‘transform[ing] their 

experiences into the discourses of science’ acts as part of a recuperation of the 

previous excesses of the text:  
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[t]he traces of Anne’s excursion into the unexplored spaces of feminine 

power and desire are erased by Eric’s passion for classification and the 

will to know the primitive and the exotic. Anne’s story becomes Hansen’s 

fame, and Kombo its live exhibit.77 

 Eric’s ability to read and speak the Mayan/Acan language places him in a position of 

power, as his ability to decipher the language allows him to control its meanings. The 

discourses of ethnography present in the text also form part of the structures of power 

and control.78 

While Praed used the authority of scientific discourse, she also employed 

concepts with a less solidly scientific foundation. Lemuria, a lost continent that once 

connected Australia and South America, provided Praed with an explanation for the 

presence of the Acans in Australia. However, Praed was far from opportunistic in using 

this concept, as Lemuria formed part of the theosophical belief system (to which she 

subscribed) and was discussed in the writings of the theosophical leader Madame 

Blavatsky.79 The concept of Lemuria moved from scientific knowledge – the term was 

coined in the 1850s by C.L. Sclater as an explanation for the geographical distribution 

of lemurs from Madagascar to Malaya – to mythic, as it ‘became attached to the myth 

of Atlantis’.80 Spiritualism, reincarnation and theosophy all featured in lost race stories, 

and maintained an uneasy relationship with the scientific mainstream.81 Praed’s 
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incorporation of theosophist concepts thus draws on and extends the interchange 

between science and its reuse in popular culture. 

Spiritualism and pseudo-science is also featured in Zona Gale’s Romance 

Island (1906), an American lost race story. In this text, the hero, St. George, 

investigates a mysterious attack upon an heiress. It turns out that the heiress, Olivia, 

has also inherited the right to the throne of Yaque (an island inhabited by descendants 

of the Phoenicians hidden in the ‘fourth dimension’) because her father was crowned 

King after being shipwrecked there. Olivia is taken to Yaque by Prince Tabnit, to 

replace her vanished father, and St. George follows – having found out that the 

attacker was sent by Tabnit. It eventually transpires that Olivia’s father had been fed an 

aging potion – and had not really vanished – as part of Tabnit’s plan to take over the 

throne. Tabnit is exposed, and the happy ending is sealed by the marriage of St. 

George and Olivia.  

Yaque is depicted as a highly scientific and technologically advanced society. 

Not only have they mastered multiple dimensions and the aging process, they are also 

have video telephones and a power source based on perpetual motion. This array of 

wonders is not, however, justified through reference to any known scientific principles. 

Instead, any distinction between science and faith is collapsed: belief enables 

discovery as ‘the public imagination is ready to believe anything because it has seen 

so much proved’.82 Tabnit confirms this approach, saying: “Yaque has perfected both 

those inventions only since she ceased to smile at their probability”.83 This disregard of 

scientific logic fits in with Gale’s overall focus on detailed depictions of the emotional 

states of the characters.  

 Similarly, Herland uses and disrupts scientific authority. The three men in 

Herland are also scientist/explorers, and Van is strongly identified as a sociologist. 

Herland explores the doing of science as a gendered activity, as well as highlighting 
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the gendered nature of scientific knowledge.84 The men self-consciously represent 

themselves as ‘scientists’, and their bonds of friendship are created through and 

legitimised by science: ‘[w]e had known each other years and years, and in spite of our 

differences we had a good deal in common. All of us were interested in science’.85 

Laura Donaldson argues that the dialogic nature of Herland’s utopia disrupts 

masculinist logic. While Van is positioned as the bearer of science, his narration and 

interaction with other characters undermines his objective scientific position. The 

personalised narration is incompatible with an objective position, confirming Van as 

immanent and showing his actions as irrational (while the women are rational).86 Thus, 

the text breaks down the authority of the male voice, while Donawerth further argues 

that Van’s conversion ‘authoris[es] new feminist practices’.87 The feminist aspects of 

Herland include the Herlanders having ‘a different scientific story to tell’.88 This story 

rewrites evolutionary theory, seeing social development and gender as amendable to 

evolution, through women as the primary sex, and therefore as changeable. Herlander 

biological science is applied in genetic engineering that works through nature rather 

than eliminating nature, and results in technologies used for sustainability.89  

One feature of feminist lost race stories is the explicit connection developed 

between science and politics; the implications of one for the other, as well as the 

embodied nature of the consequences of science. Lost race stories demonstrate some 

of the ways in which popular cultural texts received and reworked scientific discourse. 

The generic models and discourse offered by travel literature, utopian writing, history 

and science all played formative roles in the construction of the lost race story as a 

recognisable form. So, while Haggard’s She may have crystallized the lost race story, 

obviously a range of factors led to its production and determined its popularity and that 
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of its imitators and successors. I therefore turn to a consideration of the marketplace in 

which these stories were created and consumed.  

Material Production 

This section will consider the production, reproduction and reception of lost race 

stories, emphasising the materiality of texts as a vital component in understanding the 

place of lost race stories. Peter McDonald, following Bourdieu, notes that ‘the literary 

field is embedded in, and indirectly affected by, changing social, economic, political, 

and technological conditions, and … its structure is never static’. 90  Guided by 

McDonald, I argue that a consideration of lost race stories within their literary field 

requires them to be located within their conditions of production. Accounting for ‘the 

entire production cycle’ thus requires awareness of all the factors involved in this cycle, 

and a consideration of the circuits both of material and symbolic production.91 

Beginning with a broad consideration of the lost race story’s place within the publishing 

industry, I will also consider the reception of lost race texts through reviews, and the 

representations of textual production within the texts themselves. 

Lost race stories participated in the shifting fortunes of publication forms 

through the late nineteenth and early twentieth centuries. The development of the lost 

race story in the later decades of the nineteenth century showed the obvious impact of 

increasing literacy and mass production of ephemeral literature, with its wider 

availability through circulating libraries, and as serial fiction in magazines and 

newspapers. The rise of literacy as a mass phenomenon in the western world – despite 

its ambivalent signification of either social progress or detrimental vice92 – provided a 

marketplace for fiction, with easy availability through serialisation, circulating libraries 

and cheap editions. By the 1880s, the literary market was characterised by both 

                                                
90 McDonald, British Literary Culture and Publishing Practice, p. 10. 
91 McDonald, British Literary Culture and Publishing Practice, p. 19. 
92 See Patrick Brantlinger, The Reading Lesson: The Threat of Mass Literacy in Nineteenth-
Century British Fiction, (Bloomington and Indianapolis: Indiana University Press, 1998), p. 23. 



One                                                      Writing Origins: Nineteenth-Century Foundations 

 49 

‘massification’ and ‘diversification’.93 Figures from the British Publisher’s Circular, which 

Keating argues actually underestimate the total production of fiction, show the 

increase: in 1887 762 new adult novels were recorded, while just ten years later, in 

1897, 1,960 adult and juvenile works of fiction were published.94 Barbara Sicherman 

notes that, in America, the late Victorian ‘profusion of print’ and ‘rapidly expanding 

education and literacy’ in both the middle and working classes led to the establishment 

of public libraries, reading clubs and literary societies in which women played a 

prominent role, as well as ‘prompt[ing] official and unofficial guardians of culture to 

proffer advice on how and what to read’.95 

Serialisation was a dominant form of fiction publication in the Victorian period, 

easily available to the public through the plentiful and cheap medium of newspapers 

and magazines.  Serial fiction circulated internationally, through the British Empire and 

America. The international circulation of serial fiction, with British texts making up the 

majority of Australian serial publication,96 also locates serial fiction within an exchange 

that through its material distribution participated in the continuing construction of 

empire.  Fiction agencies sold British serials to American markets; however, the 

transition was not always smooth, as British fiction was generally constructed for 

weekly publication, rather than the daily publication preferred in America.97 Edward 

James notes that periodicals tended to be the primary home for Victorian science 

fiction, discussed further below.98 
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Serial publication directly influenced the writing and publication of two of the 

texts explored in this chapter. The manuscript version of Spence’s Handfasted was 

entered in a fiction competition held by the Sydney Mail newspaper, with a chance to 

win a ₤100 prize. It was rejected, despite Spence’s previous successes as a journalist 

and novelist, because it was deemed unfit for publication on moral and political 

grounds. As recorded by Spence in her Autobiography, the judges commented that ‘it 

was calculated to loosen the marriage tie – it was too socialistic, and consequently 

dangerous’.99 Spence’s attempt to have her manuscript, with its overt political 

message, published in a widely read newspaper suggests the extent to which popular 

fiction was engaged with contemporary debates. Elizabeth Morrison points out that 

‘[t]he featuring of serial fiction in newspapers has to be understood in the context of 

campaigns for mass readership; these, in turn, need to be seen as a part of the deeply 

political purposes of Australian colonial newspapers’.100 In this context the judgement 

of the newspaper competition on Handfasted is not just anecdotal evidence of Victorian 

conservatism, but demonstrates a wider power network deeply interested in 

determining what form of society Australia would become. Nevertheless, Spence 

continued to be an active participant in public discourse circulated through newspapers 

and the periodic press, becoming heavily involved in campaigning for effective voting 

and proportional representation.101 

Charlotte Perkins Gilman published Herland serially across 1915 in The 

Forerunner – a self-published, subscription-only magazine that mixed fiction, political 

writing, social analysis, poetry, reviews and letters – having faced similar issues to 

Spence in having her work accepted by commercial editors. Gilman also identified the 

political content of her writing as a barrier to mainstream publication: ‘[b]ut if one writes 

to express important truths, needed but unpopular, the market is necessarily limited’.102 

In her autobiography, Gilman claimed that the magazine had around 1500 subscribers, 
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covering half of the costs involved in publication, while the remaining costs were 

covered by income from other writing and lecturing. The subscribers came from across 

America, Europe, and ‘as far afield as India and Australia’.103 Gilman’s lecture tours 

were advertised in the magazine, creating a circularity of audience that moved between 

written and spoken communication. Periodical literature had boomed in America during 

the nineteenth century: by the 1870s approximately 4,295 available ‘inexpensive 

weekly magazines’ were estimated to reach 10.5 million of the 30 million population of 

the United States.104 The ‘pervasive’ and ‘ubiquitous’ nature of periodical literature, with 

its mix of fiction, journalism, educational and editorial material, gave it a ‘central role in 

communication, information and entertainment’.105 Using a subscription format and 

eschewing advertising, Gilman echoed the periodical publication practices that had 

prevailed prior to the 1890s, before the advent of pulp magazines.   

The seemingly insular nature of Herland, created by the Herlanders’ isolation 

from contemporary society, is challenged when the story is read alongside the other 

articles in The Forerunner. It seems that some readers found this juxtaposition, and its 

content, challenging as well, with Gilman claiming: 

There were some [Forerunner subscribers] who were with me on one 

point and some on two, but when it came to five or more distinct 

heresies, to a magazine which even ridiculed Fashion, and held blazing 

before its readers a heaven on earth which they did not in the least want 

– it narrowed the subscription list.106 

Christopher Wilson argues that reading Herland through the critical lens described in 

Gilman’s own articles on literature, published in earlier editions of The Forerunner, 

leads to a different and expanded understanding of the text.107 Similarly, reading 
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Herland in the context of its initial publication offers another avenue to understanding 

the politics and production of the text. In the twelve monthly issues of 1915, Herland 

sat alongside a twelve-part series on women and dress, occasional articles about 

subjects including birth control and public education, poems about the war in Europe 

and other, shorter pieces of utopian fiction. Herland addressed such issues, through its 

treatment of the Herlander’s clothing, their education system, and discussions around 

Herland’s isolation from the world, and thus offered utopian solutions, which were part 

of a larger pattern of utopian reimagining taking place within the magazine. One year 

later, in 1916, The Forerunner ceased publication. 

While Gilman drew on her feminist beliefs to support her continued appeals to a 

seemingly indifferent public, the late nineteenth century ‘romance’ writers, such as 

Haggard, Wells and Stevenson, had attempted to ‘mediate between an ideal of 

literature as high culture and a desire for mass-market success’.108 Women writing in 

this period – during what Gaye Tuchman has labelled ‘the period of redefinition’ (1880-

1899), and ‘the period of institutionalization’ (1901-1917) – faced slightly different 

issues as they were marginalised from the high culture modernist novel.109 The 

introduction of the royalty system to Britain from America in the 1880s affected the 

relationship between writers and publishers, as older forms of payment such as the 

half-profit system were replaced.110 Haggard’s King Solomon’s Mines was released as 

one volume priced at five shillings; he had initially been prepared to sell the text 

outright for £100 before being advised (by the publisher’s clerk) to change to the 

royalty system. The book went on to sell 12,000 copies in its first year.111 This story 
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demonstrates another changing aspect of the marketplace: the growing popularity of 

single volume fiction. 

In 1894 Mudie’s Select Library, in conjunction with booksellers W.H. Smith, 

shifted its longstanding preference for three volume novels to ‘cheaper formats’.112 

Mudie’s was the pre-eminent circulating library in Britain, ‘at one point … the largest 

purchaser of novels in the world’, and its preference for the three volume system and 

conservative fiction maintained these as norms throughout most of the nineteenth 

century.113 However, newer publishing formats – including the one-volume novel, 

newspaper syndication, short stories and shorter novels –  ‘rapidly became standard 

after 1894’.114 These newer publishing formats aided the production of newer forms of 

fiction, as formula fiction replaced the realist novel in the popular market. 

The origin of a number of types of genre fiction in the late nineteenth century – 

such as detective fiction, science fiction, and westerns – points to this period as a 

crucial foundation for the creation and future development of genre fiction. National 

differences in popular audience preference was one factor separating out markets for 

distinct types of fiction, with Graeme Law suggesting that ‘American audiences seemed 

to prefer more incident and less immorality than British ones’.115 Law explains that 

American newspapers and audiences avoided both domestic and sensational novels, 

creating a demand for different types of fiction: ‘adventure stories from the likes of W. 

Clark Russell, Hall Caine, and, especially, H. Rider Haggard seemed most likely to find 

favour and guarantee good prices in the American newspapers’.116 Law locates a shift 

towards formula, or generic fiction, from the 1890s onward, superseding the sensation 
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novel: ‘by the beginning of the following decade [1890s] the compartmentalisation of 

sensation into the popular genres of adventure, mystery and romance was already 

becoming apparent’.117 From these broad divisions, further specialisations – such as 

science fiction – could develop. 

While publishing practices played an important role in the construction of the 

lost race story, the reception of these stories is another influential aspect in their 

origins. While it is difficult to capture the reactions of the actual or average readers of 

lost race stories, published reviews do give some insight into how these stories were 

read. The reviews of Praed’s Fugitive Anne, for instance, demonstrate how reviewers 

situated lost race stories in this period. Fugitive Anne received a total of fourteen 

reviews, in newspapers and the periodical press both in Britain and Australia.118  

Andrew Lang, a well-known critic and major editorial influence on Haggard’s 

She,119 ‘wrote a leader on it [Fugitive Anne] in the Daily News’.120 In the ‘Notes On New 

Novels’, part of ‘The Book World’, in the Daily News, Thursday February 19 1903, the 

review states: 

There is certainly no lack of incident and exciting adventure in Mrs. 

Praed’s book. In every new chapter both the ‘fugitive Anne’ and the 

authoress display fresh talent for producing and coping with the 

unexpected. When the resourceful  heroine is first heard of she is 

missing from her cabin on board ship, and is supposed to have tried to 

swim ashore. In reality she has disguised herself as a Lascar to escape 

from a hated husband. She is soon flying with a faithful black man 

through the wilds of Australia. She propitiates a tribe of ferocious 

aborigines by becoming their ‘Medicine Woman’ and spiritual protector; 

falls in with an explorer and scientist whom she had met on board ship, 

and who now rescues her from a pursuing husband and from too faithful 

savages; and, not content with many lesser adventures, the two together 
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discover a race of Australian Aztecs, to whom Anne has to play the part 

of priestess.121 

The emphasis placed on ‘incident’, ‘adventure’ and ‘the unexpected’ – here given 

highly positive connotations – fits with Lang’s approval of the romance revival. 

The Athenæum included a brief review of Fugitive Anne in the ‘New Novels’ 

section of the 24 January 1903 edition.122 The Athenæum was a highly ‘respected 

literary periodical’, though by the 1890s it had came to be seen as dated and less 

approachable, superseded by newer literary periodicals which appealed to a more 

mass audience in search of guidance.123 While the review is ambivalent about the 

quality of the novel, it does seem to approve the level of research behind the text: 

One is not quite sure as to the nature of the writer’s object in compiling 

this book of fantastic adventure. If it was to please a youthful audience, 

the peg upon which she has chosen to hang her story – the flight from a 

brutal husband of a newly married wife, who took him for money – was 

not a happy selection. If the book is meant for adults, they may find it 

somewhat crude and carelessly worked out. The plan is not unlike that 

of ‘King Solomon’s Mines,’ though the scene is laid in the northern 

wastes of Australia. Colour has been laid on with an unsparing hand, 

and in splashes which are somewhat bewildering. Yet the writer has 

evidently been at some pains in the matter of nomenclature, and in the 

reading up of ancient Aztec rites and Central American mythology. Anne 

of the title married a melodramatic ruffian. Her method of running away 

from her tyrant was to throw herself out of a window port of the steamer 

in which they were making their way down the Australian coast. This we 

learn in the opening pages of the book. All the rest is description of 

Anne’s adventures among the blacks. None of the familiar features of 

adventurous melodrama is wanting. Anne, though she does not know it, 

is a baroness in her own right and a woman of fortune. There is a fair-

haired lover, and the wicked husband is made away with at precisely the 

right moment. The long arm of coincidence is made to stretch across 

continents and seas whenever the exigencies of the story demand a 
                                                
121 While the review was published without an author’s name, it seems to clearly correspond 
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123 Keating, The Haunted Study, pp. 75-76. 



One                                                      Writing Origins: Nineteenth-Century Foundations 
 

 56 

miracle, and wedding bells ring the curtain down. But Mrs Campbell 

Praed knows Australia thoroughly, and she has a real and lively 

imagination. There is consequently a great deal of material in the book, 

if little method.124 

The confusion registered in the Athenæum review as to the implied audience of 

Praed’s novel – adult or juvenile – speaks of the wider cross-over of lost race stories 

between the adult and juvenile markets. Lost race stories were ‘an identifiable niche in 

the juvenile publishing market’ in the late nineteenth and early twentieth centuries.125 

British lost race stories for boys formed part of the pro-imperialist formula, while the 

American stories proliferated in dime novel format, often in conjunction with ‘boy 

inventor’ tales. These labels indicate how women were marginalised as characters, 

readers and writers. Yet, as products of the fin de siècle, these stories were also 

constructed at a time when gender roles were often unsettled within popular fiction. 

Further, though seemingly marketed exclusively to boys, ‘boys’ books’ were commonly 

read by girls.126 For all Haggard’s claims that the romance form offered wholesome 

entertainment for ‘all time and humanity at large’,127 the Athenæum review of Fugitive 

Anne highlights the potential problems of an audience whose age and gender remains 

unclear. 

The lost race stories themselves emphasise the interchange of writing and 

reception. The epilogue of Fugitive Anne comments on the meta-textual world that the 

story inhabits, referring to ‘London daily papers’; lectures at Albert Hall; a forthcoming 

scientific work ‘With Cannibals and Acans in Unknown Australia’; as well as the 

references to the narrative itself as something only ‘imagined in fiction’, and with ‘a 

fresh flavour of romance’.128 The three other texts seem to show a similar awareness. 

Handfasted considers the value of oral culture against literate culture and describes a 

different form of record-keeping, replacing writing with knitting and other forms of 
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handcraft. Reclaimed from masculinized mass production, recording stories becomes 

an individual act of contingent signification. Herland points out the gaps in the world-

view presented by the reference books carried by the three men, as the Herlanders 

continue to develop their own knowledge. Romance Island contains an expedition of 

newspaper-men, led by St George, yet this form of account cannot adequately convey 

what occurs. This reflexive engagement, seen in the texts, is also important when 

considering how to locate these stories generically. The following section considers 

whether these four texts, and lost race stories in general, can be labelled and 

understood as science fiction. 

Science Fiction 

The generic positioning and identification of lost race stories in the late nineteenth and 

early twentieth century has important implications for the analysis of these texts, and 

for their location within the boundaries of science fiction. I argue for two related points: 

firstly, that the label ‘science fiction’ has limited utility when critically engaging with texts 

from this period; and secondly, that nonetheless, lost race stories should be included 

among the precusors to science fiction as part of a history of generic formation. This 

argument is based on a recognition of this era as a crucial period in the development of 

science fiction, but also on the necessity for a distinction between texts produced and 

received within a known generic frame and texts outside that frame. Though texts may 

later be reinterpreted within a generic frame, to assume that that framing applies 

unproblematically obscures an understanding of both the original contexts of the texts 

and of the later evolution of generic identities. Therefore, this section looks at critical 

responses to nineteenth-century precursors to science fiction, before exploring the 

ideas of genre that were in circulation at the time. 

Labelling texts produced before the concept of ‘science fiction’ was articulated 

as ‘science fiction’ has serious problems. At the time the texts were not identified in this 

way and, as Edward James points out, ‘[n]o one before 1929…was writing within a 

self-conscious genre, or had begun to formulate a definition of the type of fiction they 
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were writing.’129 However, despite locating numerous origin points for science fiction, 

the critical consensus seems to be that the nineteenth century provided the basis for 

science fiction as we now define it. Thus ‘nineteenth-century science fiction’ is a 

retrospective construction, with canonisation bestowed by the backward glance of the 

critic immersed in current definitions of what counts as science fiction. Nonetheless, 

the late nineteenth and early twentieth centuries provided the conditions from which the 

genre developed, supplying key texts and recognisable tropes that would later 

coalesce under the rubric of science fiction.  

Some elements that would later be identified with science fiction also developed 

well before the nineteenth century. Utopias and imaginary or fantastic voyages far 

predated the nineteenth century, while Bleiler argues that what he calls ‘the story of the 

future’ and ‘the invention story’ were late eighteenth-century developments.130  The 

nineteenth century saw the application of a scientific framework and drive to the 

fantastic voyage, alongside the development of the imaginary/future war story and the 

lost race story. The nineteenth century was a period in which pre-existing genres such 

as the fantastic voyage and utopia became constructed through a scientific logic, as 

well as generating sub-genres like the future war and lost race stories that directly 

related to contemporary ideologies and concerns. 

Nonetheless, despite arguing in the Introduction that lost race stories should not 

be disqualified from the genre of science fiction, I would hesitate to label these texts 

from the late nineteenth and early twentieth centuries as science fiction per se. As 

noted above, none of the writers or readers, or indeed anyone involved in their 

publication or reception would have labelled or understood them as such. Imposing an 

anachronistic generic label risks obscuring the more nuanced textual affiliations 

developing at the time. While the lost race stories of the nineteenth and early twentieth 

century cannot be considered as science fiction, the issue of identifying the lost race 

story as a recognisable genre remains. Lost race stories are not generically ‘pure’, they 
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often mix genres or have been seen as part of different genres, and formed part of a 

wider boom in publication of those sub-genres that would become identified with 

science fiction.  

The growth of publications that, through the retrospective application of generic 

identification, can be called science fiction, illustrates the importance of this period as a 

foundation for the later development of the genre. James, summarising his statistics of 

science fiction publication in the nineteenth century, says: ‘There is a gradual growth in 

the numbers until the 1880s, when there is a sudden increase, both in Britain and the 

United States … from the 1880s an increasing number of authors contribute to the 

nascent genre, and perhaps these writers are different from early ones.’131 He counts 

192 science fiction publications in the period 1800-1880, and 832 for 1881-1900, noting 

also a shift from professional-class writers to lower-class writers in the middle of the 

1880s. The term ‘scientific romance’ has been used to describe the British marketplace 

for ‘science fiction’ texts in the period from 1880 onward, recognising the influence of 

scientific ideas and logic in fiction, but also the continuities between this and other 

forms of romance. The American marketplace, however, was characterised by very 

active utopianism, as well as the development of the ‘science fiction’ dime novel, 

generally targeted at a boys’ audience. The implication of these different traditions for 

the later development of science fiction, and the place of lost race stories within the 

genre, will be discussed in Chapter Three. 

This explosion of foundational texts for the later development of science fiction 

in the later decades of the nineteenth century has a number of explanations. Seminal 

works such as H. Rider Haggard’s She provided inspiration and stimulated imitation. 

James situates these replications as part of a wider process of genre formation: 

‘[t]hese [specific popular books] not only inspired direct response, but also accustomed 

people to the idea of writing within these particular categories, for instruction or 

entertainment, and helped train a readership used to thinking in those terms’.132 The 
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established categories also offered a framework for responding to contemporary issues 

and events, such as the future war story registering the political tensions of the period, 

utopias and dystopias depicting the potential effects of women’s suffrage, and the lost 

race story surveying ideas of imperialism and social evolution. Wider cultural influences 

also played a role in the rapid growth in publications:  James argues that  

[n]o doubt the increased speed of technological change in the later 

nineteenth century, together with the fin de siècle feeling that one age 

was over and another about to begin, led people to speculate more 

about the future. There was much anticipation of the coming twentieth 

century not just in fiction, but also in non-fictional essays and popular 

journalism.133   

Lost race stories are the other side of this equation, using a backwards glance to 

speculate on the future of civilisation. 

The subsequent popularity of lost race stories suggests an increasing 

recognition and replication of the formula: even Haggard utilised his own popularity, 

with the publication of three sequels: Ayesha: The Return of She (1905); She and Allan 

(1921); and Wisdom’s Daughter (1923).134 John De Morgan’s fabulously titled novel, 

'It'. A Wild, Weird History of Marvelous, Phantasmagorical Adventures in Search of He, 

She, and Jess, and Leading to the Finding of 'It'. A Haggard Conclusion. (1887), is an 

extreme example of Haggardian imitation.135 Praed’s Fugitive Anne and Gale’s 

Romance Island can also be placed in this ‘post-Haggard’ category, these stories 

clearly utilising tropes such as priestesses and treasure, and a tone of high adventure 

that draws on Haggard’s work. Indeed, in mentioning King Solomon’s Mines, the 

Athenaeum review makes this connection clear. So while lost race stories at the time 

would not have been understood as ‘science fiction texts’, they would have been seen 

as texts in dialogue with one another. 
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Lost race stories are also not always seen by critics as part of the science 

fiction genre. Darko Suvin rejects lost race stories for failing to contain cognitive logic 

and a novum, the key elements in his definition of science fiction.136 Edward James 

summarises Suvin’s position:  

‘most science fiction stories contain a ‘what if?’, and there is a latent 

‘what if?’ in the lost race story: ‘what would happen to a civilized society 

isolated for centuries from the Ekumene?’ But very few lost race stories 

actually explore this question …137  

Suvin’s argument and reputation as a science fiction critic has influenced subsequent 

critics: for example, Paul Alkon describes She as ‘fantasy, not science fiction … utterly 

and irrationally devoid of invitations to consider any aspect of the human situation 

rationally’.138 Alkon does note, however, the influence of such stories on later science-

fictional depictions of uncanny discoveries in remote places. Edward James locates 

lost race stories as ‘another marginal area’ in terms of critical boundary drawing in 

Victorian science fiction.139 James himself makes a stronger case for the inclusion of 

lost race stories, noting the difficulty of drawing clear boundaries between lost race 

stories and other categories. In addition, he points out that ‘[f]ascination with the Other 

is one of the basic sources of the science fiction imagination, and the traditional ‘lost 

race’ story may satisfy that fascination as well as stories of interplanetary travel’.140 

Everett Bleiler, taking a descriptive and historical approach to defining science fiction, 

identifies the lost race story along with ‘the quasi-scientific story’ and ‘the future story’ 

as the major components for the ‘assemblage’ of science fiction.141 He further accepts 

lost race stories as containing a ‘basic rationality’ despite sometimes including 

                                                
136 Darko Suvin, Victorian Science Fiction in the United Kingdom: The Discourses of Knowledge 
and Power, (Boston: G.K. Hall, 1983), p. 94. Suvin states: ‘Only in exceptional cases is there a 
sociopolitical (utopian-dystopian), technological, or other novum present, and such cases are of 
course SF to the extent that such a novum is narratively dominant. But as a historical genre, the 
lost-race tale uses instead (and on the contrary) uncouth combinations of tribal, slave-owning, 
and feudal societies, usually with a beautiful princess and wicked high priest in trio with the 
virtuous white explorer-protagonist. This nostalgia of primitivism has been highly influential 
within the historical development of SF, but that does not make the lost race tale SF.’ 
137 James, 'Science Fiction by Gaslight', pp. 31-32. 
138 Alkon, Science Fiction Before 1900, p. 164.  
139 James, 'Science Fiction by Gaslight', p. 31. 
140 James, 'Science Fiction by Gaslight', p. 33. 
141 Bleiler, Science-Fiction: The Early Years, p. xi. 



One                                                      Writing Origins: Nineteenth-Century Foundations 
 

 62 

occasional, what he calls ‘trivial’, supernaturalism, and goes along with the commercial 

consensus in accepting it as science fiction.142  

David Seed, in discussing early science fiction, notes that  

it is even debateable whether it should be thought of as a single genre 

rather than a series of subgenres which gradually converged on each 

other during the nineteenth century: the fantastic voyage, the utopia, the 

tale of the future, and so on.143  

This tale of convergence offers a different way of reading science fiction history, 

recognising the contingent nature of the genre, that its constituents are the product of a 

particular historical context, made up of different elements each with their own issues. 

Reading science fiction as convergence creates space to recognise literary and cultural 

influences in its production, rather than seeing an ahistorical genre that might register 

the concerns of different historical moments while ultimately remaining unaffected by 

them. It is from this perspective that the nineteenth century can be seen as the time 

when the tropes that later characterised science fiction, such as time travel and 

technologically-enabled space travel, begin to be developed on a large scale. Similarly, 

it enables recognition of the shift from isolated works to a greater sense of a unified 

tradition. 

 

The establishment of the lost race story in the late nineteenth century drew on 

previously developed literary forms. Travel, utopian, history and science writing 

constructed discourses and narrative patterns that would inform the writing of lost race 

stories. These points of origin show how the lost race story was imbricated in the 

broader field of literary practice. Lost race stories arose from a time of rapid 

technological change, enmeshed in the practices of imperialism and colonialism, and 

as such, participated in imperialism’s attendant ideologies of race and anxieties of 

power. These stories are also constructed through ideologies of gender, though, they 

may also be sites in which gendered ideas of power and authority may be contested.  
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Adapting to the growing market for mass fiction and to changing publication 

practices in the late nineteenth and early twentieth centuries, lost race authors began 

to broaden the pre-existing formula while still working within a clearly identifiable 

tradition. Though I am wary of naming these texts as science fiction within the context 

of their production and initial reception, I do argue that lost race stories were implicated 

within the convergence of other formulas during this time into what would later be 

labelled science fiction. This process of that convergence is examined in Chapter 

Three. 

The four texts explored in this chapter each throw light on different parts of that 

evolution: Handfasted demonstrates how lost race stories borrow from and rewrite 

historical narratives, while the political implications of utopian fiction are also explored 

in this text as well as informing Spence and Gilman’s work. While the discourse of 

science is deployed within all four texts examined in this chapter, for Praed and, 

especially, Gale, science co-exists with mysticism. Though Fugitive Anne seems to end 

by granting authority to science, Romance Island does otherwise. All four texts exhibit 

also the strong influence of travel writing in depicting places and the process of 

‘discovery’. The next chapter, which focuses on space, therefore expands on this 

aspect of the texts. The conjunction of space and sexuality, clearly manifested in the 

tropes of simultaneous sexual and spatial discovery in the lost race stories foregrounds 

desire, gender and agency within these stories. These spatial aspects are imbricated, 

however, within the deployment of geography and cartography as imperial activities, 

and a mapping of the stages of globalised history onto place. Space, I will argue, 

becomes a way of registering time: the metaphoric mapping carried out in lost race 

stories becomes a way to narrate temporality.  
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Chapter Two 
Writing Desire: Sexuality, Space and Empire 

At the climax of H. Rider Haggard’s iconic She, Ayesha – the immortal leader of the 

lost race in this text – invites the hero, Leo, and the narrator of the tale to “enter the 

very womb of the Earth” to find the flame of Life, the culmination of their journey and 

the final step in eternally uniting Ayesha and Leo.1 This phrase illustrates the twinned 

driving forces to Haggard’s lost race story: geographic and (hetero)sexual desire. Leo 

and the narrator, Holly, venture through the unmapped interior of Africa, unknown to 

Western cartography, to reach the lost city of Kôr and its legendary ruler, the ‘beautiful 

white woman’ Ayesha.2 The preoccupation with spatial knowledge, with penetrating the 

unknown, in the lost race stories creates a paradox: as Haggard asks, where ‘will the 

romance writers of future generations find a safe and secret place, unknown to the 

pestilent accuracy of the geographer, in which to lay their plots?’3 Haggard’s question 

suggestively evokes the cartographic and narrative connotations of ‘plotting’ and the 

problems arising from their intersection. This combination of the desire for blank 

spaces to remain unknown in order that they may be (fictively) filled propels the lost 

race story. Alongside the nostalgic longing for blank spaces, lost race stories 

compulsively and repeatedly fill these spaces. I argue that this compulsive repetition 

connects ideology with spatial knowledge and control, geographic and cartographic 

systems acting to enforce hegemonic ideologies. This desire is overlaid by, and 

understood in terms of, a sexual encounter between the feminised lost race and 

masculine West. Haggard’s She thus imbricates cartographic and sexual desire: it 

depicts both the lost race and landscape as mysterious and passive, awaiting 

penetration by white male explorers. The outcome of the lost race encounter is to 
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render the landscape and lost race into the patriarchal and imperial systems of 

knowledge. 

Writing within this paradigm of the lost race story, the texts by Catherine Helen 

Spence, Rosa Praed, Zona Gale and Charlotte Perkins Gilman are marked by similar 

preoccupations: they depict the exploration of the unknown spaces inhabited by the 

lost race and, like Haggard, cast the encounter between the lost race and explorer in 

sexual terms. Nonetheless, these writers also challenge, in varying ways, the 

conservative model of the lost race story exemplified by Haggard. This chapter first 

explores how these authors represent the women in their stories as desiring subjects, 

with agency in their experiences of sexuality: Praed makes narrative space for desire 

between women, while for Gilman the culmination of the romance between Van and 

Ellador is not a sexual encounter, but Van’s conversion to the utopian values of 

Herland. Spence similarly imagines a utopian system of sexuality that gives women 

greater freedom and choice as a vehicle for her feminist politics. On the other hand, 

Gale emphasises consumption and mysticism rather than the political aspects of 

sexuality. A further way in which these texts diverge from Haggard’s model, while still 

being shaped by a similar context, is in their explicit construction of a wider context for 

the sexualised encounter within the lost race story, considered in the second part of the 

chapter. Gale and Spence integrate the central relationship within their stories with a 

consideration of familial relationships. Spence also amplifies the imperial fantasy of 

Haggard’s work with a more realist approach informed by her lived experiences of 

colonialism, and interrogates the connection between imperialism and nationalism. 

National identity is also a preoccupation in Praed’s work. For Gilman, Herland serves 

as model for a better humanity, transcending national identity. In these texts, the 

influence of the lost race is not restricted to the space that it occupies. Thus in 

conclusion, the chapter briefly explores the potential for resistance enabled by thinking 

through space, and the connections between space and temporality. 

The imbrication of sexual and geographic desire has a long history. David Bell 

and Gill Valentine argue that ‘the landscapes of desire … are the eroticised 
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topographies – both real and imagined – in which sexual acts and identities are 

performed and consummated’.4 ‘Landscapes of desire’ and ‘eroticised topographies’ 

are particularly pertinent descriptions of the function of space in lost race stories. The 

simultaneously symbolic and material nature of space means that understandings of 

place and space are constantly being produced, through a process in which popular 

fiction texts play an important role. The imagining of landscape as a female body, 

commonplace in the history of Western ideas of landscape, take a particularly literal 

position in lost race stories: for example, landscape is equated with the female body in 

the map in Haggard’s King Solomon’s Mines (1885), where the explorers are directed 

past the mountains named ‘Sheba’s Breasts’ to the pubic ‘Mouth of treasure cave’.5 

Anne McClintock notes how ‘Haggard’s map [in King Solomon’s Mines] abstracts the 

female body as a geometry of sexuality held captive under the technology of imperial 

form’.6 Similarly, the gendered language of space in Haggard’s She positions 

geographic knowledge as an exercise of patriarchal authority. The repeated inscription 

of narratives of imperialist heterosexuality in the fetishised ‘blank spaces’ of the map 

imaginatively inhabited by the lost race speaks of the continual construction of sexual 

and spatial identities. Gillian Rose, examining the connections between images of 

landscape and images of women, notes that  

the sensual typography of land and skin is mapped by a gaze which is 

eroticized as masculine and heterosexual. This masculine gaze sees a 

feminine body which requires interpreting by the cultured knowledgeable 

look; something to own, and something to give pleasure. The same 

sense of visual power as well as pleasure is at work as the eye 

traverses both field and flesh: the masculine gaze is of knowledge and 

desire.7  

                                                
4 David Bell and Gill Valentine, 'Introduction', in David Bell and Gill Valentine (eds), Mapping 
Desire: Geographies of Sexuality, (London and New York: Routledge, 1995), p. 1. 
5 Lindy Stiebel and Norman Etherington, 'Fantasy Maps', in Norman Etherington (ed.), Mapping 
Colonial Conquest: Australia and Southern Africa, (Perth: University of Western Australia Press, 
2007), p. 58.  
6 McClintock, Imperial Leather, p. 4. 
7 Gillian Rose, Feminism and Geography: The Limits of Geographical Knowledge, (Oxford: 
Polity Press, 1993) pp. 97, 99. 
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Lost race romances of the Victorian period map out a narrative space delineated by 

discourses of imperialism and masculinist heterosexuality.  

The construction of space in lost race stories claims it for a Western imperial 

system of meaning and ownership, but the space of the lost race is also 

(re)constructed as a space of legitimate heterosexual desire. The spatial meanings 

constructed in the lost race story, stabilised and maintained through repetition, have 

sexual dimensions, they are ‘eroticised topographies’ upon which desire is enacted and 

sexual identities performed. In some ways side-stepping the imposition of mapped 

knowledge of geography, embodiment and ethnography across the globe to 

fantastically revel in the few ‘blank spaces’ left on the map, lost race stories generally 

replicate the patterns of domination and hierarchy that propel that mapping in the first 

place. 

More broadly, James Kneale and Rob Kitchin argue that science fiction works 

through ‘spatial metaphors: it constructs spatial realms (new worlds, inner and outer 

spaces), concerns itself with borders and transgressions’.8 Furthermore, they suggest 

that analyses of science fiction geographies are particularly productive  

when they are used as a foil for thinking about present-day geographies, 

their construction, reproduction and contingency, and thinking through 

how we theorize and comprehend a range of concepts such as space, 

nature, subjectivity and reality … opening up sites from which to 

contemplate material and discursive geographies and the production of 

geographical knowledges and imaginations.9 

The tension between material and metaphorical geographies in lost race stories, 

exacerbated by the attempt to escape from mapped territory and the simultaneous 

reinscription of cartographic knowledge, creates productive sites of analysis within 

individual texts. While lost race stories in this period inevitably colluded with imperial 

fiction, the four women writers discussed in this chapter expressed their personal 

                                                
8 Kneale and Kitchin, 'Lost in Space', p. 9. 
9 Kneale and Kitchin, 'Lost in Space', p. 9. 
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politics through their rewriting of the formulaic lost race story, especially in their 

treatment of space and associated themes. 

Sexual Spaces 

While, in Haggard’s standard form, the lost race story enacts hegemonic gender roles 

and heterosexuality, I would argue that the four texts on which this chapter focuses 

(Spence’s Handfasted, Praed’s Fugitive Anne, Gale’s Romance Island and Gilman’s 

Herland) at times challenge these structures, though they may ultimately conform. For 

all of the texts examined in this chapter sexuality is, explicitly stated or not, inseparable 

from other political issues. For Spence and Gilman, a revolution in sexuality is a 

necessary component in the production of their utopian societies. Their revisions of 

sexuality inevitably require revision of social structures, political process, and the 

distribution of power on the basis of gender. Gale and Praed do not envision such 

wholesale changes, but working outside the utopian mode and more closely 

conforming to the standard lost race formula, they create micronarratives of desire and 

power that work, to a limited degree, to question that formula. 

For Catherine Helen Spence, the concepts and consequence of sexuality 

informed her fiction and non-fiction writing: 

Even where her protagonists are male … their experience is used to 

illuminate essentially female injustices associated with the nineteenth 

century’s sexual double standard, particularly its bearing on the problem 

of illegitimacy and rigid marriage laws.10  

To Spence, sexuality and its broader social implications were inseparable, and this was 

reflected in her activism and advocacy through her writing. From 1866 onwards she 

was involved in philanthropic work with state children, advocating a change from a 

system of institutionalisation to boarding out with families.11 In her Autobiography she 

noted that these wards of the state were ‘not really illegitimate – it is the parents who 

                                                
10 Helen Thomson, 'Love and Labour: Marriage and Work in the Novels of Catherine Helen 
Spence', in Debra Adelaide (ed.), A Bright and Fiery Troop: Australian Women Writers of the 
Nineteenth Century, (Ringwood, Victoria: Penguin, 1988), p. 102. 
11 Magarey, Unbridling the Tongues of Women, pp. 35-36. 
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deserve that title, no infant can…’12 In 1878 Spence also published an article in The 

Register, an Adelaide newspaper, with the title ‘Marriage Rights and Wrongs’. In this 

article she set out the need to reverse judicial bias against women, in order to offer 

more protection for women in situations such as subjection to domestic violence. She 

also advocated extending the grounds for divorce to include long jail terms, lunacy, and 

‘violence and tyranny’.13  

Spence uses the fictional space of Columba in Handfasted to expand these 

interests, offering an insight into potential improvements in society through an 

imaginative enacting of extreme examples of social change. The primary differences 

between Columba and nineteenth-century British societies are in the marital customs, 

centring on the compulsory process of ‘handfasting’, which involves a temporary 

marriage for a year and a day in order to assess the success of the relationship, and 

after which the relationship can be broken, continued for another year, or changed to 

full marriage.14 In consequence, child custody laws are different, with children 

unwanted by either parent educated by the state to become the elite administrative 

class. Unwanted children are educated to a higher level than other Columbans and 

form the administration of the colony, demonstrating the potential these children have 

to benefit society. The custom of handfasting allows people to gauge their partners 

within a marriage situation, ensuring that incompatible partnerships can be left without 

social stigma, and that both men and women have equal sexual freedom and power 

within marriage. The social changes Spence explores in Handfasted are predicated on 

a radical change in gender relations, in the replacement of a double standard of 

sexuality.  

Handfasted provides a venue in which the social implications of regulating 

sexuality can be explored. The inherently comparative nature of the lost race format 

allows the contrast between the ‘real’ and ‘utopian’ societies in the text to be 

                                                
12 Spence, An Autobiography, p. 14. 
13 Catherine Helen Spence, ‘Marriage Rights and Wrongs’, originally published in The Register, 
15 July 1878. Reprinted in Helen Thomson (ed.), Catherine Helen Spence, (St Lucia, 
Queensland: University of Queensland Press, 1987), pp. 499-503. 
14 Spence, Handfasted, pp. 37-38. 
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foregrounded, and demands an evaluative response from the reader. Spence’s version 

of a ‘good’ place demands social change through its explicit contrasts between 

Columba and the real world: for example, Liliard says after seeing poverty and 

prostitution ‘‘It is a cruel world—a cruel world—Victor, would you mind very much going 

back to Columba?’’15 However, the ‘no space’ status of utopia means that its potential 

to envision a changed world cannot be sustained once the real and utopian spaces are 

brought together. The incorporation of utopian ideals into Liliard and Spence’s 

contemporary world is doubly disavowed, by the conclusion to the novel where old Mrs 

Keith states: ‘oh no, my dear, society is not prepared for it yet’,16 and also by the 

judgement of the competition Spence’s manuscript was entered in: ‘calculated to 

loosen the marriage tie… too socialistic and therefore dangerous’.17 Victor’s ultimate 

inability to conform to Columba’s marital customs – and Liliard’s wishes – by 

completing the year of handfasting before full marriage suggests not only the difficulties 

of incorporating this innovation into everyday practice in the outside world; it also 

shows the resurgence and ultimate triumph of hegemonic sexualities within the 

narrative. 

Praed’s Fugitive Anne contains multiple discourses of sexuality, ranging from 

‘mateship’ to the companionate marriage, and the heteroglossic nature of this text 

therefore contests the univocal account of sexuality present in standard lost race 

stories. Robert Dixon argues that ‘the lost-race formula allowed Praed to explore new 

roles for women and men that were unconventional … because they are, at least for a 

time, free of sexuality’.18 This freedom is made possible, I would argue, not by the 

absence of sexuality, but rather by the layering of numerous discourses of sexuality in 

the novel. The array of perspectives from which to read sexuality enabled within the 

text, opens up the potential for the co-existence of alternative forms of sexuality 

alongside the heteronormative structure commonly found in lost race stories. In the 

                                                
15 Spence, Handfasted, p. 304. 
16 Spence, Handfasted, p. 361. 
17 Spence, An Autobiography, p. 63. 
18 Dixon, Writing the Colonial Adventure, p. 94.  
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representation of Keorah’s courtship of Eric, the text itself foregrounds the process of 

reading sexuality, and the role of cultural tools for constructing narratives of sexuality. 

Eric’s inability to read Acan signifiers of desire (sharing a drink from a special type of 

goblet and lighting a lamp; these actions forming part of a courtship ritual) while still 

performing these actions highlights to the reader the performative nature of sexuality, 

the power that inheres in the ability to co-opt participation in this performance.  

The standard lost race romance is built around a tension between the 

homosocial bonds among the white male explorers and the exotic heterosexual 

eroticism offered by the lost race, a tension that is ultimately resolved in favour of male 

homosociality. In Fugitive Anne, the presence of a female protagonist makes this 

formulation of sexuality impossible, though it might remain as a background 

understanding for the generically informed reader. One key consequence of the 

insertion of a female protagonist into the lost race romance is that the encounter 

between the white male explorer and the female leader of the lost race becomes an 

encounter between two women, discussed further later in this chapter. Dixon argues 

that this doubling creates ‘a de-centring of the female subject’.19 However, another way 

in which Fugitive Anne differs from the standard lost race romance is the unusual 

presence of multiple female characters, mainly the other Acan priestesses. A complex 

net of relationships between women is created in the novel, which disrupts patterns of 

alterity and produces the conditions for an alternative reading of sexualities in the 

novel, carried out later in this chapter. Anne’s identification as ‘Mormodelik! The Spirit 

of the Pleiades’,20 the constellations known as the Seven Sisters, suggests the strength 

of this underlying presence of female community. 

Anne’s position as protagonist alters the normal structure of the lost race 

romance, where men are at the centre, venturing into the margins to investigate the 

mysterious female object. Installing Anne as protagonist shifts the representation of 

women in the text from object to subject. Yet, as the novel opens, Anne is marked by 

                                                
19 Dixon, Writing the Colonial Adventure, p. 95. 
20 Praed, Fugitive Anne, p. 77. 
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absence and silence. In the first three chapters we have only other characters’ 

descriptions of Anne, while her own voice is only present in a letter to her mother, 

which as a faked suicide note, ‘deliberately recruit[s] signs from the late nineteenth 

century medical discourse on feminine hysteria.’21 The first direct depiction of Anne in 

the text occurs when she is disguised as a boy and a Lascar, with her gender and 

racial identity destabilised. Upon arriving in Aca, Anne is placed within the female 

community of priestesses, as the new high priestess. Anne is placed into conflict, and 

thus contrasted, with Keorah, the former high priestess. The confrontation between 

Keorah and Anne is one surrounded by other women – the priestesses – who help or 

hinder as appropriate. This confrontation is framed in terms of freedom, particularly 

sexual freedom and self-control, rather than as a fight over a man, and therefore 

highlights Anne and Keorah’s agency. In this enabling aspect of the relationship 

between outsider and Other, Praed diverges considerably from the mainstream lost 

race formulation of relationships, which are framed in terms of domination and 

subjugation. While to see Keorah as a feminist liberator and helper for Anne would 

overstate the case, she does give Anne a position of institutional power, as High 

Priestess, and treats her as a (hostile) equal. Furthermore, Keorah provides a model of 

assertive female sexuality and female leadership. 

Fugitive Anne opens with Anne escaping from her husband and marriage. It 

ends with her second marriage to Eric Hansen, a seeming reinstatement of 

heterosexual norms, if in a slightly renegotiated form. This renegotiation draws on, and 

forms a part of, debates about marital (mis)conduct that occurred through the second 

half of the nineteenth century. Marriage is initially represented in the text in terms of 

work: ‘a job that’s just a little more complicated than grubbing out stumps on a 

clearing’,22 as Anne writes in her letter to her mother. This framing of marriage as work, 

and as economic trade, obviously taps into a commonplace feminist critique of 

marriage. The class disparity between Anne, later discovered to be a baroness, and 

                                                
21 Dalziell, Settler Romances and the Australian Girl, p. 31. 
22 Praed, Fugitive Anne, pp. 14-15. 
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her ‘brutally unkind’23 ‘bullock-driver’24 husband also enables their relationship to be 

read within contemporary ‘rigid notions about the way conflict was expressed differently 

in the marriages of different classes.’25 The overtly physical domination used by Elias 

Bedo was associated with lower class marriages and masculinity, and contrasts with 

the middle class ideal of the companionate marriage that presumably Anne and Eric 

will achieve.  

For all the idyllic qualities associated with the companionate marriage, however, 

critics have not always read it as an entirely positive concept. Ruth Vanita argues that 

the 

idea of companionate marriage, seen by some feminist historians as 

liberatory for women, may equally be read as involving the 

instituationalization of compulsory heterosexuality in a more definite 

form and the persecution or downgrading of other alternatives, including 

celibacy, same-sex eroticism, and friendship.26 

This downgrading of alternatives is mirrored in the narrative shutdown at the 

conclusion of Fugitive Anne. The epilogue of the novel seems to contradict much of the 

previous feminist re-interpretation, because it places Eric as the central authoritative 

figure, with Anne on the sidelines.  

The epilogue also comments on the meta-textual world that the story inhabits, 

alluding to the publication of the events of the narrative in the popular press and 

scientific lecture circuit. Marginalised by the conclusion, Anne with her mother and 

sister become part of a list of celebrities secondary to ‘the lecturer’ Eric, while Keorah 

is signified by a list of relics – ‘the great opal worn by the Acan High Priestess’27 – mute 

objects that are only able to speak through the colonial structures of the exhibit and 

lecturer. At this point, the text seems to have capitulated to the standard gender politics 

                                                
23 Praed, Fugitive Anne, p. 142. 
24 Praed, Fugitive Anne, p. 8. 
25 A. James Hammerton, Cruelty and Companionship: Conflict in Nineteenth-Century Married 
Life, (London and New York: Routledge, 1992), p. 3. 
26 Ruth Vanita, Sappho and the Virgin Mary: Same-Sex Love and the English Literary 
Imagination, (New York: Columbia University Press, 1996), pp. 28-29. 
27 Praed, Fugitive Anne, p. 428. 
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of the lost race story, ‘that while women were the proper reward for a job well done, 

they had no business adventuring or governing an empire’.28 

The abrupt summary of the epilogue disrupts the previous narrative rhythm of 

the novel: disrupted, repetitious, delayed, sidetracked. This sudden ending may reflect 

the circumstances under which the novel was written, as Praed was unwell during the 

period of writing, at one point pausing for six weeks. She was also under financial 

pressure: commenting later that ‘the book brought in a very fair sum of much needed 

money in days of adversity.’29 Alternatively, given the sudden change in tone, and the 

almost overstated degree of conformity, this ending could be seen as parodying the 

standard lost race story, and highlighting the previous differences of the novel. Prior to 

the abruptly heteronormative conclusion, Fugitive Anne contains multiple and diverse 

models of sexuality, in which same-sex female desire plays an important role.  

Terry Castle argues that lesbian fiction is ‘likely to stand in a satirical, inverted 

or parodic relationship to more famous novels of the past – which is to say that it will 

exhibit an ambition to displace the so-called canonical works that have preceded it’.30 

Fugitive Anne reworks crucial aspects of the lost race model epitomised by Rider 

Haggard’s intensely popular She. Against the seeming ubiquity of Haggard’s narrative, 

Praed disrupts male homosociality and heterosexuality to create a space for the 

articulation of alternative female sexualities. While it can be argued that ‘all stories 

comprise within themselves the ghosts of the alternative stories they are trying to 

suppress’,31 the representation of alternative forms of sexuality plays a specific and 

important role. Lisa Moore describes a trajectory within the early modern period in 

which sexuality plays a key role in the creation of modern western subjectivity and 

identity: 

The process traced … is the emergence not only of notions of sexually 

aberrant racial and national Others but also of a properly ‘white’ (a 

                                                
28 Hanson, 'Lost Among White Others’, pp. 519-520. 
29 Quoted in Clarke, Rosa!, p. 176. 
30 Terry Castle, The Apparitional Lesbian: Female Homosexuality and Modern Culture, (New 
York: Columbia University Press, 1993), p. 90. 
31 Alan Sinfield, Cultural Politics - Queer Reading, (London: Routledge, 1994), p. 37. 
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ubiquitously unmarked term) and ‘English’ (a term insistently and 

proudly marked) sexuality that depended on the virtue of the bourgeois 

woman for its moral purity.32 

This process continues from the early modern period through the Victorian era, with an 

ongoing interplay between Otherness and sexuality. Moore further notes that this 

process works by ‘recognizing and identifying otherwise unspeakable sexual 

improprieties, improprieties that must nevertheless be represented in the text in order 

to mark the limits of bourgeois feminine sexuality’.33 Moore’s reminder that ‘proper 

sexualities’ depend on the boundaries drawn by improper form suggests that even 

where those proper sexualities are prominent, and narratively vindicated, within a text, 

traces or subtexts of other sexualities will remain, as is certainly the case in Fugitive 

Anne. 

Damien Barlow has called for critics to look beyond heteronormative readings of 

Praed’s work, thus situating analysis of her writing as part of a larger project of 

challenging the marginalisation of queer desire.34 Rick Incorvati notes that ‘questions 

about the nature of sexuality and its history can become exasperating in their inevitable 

indeterminacy, but their relevance remains incontestable and their consequences 

profound’.35 Barlow argues for the recognition of both the presence of same-sex desire 

within Praed’s writing and in Praed’s own life, given her long-term relationship with 

Nancy Howard. Fugitive Anne, can, in fact, be seen as a collaborative effort between 

Rosa Praed and her partner, Howard. Barlow notes that Howard is the author of the 

poems in the novel,36 while Praed herself, writing to her half-sister Ruth Murray-Prior in 

1917, attributed the Red Men (Acans) and the ‘end part’ to Howard.37 At the level of 

construction, the text is marked by lesbian companionship and desire. Marylynne Diggs 

notes that ‘romantic friendship, although certainly a part of nineteenth-century 
                                                
32 Lisa Moore, Dangerous Intimacies: Toward a Sapphic History of the British Novel, (Durham 
and London: Duke University Press, 1997), p. 4. 
33 Moore, Dangerous Intimacies, p. 5. 
34 Damien Barlow, '"My Little Ghost-Slave": The Queer Lives of Rosa Praed', Australian Literary 
Studies 17.4 (1996) pp. 344-345. 
35 Rick Incorvati, 'Introduction: Women's Friendships and Lesbian Sexuality', Nineteenth-
Century Contexts 23 (2001), p. 180. 
36 Barlow, '"My Little Ghost-Slave"', p. 348. 
37 Clarke, Rosa!, p. 176. 
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discourse, was neither the only nor the dominant signification for exclusive or erotic 

relations between women’.38 She lists other forms of signification, ‘“freakish friendship”, 

contradictory nature, and monstrous hybridity’,39 that circulated in that period. While 

these different formulations for female homoeroticism were simultaneously available in 

the late nineteenth century, the sites in which these formulations were published would 

also influence how they were understood. 

Intense, lifelong attachments between women were often described by 

novelists, poets, and philosophers as definitionally chaste and virtuous, 

yet in low-culture sources such as pornography and newspapers, non-

literary ones such as legal manuscripts and satiric pamphlets, and 

private records such as diaries, the lively  spectre of a freakishly 

sexualised connection between women haunted representations of 

female friendship.40 

The potentially multiple, and even contradictory readings of sexuality to be produced 

from the representation of the same subject, female friendship, alerts us to processes 

that produce narrative understandings of sexuality, involving both genres and active 

readers. 

Praed’s involvement in the theosophical movement offers one framework for 

understanding homoerotic relationships. While Fugitive Anne does not explicitly utilise 

a theosophical framework, unlike Praed’s occult novels, it does deploy constructions of 

spirituality. To a large degree, however, spirituality is used as a pragmatic tool for 

survival in Anne’s claims to divinity among the Aboriginal tribes and the Acans. The 

song ‘Ave Maria’ by Gounod, repeatedly performed by Anne throughout the novel, 

establishes her divine ‘origins’ at crucial moments in the plot, showing an ecumenical 

flexibility by substituting the name of the local deity for ‘Maria’. The choice of ‘Ave 

Maria’ could be seen as referring to the connection between Mariology and 

‘homoerotically inclined men and women’ in nineteenth-century British culture,41 as well 

                                                
38 Marylynne Diggs, 'Romantic Friends or a "Different Race of Creatures"? The Representation 
of Lesbian Pathology in Nineteenth-Century America', Feminist Studies 21.2 (1995), p. 337. 
39 Diggs, 'Romantic Friends or a "Different Race of Creatures"?’, p. 337. 
40 Moore, Dangerous Intimacies, pp. 75-76. 
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as forming one part of the feminised representation of religious practice in Fugitive 

Anne along with the High Priestesses and the cloistered community of virgin 

priestesses in Aca, directly echoing a nunnery. Reina Lewis argues for a sexualised 

understanding of the convent in nineteenth-century popular culture: ‘[f]or the convent, 

like the harem, was often seen by its opponents as archaic, self-contained, tyrannous 

and tempting. Above all it was seen as essentially sexual, a subject of prurient 

fascination and dread’.42 She sees the fascination with the convent mirroring 

fascination with orientalist images of the harem, both ambivalently and ‘simultaneously 

shoring up and challenging a vision of absolute phallic power’.43 

Praed’s ambivalent utilisation of music to negotiate patriarchal structures 

continues with Anne singing ‘Che faro senza Euridice’, ‘the most heart-thrilling wail of 

bereavement which ever musician penned or songstress breathed’ from Gluck’s opera 

Orfeo ed Euridice.44 While this lament for lost love haunts Eric during Anne’s escape 

from the ship, seemingly naturalised within the heterosexual romance, the gender and 

sexual identities attached to the song are unstable. Elizabeth Wood notes that the part 

of Orfeo was written for, and originally sung by a castrato, but in Berlioz’s 1859 revival 

the part of Orfeo was sung by a woman. Wood further argues that the ‘opera’s 

conventional meaning is both emphasised and subverted by the lesbian context a 

travesty Orfeo represents: her embodiment of a desire between women … makes 

visible the experience of lesbian invisibility as it gives voice to forbidden desire’.45 More 

broadly, Praed’s use of music that evokes multiple understandings of desire suggests 

the ways in which texts resonate variously with their audience in creating diverse 

interpretations.  

While the story, on the surface, appears to conform to a romantic 

heteronormative format, the underlying presence of same-sex desire seems to 
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occasionally disrupt the narrative. Initially, sexual relationships seem to be framed in 

two ways; the ‘bonds of wedlock’ that tie Anne to an abusive husband in a marriage 

entered into to gain resources to help her ailing mother, and the relationship with Eric 

that mixes chivalry and mateship in constructing a bond that cannot be legally 

recognised and therefore should not be sexually consummated. Yet there are moments 

in the story where this heterosexual narrative fails to remain coherent. The 

convergence of incident and framed meaning, created by popular cultural interpretive 

practices, disrupts the heterosexual narrative. This incoherence of a heterosexual 

narrative, and the availability of a queer reading, can be demonstrated in a detailed 

examination of one incident in Fugitive Anne: 

With one knee on the ground, the Dane bent his head and kissed the 

hand that had decked him. This courtesy, so common in Europe, was 

quite unknown among the Acans, as it is among many so-called savage 

nations to-day. Its effect upon Keorah was sudden and unexpected. As 

Hansen’s lips pressed her skin, he instantly felt the nerve-thrill that ran 

through her. The blood rushed to her face; her wild nature was set 

aflame. With difficulty she commanded herself. Looking up, he saw the 

blush, and his eyes met hers. Again he was affected by their odd 

fascination.46 

At this point in the narrative, the codified and performative aspects of sexuality are 

emphasised, along with embodied response. While this particular passage conforms to 

structures of heterosexuality, the text later provides an alternative perspective, literally 

through Anne’s point of view: 

Anne, throned in lonely state, had seen Hansen kiss Keorah’s hand, and 

now watched the pair as they conversed in obvious enjoyment of each 

other’s society. At the sight of that kiss, a sharp pain had pierced Anne. 

It was not caused by envy or by wounded pride. She shrank from 

analysing the feeling; she only knew it was pain.47 

The meanings, and sexual tension, attributed to this hand-kissing gesture is insistently 

over-determined by this passage. Yet while Anne’s reaction might easily be read in 
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terms of heterosexual attraction and jealousy, the refusal to place her response within 

this conventional narrative suggests an alternative reading. To take Anne’s feeling as 

described, as neither envy nor pride, requires some other explanation, an explanation 

that could include same-sex desire for Keorah, and resistance to the replication of the 

structures of Western masculine heterosexual desire. 

This three-way construction of the same event is reminiscent of Eve Sedgwick’s 

figuration of male homosocial desire triangulated through an intermediary female 

figure. Castle elaborates on Sedgwick’s idea to apply it to female homosocial or 

homoerotic desire:  

[T]he male-female-male erotic triangle remains stable only as long as its 

single female term is unrelated to any other female term. Once two 

female terms are conjoined in space, however, an alternative structure 

comes into being, a female- male-female triangle, in which one of the 

male terms from the original triangle now occupies the ‘in between’ of 

subjugated position of the mediator.48 

This description of a female-male-female triangle aptly describes this passage from 

Fugitive Anne. The introduction of a female protagonist to the lost race romance 

unsettles the male homosocial triangulation of the standard lost race romance through 

the insertion of another ‘female term’. Using Castle’s figurations allows the centrality of 

the heterosexuality to be replaced by female homosociality when examining the 

interweaving of relationships between Anne, Eric and Keorah in the novel. 

Furthermore, the situation described in this passage mimics one of the best 

known pieces of writing by Sappho, Fragment 31, which opens with ‘He seems to me 

the peer of gods, that man who sits and faces you, close by you …’, and continues to 

describe the pain felt by the female narrator while watching the man and desired 

woman, ‘at the point of death’.49 Vanita argues that Fragment 31, with its depiction of 

same-sex female desire, was relatively well known in Victorian Britain. Sappho, 
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through both her writing and personal reputation, provided a crucial model for the 

construction of same-sex female desire.50  

Later that night, the incident described previously is revisited, when Anne 

indicates she will brush her own hair, rather than letting Semaara, one of the other 

priestesses, do it: 

Semaara, interpreting this as a dismissal, was about to follow her sister 

nuns, performing the ceremonious Acan obeisance. But a freakish 

impulse seized her. She laughed like a child who wants to show off a 

new trick. Returning, she kneeled before Anne, took the High Priestess’ 

hand and kissed it, reproducing Hansen’s air and gestures as he had 

kissed the hand of Keorah. The manner of the girl, her mischievous 

laugh, and the significant gleam in her eyes, suggested to Anne that she 

might then and there take another lesson from Semaara in the Acan 

language.51 

In this passage, the kiss’s over-determined meaning is transferred to Semaara’s 

actions. In this account of the second kiss the description is restricted to surface signs 

– reading the body at an outer level, rather than actually accounting for the feelings, 

both physical and emotional, of the participants, unlike the initial passage. Yet the gaps 

left by this restricted description – especially the final line – leave space for an 

alternative reading of female homoerotic desire. However, the idea of imitation, 

combined with the use of the term ‘child’, acts to devalue Semaara’s actions. The 

passage also racialises the meaning of the hand-kissing gesture, in that it has 

significance when done by a white man which is lost when done by non-white Others. 

An earlier passing comment described Kombo off chasing ‘Red Mary’ (an Acan 

woman), ‘and, taking example by his master, he was to the best of his ability paying 

court to the maid’,52 confirming the secondary status given to non-white imitations of 

codes of sexuality.  

This section of Fugitive Anne demonstrates the layering of ideas, codes, and 

discourses of sexuality within the text, in the presence of multiple options from which 
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the reader can engage with the text’s narratives of sexuality. These narratives operate 

in conjunction with constructions of gender and race, and also function within the 

generic structures of the lost race romance. While resistant readings of homoeroticism 

and a critique of restrictions on women in Fugitive Anne appear to be disavowed by its 

conclusion, the body of the text does mobilise some degree of reconstructed 

masculinity. Kay Ferres’s observation that, in Praed’s fiction, the ‘redefinition of the 

appropriate object of desire’ constructs a male lover who is ‘‘feminised’ – nurturing, 

empathetic, and with a strength that is not aggressive’ also holds true for the other lost 

race stories by women in their treatment of masculinity.53  

Despite an extremely conventional romance narrative, whose centrality is 

signalled by the title Romance Island, Zona Gale’s novel contests hegemonic 

masculinity by feminising the male protagonist, as he becomes the vehicle for 

emotional expression within the story. The ‘romance’ of Romance Island is an 

ambivalent concept. I have argued previously that lost race stories formed part of the 

‘romance revival’ beginning in the late nineteenth century. Despite the claims to a 

heritage consisting of – among others – medieval romance and eighteenth century 

Gothic romance – suggested by the term ‘revival’, Nicholas Daly argues that the 

‘“revived” romance was in fact a distinctly modern phenomenon’.54 Daly also notes the 

‘pervasive’ gendering of this ‘revival’: ‘the assumption that romance is a more healthily 

masculine form’ in comparison to the realist novel, both foreign and domestic.55 

Romance Island takes the masculine perspective, using the limited third-person 

perspective of its protagonist, St George; but rather than using this perspective to exalt 

masculine activity, St George’s emotional state is foregrounded. For example, as one 

critical clue to the disappearance of Olivia’s father is revealed, St George sits unable to 

‘recall ten words that had been spoken’, ‘lost’ in ‘the heavenly knowledge that Olivia 

was up there at the head of the table’.56 Gale places the emotional lives of the 
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characters above a sense of narrative drive, and centres the drama on the 

heterosexual family rather than homosocial bonding.  

Romance Island begins in the urban, modern metropolis of New York before 

moving beyond mapped – and mappable – territory to Yaque (whose name, depending 

on pronunciation, can echo ‘York’). In contrast to much of Gale’s later fiction, which 

used a regional focus to promote her feminist ‘rhetoric of national housekeeping’,57 this 

early work resists firm grounding in location. While the metropolis of New York, with its 

contrast between rich and poor ameliorated by the hope of upward mobility, forms an 

initial vivid backdrop to the story, it is made marginal by the focus on The Aloha (St 

George’s yacht) with its inherent freedom from fixed location. The depiction of New 

York and the newspaper business in the early sections of the novel draws on Gale’s 

own experience of New York: she moved there in pursuit of her journalism and writing 

career after living first in Wisconsin and Milwaukee. This new environment, in 

Williams’s view, ‘transformed’ Gale into ‘an urban radical feminist’.58 While increasing 

numbers of women were entering the field of journalism in the early twentieth century, 

as a staff reporter and later freelance writer, Gale still faced an environment in which 

she was regarded as a ‘curiosity’.59 The all-male news team, then, which takes the 

place of imperial explorers in Gale’s rewriting of the lost race story, comments upon the 

gendering of this occupation. The newspaper theme not only draws attention to the 

constructed textuality of the story, but also reframes the lost race story as a workplace 

rather than imperial adventure. 

When the murder attempt on Olivia Holland is first discussed among the 

newspaper men, each fabricates a potential explanatory story – ranging from mistaken 

identity, a mafia connection, suspicion of witchcraft or “her mudder dat’s been shut up 
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in a mad-house to a fare-you-well”.60 Visiting the would-be assassin, named Elissa, in 

the Bitley Reformatory, her refusal to speak leads St. George to read her body instead: 

Her eyes met his in eager questioning, but she had that temper of 

unsurprise of many of the eastern peoples and of some animals. Yet she 

was under some strong excitement, for her hands, large but faultlessly 

modelled, were pressed tensely together.61 

Deciding that while the woman may be ‘alien’ and ‘cunning’ but not mad, St. George 

follows the name and address on a note given to him by the woman, and the rest of the 

story takes off. While the assassin would then seem to have served her narrative 

purpose, she reappears at the climax of the novel: ‘There [in the Reformatory] she had 

been a wild, alien thing in dumb distress; now she was unchained and native.’62 

Returning to Yaque, releasing herself from her vow of silence as she has released 

herself from the asylum, Elissa confronts her former ‘master’, Prince Tabnit, to demand 

that he speak the truth. She positions herself as a representative of the people of 

Yaque, concerned for the other victims of Tabnit’s evil schemes, actually revealing 

what these schemes are, while St. George, Olivia and the other Americans have not 

solved the mystery (though presumably the reader has). In the solution of the mystery, 

the alliance between the reader and a peripheral character, whose actions mostly take 

place unseen and are reported by others, not only unsettles conventional equations of 

narrative centrality with action and resolution, but also questions and potentially 

critiques the value given to activity over passivity. St. George’s value as a protagonist 

is his exploration of emotional states and immersion within the moment – which, 

paradoxically, opens up a form of mystical transcendence.  

The text emphasises spiritual reunification, between the material and mystical, 

over romance and family; indeed, these themes are valued for their ability to lead to 

recognition of the spiritual. Williams has noted that in Gale’s later fiction (following her 

Friendship Village stories) ‘spiritualism and mysticism [are seen] as solutions to the 
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world’s ills with spiritual power coming from an unnamed goddess rather than a 

patriarchal God’.63 While Romance Island revels in incoherent, amorphous spirituality 

rather than even articulating an ‘unnamed goddess’ – consistent with the range of fin-

de-siècle spiritual discourses and Gale’s interest in a number of different systems – it 

does, as does Gale’s later fiction, place an emphasis on social as well as individual 

well-being.  The recurring phrase, ‘may the gods permit the possible’, can be seen as 

not only referring to the marvellous inventions of Yaque, but also to the possibility of 

the manifestation of progressive politics and utopian ideals. Nonetheless, St. George’s 

achievement of mystical transcendence is troublingly positioned as providing meaning 

not given by his numerous material possessions, while the women in the text remain 

identified with consumption or as possessions themselves.  

Elissa is described as ‘dressed in silk and cloth of gold, and loaded down with 

all sorts of barbarous ornaments, with almost priceless jewels’.64 While obviously 

evoking stereotypical Orientalist femininity, the detailed descriptions of other characters 

and of objects both in Yaque and New York reveal a general focus on consumption. 

‘Conspicuous consumption becomes the precondition of emotional intensity in these 

lost-race romances’, argues Nadia Khouri, noting the connection between the archaic 

excess exhibited by lost races and the monopoly capitalism of America in this period.65 

While Olivia, with her willingness to risk being seen as ‘unwomanly’ in asserting control 

over situations and other people, might be identified with the ‘New Woman’, she can 

also be read as the ‘co-opted’ and commercialised image of the New Woman, the 

Gibson Girl. As an object of aesthetic and sexual desire, and as an heiress, 

presumably economic desire as well, Olivia is immersed in, and identified with, the 

circulation of material objects within the text. Yet, as Martha Patterson notes, ‘[a]s the 

Gibson Girl exalts her status as a commodity, she flaunts the very instability of white, 

heterosexual relationships and subject positions within the turn-of-the-century capitalist 
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marketplace’.66 Thus, the excess of material commodities within the text destabilises 

their ability to be appraised and controlled, their indeterminate value overshadowed by 

Elissa and Olivia’s assertions of agency.  

A similar preoccupation with commodification and sexuality appears in Charlotte 

Perkins Gilman’s Herland, though here the sexualization of the lost race is explicitly 

contested. The clothing depicted in Herland, with its emphasis on comfort and 

practicality over sexualization puts theory, developed in the serial ‘Women and Dress’, 

published alongside Herland in The Forerunner throughout 1915, into fictive practice. 

This is one of a number of strategies developed by Gilman to marginalise sexuality 

while retaining the formulaic aspects of the lost race story. In Herland, as in many other 

lost race stories, the explorer meets a woman, falls in love, and gets married, yet this 

progression is paralleled by Van’s education into a ‘higher love’ for humanity as a 

whole, a love which transcends and makes a sexual relationship inconsequential. 

Gilman reverses the tropes of masculinist lost race stories; the male gaze, the binary 

dichotomy between passion and reason, assumptions about the boundaries of private 

and public spheres. Val Gough argues that Herland offers a path to ‘radicalise female 

heterosexual identity’; that it depicts ‘fucking without losing virginity’ in the 

representation of relationships in which women’s independence remains 

uncompromised.67 Ending the story at the instant of Ellador’s entry into the wider world 

outside of Herland, instead of at her marriage, Gilman structurally decentres romantic, 

sexual or marital relationships within the text. Furthermore, the evolutionary – and 

eugenicist – logic and discourse of the text explicitly shifts the lost race story from a 

narrative of individualist heterosexual conquest to a narrative of reproduction and 

social formation that is also familial. 
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Wider Spaces 

The construction of sexuality in these four lost race stories by women demonstrates the 

potential for challenging the heterosexist and patriarchal depictions of desire found in 

the standard lost race story. By considering the wider spaces and contexts in which 

these narratives of sexuality take place, these writers complicate the constricted focus 

on the sexualised encounter with the lost race. Rather than constructing a narrative 

solely driven by exploration, discovery and ownership of land, these stories expand 

their focus beyond the individual to consider familial relationships. This expanded focus 

also encompasses the broader issues of nation and national identity within the 

structures of empire, which, while already present in lost race stories, have particular 

resonance for the writers discussed here. Handfasted provides a complex picture of a 

woman negotiating the intersections of imperial, national and familial power structures 

amid a world networked by kinship claims. Fugitive Anne attempts to reclaim ‘mateship’ 

as a marker of Australian identity from masculinist use as part of broader renegotiation 

of gender roles within marriage. Romance Island overlays the heterosexual romance 

with a focus on reuniting an extended family, while Herland attempts to bypass nuclear 

families and nationalism to conceptualise an expansive world-view with utopian 

aspirations for all humanity. 

Handfasted explores constructions of identity within and through a number of 

different spaces. Identity as represented in Spence’s text is not singular and exclusive: 

rather, it is situational and relational, with different facets of identity assuming different 

levels of importance in different situations. The relational nature of colonial identity is 

played out in Handfasted, as Liliard’s movement through America, Europe, Britain and 

Australia shapes her transition from a Columban to British and Australian identity. 

Liliard’s declaration in New York, the second city she sees, ‘“I am a Columban subject 

bound by Columban laws”’, is framed as a rejection of the dystopian nature of the world 

outside Spence’s idealised fiction of Columba and an adherence to a locational specific 
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identity undercuts her spatial relocation.68 Yet, as a woman in this period, Liliard’s 

nationality is legally tied to her husband’s nationality, and in the end Liliard 

simultaneously renounces her status as a Columban subject along with her 

independence by capitulating to Hugo Victor’s demand for a full and traditional 

marriage contrary to Columba’s laws.  

Liliard’s reconciliation with the contemporary world is constructed in spatial 

terms: for example, the disparity of rich and poor that characterises America in the text 

is mediated in London where Liliard becomes involved in a charitable society, and her 

singularity as the only Columban citizen in the outside world is bridged when she 

returns to the roots of Columba in Scotland and finally becomes fully incorporated into 

the Keith family in Melbourne. The happy ending of a life together in Australia for Hugh 

Victor and Liliard validates a preference for an identity that while still part of the British 

Empire is distinctively Australian. 

The primary site for articulating tensions in the relationship between community 

identities within Handfasted is the presence of a former nation, Scotland. The 

intermediary status of Scottish nationality is displaced onto Columba, offering Spence a 

chance to revisit a Scottish identity substantially distinct from an English identity. By the 

late Victorian Period, images of a Scotland different from England were fodder for 

popular culture, as Marjorie Morgan summarises: ‘[n]ovels, poems, paintings and 

tourist literature had taught the English that, in contrast with their own country, 

Scotland was a romantic land of dramatic, sublime scenery and age-old tales 

guaranteed to spice the imagination’.69 Columba is strongly identified with Scotland in 

the text, demonstrated vividly by Liliard’s greeting to Hugh Victor as he first enters 

Columba: ‘She looked at me with curiosity, and without fear, but the words were broad 

Scotch, “An whaur hae ye come frae? for you seem a stranger in thae pairts”’.70 

Columba is depicted as having been founded just before the 1745 Jacobite Rebellion 
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and the repression of the Highland clans that followed the end of the rebellion, and the 

local customs and Columban system of government, while radically different in some 

aspects, are clearly identified as Scottish. Furthermore, Spence explicitly engages with 

Scotland’s exemplary novelist, Sir Walter Scott, and some key aspects of his 

representations of Scottish identity. 

The Scottish custom of handfasting was brought into popular view in the 

Waverley novel The Monastery, in which the antagonist has a handfasted wife, thus 

confirming his villainy. The custom of handfasting is strongly opposed in this novel, with 

the Protestant preacher Henry Wardour voicing the strongest critique:  

“It binds the frailer being to thee while she is the object of desire—it 

relieves thee when she is most the subject of pity—it gives all to brute 

sense, and nothing to generous and gentle affection”.71  

Scott and Spence explain this custom as developing due to the scarcity of priests in 

rural areas of Scotland. Spence had previously made use of ‘irregular Scottish unions’ 

as plot devices in two of her other novels.72 In Handfasted, she revises the negative 

perception of handfasting by offering it as a utopian solution to social problems, 

contrasting the ‘dejected and afflicted’ Catherine of The Monastery with Liliard’s 

insistence on the righteousness of her handfasted union. Spence enters directly into 

dialogue with Scott, when Liliard reworks Scott’s The Heart of Midlothian, another 

Waverley novel, for a Columban audience: “In fact the tragedy of the story seemed by 

this showing to arise from the hard judgements of these stupid people”.73 While 

Scotland in the Waverley novels is separated chronologically from contemporary 

Britain, Spence uses spatial distance from Britain to rework and validate Scottish 

customs, exemplified by the practice of handfasting. 

The Darien colony is referred to in Handfasted as another model for Columba, 

giving Spence an example of an independently Scottish colony. Darien is referred to as 

the origin of the Columban colony, as Ralph Abercrombie discovered the site for the 
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colony after leaving Darien. The Darien colony was established in 1698 in Panama, 

and was a dismal failure, abandoned in 1700 due to illness, starvation and military 

pressure from the Spanish.74 Darien was significant in that it was an attempt to 

establish an independent Scottish colony before the 1707 Union between England and 

Scotland. The fictional Columba replaces this historical failure with a success, seeming 

to valorise a Scottish colonial identity separate from a larger British colonial identity. 

The integration of ‘Indians’ and Scots in Columba finally occurs by treaty when the 

previously conflicting groups unite to repel the Spanish, and is symbolically ratified 

through a Pocahontas-style romantic solution when Ralph Abercrombie, grandson of 

the first Ralph, and Palahna are handfasted, then married. The union of Indian and 

Scot in Columba restages rhetoric that circulated in Scotland in response to the Darien 

colony: rhetoric whose terms and imagery linked Highland clans and Indian tribes in 

order to contest Spanish imperial claims over the Darien site.75 Bridget McPhail 

summarises that by  

defending the Dariens, the Scots were not only defending their right by 

act of Parliament, the law of nature and of nations to settle under 

Spanish noses; they were defending their own national sovereignty.76  

The Scots affirmed that the Darien Indians had natural sovereignty over their land, 

sovereignty that – not having been taken by the Spanish in conquest, consent or 

possession – could be passed onto the Scots by consent of the Dariens. The restaging 

of the Darien situation, with a different outcome, in Columba seeks to contest imperial 

claims both by restating Scottish sovereignty and recognising indigenous sovereignty. 

The spatial distance of Columba from Britain allows Spence to revisit the historical 

state of Scottish independence. However, this restaging also points to Spence’s textual 

silence about Australian Aborigines and their claims to the land.  

                                                
74 See Christopher Storrs, 'Disaster at Darien (1698-1700)? The Persistence of Spanish 
Imperial Power on the Eve of the Demise of the Spanish Hapsburghs', European History 
Quarterly 29.1 (1999), p. 5; and Bridget McPhail, 'Through A Glass, Darkly: Scots and Indians 
Converge at Darien', Eighteenth Century Life 18.3 (1994), pp. 135-137. 
75 McPhail, 'Through A Glass, Darkly’, pp. 140-141. 
76 McPhail, 'Through A Glass, Darkly’, p. 142. 



Two                                                       Writing Desire: Sexuality, Space and Empire 

 91 

The 1707 Union of Scotland and England produced a complex interweaving of 

national identities that continued to be negotiated in the nineteenth century. Simon 

Gikandi states that ‘to be Scottish in the service of colonialism was to belong to a 

larger, more compelling and authoritative narrative, one made possible by the imperial 

mission’.77 However, fictional narratives could offer the opportunity for a more nuanced 

exploration of union and nationalism. Alyson Bardsley argues, in relation to Scott’s 

work, that complexity arises out of the ‘dissonance between the representation of 

Scotland as a historically grounded and limited locality and its conception as part of the 

systems that link the different parts of the United Kingdom and its growing empire’,78 a 

comment also applicable to Spence’s text. Scott’s work in establishing a nostalgic 

Scottish identity, no longer threatening to a greater British identity through its temporal 

distance, is contested by Spence. Columba is shown, as a utopia, to be a better 

alternative to a Scotland subsumed into Britain. Enacting an alternate history through 

the establishment of the colony of Columba, Spence attempts to construct an 

independent Scottish colonial identity that is enabled but marked as unreal through its 

location within utopia. Temporal and spatial distance are collapsed into the space of 

utopia, indicating the tensions between Scottish and British national identities may not 

come to a final, ‘real’ solution. 

The interplay of nationalism and gender also informs the representation of 

colonial identities. Anne McClintock notes how the temporal tensions of nationalism are 

played out through gender:  

Women are represented as the atavistic and authentic body of national 

tradition (inert, backward-looking and natural), embodying nationalism’s 

conservative  principle of continuity. Men, by contrast, represent the 

progressive agent of national modernity (forward-thrusting, potent and 

historic), embodying nationalism’s progressive, or revolutionary principle 
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of discontinuity. Nationalism’s anomalous relation to time is thus 

managed as a natural relation to gender.79 

The gender distribution of temporal attributes can be seen in Handfasted, both in 

characters and space. The characters of old Mrs Keith, who keeps alive the story of the 

lost colony, and Liliard, as representative of the anachronistic customs of Columba, 

embody tradition. The utopian space of Columba is shown as exotic, primitive, and 

feminised, outside of the chronological drive of history until re-incorporated into an 

imperialist narrative of exploration and discovery. Hugh Victor acts as the agent of 

modernity, entering Columba bearing modern technology in the form of a camera, and 

as the cause of Columba’s implied re-entry into the wider world. However, Hugh 

Victor’s position as the masculine bearer of modernity is contested through disruption 

and feminisation. As narrator, Hugh Victor appears to control the narrative, yet this 

control is interrupted by the inclusions of female micro-narratives; Liliard’s letters and 

stories, including her narration of the imagined fate of Columba, and the journal of 

Marguerite Keith. He also takes on the role of rebuilding and maintaining kinship ties, 

which is generally seen as feminised work. 

The narrative of Handfasted is explicitly constructed as a family saga, with the 

opening sentence declaring: ‘Those who care little for their ancestors will never be very 

interesting to their posterity’.80 Kinship ties link the story together, from the original story 

of the colony told by old Mrs Keith to the discovery of the lost Columban relatives and 

the journal of Marguerite Keith that addresses and links the Columban and Australian 

branches of the Keith family. While the family and kinship ties are used as an 

organizational strategy in the novel, the real movement of people around the empire 

could result in the separation of families, and the rediscovery of the lost Columban 

relatives in Handfasted can be seen, perhaps, as fictionally redressing this separation. 

The common use of the imagery that portrayed the nations of the British Empire as a 

family can be seen as concealing the displacement and power relations involved in the 

production of empire, as well as naturalising gender relationships within both the family 
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and the empire. Images of family and images of empire were closely tied in the 

Victorian period, with Queen Victoria standing at the figurative heart of both family and 

empire as ‘Wife, Mother, and Queen’. Yet Queen Victoria also embodied the 

contradictions in the union of family and Empire, for while a female monarch could 

embody domesticity, her identification with Englishness, defined by imperial 

masculinity, was suspect.81 Depicting the reunion of family as a reunion of empire in 

Handfasted asserts a feminised model of imperial power, a model that can connect 

utopia to the real world through the ties of family. While feminine associations sanctify 

this model of imperial power, they evade the violent realities of imperial expansion. 

The paradoxical relationship of gender and imperialism is further interrogated 

through the application of Diana Archibald’s question to Handfasted: ‘if a woman’s 

place is in the home and home is in England, isn’t a woman’s place in England?’82 

Liliard’s movement towards England, and then away from it provides Spence’s answer 

to this question. Emigration to the colonies was influenced by class and gender, and 

the urging of ‘excess women’ and the ‘burdensome poor’ to leave England to make a 

new life in the colonies was often couched in moral terms with ‘the colonies as the 

place for those who cannot be morally or materially accommodated in the Old World.’83 

Columba’s separation from the Old World and its morality, shown through fictional 

geographical distance and imaginative utopian space, offers freedom to develop a 

different system of sexual morality. However, this experimentation is justified by 

Columba’s construction as a family colony. The Columban model of ‘home’ may be 

able to exist in a separate utopian space, but Hugh Victor’s disruption of the home 

Liliard creates with her first handfasted partner suggest the instability of this un-English 

home. It is in England, not America or Australia, that Liliard is finally fully incorporated 
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into the moral system of the Victorian empire through her marriage to Hugh Victor. 

However, her arrival in Melbourne as part of a unit with husband and child constructs 

Victorian domesticity as exportable when maintained within the networks of empire. 

While Handfasted valorises Australian nationalism within the framework of 

empire, Fugitive Anne addresses one problematic facet of this developing national 

identity – Australian bush culture and notions of mateship – when inserting a heroine 

into the lost race story. Praed uses the highly contested concept of ‘mateship’ in 

attempting to reconcile the contradictions created by the female protagonist: 

homosocial bonding is ruled out, and while the overall narrative arc of the novel is 

based on the romantic relationship between Anne and Eric, the romance is 

complicated by Anne’s marital status and the need to resist the narrative closure 

enforced by the completion of that romance. Praed’s attempt to reformulate ‘mateship’ 

as encompassing both men and women also acts to modify heterosexual relationships.  

Helen Thompson has argued that in Praed’s novels, such as Fugitive Anne and 

Lady Bridget in the Never-Never Land (1915), ‘the ideal heterosexual relationship was 

one based on a form of mateship which had been forged in the bush’.84 The space of 

the bush, and the ‘mateship’ relationships enabled in that space, offers a ‘liberating 

potential’, especially from class.85 However, the colonial context within which ‘mateship’ 

and Australian romance is formulated is complicated by appeals to ‘the values of the 

past, which were invariably English’.86 Thomson sees Praed as an exception among 

Australian romance writers because she ‘tends to bring her Australian heroines back 

home to the bush, after discovering the social, moral and physical inadequacies of 

England’.87 While Thomson looks at Praed’s heroines as making a choice between 

Australian colonial identity and British identity, epitomised by a choice between 

Australian and English suitors, Fugitive Anne seems to advocate a third space with its 
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selection of a Danish suitor. While the discourse of ‘mateship’ provides one way to 

read heterosexual relationships in the text, Ferres critiques ‘the equation of romantic 

love with national loyalty’, pointing out that it ‘takes for granted that the romance 

heroine’s quest for fulfilment is bound up with conventional heterosexual desire’.88 As 

discussed earlier, the multiple discourses of sexuality at play in Fugitive Anne 

destabilises any unitary reading of desire within the text. Similarly, Ferres notes that, 

for Praed, ‘”home” was a heterogenous collection of experiences of expatriation, of 

colonial origin and political engagement, negotiated through her public life and literary 

career’.89 Praed’s contestation of mateship not only suggests its inescapably imperial 

context but also its complex connections to other discourses. 

The Australian landscape of Fugitive Anne is represented ambivalently, 

alternating between threatening and sheltering. Anne hails herself as ‘Nature’s child’ 

when rejoicing in her escape from her husband,90 yet the landscape is harsh and 

inhospitable, its danger culminating in the ‘Shining Blue Death-Stone’ that kills when 

touched.91 Melissa Bellanta characterises the lost race landscape as ‘bizarrely 

incoherent’, where ‘arcadian fields jostle volcanoes and buried slaughter-chambers,’ its 

plasticity denoting the modern expectation that the landscape can be vastly altered 

through technology and industry.92 The combination of fantastic landscape elements 

and realistic connections to the mapped imperial globe act to obscure indigenous 

claims to land. Lost race stories inscribe Otherness upon the landscape, replacing the 

original inhabitants with fantasies that speak of and to the masculine colonial 

condition.93 The interweaving of colonial history, in the form of a fictionalised version of 

the Hornet Bank massacre and retaliatory destruction of the Yiman people,94 with the 
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fantastic presence of the lost race creates ambivalence towards historical authenticity 

and claims to land. Inscribing the landscape with the fantastic presence of the lost race 

overwrites earlier meanings, though traces may remain. Healy describes how 

Australian fiction of the 1890s used the concept of Lemuria to provide historical depth 

to Australian culture that was not seen to be available from Aboriginal sources.95 

Despite the incoherent and fantastic nature of the lost race landscape, and the desire 

of the genre for ‘blank spaces’ on the map in which to place this landscape, lost race 

romances inescapably reproduce the imperial drive to explore, map, and control land. 

Bringing to bear her lived experiences of the ‘real’ spaces of Queensland on the 

fictional spaces of Fugitive Anne, Praed interweaves a sense of the landscapes in her 

text as ‘domestic geographies’ as well as exotic fantasies. Domestic geographies are 

defined by Gillian Carter as  

a way of engaging with a landscape that is a part of daily life for a native 

dweller rather than a traveller, tourist or scientist passing through a 

region. It alludes to a repeated engagement with a single landscape that 

is an important part of the author’s everyday space.96  

The improbable, imagined spaces of the lost race story preclude them being identified 

simply within Carter’s paradigm of ‘domestic geography’, yet the qualities of ‘repeated 

engagement’ often appear in lost race stories by women. While Praed’s ‘Leichardt’s 

Land’ features in a number of her stories, Fugitive Anne layers the landscape, 

alternating between known terrain and revelations of new spaces.  

Spence and Gilman not only integrate their political concerns within their fiction, 

thus defining sites of repeated engagement for themselves as activists and authors; 

they also continually highlight the everyday nature of land and geography as 

experienced by the lost race. While the outsider perspective of the narrator constructs 

the spaces of the lost race as new, for those inhabiting them, these landscapes are 

                                                                                                                                          
Patricia Clarke, ‘Turning Fact into Fiction: The 1857 Hornet Creek Massacre’, Margin 65 (2005), 
pp. 8-17. 
95 See Healy, 'The Lemurian Nineties', especially pp. 308, 311. 
96 Gillian Carter, ''Domestic Geography' and the Politics of Scottish Landscape in Nan Shepard's 
The Living Mountain'', Gender, Place and Culture 8.1 (2001), p. 27. 



Two                                                       Writing Desire: Sexuality, Space and Empire 

 97 

deeply embedded within histories, social and personal. Carter’s exploration of domestic 

geography emphasises the intersections of space and text: ‘privileging, as it does the 

textual representation of an everyday engagement with the natural world from the 

perspective of a native dweller’.97 If ‘the landscape is a story’, then domestic geography 

provides a means for exploring how that story is told – and retold – ‘in and through 

words’.98 Recognising the domestic geographies in play within lost race stories thus 

provides a powerful lens through which to examine imperial geographies and gender 

through the imbrication of domestic and imperial space. It is also worth noting the limits 

of domestic geographies, and what that tells us about lost race stories. For all that 

Gilman attempts to set out a domestic geography, the narrative voice never allows it to 

become fully realised. Ultimately, no matter how well Van adapts to Herland, it will 

always be strange terrain. 

Gilman’s works form part of an American tradition of landscape writing whose 

gendered connotations marginalised women, and in which domestic geographies could 

function as a feminist politics. As Annette Kolodny points out, the American tradition of 

representing America as ‘a virginal paradise meant … that real flesh-and-blood women 

– at least metaphorically – were dispossessed of paradise’.99 Struggling against the 

ongoing presence of this formulation of land, American women writers had to find other 

ways to relate to landscape. Kolodny argues that women, in their lives and their writing, 

worked to reclaim ‘spaces that were truly and unequivocally theirs: the home and the 

small cultivated gardens of their own making’.100 In Herland, the divisions between 

home, garden and wilderness are collapsed into ‘a land that looked like an enormous 

park, only it was even more evidently an enormous garden’.101  

Nature in Herland is not just tamed, but genetically engineered, the whole 

landscape the product of conscious and sustained human intervention. The managed 

landscape of Herland contrasts both with the jungle wilderness below, and the urban 
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wilderness constructed in the men’s accounts of America: the modern, urban 

environment they call home and see as a civilised landscape is understood by the 

Herlanders as a barbaric space. The men attempt to read Herland’s landscape as part 

of a narrative of wilderness and discovery during their initial encounter with Herland 

and later escape, but subsequently their constructions of this space are unsettled. Not 

only is the forest they hide in actually a planned combination of orchard and plantation, 

it is a known space in which the Herlanders maintain their surveillance of the men: 

‘Here we had been risking our lives, hiding and prowling like outlaws, living on nuts and 

fruit, getting wet and cold at night, and dry and hot by day, and all the while these 

estimable women had just been waiting for us to come out’.102 Christopher Wilson 

notes that Herland resists the imposition of cartography and its associated systems of 

knowledge:  

It is striking how the narrator focuses particularly on the loss of ‘pictures’ 

of the land, and how, initially, the women are described essentially as a 

feature of the landscape. It is even more intriguing how the narrator 

complains of being dispossessed of his tools of exploration. The women 

and land are unable to be seen, and moreover, to be surveyed and 

described.103 

Instead, the narrator is converted to a different perspective on the landscape, premised 

on an altered understanding of both the women and the spaces they have shaped. 

Gilman connects individual subjectivity and cultural boundaries. In a very short 

prose piece ‘City-Crabs’, Gilman connects subjectivity to landscape and lived 

experience of place; describing how ‘people living in the wide country, wild and sweet, 

let their souls spread far, lying softy all over and around the spaces of silent beauty’, in 

contrast to the hardened shells of city people, created in imitation and response to the 

rigid urban environment.104 Replacing unfriendly wilderness with domesticised space, 

and expanding Herlander’s notion of home from a single permanent living space to a 

community and the land around it, Gilman unsettles notions of a stable and bounded 
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home environment, given that the Herlanders do not have individual permanent living 

spaces. From this position, Gilman valorises a feminised, nurturing ethics untied from 

location. Destabilising the spatial conventions of the lost race story, Gilman 

emphasises a sense of space created through a common humanity, rather than 

national borders. Connecting her utopian fiction and engagement with the ‘real world’ 

politics of World War One, Gilman continues this theme in her non-fiction writing. 

Appealing to her American readers to help the people of Belgium, she says that 

‘[a]cross hundreds of miles we extend help to one another, in flood or fire or famine, 

because the world is so humanised it cannot do otherwise’.105 For Gilman, the 

ramifications of lost race spaces extend beyond their fictive boundaries. 

While Gilman focuses on the movement from individual relationships to cultural 

change at the level of humanity, Gale prioritises familial relationships. The theme of 

family reunification is central to Romance Island, yet family is marked by absence. By 

the second page, the reader learns that St. George’s mother and uncle have travelled 

to Europe, funded by St. George, but this revelation is accompanied by a total silence 

about his father. Olivia’s aunt, Mrs. Hastings, provides comic relief with constant 

chatter, often about what her late husband would think or do: ‘“I wish I knew what Mr. 

Hastings would have done,” his widow mourned’.106 Mrs. Hastings provides constant 

reminders about the disruption of this family unit by death, a disruption exacerbated by 

the disappearance of Otho Holland, Olivia’s father. When Otho reappears, artificially 

aged by Tabnit’s potions and unrecognisable, he is known as ‘Malakh’, glossed as a 

play on the words for ‘salt’ (for the tears he constantly sheds) and ‘king’. Thus, named 

for sorrow and absence, the reclaiming of Malakh as Otho and the reuniting of one 

family unit seems to redress the textual preoccupation with family fragmentation.  

The problem of unstable families and unstable space in Romance Island need 

not be separated. Vivian Sobchack notes that women, ‘[m]aterially embedded and 

positioned in a worldly space usually experienced as discontinuous and not of their 
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own making’ experience ‘living one’s body in the world as a hermeneutic problem’. 107 

Thus, building a collaborative mapping of space – asking for directions – ‘creates social 

continuity as a substitute for fragmented spatial contiguity’.108 Rebuilding the social 

continuity of the family in this text is a response to the discontinuous spaces of both 

everyday life, yet it also functions as a response to the familiar and unfamiliar spaces 

encompassed by the lost race story. Richard Phillips notes that within the liminal 

geographies of adventure stories – a category that includes lost race stories – 

‘constructions of home and away are temporarily disrupted, before being reinscribed or 

reordered, in either case reconstituted’.109 This disruption, according to Phillips, often 

takes place within ‘generic landscapes and vague geographies’ that enable authors to 

‘defin[e] a setting that is malleable, open to the adventurous imagination’.110 The 

fantastic and incoherent landscapes of many lost race stories exploit this malleability to 

its fullest extent. Romance Island exemplifies fantastically malleable spaces through 

the incorporation of the ‘fourth dimension’ where the Phoenician island has been 

hidden, existing in parallel to Earth as we know it, ‘occupy[ing] the same space at the 

same time’.111 Here, space is fundamentally unstable, with the ‘fourth dimension’ 

opened in Romance Island destabilising familiar continuities of time and space. Gale 

does not really consider the implications of the fourth dimension beyond its 

convenience in plot development, and the only explanation given is that ‘“I can only 

assure you that such things are”’.112 Visible space here becomes haunted by the 

potential presence of other dimensions, changing the conception of material space as 

finite – and therefore ultimately mappable and knowable – to seeing material space as 

a doorway to other, indefinite spaces. Gale thus resists the standard reassertion of 

cartographic authority at the conclusion of the lost race story, leaving the discontinuous 

space of Romance Island as an unresolvable problem. 
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Altered Spaces 

During the period in which lost race stories became a recognisable and popular 

formula – the late nineteenth century – most of the globe had been assimilated into the 

Western cartographic system, a system formulated by the conjunction of empire, 

science and technology. While a number of scientific disciplines were drawn into the 

framing narratives of the lost race story, one discipline in particular overlaid each text, 

and lost race stories as a whole: geography, the ‘Victorian … science of empire par 

excellence’.113 Geography, and its application in cartography, provided a system 

through which other scientific discourses could be organised, and broader narratives of 

imperial control and knowledge enacted. As Mary Louise Pratt notes, ‘the systemic 

surface mapping of the globe correlates with an expanding search for commercially 

exploitable resources, markets, and lands to colonise’.114 In their representations of 

splendid barbaric treasures to be discovered, lost race stories were not innocent of this 

project. The representations of time as space in nineteenth-century lost race stories 

enmeshed evolutionary and imperial narratives. In this period, social evolutionists 

attempted to map ‘the evolving world history’ in which different cultures were placed 

together in a single teleological narrative with Europeans at the pinnacle.115 Anne 

McClintock argues that under British imperialism, global history and racial hierarchies 

were mapped out and drawn together to form a narrative of human and social 

evolution: ‘[t]he axis of time was projected onto the axis of space and history became 

global’.116 Corresponding with the mapping of natural history and its classification within 

the Linnean system, anthropologists, ethnographers and archaeologists produced 

descriptions and readings of different societies that would enable their accurate 

placement within the mapping of evolutionary human history. It is in this context that 
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the segmentation and spatialisation of history in the lost race story becomes 

comprehensible, in which the past could stand alongside the present. 

The multiple temporal identifications in the lost race story are staged in terms of 

space: the different stages of historical development are represented by the different 

cultures that are also separated out by location. The encounter between cultures – 

staged as movement through space – is thus also about movement through time and 

historical change. Lost race landscapes are literally inscribed by history. The 

nineteenth-century stories take place neither in the urban, industrial cities nor in the 

wilderness or frontier, though they often move through these areas. Rather, the built 

environment – temples, prehistoric cities, carved caves – in exotic splendour, 

characterises the territory of the lost race. The manifestation of the archaic in this built 

form not only mirrors the Victorian habit of drawing on the past for architectural 

inspiration, but also signals a broader interest in the connections between landscape, 

space and history. Discussing the spatial organization of history, Neil McCaw 

elaborates on the phrase ‘the past is a foreign country’, arguing that ‘[t]he past is 

identified as a foreign Other in relation to the metaphorical and dominant nation of the 

historical present.’117 Lost race stories involve moving into these foreign spaces to 

confront the past: within the nineteenth-century lost race story such encounters 

generally reaffirm the modernity and authority of the Western metropole.   

This pattern identifying the lost race with geographic and temporal alterity is 

nonetheless inflected by the place from which it is envisioned. Australian lost race 

stories served a particular function, offering a chance to  

come to grips with the strangeness of the Australian landscape and with 

the colony’s lack of historical tradition, attempting to supply Australia 

with a ready-made national identity by creating a mythic past for the new 

continent.118  
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The combination of landscape and history created in these Australian lost race stories 

contrasts with the concerns registered in British lost race stories like Haggard’s, where 

the lost races are placed in foreign landscapes, defined against the assumed stable 

landscape of home. American lost race stories in this period similarly locate lost races 

in foreign or fantastic spaces, at times erasing the real inhabitants of these spaces. In 

suggesting that the unspecified location of Herland might be South or Central 

America119, Gilman drew on a tradition of writing these spaces that is striking in its 

erasure of indigenous inhabitants. Pratt depicts the development, leading up to the 

nineteenth century, of a Western view of ‘America as a primal world of nature, an 

unclaimed and timeless space occupied by plants and creatures (some of them 

human) … in a discourse of accumulation, abundance and innocence.’120 R. Tripp 

Evans suggests that ‘[t]he ruins of Mexico and Central America in this era [the 

nineteenth century] were, for a variety of different intents and purposes, a historical 

tabula rasa’.121 Troublingly, the erasure of the past enables Gilman’s rewriting of an 

ideal future. While early lost race stories were set in places such as Africa, the 

Australian outback or central America, they came to be increasingly spatially 

marginalised: texts such as Emma Louise Orcutt’s The Golden Seal (1909) feature 

hidden tropical oases in the polar regions, demonstrating the increased difficulty of 

finding locations outside known geography, a problem that would result in the later 

growth of interplanetary lost race stories. 122  

The feminisation of the lost race story forms part of its location as temporally 

other, and the narrative of reclaiming the lost race from the past for modernity is also a 

reassertion of the equation of masculinity with modernity. Nonetheless, the women 

writers discussed in this chapter trouble this equation. Within the imperial geographies 

that dominate many lost races stories, some of the texts by women substitute domestic 
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geographies – landscapes experienced and understood through repeated 

engagements. By shaping the space of the lost race as a site in which female 

homoerotic discourses or alternative structures for heterosexual relationships can be 

articulated, these texts also differ from the masculinist heterosexual narrative of the 

standard lost race romance. Janet Wolff suggests that ‘the search for a new way of 

understanding constructions of place and of history (a ‘poetics of displacement’) is 

bound up with the feminist project of understanding identity and positionality, in 

opposition to linear narratives of the self and essentialist conceptions of gender and 

place.’123 The spaces of the lost race, for these women writers, are marked by utopian 

possibilities of women’s sexual agency and the opportunities to at least temporarily 

reinscribe ideologies of gender and accordingly, their versions of sexualised space 

rewrite the model offered by Haggard.    
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Chapter Three  
Writing Pulp: Magazines and Generic Identity 

Degenerate descendants of the people of Atlantis are living in caves below major 

cities, using futuristic technology to create disasters in the surface world – or so 

Richard Shaver claimed in the science-fiction magazine Amazing Stories in 1945. ‘I 

Remember Lemuria!’ was Shaver’s account of his memories of Atlantis and Lemuria, 

when an advanced civilisation flourished before recorded history. It detailed his 

knowledge of de-evolved survivors from that civilisation, and provoked a wave of 

responses, many by readers of the magazine who believed Shaver and added their 

own memories and experiences to his in an attempt to validate the truthfulness of this 

story. The ‘Shaver Mystery’, as it came to be known, seems unbelievable but it formed 

part of a larger ongoing debate about the potential of the technological future and its 

connection to the past. In contrast to the distant, exotic barbarism of nineteenth- and 

early twentieth-century lost races, the lost races depicted in science fiction pulp 

magazines came to possess a startling immediacy, both in their geographical locations 

and mastery of superior technology.  

This shift reveals how lost race scenarios were implicated in the development of 

the science fiction genre through the first half of the twentieth century, from a 

convergence of separate tropes to a highly intertextual production. The science fiction 

pulp magazines, in the period from the late 1920s to 1950s, were more than a 

publication venue for the majority of science fiction published in this period. From the 

first explicit articulation of science fiction as a genre, in the first issue of Amazing 

Stories (April 1926), onward, the science fiction magazines provided a space in which 

authors, editors and readers collectively negotiated the boundaries of science fiction 

and the place of lost race stories within it.  

The American pulp magazine market of the first half of the twentieth century 

was a vibrant and dynamic site for the development of genre fiction. The pulps built on 

earlier developments in periodical publishing and the formation of formulaic fiction in 
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the preceding decades, sites identified in the previous chapters as crucial elements in 

the development of the lost race story. Lost race fiction before 1926 had taken 

advantage of the markets opened up by shifts in literacy and publication practices: 

these stories were commonly published in single volume form at the time when the 

three-volume novel lost its pre-eminent place in fiction publication, in some cases were 

serialised in the periodical press, and were finally adapted to the growing market for 

fiction magazines. The readiness with which the lost race story adjusted to the pulp 

market suggests its flexibility and continuing popularity. Publishing practice and genre 

development were – and are still – intertwined, and thus an examination of the 

publication of lost race stories, alongside fiction that was later claimed as science 

fiction, provides an important foundation for understanding the formation of the genre. 

While it can be convincingly argued that science fiction as a genre did not emerge until 

its articulation in the specialist pulp magazines, the transition to this venue nonetheless 

played a crucial role in establishing the conditions under which science fiction would 

develop. 

For science fiction especially, the pulps were at the centre of a community of 

writers and readers. Readers responded to stories, and to each other’s ideas, in letters 

columns. Writers could respond within their stories, or sometimes more directly through 

published letters. As readers became writers, the boundaries between these two 

categories became blurred. The science fiction magazines hosted ongoing 

conversations – sometimes edging over into more aggressive debates – that included 

factual articles and fictional stories as well as the letters section. The science fiction fan 

community thus bridged a number of divides: it transcended geographical distance to 

form an early example of virtual communities,1 created an internal, amateur tradition of 

                                                
1 See Helen Merrick, '"We was cross-dressing 'afore you were born!" Or, How SF Fans Invented 
Virtual Community', Refractory 6, accessed 21 February 2006, 
<http://www.refractory.unimelb.edu.au/journalissues/vol6/HMerrick.html>. 
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literary criticism, and addressed scientific concepts and discourse in a non-expert 

forum.2 

Science fiction initially promoted itself as an educational as well as entertaining 

genre and, as a result, the debates and conversations in the magazines mostly 

revolved around various scientific concepts from space travel to giant insects. Science 

fiction, therefore, combined scientific concepts and popular culture, with the magazines 

providing a space in which laypeople could create a parallel scientific community, open 

to all readers. While this combination may have resulted in a permeability of the 

boundaries between science fiction and science fact in this community, the science 

fiction magazines nonetheless allowed readers and writers to think through the 

consequences of scientific advances and rapid technological change.  Stories like ‘I 

Remember Lemuria!’ thus tell another story, about how one particular community 

explored ideas about science and history to reflect concerns about the potential 

consequences of scientific theory and practice.  

Science and science fiction have always been gendered fields of activity. Jane 

Donawerth summarises the ‘constraints of the genre’ and the ‘problems of masculinist 

science’, ‘which inscribes women as objects of study rather than scientist-subjects; the 

representation of women’s identities, manifest in their literal characterization as aliens; 

and the history of male narration.’3 More specifically, Brian Attebery summarises the 

central message of the pulps as ‘the recurring story of a young man and his initiation 

into the masculine mysteries of science’.4 Nonetheless, and despite some critical 

histories that have seen the pulps as a space of absence for women, women writers 

and readers did feature in the pulps, and their presence will be seen throughout this 

chapter.5 Ideas of sexuality and gender, which Justine Larbalestier argues are strongly 

                                                
2 See Westfahl, The Mechanics of Wonder, pp. 37-63, where he argues that these 
characteristics derive from Gernsback’s initial formulation of science fiction. 
3 Donawerth, Frankenstein's Daughters, p. xiii.  
4 Brian Attebery, 'Science Fiction and the Gender of Knowledge', in David Seed and Andy 
Sawyer (eds), Speaking Science Fiction: Dialogues and Interpretations, (Liverpool: Liverpool 
University Press, 2000), p. 132. 
5 Larbalestier, The Battle of the Sexes in Science Fiction, pp. 152-157. Larbalestier notes that 
the question of presence or absence has shaped many accounts of women and science fiction. 
However, she argues that ‘presence’ is an unstable term, referring variously to women as 
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connected in pulp and fan discourse, also remain themes in the lost race stories 

discussed. Donawerth notes that pulp women writers shared a romanticisation of 

science and technology with male writers; however, she suggests that women 

envisioned different applications, ‘the transformation of domestic spaces and duties 

through technology’.6 While lost race stories often elide questions of domesticity and 

the private sphere, an interest in the social applications and effects of technoscience 

do feature within these stories. 

This chapter examines the transition of the lost race story into the pulp science 

fiction magazines, questioning previous accounts in which lost race stories are 

dismissed from the mainstream of science fiction publication epitomised by the content 

of these magazines. Rather, I argue that the lost race story remains a significant 

presence in the early years of the pulp science fiction magazines. The lost race story 

supplies structures of conceptualisation and tropes for later science fiction 

developments, most obviously the interplanetary romance and space opera, but also at 

a more general level, in constructions of time, space and technology. Moving 

chronologically though the pulp period, this chapter starts with an examination of the 

publishing market at the turn of the century. It then follows the development of three 

key magazines – Weird Tales (from 1923), Amazing Stories (from 1926) and 

Astounding Stories (from 1930) – and their incorporation of lost race stories. It 

concludes by returning to the Shaver Mystery, analysing the response to Shaver’s 

ideas within a continuum of speculative ideas found in pulp science fiction. As a crucial 

space for the articulation of a generic identity, the pulp magazines helped determine 

the content and boundaries of science fiction. 

                                                                                                                                          
characters, writers and readers, and that the significance or forms of that presence varies as 
well. 
6 Jane Donawerth, 'Science Fiction by Women in the Early Pulps, 1926-1930', in Jane 
Donawerth and Carol Kolmerten (eds), Utopian and Science Fiction by Women: Worlds of 
Difference, (Liverpool: Liverpool University Press, 1994), p. 138. 
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Pulp Magazines 

 ‘Pulp’ magazines were named for material they were made from: in the 1880s a 

technique for producing cheap, low-grade paper from wood pulp had been developed, 

and it was on this paper that the magazines were printed. Easily accessible, and just 

as easily disposable, the ephemeral nature of these publications reflected their low 

social status. While regarded with some disdain for their repetitive nature and the 

generally poor quality of their content, the pulps formed a vital part of the popular 

culture landscape in the first half of the twentieth century, surviving and even 

flourishing through the Great Depression and World War Two. Frank Cioffi estimates 

that, in the mid-1930s, pulps reached thirty to forty percent of the literate American 

public.7 The movement of writers between pulp publications and the pressure to write 

often and quickly (as writers were paid by the word) led to ‘perfunctory’ 

characterisations and recycled plots drawn from other genres. Attebery notes that  

[m]any contributors to the early science fiction magazines were 

experienced pulp writers, not specialists in scientific speculation but 

adaptable professionals willing to supply the new market with variations 

on what they had been writing for detective, western or general 

adventure magazines.8  

This sense of small variations in the fictional content of science fiction magazines 

suggests that it was not just the story content that provided the foundation for science 

fiction’s generic identity, but rather, that the fictional content was one element in a 

larger construction. 

The process of differentiation that produced the genre pulp magazines had its 

roots in late nineteenth-century publishing practices. The pulp magazines became 

more commonplace in the 1890s,9 and, by the 1920s, were increasingly specialised as 

                                                
7 Frank Cioffi, Formula Fiction? An Anatomy of American Science Fiction, 1930-1940, 
(Westport, Connecticut: Greenwood Press, 1982), p. 19. 
8 Brian Attebery, 'The Magazine Era: 1926-1960', in Edward James and Farah Mendlesohn, 
(eds), The Cambridge Companion to Science Fiction, (Cambridge: Cambridge University Press, 
2003), pp. 34-35. 
9 Mike Ashley, The Time Machines: The Story of the Science-Fiction Pulp Magazines from the 
Beginning to 1950, (Liverpool: Liverpool University Press, 2000), p. 21. 
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they catered for readers’ diverse preferences and tastes.10 In the early decades of the 

twentieth century, the ‘literary market that was still comparatively undifferentiated’ 

became, especially in the pulps, increasingly specialised.11 While, previously, serious 

literary fiction and more formulaic romance may have been to some degree contrasted 

with each other, its authors ‘did not see themselves as radically different in kind’,12 a 

situation which changed with the evolution of the pulps.  

The overall fragmentation of the literary marketplace included a greater 

differentiation in publishing venues: alongside the genre pulps were general fiction 

pulps, ‘slick’ magazines and literary magazines. Serialisation in the periodical press 

had strongly influenced fiction in the Victorian period, as described in Chapter One. 

Similarly, short and serialised fiction present in literary magazines such as Blackwood’s 

and the Strand (UK) and Putnam’s and Atlantic Monthly (USA) during the first few 

decades of the twentieth century maintained a ‘healthy heterogeneity’, ‘mix[ing] popular 

and elite forms, a distinction that was perhaps more blurred then than it is today’.13 The 

British ‘“miscellany” type of periodical’, which highlighted its difference in format from 

books by a slightly larger size and inclusion of illustrations and photographs, became 

highly successful in the 1890s.14 The up-market ‘slick’ magazines were distinguished 

by their look and content; they were printed on higher-quality paper and generally 

avoided adventure stories and genre fiction.15 These magazines ‘gained enormous 

circulations’, resulting from lowered prices as they replaced subscription with 

advertising as a main source of revenue.16 Susan Smith and Kenneth Price suggest 

that mass-market magazines enmeshed literature and consumer culture,  ‘that 

                                                
10 Edward James, Science Fiction in the Twentieth Century, (Oxford: Oxford University Press, 
1994), p. 36. 
11 Daly, Modernism, Romance and the fin de siècle, p. 4. 
12 Daly, Modernism, Romance and the fin de siècle, p. 4. Emphasis in original. 
13 Smith and Price, 'Introduction’, p. 7. 
14 Keating, The Haunted Study, p. 35. Keating also notes that these Victorian periodicals were 
often specialised, though it seems more by type of audience than type of fiction. p. 37. 
15 James, Science Fiction in the Twentieth Century, p. 35. 
16 Munsey’s and McClure’s were two of the earliest monthly magazines to drop their price to ten 
cents a month while still maintaining a resemblance to the literary ‘elite’ magazines such as 
Atlantic Monthly (which were priced at thirty-five cents a copy). See Ellen Gruber Garvey, The 
Adman in the Parlor: Magazines and the Gendering of Consumer Culture, 1880s to 1910s, 
(Oxford: Oxford University Press, 1996), p. 9.  
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literature was put to the service of commodities and used to draw readers through 

pages framed with advertising copy’.17 The advertisements scattered throughout the 

magazines connected ‘the world of commerce and the world of their readers’.18 These 

readers were ‘a less homogenous group’ than the ‘elite readers of the “quality class” 

publications.’19 Overall, audience and content were mutually constitutive methods for 

differentiating magazines. 

These pre- and non-genre magazines ‘occasionally published works of fantasy 

and what might be called proto-science fiction alongside more realistic fare’, including 

lost race stories.20 Brooks Landon lists Munsey’s Magazine, Pearson’s Magazine, 

McClure’s Magazine, Argosy Magazine and All-Story Magazine as publishing venues 

for science fiction from the 1890s to 1920s.21 Authors such as H.G. Wells, Arthur 

Conan Doyle, Grant Allen and George Griffith regularly appeared in weekly and 

monthly magazines,22 while Jules Verne also wrote for magazine publication within the 

domestic market and was later reprinted in British and American boys magazines.23  

                                                
17 Smith and Price, 'Introduction’, p. 7. 
18 Garvey, The Adman in the Parlor,  p. 4. 
19 Garvey, The Adman in the Parlor,  p. 10. 
20 Attebery, 'The Magazine Era: 1926-1960', p. 32. 
21 Landon, Science Fiction After 1900, p. 41. 
22 Ashley, Time Machines, pp. 9-10. 
23 Ashley, Time Machines, p. 8. The pulp magazines were primarily American, and while the 
science fiction tradition developed in the pulps encompassed earlier British writers – primarily 
H.G. Wells – it has been argued that there is a separate British science fiction tradition. Brian 
Stableford asserts that the continued popularity of single volume publication of British science 
fiction, and its distance from the writing and editing practices of the pulp magazines, led to the 
development of a different tradition of science fiction in Britain. Brian Stableford, Scientific 
Romance in Britain 1890-1950, (London: Fourth Estate, 1985), pp. 11-16. 
In a counterpoint to Stableford, Ashley suggests that ‘cheaper fiction magazines’, ‘the British 
pulps … carried the bulk of short fiction published in Britain in the first 40 years of the twentieth 
century’ including stories that would fit in well with the American science fiction market. Ashley, 
Time Machines, p. 10. British magazines did not specialise in a similar manner to the American 
market, until Adventure-Story Magazine and Mystery-Story Magazine were launched by the 
publisher Sir George Hutchinson in September 1922 and February 1923 respectively. Lost race 
novels City of Wonder and Fields of Sleep, written by the editor E. Charles Vivian, were 
published serially in Adventure-Story in 1922 and 1923. Ashley, Time Machines, p. 12.  In 1934, 
Scoops – a British science fiction magazine – ran for twenty weekly issues before failing, 
leaving British writers with the limited options of boys’ fiction and generalist magazines. 
American pulps were imported into Britain, and British and other international writers did publish 
in the pulps. Ashley, Time Machines, pp. 125-127. 
Peter Haining notes that pulps were sometimes exported to Europe ‘often as ballast in merchant 
ships’ and sold through chain stores. Peter Haining, The Classic Era of the American Pulp 
Magazine, (London: Prion Books, 2000), p. 19.  
Haining also gives an overview of the British pulp industry, which flourished during and 
immediately after World War II. The magazines Strange Adventure (fantasy and science fiction, 
launched 1946), Futuristic Stories (also 1946), Authentic Science Fiction (1951), Vargo Stratten 
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Despite the appearance of science fiction in the nineteenth century literary 

magazines and the slicks, Mike Ashley suggests that ‘by the turn of the century’ 

science fiction had largely become ‘the territory of the pulps’.24 Lost race stories could 

be found in the general fiction pulps: for example, R.A. Bennet’s The Bowl of Baal 

(1916-1917) in All Around Magazine.25 The appearance of lost race stories in these 

publication venues indicates that there was a reasonably broad audience for this type 

of fiction. One precursor to science fiction was the invention or gadget story, while 

another was the adventure story. Writers such as Jack London, and more importantly 

in terms of lost race stories, Edgar Rice Burroughs, published stories of ‘exotic 

adventure’ that would strongly influence later science fiction.26 These fantastic 

adventures were extensions of the American dime novel tradition.27 These novels were 

first published in the 1860s, and the market was booming by the 1870s. 28 Landon 

argues that ‘it was in the dime novel invention stories that American SF found its first 

great audience and its clearest line of development’.29 Later, however, the general 

magazines shifted away from science fiction as the specialist pulps claimed this type of 

fiction. 

The presence of lost race stories in the science fiction magazines was 

authorised primarily in two different ways: firstly through the dime novel invention 

stories, which incorporated lost race elements, and secondly through nonfiction 

sources, especially scientific discourse drawn from a number of disciplines. The stories 

of boy inventors, their gadgets and their adventures, known as ‘edisonades’, were very 

                                                                                                                                          
Science Fiction Magazine (1954, later British Space Fiction Magazine) show the growth in the 
British science fiction scene in the post-war era. Haining, The Classic Era of the American Pulp 
Magazine, pp. 191, 193-194, 203-204. 
Despite this degree of interchange, the American pulps remain profoundly centred within a 
nationalist sphere. 
24 Ashley, Time Machines, p. 25. 
25 See Bleiler, Science-Fiction: The Early Years, pp. 53. Bennett also wrote Westerns and 
supernatural fiction. 
26 Attebery, 'The Magazine Era: 1926-1960', p. 32. 
27 Ashley, Time Machines, p. 25. 
28 Ashley, Time Machines, p. 19. 
29 Landon, Science Fiction After 1900, p. 41. 
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popular, as shown by their high rate of publication.30 In the need to constantly produce 

new instalments of the boy inventor series, other varieties of formula fiction became 

subsumed into these series, including lost race stories. The Frank Reade, Jr series 

demonstrates this combination, with some of the titles that contain lost races including 

Frank Reade, Jr, In the Sea of Sand and His Discovery of a Lost People  (1891); The 

Mysterious Mirage; Or, Frank Reade Jr's Desert Search for a Secret City with his New 

Overland Chaise (1895); and The Silent City; Or, Frank Reade, Jr's Visit to a Strange 

People with his New Electric 'Flyer' (1897).31 

These stories of boy inventors model a particular version of national, gender 

and scientific identity: the independent male inventor working outside of corporate 

structures but nonetheless for profit of self and nation. Landon argues that these 

fictions were powerful symbols of progress and enterprise in a ‘technologically 

infatuated environment’, as well as being a major precursor to pulp science fiction.32 

James states that ‘[e]disonades are frequently progressive and radical, since these 

inventions inevitably change the home environment’.33 Indeed, this changing home 

environment came to extend well beyond the known spaces of Earth. Landon 

emphasises the direct line from the edisonade to the space opera, with space opera 

                                                
30 The term ‘edisonade’ refers to Thomas Edison, as a quintessential inventor, and was coined 
in analogy to ‘robinsonade’, stories in mode of Robinson Crusoe. Landon, Science Fiction After 
1900, pp. 41-42. 
31 The other Frank Reade, Jr stories featuring lost races are: Frank Reade, Jr, And His Queen 
Clipper of the Clouds (1889); Frank Reade, Jr, and His Electric Coach; or The Search for the 
Isle of Diamonds (1891); Frank Reade, Jr, With His Airship in Asia; or, A Flight Across the 
Steppes (1892); Frank Reade, Jr's Catamaran of the Air; or, Wild and Wonderful Adventures in 
North Australia (1893); Across the Frozen Sea; or Frank Reade, Jr's Electrical Snow Cutter 
(1894); The Missing Island; or Frank Reade, Jr's Wonderful Trip Under the Deep Sea (1894); 
Frank Reade, Jr and His Electric Air Yacht; or The Sunken Isthmus (1894); Frank Reade Jr with 
his New Steam Man in Central America (1894); Frank Reade, Jr and His Electric Car; or The 
Circuit of Cancer (1894); Latitude 90o; Or Frank Reade, Jr's Most Wonderful Mid-Air Flight. A 
Strange and Thrilling Narrative (1896); The Island in the Air; Or, Frank Reade Jr's Trip to the 
Tropics (1896); 7,000 Miles Underground; Or, Frank Reade, Jr, Exploring a Volcano (1897); 
The Cloud City; Or, Frank Reade Jr's Most Wonderful Discovery (1897); Frank Reade Jr's 
Latest Air Wonder the Kite; or Lost in the Land of Fire (1897); Over the Andes with Frank Reade 
Jr in his Air-Ship; or Across the Desert of Fire (1897); The Silver Sea; Or, Frank Reade Jr's 
Submarine Cruise in Unknown Waters (1898); From Zone to Zone; The Abandoned Country; 
The Lost Navigators (all 1898). The titles neatly illustrate the balance of technological spectacle 
with narratives of discovery. See Bleiler, Science-Fiction: The Early Years, pp. 549-558 for a full 
listing and descriptions. 
32 See Landon, Science Fiction After 1900, pp. 40-50 for an account of the edisonade tradition 
and its influence on science fiction. 
33 James, Science Fiction in the Twentieth Century, p. 27. 
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extending the edisonade into new, interplanetary terrain. However, Landon also notes 

that the space opera ‘extended into space the corporate ethic’ which informed most 

American science fiction.34 Moving from dime novels and boys’ magazines into the 

genre pulps, the edisonade not only shows a clear line of development from 

nineteenth-century juvenile fiction to the science fiction pulps, it also demonstrates the 

beginning of the process of genre conglomeration – where disparate formulas, motifs, 

and broader socio-cultural paradigms become united within texts, leading to their 

identification with a certain genre.  

The presence of lost race stories in the science fiction magazines was 

authorised primarily in two different ways: firstly through the ‘edisonade’ tradition 

discussed above and secondly through non-fiction sources, especially scientific 

discourse drawn from a number of disciplines. One of the most relevant disciplines was 

archaeology, which seems to derive more directly from the British imperial lost race 

tradition, and which was being simultaneously utilised in other popular fiction. The 

analogy developed between the work of the detective and the archaeologist in this 

period, particularly in some of Agatha Christie’s novels, suggests the changing popular 

view of archaeology: that ‘it was no longer sensational archaeology that impressed but 

its empirical methods’.35 The investigatory drive of archaeology and the validation of its 

depictions of other societies through scientific methodologies made it an attractive 

model for science fiction writing in general.  

Alongside scientific paradigms that informed the development of science fiction 

were depictions of technological advances – the gadget stories – that were closely 

related to the edisonade, originally featuring in non-fiction magazines such as Popular 

Science and Electrical Experimenter (later called Science and Invention), which 

targeted hobbyists and inventors. Hugo Gernsback had introduced some fiction into the 

                                                
34 Landon, Science Fiction After 1900, p. 50. 
35 Barbara Patzek, Regina Hauses and Andreas Dudde, 'The Detective and the Archaeologist', 
in Charlotte Trümpler (ed.), Agatha Christie and Archaeology, (London: The British Museum 
Press, 2001), p. 394. 
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hobbyist magazines that he published before 1926,36 and gadget stories were also 

popular in the generalist pulps. The influence of this stream of science fiction can be 

seen in the lost race stories as they more explicitly address questions of technological 

development and technological impacts on society. Brosterman notes that ‘both types 

of magazine [science fiction and ‘mechanix’] seamlessly intermingled on newsstands, 

providing inveterate techno-dreamers with a steady stream of inspiration’.37  

Inspiration came not only from the stories, but also from the material form of the 

magazines – their specificity as physical and aesthetic objects. The connection 

between value and appearance remains a constant theme in the construction of pulp 

magazine identities, and a consideration of these magazines as material objects and of 

their contexts within consumption practices forms a vital part of this chapter. Pulp 

magazines, with their vivid colours and striking designs, solicited the visual 

engagement of consumers. The development of ‘half-tone, photomechanical 

reproduction’ in 1886 ‘catalyzed an upsurge in the popularity of illustrated books and, 

especially, inexpensive magazines.’38 The illustrators of pulp magazines used ‘bright 

colours to offset poor paper and low-cost reproduction’.39 As Cecelia Tichi notes, ‘[t]he 

foremost traits of this world are its visuality and kinetics’.40 The pulp illustrators, most 

notably Paul and Wesso, developed a visual vocabulary of futuristic design style and 

objects that spoke of and to the futuristic drive of the stories they accompanied. 

Brosterman observes that ‘the covers of the science-fiction magazines and the ink 

drawings printed within were the physical embodiment of the concepts and the spirit of 

the futuristic enterprise their fans relished’.41 The design elements that characterised 

the futuristic vision of the science fiction magazines thus complemented the other 

content of the magazines: ‘[i]n a sense, the artwork, the scientific articles, the almost 

interchangeable stories and even the advertising in the pulp magazines represented a 
                                                
36 Ashley, Time Machines, p. 48. 
37 Norman Brosterman, Out of Time: Designs for the Twentieth Century Future, (New York: 
Harry N. Abrams, Inc, 2000) p. 25. 
38 Brosterman, Out of Time, p. 9. 
39 Brosterman, Out of Time, p. 22. 
40 Cecelia Tichi, Shifting Gears: Technology, Literature and Culture in Modernist America, 
(Chapel Hill and London: University of North Carolina Press, 1987), p. 5. 
41 Brosterman, Out of Time, p. 22. 
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single continuous flow of information about the technological future’.42 Nonetheless, 

this continual flow was complicated by the need for magazines to establish their own 

identities within a larger frame of genre. 

Generic Identity: Weird Tales, Amazing and Astounding 

These three magazines - Weird Tales, Amazing Stories and Astounding Stories – 

provide insight into both the potential trajectories of development for individual pulp 

magazines and the convergence and articulation of the science fiction genre. While 

Weird Tales remained on the periphery of science fiction, beginning publication before 

the other two magazines and focusing on unusual and uncanny tales, it featured 

speculative fiction that engaged in debates around the role and writing of science. 

Amazing Stories and Astounding Stories were central to the establishment of science 

fiction, and their respective trajectories – which can be generalised as a movement 

from education to entertainment in the case of Amazing and the opposite in the case of 

Astounding – show the role of lost race stories in the evolution of the genre.  

Weird Tales is claimed by Ashley as the ‘first magazine to be devoted entirely to 

fantasy and occult fiction’.43 It was published from 1923 to 1954, predating the science 

fiction pulps and coming at a point where the specialisation of pulps was beginning but 

before rigidly generic boundaries were drawn. The early years of Weird Tales were 

unsettled, with financial troubles in 1924, as it attempted to develop a readership, a 

stable of writers and a distinctive style.44 Weird Tales drew on existing formulas to fill its 

pages in its first years. Of the science fictional formulas present, Ashley describes lost 

race stories ‘in the style of Haggard or Merritt’ as ‘[p]redominant’, followed by ‘monster-

mutation’ and ‘interplanetary’ stories, ‘either voyages to Mars or Venus for Burroughs-

                                                
42 Attebery, 'The Magazine Era: 1926-1960', p. 36. 
43 Ashley, Time Machines, p. 41. 
44 Haining suggests that controversy surrounding ‘The Loved Dead’, a story about necrophilia, 
in the May/July 1924 issues, which led to the magazine being withdrawn from sale in some 
places, actually helped establish the magazine through the resulting publicity and demand for 
the remaining available copies. Haining, The Classic Era of the American Pulp Magazine,  
p. 106.  
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like adventures, or in the invasion of Earth by hostile forces’.45 The interplanetary story 

and lost race story begin to be combined in the early years of Weird Tales. 

One example of an Earth-based lost race story in the very early stages of Weird 

Tales is Francis Stevens’ (pseud. Gertrude Barrows Bennett) ‘Sunfire’ (July/August – 

September 1923).46 This story was set in Brazil and featured a group of male explorers, 

a pyramid with a giant centipede inside it and a giant diamond that burnt sacrificial 

victims alive (the ‘sunfire’ of the title). Of interest in this story is the sole survivor of the 

lost race, the priestess Sifa, and a young woman, Enid Whiddiup, who, when exploring 

the pyramid, suffered some kind of mental injury and was under the control of the 

priestess. Bleiler notes that ‘Stevens takes the unusual approach of repeatedly 

analysing her [Enid’s] motives and strange behaviour through both hostile and 

enamoured witnesses’.47 This move to develop characterisation, and a more 

psychologised narrative, combines with the unusual feature of the centipede and 

diamond to suggest the reformulating of lost race structure to fit the ‘weird’ market, with 

its interest in the abnormal and in conveying and creating emotion for the reader.  

While nineteenth-century lost race stories generally attempted to reinforce feelings of 

imperial superiority and security in their readers, ‘weird’ lost race stories focused on 

conveying, through a detailed engagement with the emotions of the characters, the 

uncanny or unsettling aspects of the lost race encounter. 

Other earlier stories featuring Earth-based lost races included ‘People of the 

Comet’, which depicted survivors from a polar civilisation, by Austin Hall (September – 

October 1923).48 In a 1926 story titled ‘The Death Crescents of Koti’, by Romeo 

Poole,49 explorers in Polynesia find human bat people killing young men from the local 

                                                
45 Ashley, Time Machines, pp. 42-43. 
46 I was unable to access copies of the original magazines in which ‘Sunfire’ was published. The 
description of the story is therefore taken from Bleiler, Science-Fiction: The Early Years, pp. 
704-705. For information about Stevens, see p. 703. Stevens published another story using 
South American lost race elements as part of a more complex plot involving biological 
experimentation, titled ‘The Citadel of Fear’, Argosy 14 Sept-26 Oct 1918.  
47 Bleiler, Science-Fiction: The Early Years, p. 705. 
48 Ashley, Time Machines, pp. 41-42. 
49 Romeo Poole, 'The Death Crescents of Koti', Weird Tales 7.6 (June 1926). Research for this 
chapter was undertaken in the Fisher Library at the University of Sydney, using the Ronald E. 
Graham collection. Where possible, I have consulted the original published versions of these 
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tribe. This story is underwritten by an implied lost race narrative: a myth of a small 

humanoid people living in an ancient volcano, supposedly all killed by the remaining 

tribe, but with the inference that they may have evolved into the humanoid bats. The 

conclusion to the story – the collapse of the volcano and obliteration of the bat people, 

with no surviving evidence, replicates the formulaic conclusion to many lost race 

stories.  

Amongst these Earth-based stories was John Martin Leahy’s ‘Draconda’, (from 

November 1923), ‘a close imitation of H. Rider Haggard’s She, although the lost-race 

action is translated to Venus’.50 This transposition of the lost race formula to an 

interplanetary venue reflects a growing interest in fiction set beyond the known terrain 

of Earth, and the adaptability of the lost race story to these new interplanetary spaces. 

Ashley argues that the early years of Weird were a site for the development of early 

space opera, as the elements that would form this sub-genre were brought together 

within the magazine. He also notes that seminal authors in space opera, especially 

Edmond Hamilton, began publication in Weird Tales.51 Thus, Weird Tales, while not 

identifying itself explicitly with science fiction, played an important role in the 

development of the genre. 

In the June 1926 volume, the editor, Farnsworth Wright, noted in ‘The Eyrie’ (an 

editorial/readers letter section) that there was an audience interest in what he labelled 

‘psuedo-science’, meaning fantastic stories extrapolated from scientific ideas and 

principals, and that he intended to publish more of this type of story.52 However, this 

seeming endorsement of scientific logic in weird fiction did not go unquestioned. Three 

months earlier, ‘The Music of Madness’ (March 1926) demonstrated a deep suspicion 

of the trustworthiness of scientists, commenting ironically:  

                                                                                                                                          
stories and explored their publication context within the magazines. In some cases, I have had 
to rely on secondary summaries where originals were unavailable. My initial research 
methodology was to look at Weird Tales, Amazing and Astounding for their first year of 
publication, and at five-year intervals (1930, 1935, 1940, 1945, 1950). In some cases, guided by 
secondary sources or references within the magazines, I have deviated from this pattern. 
50 Ashley, Time Machines, p. 42. 
51 Ashley, Time Machines, p. 43. 
52 Farnsworth Wright, ‘The Eyrie’, Weird Tales 7.6 (June 1926) p. 857. ‘The Eyrie’ was a regular 
monthly feature containing an editorial and letters from readers.  
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When next I opened my eyes there were men around me; brown, 

handsome men with great beards. Great robes reached to their feet, and 

high peaked caps rose from their foreheads. Scientists, I thought, and I 

was content. With scientists I was safe, for I had studied much 

science.’53  

In this story, the narrator is accosted by a stranger, a ‘negro’, who explains that he is 

really a white Frenchman. While exploring in South America, all members of the 

expedition were killed by music-making snakes, save for the Frenchman who was 

taken to an Atlantean temple and experimented on by forty ‘scientists’ – resulting in his 

soul being transferred into another body. The horror this story expects to evoke results 

not only from the spectre of miscegenation or the denaturalising of signifiers of racial 

difference but also from the betrayal of trust in scientific teleology and ethics. However, 

displacing the ‘evil scientist’ role onto these Atlanteans somewhat negates this 

criticism. Yet it nonetheless demonstrates the potential of lost race stories as a venue 

in which scientific discourse could be contested. 

The early post-WWI period saw rapid technological – and consequent economic 

– changes, with ‘major industrial breakthroughs’ between 1917 and 1929.54 Despite the 

stock market crash of October 1929 and subsequent economic depression, when 

wages reduced and unemployment rose (with one quarter of the American workforce 

unemployed in 1933)55, technological advances continued. Hård and Jamison suggest 

that the interwar period was a time of ‘polarization, when new artefacts – radio, 

airplanes, films, and automobiles – were giving inspiration to technocratic visions, and 

when economic depression was inspiring a range of reactionary and totalitarian 

                                                
53 William E. Barrett, 'The Music of Madness', Weird Tales 7.3 (March 1926), p. 356. In the May 
issue Wright announced that ‘The Music of Magic’ had won March’s Eyrie reader poll: ‘Your 
votes for favourite story in the March issue have given first place to the weirdest story in the 
entire issue: The Music of Madness, by William E Barrett’. Farnsworth Wright, ‘The Eyrie’, Weird 
Tales 7.5 (May 1926), p. 716, italics in original. 
54 James T. Patterson, America in the Twentieth Century: A History, (New York: Harcourt Brace 
Jovanovich, 1983), pp. 142-143. These new industrial technologies included 
pneumatic tools, dump trucks, automatic switchboards, dial telephones, bakelite, rayon and 
techniques for producing shoe blacking and synthetic tapioca from sweet potatoes. Meanwhile, 
the booming consumer goods market increased the availability and domestic presence of items 
such as radios, vacuum cleaners, washing machines, and automobiles.  
55 See Patterson, America in the Twentieth Century, pp. 179-184 for employment statistics and 
accounts of the effects of the Depression. Patterson concludes that the American economy did 
not finally recover until World War II. 
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responses’.56 This period formed part of what Hård and Jamison identify as a wider 

change to ‘industrialization, militarisation, and commercialisation that accompanied 

research and development in the twentieth century’, where scientific discourse 

increasingly informed other aspects of society and everyday life:57  

The appropriation of science – not only in a figurative but also in the very 

legal sense of the term – by the captains of industry became normalized 

in the opening decades of the twentieth century … Perhaps more 

important than individual product innovations was the system as a 

whole, the organizational innovation of the research and development 

laboratory as an integral part of business.’58 

These broad social implications of new and changing technologies, with both positive 

and negative aspects, remained a prominent theme as the science fiction genre 

develops. The integration of technological change and scientific discourse in everyday 

life also assisted in the differentiation of science fiction from other weird, speculative 

fiction. 

In the same month as ‘Music of Madness’ was published in Weird Tales, Hugo 

Gernsback proposed a summary of a new, coherent genre based around scientific 

concepts: ‘[a] charming romance intermingled with scientific fact and prophetic vision’.59 

This landmark statement came from the editorial of the first exclusively science fiction 

magazine, Amazing Stories, which was launched on 10 March 1926 (issue labelled as 

April 1926). In less than a year, its circulation exceeded 100, 000. Republishing texts 

from the nineteenth century, by authors such as Poe, Verne and Wells, Amazing 

constructed a heritage of science fiction based in the rapid technological change and 

                                                
56 Mikael Hård and Andrew Jamison, Hubris and Hybrids: A Cultural History of Technology and 
Science, (London and New York: Routledge, 2005), p. 8. 
57 Hård and Jamison, Hubris and Hybrids, p. 92 In particular, Hård and Jamison identify Fordian 
mass production and Taylor’s ideas of scientific management as having widespread, structural 
impact on American society. See pp. 101-102. 
58 Hård and Jamison, Hubris and Hybrids, pp. 91-92. 
59 Hugo Gernsback, 'A New Sort of Magazine', Amazing Stories 1.1 (April 1926), p. 3. I have 
attributed all editorials and other commentary in the house editorial voice to the editors of each 
magazine. In the cases of Amazing, this has been the managing editor except for the period in 
which Gernsback was the Editor-in-Chief, where I have followed the convention of equating the 
editorial voice with Gernsback. See Larbalestier, The Battle of the Sexes in Science Fiction, p. 
17. Ashley provides a comprehensive list of editorial details for all science fiction magazines to 
1950 in Time Machines, pp. 237-255. 



Three                                                       Writing Pulp: Magazines and Generic Identity 

 121 

developing scientific paradigms of the nineteenth century. Amazing’s slogan 

‘Extravagant Fiction Today … Cold Fact Tomorrow’ underscores both the prophetic 

claims of the genre and the valorisation of factual outcomes from its production of 

fiction. Amazing and the subsequent science fiction pulps were promoted as sites in 

which fictional narratives and scientific knowledge were integrated, thus defining the 

genre. Extensively discussed in later critical accounts of the pulp origins of science 

fiction, the first editorial of Amazing signposts the tensions between the articulation of a 

new genre – and I follow Westfahl in seeing the genre proper as starting with this 

moment of self-realisation60 – and the necessity of informing that articulation through 

retrospective engagement with prior work. Ashley sees Gernsback as, metaphorically, 

‘foster father to a variety of homeless children, with his favourite being the invention 

story’.61 This image captures both the previous existence of story types that could be 

assimilated into a genre and Gernsback’s active, unifying role. Even the term ‘romance’ 

in Gernsback’s definition harks back to the realism versus romance debate of the late 

nineteenth century, while moving the terrain of the debate into the new genre. Drawing 

together ‘romance’ and ‘fact’ implies adding to the vitality and popularity of romance the 

authority of scientific discourse. 

Science fiction not only incorporated scientific concepts, gadgets and 

characters, but also reflected its claims to scientific discourse and status in the 

approaches to writing and the construction of the magazines as a whole object. The 

magazine was materially constructed to bolster its claims to scientific credibility and to 

encourage readers to identify with a technocratic elite. Amazing retained the large 

format (8 ½ by 11 inches) and the illustrator (Frank R. Paul) of another discontinued 

Gernsback magazine, The Experimenter (formerly Practical Electrics), also utilising the 

latter’s printing schedule.62 Amazing Stories was numbered in journal fashion 

(continuously throughout volume rather than per issue as other pulps) and used 

                                                
60 Westfahl, The Mechanics of Wonder, p. 1. 
61 Ashley, Time Machines, p. 45. 
62 Ashley, Time Machines, pp. 48-49. 
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minimal amounts of print on the binding, so as to look respectable when shelved.63 

Amazing’s claims of science fiction as an educational genre were thus expressed 

through and bolstered by its appearance and contents. 

 As Amazing demonstrated, scientific discourse moved into the business and 

social worlds, and into popular culture. Just as readers of science fiction and popular 

science magazines were encouraged to engage in low-level technological or scientific 

research or education – for example, mail order courses on topics such as engineering 

were advertised in the science fiction magazines – science fiction writing was 

represented, primarily by Gernsback, as having a research purpose.  James argues 

that  

in the era of Gernsback and Campbell there was a strong feeling that sf 

should be written for scientists, and indeed that sf was part of the 

scientific discourse which would remake the world, quite as much as the 

experiments in laboratories; sf offered the opportunity for innumerable 

thought experiments, and was also in effect a training course in avoiding 

the worst effects of ‘future shock’.64  

The foundation of the American Interplanetary Society, which promoted interest and 

research into rocket technology and space travel, in 1930, for example, was deeply 

involved with the beginnings of science fiction – with many members drawn together 

through Wonder including one founder, David Lasser, who was hired by Gernsback to 

edit Air and Wonder, where he pursued Gernsback’s agenda of integrating the 

promotion of science fiction and scientific research.65 Interplanetary fiction and space 

opera thus aided in both the educational and visionary role Gernsback identified for 

science fiction. 

By 1928, new writing and older reprints had meshed together; the newer, 

regular writers were often only writing for Amazing Stories, ‘responding to Gernsback’s 

                                                
63 Westfahl, The Mechanics of Wonder,  p. 57. 
64 James, Science Fiction in the Twentieth Century, p. 61. 
65 See De Witt Douglas Kilgore, Astrofuturism: Science, Race, and Visions of Utopia in Space, 
(Philadelphia: University of Pennsylvania Press, 2003) pp. 32-36. Kilgore does note while the 
science fiction magazines provided a fertile starting point for the American Interplanetary 
Society, they diverged from science fiction fandom and became careful to differentiate 
themselves through emphasis on maturity and practical application of their interests. 
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ideals for scientifiction’ and the developing identity of the magazine.66 Expected to 

explain scientific concepts in detail, authors began using footnotes within their fiction to 

include didactic content. Westfahl suggests that Gernsback developed a distinctive 

method of integrating explanatory material within fictional writing: instead of using a 

character, be it the narrator or another character, to provide the explanation within the 

body of the writing, techniques abstracted from non-fictional writing (‘footnotes, 

diagrams, drawings, photographs, or glossaries’) were utilised.67 Labelling this device 

‘the author-pedagogue’, Westfahl describes these techniques as moments when ‘the 

actual author steps out of the narrative persona to provide information directly to the 

actual reader’.68 The ‘author-pedagogue’ device was taken up by other early science 

fiction pulp authors, including Leslie F. Stone in ‘The Rape of the Solar System’, 

discussed specifically in the following chapter. The inclusion of explanatory material not 

only proffers the reader an explanatory framework, but also inculcates the readers in 

an evaluatory approach to the fiction based on scientific reading and value systems. 

The ‘author-pedagogue’ functions within the ‘educational’ genre of science fiction to 

construct an implied reader and reading position as much as it constructs the authority 

of the author. 

Justine Larbalestier argues that ‘one effect of emphasizing the importance of 

1926 and Amazing as the site of the emergence of the discourse of science fiction is to 

make fandom a part of the emerging field of science fiction’.69 The responses to 

individual stories will be discussed as part of the developing place of lost race stories 

within science fiction: these often lively responses demonstrate the contingent 

construction of the genre and the continual reappraisals of its boundaries. Sitting 

alongside editorial responses and advertising, the fan letters not only constructed a 

‘discursive community’ that elided its geographically dispersed nature,70 but also 

suggest the vital materiality of the science fiction pulp magazines as textual objects. 
                                                
66 Ashley, Time Machines, p. 59. These new writers included Miles J. Breuer, David H. Keller, 
Edward ‘Doc’ Smith, Jack Williamson, and S.P. Meek. 
67 Westfahl, The Mechanics of Wonder, p. 40. 
68 Westfahl, The Mechanics of Wonder, p. 40, italics in original.  
69 Larbalestier, The Battle of the Sexes in Science Fiction, p. 16. 
70 Merrick, ‘'"We was cross-dressing 'afore you were born!"’. 
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The magazines, in their physical form, functioned as a locus of community identity. The 

letter space, a common feature of the three magazines discussed in this chapter, 

showed fan reading as acts of ‘creation, compulsion, consumption, and belonging’.71 

Fandom ‘was, and is, at once an articulation of a passionate involvement with texts, as 

well as being that passionate involvement’.72 While the discussion pages were far from 

the only forum for fan dialogues – fan clubs began meeting by 1929 and the first 

conventions were held in the 1930s73 – they remained central to the articulation of 

issues and themes in the genre. 

Editorial commentary published alongside stories attempted to direct reading 

practices and fan responses by framing the disparate reprints collected in the first 

issues of Amazing within the claimed priorities of science fiction: educational scientific 

content and logically predicted futures. The Gernsback commentary to Jules Verne’s ‘A 

Trip to the Centre of the Earth’ in the first volume demonstrates this, identifying Verne 

not only as 

a master of the imaginative type of fiction, but he was a scientist of high 

calibre. Besides this, his intimate knowledge of geography, the customs 

and peculiarities of various races, made it possible for him to write with 

authority on any of these subjects … No one has as yet explored the 

very centre of the earth, for at no time have we descended deeper than 

about a mile below the surface of the planet. Who knows, therefore, but 

that there may be tremendous discoveries ahead of the human race, 

once we penetrate into the great depths of the globe? We have no right 

to assume that life in the interior of the earth is an impossibility.74 

                                                
71 Larbalestier, The Battle of the Sexes in Science Fiction, p. 27. While science fiction 
readership and fandom are not synonymous – one can read science fiction texts without being a 
fan – the active involvement of fans in shaping the genre from its early stages means that 
fandom influenced understandings of audiences and reader practices at work in the genre. As 
the debates in the letter spaces of the magazines demonstrate, fandom was and is not a 
homogenous entity. 
72 Larbalestier, The Battle of the Sexes in Science Fiction, p. 27. 
73 Larbalestier, The Battle of the Sexes in Science Fiction, p. 25. 
74 Hugo Gernsback, ‘Editorial commentary: “A Trip to the Centre of the Earth”’, Amazing Stories 
1.2 (May 1926), p. 101.  
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Establishing the place for narratives of discovery and ethnography within science 

fiction, this comment also re-affirms the importance of blank space – extending the 

terrain of lost race stories beyond the surface of the earth. 

Even with the framing of the magazine with an emphasis on scientific education 

and prophecy, there was an ongoing tension between entertainment and education. 

Despite the seeming clarity with which the genre was enunciated in Gernsback’s first 

editorial, the competing interests and perceptions of writers, editors and readers 

became quickly evident within Amazing. Ashley suggests that ‘the magazine had 

rapidly attracted a different audience’ than the one Gernsback intended, an audience 

that enjoyed ‘fantastic adventure stories’.75 Stories by authors such as Abraham Merritt 

and Edgar Rice Burroughs, with their romance style, were more popular than Verne 

and Wells – authors held up in the first edition as exemplars of the new genre.76  

The first new serial published in Amazing, ‘Beyond the Poles’ by A. Hyatt 

Verrill,77 was written in this fantastic adventure mode featuring the standard lost race 

device of a civilisation accessed through the polar regions. Despite its fantastic 

aspects, the story was lauded in Gernsback’s commentary as ‘one of the best 

scientifiction works of the modern school that we have lately seen’ and ‘easily the best 

scientifiction story of this year’. Continuing, Gernsback argued for the potential 

scientific validity of the story: 

The author, in choosing a civilisation of lobster-like people, should not 

be accused of sketching an impossibility. Indeed, it is impossible to say, 

at this moment, in what form an intelligent reasoning creature might or 

might not exist. Just because we have never met a reasoning creature 

different from a human being tells nothing, and we certainly should not 

be so arrogant as to think that intelligence, as we know it, combined with 

reasoning, exists solely in the human type. … At any rate, we know that 

somehow you will feel that ‘Beyond the Pole’ is a real story, where real 

                                                
75 Ashley, Time Machines, p. 56. 
76 Ashley, Time Machines, p. 54.  
77 A. Hyatt Verrill, 'Beyond the Pole', Amazing Stories 1.6, 1.7 (October, November 1926). 
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facts are given to you for what they are worth. It is an engrossing story 

that cannot fail to grip you from start to finish.78 

Another Verrill story followed a month later: ‘Through the Crater’s Rim’ featured a 

Central American lost race living in the crater of an extinct volcano.79 Again the editorial 

comment emphasises the potential accuracy of the story, saying that  

[w]hen it is remembered that only a few years ago an entirely new race 

was discovered by scientists in Panama, which are now better known 

under the name of White Indians, it should be understood that Mr Verrill 

is not taxing your credibility by the strange race which he pictures in this 

story.80 

Compared with the civilisation of lobster people that had featured in Verrill’s previous 

story, this story of a humanoid lost race with atrophied legs and over-developed arms 

on which they walk is immensely credible. Ashley argues that Verrill was ‘an ideal 

Gernsback author’, mixing ‘basic fact and scientific extrapolation’ from his professional 

background as a naturalist and explorer, with Amazing as ‘a natural market for his lost-

race adventures’.81 The first Amazing Stories Annual (July 1927) featured reprints of 

stories by Verrill, Merritt, Wells and others, along with a novel by Burroughs, ‘The 

Master Mind of Mars’.82 

‘The Golden Girl of Munan’ (Amazing, June 1928), by Harl Vincent, shows 

increasing emphasis on technological spectacle within the lost race story as it entered 

into the pulp science fiction market.83 ‘The Golden Girl of Munan’ is set in the future 

(2406AD), where a group of radicals exiled by a newly formed world government to an 

island thousands of years ago plan to re-emerge and take their revenge. The hero is 

                                                
78 Hugo Gernsback, ‘Editorial commentary: “Beyond the Pole”’, Amazing Stories 1.6 (October 
1926), p. 582. 
79 A. Hyatt Verrill, 'Through the Crater's Rim', Amazing Stories 1.8 (December 1926). 
80 Hugo Gernsback, ‘Editorial commentary: “Through the Crater’s Rim”’, Amazing Stories 1.8 
(December 1926), p. 806. 
81 Ashley, Time Machines, p. 53. Verrill had travelled to Central and South America, the setting 
of many of his stories, and produced boys’ fiction as well as science fiction. 
82 Ashley, Time Machines, p. 54. 
83 Story descriptions for ‘The Golden Girl of Munan’ and its sequel, ‘The War of the Planets’, are 
from Everett F. Bleiler, Science Fiction: The Gernsback Years. A complete coverage of the 
genre magazines Amazing, Astounding, Wonder, and others from 1926 through 1936, (Kent, 
Ohio: Kent State University Press, 1998), pp. 451-452, originals not sighted. Harl Vincent was 
the pseudonym of Harold Vincent Schoepflin. 
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contacted by a woman from Munan, who appeals for help in disrupting the revenge 

plans; together with the Munan underground, and with help from his friend Professor 

Nilsson, the plans are defeated and Munan destroyed. Video phones, force screens, 

invisibility, disintegrator rays – all the trappings of super-science are here, but the story 

remains located within planetary bounds.  

The sequel, ‘The War of the Planets’ (Amazing, January 1929), however, 

moved to an interplanetary scale, with a leading scientist from Munan escaping in a 

ship to Venus, and leading a Venusian invasion of Earth. Interplanetary voyages were 

not new – fantastic voyages to other planets date back centuries – but the interest in 

‘mighty space adventures’ was crystallised by E.E. ‘Doc’ Smith’s ‘Skylark of Space’, 

serialised from in Amazing from August-October 1928. Labelled by Ashley as a 

‘seminal’, ‘pivotal work’,84 and traced as the originary model for space opera, this story 

of heroes and villains played out across an intergalactic scale.85 Ashley suggests that 

the ‘super-science extravagance’ kicked off by ‘Skylark of Space’ superseded the 

previous preoccupations of science fiction: ‘inventions, lost civilizations, time travel, 

future societies and space travel within the solar system’.86 Thus, the new era of 

‘atomic-powered spaceships and the worlds beyond’ appealed to readers who wanted 

at least a scientific pre-text for their fantasies.87 Similarly to Vincent’s Munan stories, 

Leslie F. Stone’s ‘Men with Wings’ and ‘Women with Wings’ (Air Wonder Stories, July 

1929 and May 1929) begins with a lost race story set on Earth, followed by an 

interplanetary sequel.88 This pattern of extending established lost race stories beyond 

Earth shows their malleability within a market turning towards the escapism and 

excitement of space opera. 

                                                
84 Ashley, Time Machines, pp. 60-61.  
85 Gary Westfahl, 'Space Opera', in Edward James and Farah Mendlesohn (eds), The 
Cambridge Companion to Science Fiction, (Cambridge: Cambridge University Press, 2003) pp. 
198-199; David Pringle, 'What is This Thing Called Space Opera?', in Gary Westfahl (ed.), 
Space and Beyond: The Frontier Theme in Science Fiction, (Westport, Connecticut: Greenwood 
Press, 2000), p. 37. Pringle argues for a distinction between space opera proper, in which the 
primary focus is on movement through space, and ‘planetary romance’, in which the narrative is 
restricted to one planet. He states that such planetary romances have their ‘main origin’ in the 
lost race story, pp. 28-39. 
86 Ashley, Time Machines, p. 61. 
87 Ashley, Time Machines, p. 61. 
88 See discussion in Chapter Four, pp. 168-169. 



Three                                                       Writing Pulp: Magazines and Generic Identity 
 

 128 

Following the success of Amazing Stories, the publisher William Clayton 

launched Astounding Stories of Super Science, with its first issue in January 1930. 

Ashley argues that ‘Astounding was first and always a straight adventure pulp 

magazine … Its aim was to tap into the popularity of science fiction and make what 

profit was possible’.89 The first editorial proudly announced that Astounding was to be 

‘a magazine whose stories will anticipate the super-scientific achievements of To-

morrow – whose stories will not only be strictly accurate in their science but will be 

vividly, dramatically and thrillingly told’.90 Unlike Amazing’s early focus on the prophetic 

nature of science fiction, the first Astounding editorial emphasised the seemingly 

unbridgeable gap between contemporary knowledge and future scientific 

developments, leaving the ‘almost unthinkable’, ‘astounding’ future radically open.91 

The first year of Astounding consistently featured stories using lost race motifs. 

The cover story of the first volume, ‘The Beetle Horde’ (continued in the second 

volume), features an Antarctic hidden space, populated by giant beetles but also by 

humans kept as their cattle equivalents.92 The beetles emerge and threaten to take 

over the Earth, ravaging Australia and parts of New Zealand before the nations of 

Earth unite and kill the beetles in their vulnerable moulting stage. The story features 

two young men who find the home of the beetles while on an Antarctic expedition, a 

local girl one of them falls in love with, and a mad scientist who advocates an 

alternative theory of evolution with insects replacing humans at the pinnacle. 

Responses by readers (published in the June edition) were mostly positive with high 

ratings; one reader commenting that it was ‘the best story that I have read in a long 

time and was based on the most excellent science’, though another thought that there 

were ‘too many like it’.93 These comments illustrate the now established place of 

science fictional reading practices: value is bestowed through emphasis on scientific 

                                                
89 Ashley, Time Machines, p. 69. 
90 Harry Bates, 'Introducing - ASTOUNDING STORIES', Astounding Stories 1.1 (January 1930), 
p. 7. 
91 Bates, 'Introducing - ASTOUNDING STORIES', p. 7. 
92 Victor Rousseau, 'The Beetle Horde', Astounding Stories 1.1, 1.2 (January, February 1930). 
93 Wayne Bray, letter to editor, Astounding Stories 2.3 (June 1930), p. 424; Ted Shatkowski, 
letter to editor, Astounding Stories 2.3 (June 1930), p. 423. 
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content, and through comparison to stories – be that through ratings or judgements of 

similarity – that gave a sense of collective identity to the individual stories. 

The presence of other lost race variation stories in the early issues of 

Astounding would have helped to cement this collective sense in its readership. 

Evolutionary variations underlie Sewell Peaslee Wright’s ‘From the Ocean’s Depths’ 

(March 1930), with the attention-grabbing subheading, ‘Man came up from the sea … 

and some men went back to it’.94 Positing that some humans returned to the oceans, 

and evolved to live there permanently, the story features a scientist, Mercer, who 

discovers a girl, Imee, washed up on a beach. Unable to survive out of water, she is 

taken to his swimming pool, where the scientist and a friend (Taylor, the narrator) 

communicate with her through a ‘thought-telegraph’ device. Accepting the girl as 

human, they return her to the ocean. A sequel, ‘Into the Ocean’s Depths’ was 

published in May; this time Taylor and Mercer visit the underwater civilisation in a 

submarine, where they help in the fight against attacking shark-men.95 The underwater 

theme continued in Paul Ernst’s ‘Marooned Under the Sea’ (September 1930) where a 

bubble city of people living underwater faced attack – this time by giant octopi.96 The 

similarities and sequels built a sense of continuity between the individual magazine 

issues. 

Astounding also featured lost race adventures on or under land: Harl Vincent’s 

‘Silver Dome’ (August 1930) is the tale of Frank and Tommy, who, while looking for a 

missing scientist, find a tunnel leading from his basement to an ‘anti-grav tube’ going 

down into the earth.97 Entering the tube, they descend to find a hidden kingdom. They 

wake up inside a hidden city – having been put to sleep while scientists test their brains 

and evaluate their intellectual capacity – and meet its empress, Phaestra. The 

inhabitants of the city are descended from Atlanteans, and choose to remain hidden 

because of fears of human violence. However, they have a ‘silver dome’ that can 

                                                
94 Sewell Peaslee Wright, 'From the Ocean's Depths', Astounding Stories 1.3 (March 1930), p. 
389. 
95 Sewell Peaslee Wright, 'Into the Ocean's Depths', Astounding Stories 2.2 (May 1930). 
96 Paul Ernst, 'Marooned Under the Sea', Astounding Stories 3.3 (September 1930). 
97 Harl Vincent, ‘Silver Dome’, Astounding Stories 3.2 (August 1930). 
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display events from any time and place. After an action sequence where the missing 

scientist (who turns out to be evil) escapes and is recaptured, the city is permanently 

sealed from the rest of the world; Tommy returns but Freddy stays behind with 

Phaestra. Set a further distance from the urban United States, David R. Spark’s ‘The 

Ape-Men of Xlotli’ features an American aviator, Kirby, who crashes in the Mexican 

jungle and discovers the People of the Temple of Gold, a pre-Aztec culture now dying 

out, with a group of young women being the youngest members of the tribe.98 Kirby 

helps the women to defeat plans by the head priest to trade them to the local ape-men, 

and the priest’s subsequent attempt to sacrifice the leader of the women to a giant 

serpent. 

These stories have a number of obvious common features. The use of 

evolutionary discourse to provide a scientific justification for the stories is 

commonplace, yet contemporary scientific authority is subtly distanced, by making the 

narrator separate from the scientist figure in some stories, or through the presence of a 

technologically advanced lost race. The evolutionary discourse is also often undercut 

by the presence of a people outside of evolutionary frameworks as understood at the 

time – the shark-men, ape-men or giant octopi with technological capabilities – who 

function as an uncontrolled double to the lost race. Ultimately, these stories disdain 

scientific education or prophecy in favour of action. 

In 1930, Amazing continued publishing lost race stories by Verrill and other 

authors, despite changes in the magazine’s ownership, editorial control and the effects 

of the Great Depression.99 Verrill’s ‘Beyond the Green Prism’ was serialised in January 

and February.100 This was a sequel to ‘Into the Green Prism’, continuing the story of an 

Incan and Hebrew society shrunk to microscopic size; having been discovered in the 

first story, they are revisited by the narrator who shrinks himself with the power of the 
                                                
98 David R. Sparks, 'The Ape-Men of Xlotli', Astounding Stories 4.3 (December 1930). 
99 On 20 February 1929, Gernsback went into receivership and Amazing was sold to B.A. 
Mackinnon, then passed through another few companies to end up under the control of 
Macfadden Publishing in August 1931. Amazing survived the Depression, continuing regular 
monthly publication, though the Amazing Quarterly was only released irregularly. See Ashley, 
Time Machines, p. 77. 
100 A. Hyatt Verrill, 'Beyond the Green Prism', Amazing Stories 4.10, 4.11 (January, February 
1930). 
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prism in the sequel. Other lost race stories in 1930 were Woods Peters’ ‘When Inca-

Land Revolted’,101 Fred M. Barclay’s ‘The Troglodytes’,102 Milton R. Peril’s ‘The 

Dynasty of the Blue-Black Rays’103 and Captain S.P. Meek’s ‘The Drums of Tapajos’.104 

‘When Inca-Land Revolted’ describes how the ‘Ingols’ (a mixture of Incans and 

Mongols) emerge from a hidden Andean valley, and decimate Western civilisation with 

their superior science and technology. Luckily, the West catches up and fights back, 

defeating the Ingols. The underground society, the Ampu, in ‘The Troglodytes’ also has 

superior scientific knowledge, but is afflicted with apathy. The arrival of three humans 

from the surface, however, revitalises a debate about origins: did the Ampu evolve 

from humans seeking refuge below ground, or were they created there by their deities 

(who require human sacrifice)? Eventually, massive riots ensue and only one of the 

visitors escapes to tell his story. ‘Dynasty of the Blue-Black Rays’ combines elements 

of the other two stories, with an Incan tribe living underground in the mountains of 

South America. The Incans, however, have had their lives preserved and extended by 

the ‘blue-black rays’ found in their cave home – meaning death if they leave. An 

anthropologist leaves a manuscript describing his discovery of the Incas, and their 

death when the cave system collapses. Serialised over the November, December and 

January 1931 volumes, ‘The Drums of Tapajos’ features a lost race in the South 

American jungle with Atlantean origins, which again uses ‘viewing instruments’ to 

watch the outside world. Here, a ritualised class system, with religion as a tool to 

oppress the workers, leads to a revolt. Similarly, Harl Vincent’s ‘Tanks Under The Sea’ 

featured Atlanteans, in this case plotting world domination.105  

These stories use the alternate space created by the lost race to explore an 

ambivalent attitude towards technology – its potential use for good or evil – but also to 

posit societies with a different historical relationship to technology, one of continuity 

rather than disjunctive change. Many of the pulp lost races possess high levels of 
                                                
101 Woods Peters, 'When Inca-Land Revolted', Amazing Stories 5.5 (August 1930). 
102 Fred M. Barclay, 'The Troglodytes', Amazing Stories 5.6 (September 1930). 
103 Milton R. Peril, 'The Dynasty of the Blue-Black Rays', Amazing Stories 5.7 (October 1930). 
104 Capt. S.P. Meek, 'The Drums of Tapajos', Amazing Stories 5.8, 5.9, 5.10 (November, 
December, January 1930-1931). 
105 Harl Vincent, 'Tanks Under the Sea', Amazing Stories 5.10 (January 1931). 
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technology, such as the viewing instruments, developed long ago and maintained 

without any further innovation, while, in contrast, the contemporary discoverers of the 

lost race are envisioned as coming from a society that may once, in a long forgotten 

past, have shared the knowledge held by the lost race, but has since lost that 

knowledge and been forced to independently develop scientific knowledge and new 

technologies. While old-fashioned American ingenuity is often valorised over the often 

complacent and stagnant lost race, the stories do provide a site in which the 

connection between social and technological change can be considered. Stasis in the 

evolution of scientific knowledge is equated with stasis or degeneration at a social 

level, while innovation is shown as producing robust individuals and societies. The 

stories thus placed contemporary civilisation on a continuum of technological 

development that in some ways contested linear narratives of progress: while 

envisioning technological evolution as positive, this formulation also suggested that the 

need for innovation and evolution is produced by a loss of knowledge and social 

rupture. 

Other themes raised by these stories include the separation of a technocratic 

elite from the remainder of the world, a suspicion of religion, and ideas of surveillance 

and control. Yet, the inspiration for lost race stories from archaeology and anthropology 

meant that they did often lack the ‘hard’ science sometimes considered desirable in 

early pulp fiction, and occasionally required editorial defence. One editorial comment 

(in Amazing, December 1930) in response to a negative comment about lost race 

author A. Hyatt Verrill stated:  

Mr Verrill is a very distinguished archeologist [sic] and you will find 

touches of that in all his stories, but for a framework he diverges into 

other branches of sciences and we have to allow him a little latitude in 

his use thereof.106  

Weird Tales, on the other hand, continued to publish lost race stories with a 

more tenuous connection to scientific discourse. In 1930, Robert E. Howard’s character 

                                                
106 Miriam Bourne, ‘Editorial response’, Amazing Stories December 1930 (5:9), p. 863. 
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Solomon Kane – a Puritan adventurer – was featured in two lost race stories set in 

Africa. In ‘The Moon of Skulls’ Kane rescues an enslaved English maiden from the 

hidden, mystical city of Negari.107 The city had originally been the last remaining 

Atlantean colony, until interbreeding of ‘brown’ Atlanteans with black Africans finally 

ended in revolt with the Atlanteans left as a slave class in a bloodthirsty culture ruled 

by Nokari, the ‘vampire queen’. Kane saves the girl from being sacrificed, destroying 

the queen and city in the process. Kane’s adventures continue in ‘The Hills of the 

Dead’,108 where another ‘old city’ – not built by the local people – is inhabited by 

vampires, who he defeats with the aid of a friendly witch doctor. Though no lost race as 

such appears in this story, it is clear that ancient people and cities are commonplace in 

this fictional version of Africa. These stories are distinguished by the use of a King 

James biblical style of writing, which evokes an underlying religious or spiritual logic 

rather than scientific discourse. 

The Atlantean theme continues in stories by Clark Ashton Smith. ‘The 

Uncharted Isle’ (November 1930) portrays an island inhabited by an unknown people, 

whose housing and clothing seem ‘unfamiliar to history’, and whose world is filled with 

flora and fauna thought lost in the contemporary world; where the sun seems wrong.109 

Encountered by the narrator as he drifts in a boat, presumably following a shipwreck, 

these people ignore the narrator as they pore over maps and scrolls.  The narrator 

eventually flees when strange rites start happening in an evil-seeming temple. A mood 

of uncertainty and disjunction prevails, the story ending with the narrator’s comment: 

Often I wonder about it, myself, for there are so many things I can’t 

explain. Is there a part of the Pacific that extends beyond time and 

space – an oceanic limbo into which, by some unknowable cataclysm, 

that island passed in a bygone period, even as Lemuria sank beneath 

the wave? And if so, by what abrogation of dimensional laws was I 

enabled to reach the island and depart from it? These things are beyond 

speculation. But often in my dreams, I see again the incognizably [sic] 

                                                
107 Robert E. Howard, 'The Moon of Skulls', Weird Tales 15.6, 16.1 (June, July 1930). 
108 Robert E. Howard, 'The Hills of the Dead', Weird Tales 16.2 (August 1930). 
109 Clark Ashton Smith, 'The Uncharted Isle', Weird Tales 16.5 (November 1930). 
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distorted stars, and share the confusion and bafflement of a lost people, 

as they pore above their useless charts, and take the altitude of a 

deviated sun.’110  

While these ‘lost people’ remain unnamed, the Atlantean inference is fairly obvious. 

The inability of the narrator to explain this encounter, and of the island people to 

productively apply their scientific knowledge, points to the futility of scientific 

explanations in a space where they do not apply. Smith published four other Atlantean 

(though not lost race) stories in Weird Tales: ‘The Last Incantation’ (1930), ‘The Double 

Shadow’ (1933), ‘The Death of Malygris’ (1934), and ‘A Voyage to Sfanomoë’ (1931) – 

an interplanetary story beginning in Atlantis.111 Other authors also published stories 

featuring Atlantis or an Atlantean connection. Francis Bragg Middleton’s ‘Once in a 

Thousand Years’ (August 1935), which features access to Atlantis for people bearing 

genetic memories of it via a once-in-a-century tidal pull, will be discussed further in 

Chapter Four.  

For Amazing’s readers, published comments in 1934-1935 indicate both 

familiarity with and a growing ambivalence toward lost race stories. In the March 1934 

letters section, Forrest Ackerman complained  ‘Walter Kateley’s ‘Children of the Great 

Magma’ I enjoyed until the explorers found the inevitable Lost People’.112 However, six 

months later, Edith Norcross, despite stating a ‘preference’ for interplanetary stories, 

asked ‘can’t we have more of Milton R. Peril and his stories like ‘The Lost City’?’113 

                                                
110 Smith, 'The Uncharted Isle', p. 714.  
111 Stories listed in Brian Stableford, 'Outside the Human Aquarium: The Fantastic Imagination 
of Clark Ashton Smith', in Douglas Robillard (ed.), American Supernatural Fiction: From Edith 
Wharton to the Weird Tales Writers, (New York and London: Garland, 1996), p. 241. 
112 Forrest Ackerman, letter to editor, Amazing Stories 8.11 (March 1934), p. 136. ‘Children of 
the Great Magma’ includes a section of Antarctica kept green by hot groundwater, channelled 
by the lost society that lives there. The story was published in the August/September 1933 
issue. Forrest Ackerman was a well-known member of the fan community. See Rosemary 
Arbur, 'Leigh Brackett: No "Long Goodbye" Is Good Enough', in Tom Staicar (ed.), The 
Feminine Eye: Science Fiction and the Women Who Write It. (New York: Frederick Ungar, 
1982), pp. 2-3.  
113 Edith Norcross, letter to editor, Amazing Stories 9.5 (September 1934), p. 138. Norcross 
begins her letter by noting that ‘[I]n the year that I have read A.S., I do not remember reading a 
single letter by a member of the so-called ‘fair-sex’, so here goes…’ The letter was published 
with the title ‘A Very Nice Letter from ‘a Person of the So-Called Fair Sex’ as the Writer Puts It’. 
She refers to Milton R. Peril, 'The Lost City', Amazing Stories 9.1, 9.2, 9.3 (May, June, July 
1934). The city is a buried Atlantean site, discovered by an Egyptologist following papyrus 
directions. He rescues an Atlantean girl who has been kidnapped by the black slave race as 
part of their revolt, escaping with her before the entire city is obliterated.  
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Justification for lost race stories within a valorised scientific framework came from 

readers and editors; Earl Perry from Texas claimed that  

Peril furnished many thrills and gave us much science in ‘The Lost City’. 

That’s what I like about science fiction – it gives, dry abstract science a 

‘different’ twist which makes it easy to understand; it’s remarkably like 

taking sugar-coated medicine.114  

This emphasis continued in an editorial response to a letter from a ‘busy housewife’ 

praising Verrill’s story ‘Through the Andes’:115  

As things are going now in this world of ours, it is pleasant to hear from 

a proud mother, and we know you are that, with your seven sons. More 

of Verrill’s work will appear very soon. He is not only a good writer but 

an archaeologist.116  

Other readers, while enjoying the stories, registered their concerns about the content, 

especially the level of death and violence:  

Your magazine is becoming a blood-and-thunder type. Especially ‘Lost 

City’. I about broke my neck trying to get closer to the page on this story 

and read faster, but do you think I would let any intelligent friend read 

this story? Absolutely not!117  

This comment reveals not just a concern with the content, but also the public 

perception of science fiction readers. Leslie F. Stone’s ‘Rape of the Solar System’ 

                                                
114 Earl Perry, letter to editor, Amazing Stories 9.4 (August 1934), p. 137. Exactly what ‘science’ 
Perry refers to in ‘The Lost City’ remains unclear. Another letter praised ‘The Lost City’ as ‘the 
best story in the issue’ (p. 138) and offered ‘simple but honest congratulations’ to the author (p. 
143), while a ‘strong believe[r] in the possibility of interplanetary travel’ rated it as ‘very good’. 
(p. 139). 
115 A. Hyatt Verrill, 'Through the Andes', Amazing Stories 9.5, 9.6, 9.7 (September, October, 
November 1934). A South American expedition ventures into a taboo area hoping to locate a 
pre-Incan civilisation with Atlantean contacts, which they find along with green pygmies with 
chameleon-like skin and a dinosaur. 
116 (Mrs) E.J. Fox, letter to editor, Amazing Stories 9.11 (March 1935), p. 138. ‘Through the 
Andes’ was praised by another woman reader, Ethel Poppe, as ‘a wonderful tale while it lasted’. 
Ethel Poppe, letter to editor, Amazing Stories 9.11 (March 1935), p. 135. 
117 The letter continues (hopefully sarcastically): ‘For instance, look at all the blacks the man 
killed, a lot of them barehanded. Whoopee and a couple of yodels! Let’s go wild west!’ Some of 
this upset seems to be caused by the confusion of genre norms, with intimate physical violence 
read as more characteristic of the western. Phil Turner, letter to editor, Amazing Stories 9.5 
(September 1934), p. 143. 
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(Amazing, December 1934), discussed in detail in the following chapter, was also 

labelled ‘blood-and-thundery’.118 

The issue of how seriously to treat lost race stories became a topic for debate in 

Astounding as well. Following disruption in the Depression and changing ownership of 

the magazine, F. Orlin Tremaine was appointed as the new editor.119 From the 

December 1933 issue, Tremaine instituted an emphasis on ‘stories of total originality 

and scope’, what he labelled ‘thought-variants’.120 Ashley argues that Tremaine’s 

professional editorial skills and openness to the expansion of generic boundaries and 

conventions of style combined with Street & Smith’s extensive distribution network, 

solid industry history and financial position enabled Astounding to reach out to a wider 

public121 - a public that he characterises as ‘better informed and more mature’.122 

These changes herald a movement away from the emphasis on formulaic and fantastic 

adventure found earlier in Astounding, and can be seen in the responses to a 1936 lost 

race story by Nat Schachner. 

 The story, ‘The Return of the Murians’,123 sparked a wider discussion about the 

role of speculative pasts, particularly the use of Atlantean and Lemurian myths, in 

science fiction. In this story, the Murians return to their original home on Earth on a 

generation ship, threatening to exterminate humanity as they reclaim the planet. The 

protagonist, Mark Sloan, draws on his archaeological knowledge and objects from his 

research into Lemuria to identify the connection between the Murians and Earth. He 

appeals to the Murians:  

‘Earth is the home of your ancestors, and we, its present people, are in 

some measure your cousins, descendants of a common stock. Surely 

                                                
118 Arthur L. Widner Jr, letter to editor, Amazing Stories 9.11 (March 1935), p. 140. 
119 Astounding was more deeply affected by the Depression than Amazing: publication dropped 
to bi-monthly after June 1932, ceasing after January 1933, before a final one-off volume in 
March 1933. In April 1933, William Clayton went bankrupt, and Astounding – along with other 
Clayton publications – was eventually purchased by Street & Smith. The first issue under the 
new management was released in October 1933. See Ashley, Time Machines, pp. 76, 82. 
120 Ashley, Time Machines, p. 84. Tremaine had thirteen years of editing experience in 
magazines outside of science fiction, including True Story, Everybody’s Magazine, and Clues. 
121 Ashley, Time Machines, p. 85. 
122 Ashley, Time Machines, p. 86. 
123 Nat Schachner, 'The Return of the Murians', Astounding Stories 17.6 (August 1936). 
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you do not now wish to exterminate us as aliens, as natives of a strange 

planet’.124   

This appeal through biological kinship to some sense of shared history and identity, 

transcending national or even planetary kinship, becomes increasingly common in lost 

race fiction after the pulp period.  

Despite the explicit evocation of archaeological and astrophysical frameworks 

within the story, readers’ responses to the scientific basis of the story and its broader 

base in theories of Mu/Lemuria/Atlantis indicated a divided audience. Initial responses 

formed part of the common ‘review’ structure of many letters (stories listed and short 

judgements of relative value assigned), such as this comment from Cameron Lewis: 

The Return of the Murians was very good, but here I wanted to bring up 

another point relative to this tale: I consider all the stories of Atlantis and 

Lemuria to be fables, legends, and myths – nothing more. If, as 

geologists claim, man evolved some five to ten millennia ago, how come 

one race should develop a higher civilization – as the Murians – some 

30,000 years before our own, when all the rest of man was struggling to 

keep alive in caves, with very primitive weapons? Certainly this high 

race, if it did exist, would colonize the whole Earth and teach and civilize 

the other races of man. Naturally they would have left their mark on 

most of the continents and early civilizations! How about it?125 

In reply, one letter from James A. White in December extensively argued the case for 

the existence of Lemuria, Mu and Atlantis, deprecating official scientific inquiry: 

In the world of to-day we are afflicted with hundreds of these so-called 

scientists and archaeologists with enough letters after their names to 

furnish Mr Roosevelt with some new letter combinations, who, year after 

year, take their lunches and spend a pleasant vacation at some 

university’s or museum’s [sic] and then return to write scholarly 

                                                
124 Schachner, 'The Return of the Murians', p. 79. 
125 Cameron Lewis, letter to editor, Astounding Stories 18.2 (October 1936), p. 157. Another 
letter stated succinctly ‘The Return of the Murians was dry and without any real science, unless 
you call something about Lemuria and Muria being one and the same, science’. John J. Weir, 
letter to editor, Astounding Stories 18.2 (October 1936), p. 153. 
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discourses and learned volumes on a subject about which they know 

nothing.126  

The debate shuttled back and forward over the next six months, dividing between 

advocates for the existence, and scientific superiority, of Atlantis, Mu and Lemuria and 

those arguing that there was a lack of proof and credible research.127 It culminated in 

the short story ‘Reverse Phylogeny’ (June 1937) by A.R. Long, which parodied both 

sides of the debate, as an attempt to prove the existence of Atlantis through hypnotic 

regression of racial memories concluded with one of the subjects of hypnosis 

seemingly re-experiencing the drowning of Atlantis and the appearance of  

an actual, material specimen from the sinking continent of Atlantis … a 

little dead fish! 

I stared at it incredulously. “Holy mackerel!” I gasped. 

Aloysius shook his head. “No, Eric,” he corrected with his usual care for 

scientific accuracy, “just a sucker.”128  

The ultimate tone of scepticism that pervades this story seems to apply to the debate in 

the letters columns as well. Despite the lack of overt editorial intervention (though 

selection of letters must have played a role), the emphasis remained on the role of the 

magazine and its readers as a parallel scientific community.  

After 1936-1937, the number of lost race stories published in Astounding 

seemed to lessen, and the few published were more sophisticated or ironic in tone. 

The shift in focus or tone was not restricted to lost race stories. Space operas from this 

period, including Hamilton’s ‘Skylark of Valeron’ (Aug 1934-Feb 1935) began to change 

their emphasis from super-science to humanity.129 The changes, initiated by Tremaine, 

continued when John W Campbell, jun. took over the position of editor for Astounding 

in 1937, with an editorial emphasis on innovative and conceptual fiction.  Ashley states 

that  

                                                
126 James A. White, letter to editor, Astounding Stories 18.4 (December 1936), p. 153. White 
relies on Igantius Donnelly’s and James Churchward’s accounts of Atlantis, Mu, and Lemuria. 
127 See the series of letters published in Astounding Stories 18.6 (February 1937), pp. 150-159; 
19.2 (April 1937) pp. 152-159; 19.3 (May 1937), pp. 153-159.   
128 A.R. Long, ‘Reverse Phylogeny’, Astounding Stories 19.4 (June 1937), p. 79. 
129 Ashley, Time Machines, p. 86. 
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Looking back through the issues you can see the transition between the 

old and the new unfolding before your eyes, and it happens so fast that 

its effect was just as apparent at the time. … Because of this rapid 

transition it is easier to say that the Golden Age dawned in 1938 and 

1939 rather than point to any single issue.130  

Science fiction publication in this period contests the idea of a stable generic centre 

and margins. At this point in time, Astounding was isolated, as ‘[a]ll other magazines, 

bar none, were focusing on interplanetary adventures, space opera, alien invasion 

stories and other sensationalistic plots that had dominated sf in the early thirties.’131 

While retrospective critical gazes have seen ‘the Golden Age’ as a key development in 

science fiction, placing it centrally, at the time it would have been seen more marginally 

– and that peripheral location offered space in which writers and readers could 

experiment.132 

Three lost race stories published in Astounding after these changes 

demonstrate different strategies in unsettling the standard form. ‘Forgetfulness’ by Don 

A. Stuart (a pseudonym for Campbell)133 is set ten million years in the future, when an 

interplanetary colonising mission arrives at N’yor on the planet Rhth, where the local 

people seemingly have a simple agrarian, low technology life style – despite 

archaeological evidence of a space-faring culture. Planning to take over the planet and 

place the Rhth in reservations, the colonisers are amazed to find themselves 

transported back home by the people of Rhth (Earth) who had moved beyond the need 

for technology. Reversing presumptions of the centrality of Earth, this story also 

disrupts the equation of high technology with superiority. Leigh Brackett’s ‘Treasure of 

Ptakuth’, the story of a lost city on Mars complete with a machine whose radiation can 

lead to immortality, is examined in more detail in chapter four.134 While evoking many 

of the clichés developed in the nineteenth century, it uses pastiche and parody to 
                                                
130 Ashley, Time Machines, p. 111. 
131 Ashley, Time Machines, p. 153-154. 
132 Ashley, Time Machines, p. 154. 
133 Don A. Stuart ‘Forgetfulness’ Astounding Stories 19.4 (June 1937). Note that this it was 
published in the same issues as ‘Reverse Phylogeny’.  
134 Leigh Brackett, 'The Treasure of Ptakuth', Astounding Science-Fiction 25.2 (April 1940). The 
title of the magazine altered from Astounding Stories to Astounding Science-Fiction from 
February 1938. 
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question the relationship between past and present. In Norman L. Knight’s ‘Crisis in 

Utopia’ the lost race – humans adapted to underwater conditions – has been artificially 

created by a corporation, Submarine Products.135 They are discovered by two 

‘Drylanders’, Raven and Topaz, when they venture into a gap in the ocean trade 

routes, who become drawn into the internal division of the ‘Tritons’. The younger 

generation want to make further genetic alterations, while the elders fear oppression by 

‘Drylanders’ and exploitation through further experimentation. When the Submarine 

Products representative goes insane and attempts to use them in his plans for world 

domination, this fear would seem to be realised. However, the plans are defeated, with 

the Triton Reef collapsing and the Tritons heading for warmer waters. The main points 

of interest here are the vision of a world run by super-corporations and the genetic 

engineering angle, demonstrating the potential for the lost race story to be updated to 

address contemporary issues. The trajectory of lost race stories in Astounding – from 

adventure tale with a scientific pretext to innovative revision of the form in an attempt to 

address changing social conditions and concerns – exemplifies both the changing 

nature of the magazine and the market. 

 While Astounding came to use lost race stories as vehicles for thoughtful 

critique within a serious, scientific framework, Weird Tales continued to publish lost 

race stories that contested the authority of scientific narratives. In 1939, Weird Tales 

was sold to Short Stories Inc, a New York company, and Wright, the former editor, left. 

Ashley contends that this change of editor resulted in the loss of the unique quality it 

had developed under Wright.136 Weird also faced increased competition with the launch 

in March 1939 of Unknown, a supernatural and fantastic magazine edited by John 

Campbell. Unknown treated the fantastic in a different manner to Weird, as an 

everyday occurrence potentially within the realm of the possible rather than as 

something bizarre and abnormal, bringing ‘the science fiction rationale to fantasy’.137 In 

                                                
135 Norman L. Knight, 'Crisis in Utopia', Astounding Science-Fiction 25.5, 6 (July, August 1940). 
136 Ashley, Time Machines, p. 140. 
137 Ashley, Time Machines, p. 141 
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reaction, perhaps, in 1940 Weird featured two lost race stories that rejected scientific 

explanations – one explicitly so.  

H.T.W. Bousfield’s ‘The Impossible Adventure’ (November 1940) rebuffs the 

theory of evolution, saying ‘[t]he evolution of the human family disproved, denied – 

every speculator since Darwin, wrong’.138 Evidence for this claim is an injured centaur, 

discovered by the uncle of the author persona in a Greek cave opened following an 

earthquake and landslide: a member of a race of centaurs who have lived hidden 

underground for thousands of years.  The injured centaur is adopted by the uncle and 

taken back to Scotland disguised as an invalid, where the truth is eventually tragically 

discovered, resulting in the death of the centaur. Despite the unhappy ending, the 

overall sense of the story is of a playful engagement with the norms of both the lost 

race formula and accepted scientific norms.  

Less playful is Z.B. Bishop’s ‘The Mound’, in the same volume.139 Z.B. (Zealia) 

Bishop’s work was heavily influenced, and at times actually revised, by H.P. 

Lovecraft.140  Lovecraft was best known for his supernatural fiction, published in Weird 

Tales, though he also published in the science fiction magazines, including both 

Amazing and Astounding. During the excavation of a ‘haunted’ mound in an American 

rural area, the narrator discovers a sixteenth-century Spanish manuscript. This 

manuscript tells the story of an explorer who reached the underground land of K’nyan 

through tunnels. The society of K’nyan is intensely hierarchical, with the slave class 

interbred with animals while the rulers have psychic powers. As the explorer and a 

K’nyan girl attempt to escape, they are caught and punished through the girl’s 

transformation into a living corpse, made to stand sentry at the exit point. The 

manuscript ends with the explorer’s notes on the next escape plan. The next day, 

further excavations reveal the mouth of a tunnel, which the narrator enters to discover 

an animated white corpse, which he flees from in horror. Here, attempts to grasp the 

                                                
138 H.T.W. Bousfield, 'The Impossible Adventure', Weird Tales 35.5 (November 1940), p. 85. 
139 Z.B. Bishop, 'The Mound', Weird Tales 35.5 (November 1940). 
140 S.T. Joshi, A Dreamer and a Visionary: H.P. Lovecraft in His Time, (Liverpool, Liverpool 
University Press, 2001), pp. 267-268. 
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past through the scientific discipline of archaeology are overcome by remnants of a 

past that exceeds the boundaries between it and the present, between living and dead. 

These lost race stories from Weird Tales demonstrate the ongoing tension 

between science and the supernatural, which manifested not only within the stories 

themselves, but also in the questions of how these stories should be read and 

categorised, and their place in a genre. The category of ‘weird-scientific’ offered a 

mediating position – a location that overlaid the categories of supernatural and science 

fiction. For this boundary-crossing category to exist, there must necessarily have first 

been a sufficient articulation of the boundaries of both weird and science fiction for the 

recognition of a cross-genre category to exist.141 H. P. Lovecraft noted that 

the crux of the weird tale is something which could not possibly happen. 

If any unexpected advance of physics, chemistry, or biology were to 

indicate the possibility of any phenomena related by the weird tale, that 

particular set of phenomena would cease to be weird in the ultimate 

sense because it would become surrounded by a different set of 

emotions. It would no longer represent imaginative liberation, because it 

would no longer indicate a suspension or violation of the natural laws 

against whose universal dominance our fantasies rebel.142 

Two aspects of this definition of the weird tale are worth remarking on. Firstly, the 

demarcation between weird and non-weird tales is made in terms of the ‘possibility’ of 

such events happening, and the system through which this possibility is assessed and 

validated is scientific discourse. However, Lovecraft emphasises the affective, reader-

centred aspect of this definition – it is the ‘set of emotions’ evoked that are paramount, 

that act as the cause in moving the phenomena from one category to another. 

The distinction between the weird and not-weird story created in this definition 

can be more broadly applied to science fiction and fantasy. These two groupings ‘run in 

                                                
141 A July 1931 advertisement for stories for Wonder Tales in The Writer listed ‘spiritualistic or 
ghost stories; and weird stories, Oriental mystics or magicians; mere bloodthirsty tales; stories 
of astrology or fortune telling’ along with ‘stories containing a great deal of sexy material’ as the 
type of material it explicitly did not want. Quoted in Bleiler, Science Fiction: The Gernsback 
Years, p. 586. 
142 H.P. Lovecraft, quoted in S.T. Joshi, 'H.P. Lovecraft: The Fiction of Materialism', in Douglas 
Robillard (ed.), American Supernatural Fiction: From Edith Wharton to the Weird Tales Writers, 
(New York and London: Garland, 1996), pp. 152-153. 
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parallel for much of their development’,143 as can be seen in this chapter’s overview of 

pulp publishing. The ‘hybrid’ form of ‘science fantasy’, as Attebery labels it, draws on 

conventions of the two genres, requiring an understanding of the two forms from both 

writer and reader in order to appreciate this hybridity. Yet in the early pulp years, clear 

boundaries between genres were only beginning to be established, and the nascent 

forms of science fiction and fantasy were not delineated to the extent they would be 

later. The interchange between science fiction and fantasy displayed in the 

construction of lost race stories in Weird Tales demonstrates a dialogue conducted 

through recognisable types of stories that acts as a generative space for senses of 

genre. Ultimately, lost race stories featured in Weird Tales drew upon the formula and 

familiar motifs developed in the nineteenth and early twentieth centuries: however, the 

original formula was subjugated to the demands of the magazine’s style. The treatment 

of the formula was also influenced by the contested boundaries between science fiction 

and fantasy.  

In 1938, with circulation down, Amazing was sold to the Ziff-Davis firm, and a 

new editor, Raymond A. Palmer, took over. Palmer’s editorial approach emphasised 

escapism, readability and enjoyableness - which allowed a different sort of freedom 

compared with Astounding’s new direction under Campbell.144 Among the changes 

instituted by Palmer was a ‘Meet the Authors’ section, which included fake details and 

photos for pseudonymous authors.145 Ashley suggests that ‘[r]eaders had to learn early 

on that they could never know when Palmer was being serious and when he was 

having fun’,146 a blurred distinction that was significant for the later Shaver Mystery. A 

                                                
143 Brian Attebery, Strategies of Fantasy, (Bloomington and Indianapolis: Indiana University 
Press, 1992), p. 105. Nonetheless, Ashley argues that Weird Tales and Amazing readerships 
were looking for different things or reading in different ways, and therefore that the readership 
did not overlap substantially at this time: ‘Readers of Weird Tales were looking for thrills and 
chills and if that took the form of a scientific adventure, so be it, but it was a secondary level of 
interest to them. Readers of Amazing, however, were looking for that scientific basis.’ Ashley, 
Time Machines, p. 61. 
144 Ashley, Time Machines, pp. 115-117. 
145 Ashley, Time Machines, p. 118. Palmer also changed the editorial tone, added bold and 
colourful covers and increased support for fan correspondence and activities. 
146 Ashley, Time Machines, p. 118. Amazing’s companion fantasy magazine, Fantastic 
Adventures, had regularly featured a series on ‘Fantastic Hoaxes’ written by Julius Schwartz 
and illustrated by Joe Sewell since its launch in May 1939. 
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positive initial response, with readers seeming to welcome the ‘return to the “good old 

days”’ style of Amazing as a contrast to ‘the more sophisticated’ approach at 

Astounding, saw sales rise and the magazine return to monthly publication.147 

Signalling the ties to the genre’s past, Burroughs returned to Amazing with a new John 

Carter of Mars story, ‘City of Mummies’, in March 1941, as well as continuing his 

Pelludicar series.148 Editorial comments show Palmer’s evocation of the ‘truth’ of 

science fiction, for example: 

It is interesting to note that in connection with Edmond Hamilton’s story, 

‘Valley of Invisible Men,’ in our March issue, that Colonel Fawcett, the 

lost British explorer, disappeared in that same country, the Matto Grosso 

region of Brazil, some dozen years ago. The interesting part is that 

Fawcett was in search of a legendary white race he believed to exist in 

the unknown interior. An old account of Portuguese explorers several 

centuries ago tells of such a race, dwelling in an enormous ruined city, 

and Fawcett went specifically to find them.149 

Hamilton’s story, featuring a contest between agents from Britain, France and America 

against the evil agent from the ‘Baltic States’ to discover and take samples of a 

radioactive rock held by a lost white race in Brazil that makes objects, including people, 

invisible shows the adaptation of lost race formulas to a war-time context, with the 

treasure or technology guarded by the lost race shown as having direct military 

applications. 

The return to the magazine’s pulp roots did not preclude readers from 

responding seriously, using the scientific and education frameworks of the genre, to 

individual texts, as shown in the reactions to Nelson S. Bond’s 1940 story ‘Sons of the 

Deluge’.150 An Atlantean survivor is found by two explorers, and convinces them to 

travel back in time in an attempt to save Atlantis – the origin of all human civilisations. 

The responses to this story suggest it was read seriously within a larger pool of 
                                                
147 Ashley, Time Machines, p. 119. 
148 Ashley, Time Machines, p. 176. 
149 Raymond A. Palmer, ‘The Observatory’ Amazing Stories 13.5 (May 1939), pp. 4, 123. ‘The 
Observatory’ was the current name for the editorial column. An illustrated article on ‘The 
Mystery of Atlantis’, part of an ongoing ‘Riddles of Science’ series, was published in the same 
volume. Anon., ‘The Mystery of Atlantis’, Amazing Stories 13.5 (May 1939), p. 33. 
150 Nelson S. Bond, 'Sons of the Deluge', Amazing Stories 14.1, 14.2 (January, February 1940). 
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knowledge. One reader argued that Bond’s ‘footnotes show that he knows more 

interesting and scientific facts than the rest of us will ever hear of’;151 another 

‘congratulated’ Bond ‘on his careful compilation of most of the fragments of information 

that have been handed down to us about Atlantis, as well as his unusually apparent 

familiarity with the American Indian and other languages’.152 After explaining his own 

theories of the location of Atlantis, Willey Ley of New York conceded that he ‘admire[d] 

the way Bond wove a tapestry of a great number of different and unconnected 

legends’.153 This serious vein was continued with a non-fiction article on Lemuria, Mu 

and Atlantis titled ’12,000 Years Ago’ which saw these societies as possessing high 

technology, concluding that ‘Yes, we can well believe that 12,000 years ago, on this 

planet, several amazing civilizations existed that may have rivalled ours today!’154 

However, less earnest stories continued to be published: Peter Horn’s ‘Giants Out of 

the Sun’ depicted a hidden Incan civilisation using solar power and life force to create 

giants as part of their world domination plans,155 and ‘Champlin Fights the Purple God’, 

where the death cult of an isolated island society is discredited as a dissection supply 

device by a returning islander.156 

Lost race imagery featured in the visual world of the pulps, as well as in the 

stories, thus imbricating visual and written content to construct science fictional visions. 

These visions were not solely of the future, but also incorporated a past imagined 

through contemporary technoscience aesthetic. A series of illustrations from the back 

cover of Amazing in 1940-1941 includes a representation of Lemuria as an advanced 

society, a city equipped with airships. [Figure 1] This image was intended to 

complement Gage’s article ’12,000 Years Ago’. Visually, this it strikingly similar to a 

series of imagined ‘Life On’ other planets, including Callisto [Figure 2], Mars and 

Uranus [Figure 3], that ran for the next ten months almost directly  

 
                                                
151 Charles Balleisen, letter to editor, Amazing Stories 14.4 (April 1940), p. 138. 
152 Paul Vogenitz, Amazing Stories 14.3 (March 1940), p. 135. 
153 Willey Ley, letter to editor, Amazing Stories 14.3 (March 1940), p. 134. 
154 Henry Gade, ’12,000 Years Ago’, Amazing Stories 14.5 (May 1940), p. 144.  
155 Peter Horn, 'Giants Out of the Sun', Amazing Stories 14.5 (May 1940). 
156 Don Wilcox, 'Champlin Fights the Purple God', Amazing Stories 14.9 (September 1940). 
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FIGURE 2. ‘Life on Callisto’, Amazing 
Stories (August 1940). FIGURE 3. ‘Life on Uranus’, Amazing 

Stories (April 1941). 

FIGURE 1. (below) ‘12,000 Years Ago’, Amazing Stories (May 1940). 
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following.157 The continuity created by this series of images imbricates the staple of lost 

race fiction, Lemuria, with the growing traditions of interplanetary fiction.   

The Shaver Mystery 

The March 1945 editorial in Amazing proclaimed a ‘new evolution in science fiction’, 

given that the future predicted by the early pulps – such as rocket technology – had 

become present fact.158 This evolution took the form of the Shaver Mystery, one of the 

‘mysteries of the past that have been hidden from the eye of research up to now’.159 

Similar in many aspects to the lost race fiction previously published by Amazing, the 

Shaver Mystery was different in that it was presented as fact; Palmer stated ‘[i]t could 

be a hoax! … But we can’t believe this is so’.160 

Beginning with ‘I Remember Lemuria!’161 and developing through subsequent 

stories and articles,162 Richard Shaver, a Philadelphia welder, used what was initially 

labelled ‘racial memories’ and later ‘thought-records’ to claim that Earth had formerly 

been inhabited by superior species – the Titans and Atlans – who had abandoned 

Earth when it became bombarded with bad energy particles, leaving humans behind. 

                                                
157 The sequence of back covers was ‘12,000 Years Ago’, May 1940; ‘When Meteorites Crash’, 
June 1940; ‘As Mars See Us’, which depicted very inaccurate speculations about the 
appearance of Earthlings from the Martians’ perspective, and acts as disclaimer for upcoming 
back covers, July 1940; ‘Life on Callisto’, August 1940; ‘Life on Europa’, Spetember 1940; ‘Life 
on Ganymede’, October 1940; ‘Life on Titan’, November 1940; ‘A City on Mars’, which was 
accompanied by an advertisement for the upcoming Burroughs story ‘John Carter and the Giant 
of Mars’ on the inner back cover, December 1940; ‘A City on Venus’, January 1941; ‘A City on 
Jupiter’, February 1941; ‘A City on Neptune’, March 1941; and ‘A City on Uranus’, April 1941. 
The last five covers were accompanied by linked articles describing the cities, in the style of 
either a factual tour guide or a personalised reminiscence.  
158 Raymond A. Palmer, 'The Observatory', Amazing Stories 19.1 (March 1945), p. 8. While 
Shaver’s claims may have been ‘hidden from the eye of research’, they were foreshadowed by 
a story published five years earlier, in which a former welder discovers a buried city built as a 
refuge from world-wide atavism caused by Earth passing through a cosmic cloud – an event 
which is about to recur. Despite the welder’s attempts to save a select group of people, he is led 
into building a force projector to kill all survivors on the surface by ‘Phyllis’, a women who is 
revealed to be one of the city’s inhabitants, the remainder of whom are still in stasis. The idea 
that degeneration requires erasure and restarting is assumed, and promoted, here. See John 
Russell Fearn, 'The Secret of the Buried City', Amazing Stories 13.5 (May 1939). 
159 Palmer, 'The Observatory', (March 1945), p. 10. 
160 Palmer, 'The Observatory', (March 1945), p. 11. 
161 Richard Shaver, 'I Remember Lemuria!' Amazing Stories 19.1 (March 1945). 
162 Richard Shaver, 'Open Letter to the World', Amazing Stories 19.2 (June 1945); Richard 
Shaver, 'Thought Records of Lemuria', Amazing Stories 19.2 (June 1945); Richard Shaver, 
'Cave City of Hel', Amazing Stories 19.3 (September 1945); Richard Shaver, 'Invasion of the 
Micro-Men', Amazing Stories 20.1 (February 1946); Richard Shaver, 'The Masked World', 
Amazing Stories 20.2 (May 1946). 
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Some of those humans degenerated to become ‘deroes’, living underground and using 

ancient technology to cause events on the surface. Coinciding with the beginning of 

Scientology and the advent of ‘flying saucers’, the Shaver Mystery adapted ideas 

developed previously in the pulps to suit the American post-war sense of external 

threat and paranoia.163 The ‘deroes’ were initially represented as ‘Lemurian 

descendants’164 before the further clarification: ‘Actually they are just as human as we, 

and are, as we, descendents of the ‘abandondero’ or those humans who were 

abandoned to their fate here on Earth 12,000 years ago by the Atlans and the 

Titans’.165  

The Shaver Mystery provoked a strong response, with published letters 

showing support and disagreement, two poems based on the Mystery, and a non-

fiction article discussing it.166 In response to Palmer’s initial call for supporting evidence 

from readers, so ‘that we can gather together a mass of corroborative evidence that 

may lead to the answer to the mysteries of the past’,167 a special section called ‘Report 

from the Forgotten Past’ collecting these responses appeared in June, September and 

December 1945, and May 1946. James concludes that the magazine was ‘overcome 

with Shaver mania, which culminated in the special Shaver issue of June 1947’.168 By 

1950, interest in the Shaver Mystery seemed to be dying down, with only the 

publication of one interplanetary story featuring one of the characters from Shaver’s 

Lemurian stories in January.169 A hardcover book release of ‘I Remember Lemuria’ was 

reviewed in August, with it described as being ‘of interest to a large segment of 

readers’; to the believers, the curious and the skeptics.170 

                                                
163 James, Science Fiction in the Twentieth Century, pp. 152-153. 
164 Palmer, 'The Observatory', (March 1945), p. 11. 
165Raymond A. Palmer, 'The Observatory', Amazing Stories 19.2 (June 1945), p. 6. 
166 The letters were collected in ‘Discussions’ Amazing Stories 20.1 (February 1946), pp. 176-
177, with accompanying editorial comments encouraging their belief in Shaver’s ideas. The 
poems were written by W. Francis Potter, 'Lemuria Remembers' and 'Remember Lemuria?' 
Amazing Stories 20.1 (February 1946).  Roger Philips Graham, 'The Shaver Mystery', Amazing 
Stories 20.1 (February 1946). 
167 Palmer, 'The Observatory', (March 1945), p. 10. 
168 James, Science Fiction in the Twentieth Century, p. 153. 
169 Richard Shaver, 'We Dance for the Dom', Amazing Stories 24.1 (January 1950). 
170 Morris Tish, ‘Review: I Remember Lemuria!’, Amazing Stories 24.8 (August 1950) p. 181. 
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These readers could find other sites where science fiction and belief systems 

intersected. James notes that the Shaver mythology coincided with the rise of UFO 

beliefs – the phrase ‘flying saucer’ was coined in 1947, the same year in which the 

special Shaver issue of Amazing was published.171 In many ways the Shaver 

mythology and its popularity parallels L. Ron Hubbard’s development of Dianetics and 

the ‘religion’ of Scientology – first codified in ‘Dianetics: A New Science of the Mind’ 

(Astounding, May 1950) though foreshadowed in Hubbard’s earlier science fiction 

writing. This conjunction of pseudo-scientific cult belief systems has roots within the 

genre, in occurrences such as the both triumphant and horrified response to the atom 

bomb as realisation of science fictional prophecy, and in its reliance on ideas 

developed and spread in science fiction writing including aliens, other worlds, and 

Atlantean and Lemurian history. The Shaver Mystery, with its evocation of forces 

beyond human control intervening in everyday life and enabled by technologies so 

advanced as to be terrifyingly incomprehensible, thus reflected a conjunction of 

spiritualism and science. 

While the belief engendered by Shaver’s writing seems extreme, it is important 

to situate it on a continuum; as part of an ongoing dialogue between lost race stories 

and contemporary scientific paradigms as well as part of a wider social context in 

Second World War and post-War America. The Shaver Mystery – and the highly 

engaged response it received – demonstrated that the lost race story could be, and in 

fact was, read within scientific and historical narratives as factual. The material it drew 

on included theosophical traditions, and the drive to accumulate evidence also 

suggests an at least quasi-scientific approach to the narrative. Nonetheless, at the 

same time as the Shaver material was being published, more standard openly fictional 

lost race stories were published.172 Chas Kennel’s appeal for more Lemurian stories 

                                                
171 James, Science Fiction in the Twentieth Century, pp. 152-153. Palmer later founded another 
science fiction magazine, which in 1957 changed its name from Other Worlds to Flying Saucers 
from Other Worlds, p. 153. 
172 The stories included Lee Francis, 'Cursed Caverns of Ra', Amazing Stories 19.3 (September 
1945); Leroy Yerxa, 'Mysterious Crater', Amazing Stories 19.3 (September 1945); Frances M. 
Deegan, 'Something for Herbert', Amazing Stories 19.3 (September 1945). 
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like ‘The Return of Jongor’ (published in Fantastic Adventures)173 in the same issues as 

the introduction of the Shaver Mystery shows that factual and fictional claims could co-

exist. Indeed, Michael Barkun notes that what he labels ‘stigmatized knowledge’, such 

as conspiracy theories, blur or invert the distinction between fact and fiction: fiction 

becomes a venue to proclaim truths barred for publication in non-fiction.174 Comparing 

the Shaver Mystery to the debate around ‘The Return of the Murians’ in Astounding, 

the primary difference is where the line between fact and fiction is drawn: these two 

cases show that the distinction between fact and fiction within the realm of the science 

fiction pulps was an ongoing negotiation between writers, editors and readers. 

 

 
The Shaver Mystery seems a fitting culmination to the role that lost race stories played 

in the pulp science fiction magazines: sites of contestation that reveal the provisional 

nature of the boundaries of the genre and the ongoing tension between claims to fact 

and fiction, allegiances to scientific discourse and to the possibilities of imagination. 

The evolving treatment of the lost race formula, and its alterations in the context of the 

three magazines examined here - Weird Tales, Amazing Stories and Astounding 

Stories – demonstrate the difficulty of pinning down generic definitions; nonetheless, 

the consistent presence of lost race stories and their integration within the pulp science 

fiction magazines reveals their significance within the formulation of a reflexively aware 

genre. Examining the publication contexts of the lost race stories discussed in this 

chapter emphasises the agency of participants in the genre – writers, editors and 

readers – who consistently, if not overwhelmingly, included women. 

 Lost race stories in pulp science fiction provided narratives of origin that could 

situate humanity on an interplanetary scale, framing the infinite space of the universe 

within familiar territorial strategies developed in imperial fiction. They also held an 

immediacy created by the intrusion of lost races into the present, where they were 

                                                
173 Chas Kennel, letter to editor, Amazing Stories 19.1 (March 1945). 
174 Michael Barkun, A Culture of Conspiracy: Apocalyptic Visions in Contemporary America, 
(Berkeley: University of California Press, 2003), p. 26, 29. Barkun discusses the Shaver Hoax 
specifically at pp. 32-33, 115-117. 
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discovered to exist alongside or attempting to invade contemporary societies. Where 

lost race stories moved into interplanetary spaces, they demonstrated an inability to be 

confined solely to the past: imagining the future included continuing to imagine lost 

races. Lost race stories within pulp science fiction thus work through multiple 

temporalities, as they negotiate a narrative structure built around the confrontation 

between past and present, by questioning how the past is understood. The 

construction of the past through memory and nostalgia, and the role of these 

constructions in science fiction, will be examined in the following chapter. 
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Chapter Four 
Writing Memory: Narrative, Nostalgia and Generic 

Memory 

Narrating the past takes the form of memory as well as history: acts of memory draw 

the past into the present through ongoing, situated and subjective constructions. Lost 

race stories use the forms and strategies of memory to amplify or unsettle the 

structures of history. Understanding memory as a collective construction suggests the 

importance of fictional and narrative models in producing memory: in lost race stories, 

memory allows an affective engagement with a version of the past represented by the 

lost race. The previous chapter noted that the power and affect of lost race stories in 

the pulp magazines comes from their immediacy. One way in which this immediacy is 

accomplished is to extend the reach of memory to events that normally lie beyond 

active memory, placing these events on an equal status with more recent ones. 

Furthermore, the memorialised pasts discussed in this chapter signal a contestation of 

narratives of progress, of the forward drive of time and history. Positing a chiral vision 

of temporality, the return to the past embedded in lost race stories presents a closer 

relationship between science fiction and the past than is often constructed.  

The construction of the past in pulp lost race stories relies on tropes of memory 

as much as the methodologies of history; moreover, it reflexively examines the 

production and reproduction of memory. The concept of memory – particularly cultural 

memory – can be placed in tension with history. History, as an academic discipline and 

supposedly as a factual empirical account of the past, claims an authority not available 

to the subjective, transitive forms of memory. Yet memory is a powerful affective tool, 

participatory in ways that ‘History’ is not and cannot be. Bill Schwarz points out that 

memory troubles conceptions of historical time: ‘[a]t some point, any theory of 

temporality has to confront memory, as the subjective dimension of time itself’.1 The 

                                                
1 Bill Schwarz, ''Already the Past': Memory and Historical Time ', in Susannah Radstone and 
Katherine Hodgkin (eds), Regimes of Memory, (London and New York: Routledge, 2003),  
p. 140. 
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division between history as a universalising master narrative and memory as a mode of 

insistence on the localised and contextual has gendered connotations: critiques of 

memory and nostalgia as inadequate modes of relating to the past rely on a 

masculinist and modernist logic that values grand narratives of change and progress. 

Jonathon Crewe has noted that ‘the relation between history and cultural memory has 

preoccupied theorists somewhat at the expense of the relation between literature and 

cultural memory’,2 an imbalance partly addressed by this exploration of the uses of 

memory in science fiction writing. 

The construction of the past in lost race stories, and in science fiction more 

generally, played a key role not only within individual texts, but also in the negotiation 

of a shared understanding of generic identity and practice. This chapter explores the 

themes of memory and nostalgia in three short stories published by women writers in 

the pulp magazines as avenues into a broader understanding of these themes in pulp 

science fiction, against the backdrop of the magazine scene explored in the previous 

chapter. In examining the responses to these stories, I will also trace the development 

of the discursive communities of science fiction fandom and of assumed knowledge 

and shared concepts within the genre, and consider how the lost race material fits 

within later critical accounts of the role of women in pulp science fiction.  

The chapter will first explore ‘imagined’ memories and history, using Leslie F 

Stone’s ‘The Rape of the Solar System’, which includes accounts of interplanetary 

history predating known records. This text provides a space through which to examine 

the scientific and popular narratives that shaped interplanetary fiction, and the 

collective production of memory. I will then examine the processes and politics of 

nostalgia, centring on the story ‘Once in a Thousand Years’, by Frances Bragg 

Middleton. This section will engage more closely with theories of cultural memory, 

placing them against the ideas of ‘racial’ or ‘inherited’ memories found in that, and 

other, stories, as well as ideas of traumatic memories and the ethics of forgetting. It will 

                                                
2 Jonathan Crewe, 'Recalling Adamastor: Literature as Cultural Memory in "White" South Africa', 
in Mieke Bal, Jonathan Crewe and Leo Spitzer (eds), Acts of Memory: Cultural Recall in the 
Present, (Hanover: University Press of New England, 1999), p. 76. 
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therefore also discuss the deployment of a nostalgic tone in lost race stories. Finally, I 

will explore Leigh Brackett’s ‘Treasure of Ptakuth’, which demonstrates the 

expectations of reader expertise as lost race stories were altered over time. ‘Treasure 

of Ptakuth’ also foregrounds the incorporation of technological spectacles in pulp lost 

race stories.  

The arguments constructed around memory in this chapter do not refer to the 

memories of individuals, but rather to cultural memory. Especially through the work of 

Maurice Halbwachs,3 cultural memory has become a vital concept in contemporary 

debates surrounding history, remembrance and community. Mieke Bal notes that ‘the 

term cultural memory signifies that memory can be understood as a cultural 

phenomenon as well as an individual or social one’, and as such, is a ‘product of 

collective agency’.4 Theorising cultural memory focuses on how the past remains active 

in the present, and how the past is constructed and deployed by institutions and social 

groups. This emphasis on the constructed, discursive nature of cultural memory 

enables a productive engagement with discursive texts, a different way of thinking 

through the role played by fiction in processing and producing understandings of the 

past within a community.  

Discussing memory in the context of science fiction is complicated by the virtual 

and mediated nature of the community and by the intersections of fiction, narrative and 

imagination with memory. As a geographically dispersed community, and one where 

despite assumptions of common perspectives participants would have diverse social 

positionings and experiences, science fiction fandom requires an understanding of the 

development and transmission of community and cultural memory that does not 

assume a localised and generational setting. Indeed, Helen Merrick argues that 

science fiction fandom in the pulp period is an important early model of virtual 

                                                
3 Maurice Halbwachs, On Collective Memory, trans. Lewis A. Coser, (Chicago: University of 
Chicago Press, 1992). 
4 Mieke Bal, 'Introduction', in Mieke Bal, Jonathon Crewe and Leo Spitzer (eds), Acts of 
Memory: Cultural Recall in the Present, (Hanover: University Press of New England, 1999),  
p. vii, italics in original. 
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community.5 The pulp magazines created a virtual, discursive space in which the 

public, cultural memory of science fiction was enacted. My analysis of these magazines 

therefore goes beyond merely recognising the original publication contexts for science 

fiction writings or including the social aspects of fandom in the construction of the 

science fiction genre, by arguing that the magazines acted as a space in which 

complex dialogues circulated to enable the development of community memory.  

This community memory was not monolithic, nor was it static, as the 

inconsistent remembrance of women’s roles in the genre shows. Merrick notes that 

female and feminist fans, and their communities, have been omitted from many 

histories of science fiction fandom, while fans themselves, in the late 1970s and 1980s 

‘backlash’, expressed their ‘fear that the history and achievements of feminist fandom 

were being forgotten, suppressed or re-written’.6 Thus, ‘a concerted effort by feminist 

fans’ was necessary to ‘ensure that their memories were available to new generations 

of fans’.7 In addition, critical accounts of science fiction’s history should both recognise 

women’s activities and communities and examine the reasons why they might be 

forgotten. In focusing on women writers, this chapter considers the effects of 

understanding memory as a gendered concept. Though the authors’ androgynous 

names (Leslie, Leigh, Frances) mask their gender to a casual glance, assimilating the 

writers into an assumed masculine norm, editorial and reader comments discussed 

later in the chapter make it clear that these writers were known to be women. 

Remembering women as active participants – as writers and readers – in pulp science 

fiction contests construction of women as marginal to the history of science fiction. 

Justine Larbalestier notes that the ‘presence, just a possibility’ of women in science 

fiction is initially signalled by their appearance in the skating figures in the cover 

illustration of the first issue of Amazing, while their presence becomes more concrete in 

                                                
5 Helen Merrick, '"We was cross-dressing 'afore you were born!"’.  
6 Helen Merrick, 'From Female Man to Feminist Fan: Uncovering 'Herstory' in the Annals of SF 
Fandom', in Helen Merrick and Tess Williams (eds), Women of Other Worlds: Excursions 
Through Science Fiction and Feminism, (Perth: University of Western Australia Press, 1999), 
pp. 117-118, 131. 
7 Merrick, 'From Female Man to Feminist Fan’, p. 131. 
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the published letters from female readers.8 Discourses of gender and sexuality in the 

pulp magazines, which informed the ongoing presence of women in the genre as 

characters and as participants, not only influenced the constructions of the past and of 

the future, in terms of how social change was imagined, but also influenced who could 

speak for and about these pasts and futures.  

This discussion of memory is further informed by issues of gender and feminist 

theory in its interrogation of narratives of progress, change and technological 

achievement. It therefore emphasises the subjective, the contextual and the blurring 

between public and private that are the characteristics of memory, as well as being 

valorised in feminist theory. Memory is thus understood as situated and embodied, and 

therefore as fundamentally shaped by experiences of gender. I argue that memory, as 

a mode of framing the past, works in science fiction to contest teleological narratives 

that are often accompanied by conservative gender ideologies. Refusing to disengage 

memory and history – which, as discussed in earlier chapters, is associated with public 

and patriarchal knowledge – allows for recognition of the complex, gendered 

constructions of temporality in popular culture.  

To theorise memory is to insist upon the importance of understanding what the 

past does: how it is conceptualised as relating to and remaining in the present, and 

how it exists in a cultural setting. In the context of pulp science fiction, memory as a 

collective production works on a number of levels: memories of the science fiction 

community are inextricably linked to the fictional contents of these magazines, fictions 

which themselves are deeply invested in articulating visions of possible pasts and 

futures. Memory and nostalgia are used in science fiction as a counterpoint to scientific 

discourse, but also to explore ambiguities and social consequences. The discursive 

nature of science fiction, not only in its fictional texts but also in the mediated 

construction of a fan community through the letter space in the magazines, makes it 

doubly open to investigation of the collective construction of memory as an element of 

generic identity.  

                                                
8 Larbalestier, The Battle of the Sexes in Science Fiction, pp. 24-25. 
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This chapter will draw on existing scholarship on public and collective memory 

to posit what I am labelling ‘generic memory’: that is, the knowledge of the codes, 

histories and boundaries of a genre that are constructed within a reading community 

and fan community centred around that genre. Analysis of the formation of ‘public 

memory’, as a particular approach to cultural memory, is particularly apposite here. 

Robert Burgoyne defines public memory as ‘the construction of a past that emerges 

from the interplay of official, vernacular, and commercial cultural viewpoints and 

expressions’, ‘a body of beliefs and ideas about the past produced from the political 

give and take of competing groups’.9 This form of memory highlights the constructed 

and mediated nature of memory, and its organisational and political nature. According 

to Burgoyne, the three elements of public memory are vernacular – localised, familiar 

narratives generated by small scale communities; official – the hegemonic, dominant 

narrative often identified with the state or civic sphere; and commercial – where 

memory is employed to enhance product visibility and appeal, connected with heritage 

commemoration. Public memory comes out of contradictions and negotiations between 

these three forms of memory. The science fiction magazines, like the Rock and Roll 

Museum for Burgoyne, functions as a space in which these negotiations produce public 

memory. Applying the categories of public memory to science fiction, I argue that 

vernacular memories include both fiction and fan interchanges that coexist within the 

material space of the magazine, while the dominant narrative of technological and 

scientific progress forms the official aspect of memory, while the production of a 

definable product and identification of its market supplies the commercial side. 

Applying the conceptual framing of public memory to the production of fictional texts 

within a genre – in this case, science fiction – creates a further category that can be 

labelled ‘generic memory’. The idea of ‘generic memory’ offers a way to think through 

the connections between texts, writers and readers, between fictions and communities, 

to account for a functional level of coherence in what counts as science fiction. Generic 

                                                
9 Robert Burgoyne, 'From Contested to Consensual Memory: The Rock and Roll Hall of Fame 
and Museum', in Katherine Hodgkin and Susannah Radstone (eds), Contested Pasts: The 
Politics of Memory, (London and New York: Routledge, 2003), p. 209. 
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memory thus bridges the gaps in previous critical accounts – between definitions of 

genre that have delineated the boundaries, or provided singular, isolated exemplary 

texts; consideration of generic ‘megatexts’, the tropes and themes that form the body of 

the genre; delineations of the mode of writing and reading specific to science fiction; 

and taxonomies of the production and fan communities, the quotidian and material 

manifestations and experiences of genre.  

Remembering the Past in ‘Rape of the Solar System’ 

Memory plays an important role in structuring the modes of periodisation found in 

science fiction. The division between pre-modern and modern, a division notably 

questioned by theorists such as Bruno Latour, seemingly informs science fiction as it 

distinguishes itself as the literature of the modern future.10 However, the common trope 

of high-tech pre-histories – societies with undoubtedly modern qualities – upsets this 

binarised temporality. John Frow notes that recognition of the complex and abstract 

nature of ‘archaic’ societies and the presence of ‘magical’, irrational structures of 

knowledge in ‘modern’ societies make it ‘possible to abandon the topoi of a state of 

nature and a fallen world which have formed that basis of the social contract of 

modernity’.11 In light of this recognition, which corresponds with Arthur C. Clarke’s more 

informal claim that ‘any technology sufficiently advanced is indistinguishable from 

magic’, the lost race stories in pulp science fiction – which often gleefully mix archaic 

references and improbable technologies – can be seen as contesting the periodisation 

normally structuring science fiction.  

 As a tale of a distant past, yet one characterised by highly advanced science, 

Leslie F. Stone’s ‘Rape of the Solar System’ contests a model of linear progress across 

time. Stone was one of the more prominent early women writers in the science fiction 

pulps. She wrote a number of stories for the Gernsback pulp magazines and was one 

                                                
10 Bruno Latour, We Have Never Been Modern, trans. Catherine Porter [1993] (Cambridge, 
Massachusetts: Harvard University Press, 2007), pp. 12-13. 
11 John Frow, Time and Commodity Culture: Essays in Cultural Theory and Postmodernity, 
(Oxford: Claredon Press, 1997), p. 3. 
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of the key female members of Gernsback’s inner circle.12 Characteristically, Stone 

published across different magazines – Amazing Stories, Wonder Stories, Air Wonder 

Stories and Weird Tales.13 Her stories demonstrate a consistent interest in the process 

of social change, and a number of them use a lost race formula in order to discuss 

alterity. The short story ‘The Rape of the Solar System’, which appeared in Amazing in 

1934, is a good example of the shift to interplanetary fiction, and the attempt to 

negotiate Earth’s place within such an imagined history.  

‘Rape of the Solar System’ employs a number of familiar lost race elements, 

such as the civilisations of Lemuria and Atlantis as the foundations of later human 

civilisation. However, it extends and expands these elements by linking them to an 

interplanetary scale, and a chronological scope extending before and after currently 

recorded human history. The story begins with a framing narration from Jerry, one of a 

pair of astronauts wandering through the solar system, as he enters an ancient 

observatory on the frozen planet of Pluto. The astronauts discover the body of a man, 

preserved by the cold, amid other traces of the former inhabitants of the observatory 

including metal sheets covered with writing. Translated, the sheets tell the story of 

Garo Mofa, the frozen man, and the interplanetary war between Mars, Luna and Pluto 

that resulted in the rearrangement of the solar system, the destruction of all three 

civilisations, and the beginnings of human life on Earth for the survivors. This 

encounter differs from the usual lost race story, with the interactions between the 

representative of the two cultures mediated through text and material objects. 

Nonetheless, the presence of the frozen body attests to the gap between the distant 

past and (textual) present as well as, through its recognisable humanity, their 

connection. 

                                                
12 Batya Weinbaum, 'Sex-Role Reversal in the Thirties: Leslie F. Stone's 'The Conquest of 
Gola'', Science Fiction Studies 24.3 (1997), p. 471. 
13 See listing in Bleiler, Science Fiction: The Gernsback Years, pp. 413-419. Note Bleiler’s list 
does not include Stone’s story about human explorers encountering carnivorous tree-ferns on 
Venus, told from the perspective of the tree-ferns, and published in Weird Tales. Leslie F. 
Stone, ‘When the Flame-Flowers Blossomed’, Weird Tales, Nov 1935 (26:5). 
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The ‘time-cracked floor’ of the Plutonian observatory described in the first 

paragraph points to the fractured temporality of the story, as well as its preoccupation 

with rupture. The interplanetary war described in the story resulted in the destruction of 

the civilisations of Luna, Mars and Pluto, and also of the planets and order of the solar 

system. Given this story was written in the interwar period, the construction of warfare 

as mechanised, large scale and ultimately devastating in its consequences drew on 

relatively recent historical events. Stone also incorporates existing mythology:  

The Martians settled a land they named Lemuria, the Plutonians called 

theirs [sic] Atlantis, each across the world from the other, set like jewels 

in the middle of earth’s two great oceans.14  

Despite Lemuria’s more recent origins, compared with the classical origins of the 

Atlantis myth, this story equates the two, resituating them from known history and myth 

to the invented history of the story. The myths of Atlantis and Lemuria are combined 

with biblical allusions (‘Luna was not so close to Earth in those days, the fall was yet to 

come’), all of which posit degeneration from a utopian state to a fallen world.15 This 

story thus interlaces its fictional account of interplanetary prehistory with more familiar 

narratives about the past. 

Recognition is thematised and problematised in this story, on an astrological 

and biological scale. Relics in the observatory depict what Cart and Jerry identify as 

the solar system, before revising their first impression:  

“But wait – no, it’s not the solar system after all – see there’s ten planets, 

one beyond Mercury, and another one between what could be Mars and 

Jupiter, none where Pluto is. No, this can’t be the solar system at all…”16 

However, the initial moment of recognition is ultimately vindicated: this is the solar 

system, but not as we know it. In fact, Pluto was a novelty at this time – it was 

discovered in 1930 – and this was remarked upon in the editorial comments, which 

                                                
14 Stone, 'The Rape of the Solar System', p. 20. 
15 Stone, 'The Rape of the Solar System', p. 20. 
16 Stone, 'The Rape of the Solar System', p. 15. 
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introduce the story as dealing with ‘a recently discovered planet’.17 Despite the recent 

addition of Pluto to the known solar system, Stone’s story places the planet in an 

astrological-scale history of planetary destruction and rearrangement: both Stone’s and 

scientific narratives of planetary order are unstable, and remain so, as from 2006 Pluto 

was no longer considered to be a planet.18 Stone draws on the discovery of Pluto and 

further integrates astrological material, extending the spatial as well as temporal reach 

of the story.  

Steven Dick argues that the twentieth century invested the idea of the 

‘biological universe’ – the universal applicability of biological as well as physical law, 

‘producing not only planets, stars, and stellar systems but also plants, animals, and 

intelligence’19 – with a deep significance for both science and religion. Astronomical 

research led, by 1930, to the prevalence of the model of a pluralistic, expanding 

universe, ‘in which the solar system was at the periphery of one galaxy among 

millions’, presumably making Earth ‘one inhabited planet among many’.20 The 

‘assumption of mediocrity’ that accompanied this decentring of Earth – that it no longer 

held a special place as the pinnacle of evolution – informed the imagining of other 

sentient species as equally advanced or, potentially, superior to humanity. The 

transition of settings for lost race stories from earth to an interplanetary scale not only 

mirrors increased investigation, knowledge of and interest in the wider universe, it also 

allows an application of the spatial strategies, the mapping of self and otherness, 

developed in the earlier lost race stories to play out on the larger scale. The lost race 

paradigm thus created both a scale, and a history, that rendered the sheer size of the 

imagined universe comprehensible.  

                                                
17 T O’Conor Sloane, ‘Editorial commentary: “The Rape of the Solar System”’, Amazing Stories 
9.8 (December 1934), p. 12. 
18 L.V. Ksanfomality, ‘Planets, Dwarf Planets, and Small Bodies in the Solar System’, Solar 
System Research 41.2 (2007), p. 175. Pluto was reclassified as a ‘dwarf planet’ by the 
International Astronomical Union. Pluto was discovered in 1930, though its presence had been 
predicted earlier, p. 174.  
19 Steven Dick, The Biological Universe: The Twentieth-Century Extraterrestrial Life Debate and 
the Limits of Science, (Cambridge: Cambridge University Press, 1996) p. 10. 
20 Dick, The Biological Universe, p. 37. 
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Within this vision of an uncertain and expanding universe, dreams of space 

travel from the nineteenth century became increasingly closer to reality with the work of 

rocket scientists in the interwar, World War II and post-war periods. De Witt Kilgore 

describes ‘astrofuturism’ as ‘a social movement and a mode of literary expression’21 

that reached across scientific practice and rhetoric in the development of rocket and 

space exploration programs and in fiction, particularly science fiction. Kilgore points out 

the specifically American resonances of ‘astrofuturism’: 

The idea of a space frontier serves contemporary America as the west 

served the nation in the past: it is the terrain onto which a manifest 

destiny is projected, a new frontier invalidating the 1893 closure of the 

western terrestrial frontier.22  

The close ties between the astrofuturists and science fiction community, and the 

widespread adoption of astrofuturist ideas in pulp science fiction, contributed to the 

shift from a European to American centre for the genre. Kilgore has explored the 

rhetoric of the frontier found both in science fiction and in the rocket science initiatives 

throughout this period: as a narrative of nationalist triumph it was a prominent and 

persuasive motif. Certainly, the visions of interplanetary colonisation encompassed by 

astrofuturism drew more readily on American ideas of manifest destiny than British 

imperialism, though both these ideologies share teleological narrative of political 

dominance and territorial expansion enabled by technological superiority. In Stone’s 

work, visions of interplanetary settlement are nonetheless overshadowed by warnings 

about the militaristic uses of technology and the inescapability of conflict. 

Confusion in ‘Rape of the Solar System’ about the identity of the planets is 

quickly overshadowed by the sight of the body, preserved by the cold. The body is 

characterised first by museum or show rhetoric – ‘The last man of Pluto!’ – and then by 

the language of biology: ‘“A man,” breathed Cart softly, “genus homo sapiens…”’.23 

This moment of recognition creates a connection between the astronauts and the lost 

                                                
21 Kilgore, Astrofuturism, p. 5. 
22 Kilgore, Astrofuturism, p. 1. 
23 Stone, 'The Rape of the Solar System', p. 14. 



Four                                          Writing Memory: Narrative, Nostalgia and Generic Memory  
 

 164 

race as represented by the body. This sense of connection is extended to the reader 

the direct address to an audience in the inset narrative: ‘I Garo Mofa, last of my race 

salute Thee. And to Thou WHO ART COME AFTER, I … bequeath this testament’.24 

This address creates continuities, situating the reader as inheritor not only of the 

record, but also, through the language here (‘bequeath this testament’) recalling 

inheritance, wills and familial kinship. The recognition effect common in lost race 

stories is produced here discursively, in the absence of a living culture. Furthermore, 

the preservation of the ‘last man of Pluto’, along with the objects in the room, suggests 

the ability of material objects to speak for their history – their immediate affect contrasts 

with written records which require translation. The transmission of knowledge, and of 

records of the past, thus takes different forms in this story: material objects can tell of 

the culture that produced them, appealing to an archaeological framework, while the 

written record narrates the events as both autobiography and history.  

While the transmission of history within the text acts to engage the reader with 

the narrative, there is also an implicit transmission of scientific knowledge where the 

factual content of the story exists to educate a reader envisioned as a participant in a 

scientific community. The story didactically imparts information about astronomy, with 

footnotes explicating information such as theories behind the formation of the asteroid 

belt. This style of writing shows the influence of Gernback’s idea of the educational role 

of science fiction, but also demonstrates one of the tactics developed by early science 

fiction writers in attempting to integrate narratives of science into fiction. Later in the 

same issue, a quiz titled ‘What do you know?’ listed questions about the scientific 

knowledge of the reader with directions to page numbers of stories from that edition 

where answers to each question could be found. Questions five to seven, out of a total 

of nineteen, relate to ‘Rape of the Solar System’.25 While these questions aspire to 

                                                
24 Stone, 'The Rape of the Solar System', p. 18, capitalisation in original. 
25 Anon., ‘What Do You Know?’ Amazing Stories 9.8 (December 1934), p. 69. The questions 
are: 
‘5. What planet may in the light of present knowledge be termed the outpost of the solar 
system? (See page 12) [Answer: Pluto] 
6. What was the planetary-explosion theory of the origin of the planetoids? (See page 16) 
[Answer: that they were fragments of an original large planet destroyed in an explosion] 



Four                                          Writing Memory: Narrative, Nostalgia and Generic Memory  

 165 

scientific ‘truth’ and objectivity, the need to derive them and their answers from fictional 

narrative meant that these aspirations were, to some degree, undercut. ‘Rape of the 

Solar System’ demonstrates the tactics and difficulties of reconciling the adventure 

formula with demands for scientific information and education. 

The pseudo-scholarly apparatus of footnotes and a quiz in the magazine 

encouraged an educational approach to the content of the story. They further appealed 

to specific disciplinary perspectives in the reading of a literally pre-historic past, as the 

pasts beyond written records were made legible through the investigatory tools of 

science. The increasing span of the known past, ‘arrived at via the application of the 

scientific method’ and ‘overcoming the division between natural and human history’,26 

merged disciplinary authorities to create an overarching narrative of the past that 

moved events from before recorded history into popular consciousness. Tony Bennett 

has described how the nineteenth-century evolutionary museum, in particular, 

articulated the knowledge of the pre-historic past enabled by scientific disciplines such 

as geology, archaeology and natural history, going beyond the limits of written history. 

The techniques that these disciplines developed for reading rock 

formations, fossilised remains, ruins, tools, technologies and ornaments 

as the remnants of long past epochs progressively severed the 

connection that had previously limited the known past to a remembered 

past that had been transmitted to the present through the storage 

systems of writing or oral tradition.27  

Taking up these tools for imagining distant pasts, or equally distant futures, pulp 

science fiction highlighted the narrative possibilities inherent in the intersections of 

scientific discourses and the construction of the past. 

The combination of authoritative accounts and popular appeal in ‘Rape of the 

Solar System’ invites the reader’s complicity and concurrence with the narrative of the 

past presented in the story. Despite, or perhaps because of, the pedagogical authorial 
                                                                                                                                          
7. What can be said about the ‘planet’ Vulcan? (See page 16) [Answer: that it is a theoretical 
intra-Mercurian planet].‘ 
The answers are drawn from the text, as they were not supplied with the quiz. 
26 Tony Bennett, Pasts Beyond Memory: Evolution, Museums, Colonialism, (London and New 
York: Routledge, 2004), p. 36. 
27 Bennett, Pasts Beyond Memory, p. 1. 
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tone and explicit scientific framework signalled by the footnotes, and later in the 

volume, by the quiz, the appeal of the story lies in its emotional evocation of the past – 

its appeal to memory rather than history. Garo Mofa’s narrative culminates with the last 

three survivors stranded on Pluto, slowly freezing, and his memorialisation of their 

individual deaths. The objective, scientific frame thus clears the way for the subjective 

engagement of the inset narrative. Memory is not divorced from or automatically 

antagonistic to history, or to science: it inhabits or creates spaces within and alongside 

these frameworks within ‘Rape of the Solar System’. The co-existence of an appeal to 

science and to memory shows an early, and sophisticated, awareness of the multiple 

pleasures of readership in science fiction and the role of various interpretive 

frameworks in creating it. 

Readers’ responses to the story emphasise that it was read for pleasure rather 

than education, through the ‘blood and thunder’ label applied to it. The label ‘blood-

and-thunder’ seems to have mixed connotations, implying an enjoyable read created 

through extreme events rather than literary quality. Batya Weinbaum sees this appeal 

to a mass audience as a deliberate strategy with political aspects, noting that Stone 

‘used stories that would appeal to the masses – with stock characters and terse plots – 

as she challenged the institutional forms that were appearing to oppress and 

manipulate all, but especially those masses, in this period between the wars’.28 The 

characterisation of an undifferentiated mass audience may limit Weinbaum’s argument, 

but as the discussion of the ‘blood and thunder’ label in the previous chapter noted, 

science fiction fans were concerned by the implicit characterisation of the pulp 

audience as an unsophisticated, generalised body. In the context of the blood-and-

thunder label, with its associations with violence, the silencing of women’s voices in the 

story combines with the readers’ responses to suggest notions of masculinized 

readership.  

                                                
28 Batya Weinbaum, 'Leslie F. Stone's 'Men With Wings' and 'Women With Wings': A Woman's 
View of War Between the Wars', Extrapolation 39.4 (Winter 1998), p. 299. 
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Yet Stone’s fiction, and its reception, was engaged in debates about the 

intersection of gender and genre. For example, the deliberately unsettling title, ‘Rape of 

the Solar System’, alludes to a particular form of gendered violence: in a post-World 

War I environment it transfers the gendered language of wartime nationalistic 

propaganda to the interplanetary scale. Larbalestier briefly discusses another Stone 

story, ‘The Conquest of Gola’ (Wonder Stories, April 1931), in the context of battle-of-

the-sexes science fiction, specifically its engagement with the ‘hegemonic force of the 

romance discourse’, which momentarily enters the text only to be dispelled.29 

Larbalestier expands her point about Stone’s dismissal of ‘romance’ and applies this 

argument broadly to pulp science fiction, commenting that the frequent equivalence 

between ‘women’ and ‘love interest’ is constructed by readers and writers as 

disqualifing women from the field of science fiction’ since love is seen as outside the 

concerns of the genre.30 Nevertheless, I would argue that the term ‘romance’ in fact 

carries multiple meanings in the early pulp context. As well as narratives of normative 

heterosexual relationships, it also carries the earlier meaning of anti-realism adventure 

stories; a meaning alluded to by Hugo Gernsback’s initial characterisation of science 

fiction as a ‘charming romance’.31 This meaning, of course, had its own gendered 

connotations: ‘romance’ as a mode of fiction in the late nineteenth century was 

opposed to realism and domestic novels, and was deeply implicated in imperialism and 

frontier masculinity.32 Its application to science fiction, at such a crucial moment, 

signals science fiction’s active claiming of the heritage of popularist, patriarchal fiction. 

                                                
29 Larbalestier, The Battle of the Sexes in Science Fiction, p. 11. A reproduction of one page of 
the story – including a sketch of the author – is on p. 12. Weinbaum also situates Stone’s work 
within an ongoing discussion about the presence of women in early science fiction. While 
Weinbaum’s reading of fan letters about approaches to gender and romance within the genre 
enables her to identify problematic uses of discourses of gender and sexuality, she conflates 
these terms, failing to distinguish the nuanced differences between the manifestations of these 
themes. Batya Weinbaum, ‘Leslie F. Stone as a Case of Author-Reader Responding’, 
Foundation 29.80 (2000), pp. 46-50. 
30 Larbalestier, The Battle of the Sexes in Science Fiction, p. 10. Asimov is one noteably 

exponent of this position. 
31 Gernsback, 'A New Sort of Magazine', p. 3. 
32 This definition of ‘romance’ overwrites its previous use in the late eighteenth and nineteenth 
centuries as the term for a novel. 
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Stone’s pulp writing appealed to a popular audience through its emphasis on 

action and through addressing contemporary concerns; nonetheless, it also challenged 

masculinist ideologies. Weinbaum suggests that Stone’s fiction became ‘radicalized’, 

particularly in her depiction of sex-role reversals in ‘The Conquest of Gola’, by the 

economic pressures of the Depression and the resulting gendered differences in 

patterns of employment.33 In her analysis of ‘Men With Wings’ and ‘Women With 

Wings’, Weinbaum also sees Stone’s writing as informed by a concern with the 

implications of eugenics and of fascist – particularly Nazi – ideology.34 Furthermore, 

Jane Donawerth notes that Stone, along with other women writers in the early pulps, 

constructs ‘alternative technologies of childbirth and scientific child rearing’.35 The 

implications of these alternatives in terms of gender roles and social structures is also 

canvassed. Donawerth argues that the complex narrative structure of another Stone 

story, ‘Out of the Void’ (Amazing, 1929), which she describes as ‘wonderfully 

androgynous’ as the narrative perspective moves between an alien, a woman 

disguised as a man, and a woman in love with that man, further enables Stone to 

destabilise the conventions of narrative authority and masculinist ideologies.36 ‘Rape of 

the Solar System’ uses a more straightforward framed narrative within a narrative. 

However, the focus on the process of translation, the difficulty of interpreting Garo 

Mofa’s manuscript into English, creates some uncertainty about the status of the 

inserted narrative. The depiction of the solar system before the cataclysmic events 

later described in the story, with an extra planet and rearranged order links the 

rewriting of scientific knowledge to the rewriting in the process of translation, 

constructing both as potentially unstable. 

Stone’s other lost race fiction demonstrates her interest in adapting pre-existing 

formulas both to meet pulp readers’ expectations and to explore the narrative options 

                                                
33 Weinbaum, 'Sex-Role Reversal in the Thirties’, p. 471. 
34 Batya Weinbaum, 'Space and the Frontier in Leslie F. Stone's ‘The Fall of Mercury’', in Gary 
Westfahl (ed.), Space and Beyond: The Frontier Theme in Science Fiction. (Westport, 
Connecticut: Greenwood Press, 2000), p. 110. 
35 Donawerth, Frankenstein's Daughters, p. 14. 
36 Donawerth, Frankenstein's Daughters, p. 159. 
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created by the evolving genre. ‘Men With Wings’ (Air Wonder Stories, July 1929) 

demonstrates how the specialisations of the pulps could influence the treatment of 

older fiction formulas – lost race stories included. The frame narrative is set in the 

twenty-fifth century when all humans have wings. The inside-the-frame-story is about a 

group of people who were experimented upon by a Scottish laird, and as a result, 

develop wings. Fleeing to South America when the Scottish authorities became aware 

of the experiments, they live hidden in Peru for some centuries until, in the twentieth 

century, they begin snatching non-winged women as breeding stock. In this story, the 

lost race formula becomes a vehicle for fears of miscegenation. The sequel, ‘Women 

With Wings’ (Air Wonder Stories, May 1930) moves to an interplanetary scale, with the 

discovery of winged people on Venus. With easily imagined and rapidly implemented 

space travel – designs for a workable spaceship are waiting to be uncovered on the 

leader’s desk – the story also points to the growing popularisation of space opera as a 

trope within science fiction, through an intertextual gesture: the only spaceship named 

apart from The Mentor is called Skylark, referencing the iconic spaceship from E.E. 

‘Doc’ Smith’s Skylark of Space (1928), the seminal space opera story. ‘Men With 

Wings’ and ‘Women With Wings’ thus point to the malleability of the lost race romance 

as it was adapted in the rise of interplanetary romance and space opera, as well as 

Stone’s familiarity with lost race stories and other science fiction tropes. 

Yet Donawerth points out the limits of these imagined changes, noting that 

writers such as Stone ‘displace their critique of the unfairly gendered social 

organization into unrealistic hopes for a science that will make the problems 

disappear’.37 Despite Stone’s explicit concern with gender in some of her other stories, 

which has allowed them to be read as feminist texts, an assumed masculine norm 

prevails in ‘Rape of the Solar System’. The only female character, in the inset narrative, 

dies, and her voice remains mute even within this narrative. It is worth noting, however, 

that ‘Rape of The Solar System’ is illustrated on the cover of the issue of Amazing that 

it featured in. The image features a partial depiction of the frozen body, with only the 

                                                
37 Donawerth, Frankenstein's Daughters, p. 15. 
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legs visible. The body is feminised – slim legs, partially covered by a white sheet, in 

contrast with the two male astronauts, fully covered by their spacesuits [Figure 4].   

 

FIGURE 4. Cover, Amazing Stories (December 1934). 
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Brian Attebery suggests that ‘the artwork, the scientific articles, the almost 

interchangeable stories and even the advertising in the pulp magazines represented a 

single continuous flow of information about the technological future’.38 Thus, critical 

engagement with pulp fiction demands consideration of the material form of their 

publication and the presentation of the stories within this frame. Given the visual codes 

of the pulps, which positioned women as sexualised objects of the male gaze, the initial 

assumptions about the gender of the body are contested when the story depicts the 

body as male.39 The dissonance between cover image and story, though it can be 

attributed to the rushed, low-quality production methods of the pulp magazines, 

provokes the viewer/reader to attempt to resolve these contradictions.  

While the pulp lost race stories seemed to remain within the conservative 

patterns of gender and sexuality inherited from the nineteenth century, they drew on an 

increasingly technologically mediated sense of temporality within the new century. 

Stephen Kern argues that, at the turn of the twentieth century,  

The sense of the present was most distinctly new, thickened temporally 

with retentions and portentions of past and future, and, most important, 

expanded spatially to create the vast, shared experience of 

simultaneity.40 

These experiences of the present were articulated through new forms of technology, 

such as telegraphs, photographs, telephones and cinema, indicating the malleability of 

temporality and its embedded, contextually subjective nature. These technologies of 

reproduction and transmission also influenced inscriptions and communications of 

history and memory: mechanical reproduction, as Walter Benjamin noted, ‘detaches 

                                                
38 Attebery, 'The Magazine Era: 1926-1960', p. 36. 
39 Robin Roberts has argued that the depiction of powerful female aliens in the pulp illustrations 
during the late 1940s and early 1950s also provided a potentially subversive presence in 
science fiction, laying the ground for later feminist intervention. Robin Roberts, ‘The Female 
Alien: Pulp Science Fiction’s Legacy to Feminists’, Journal of Popular Culture 21.2 (1987),  
p. 33.  
40 Stephen Kern, The Culture of Time and Space 1880-1918, (Cambridge, Massachusetts: 
Harvard University Press, 1983) p. 314. 
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the reproduced object from the domain of tradition’.41 Rapidity of transmission, 

decreasing both physical and temporal distance, can be seen as shifting the production 

of memory from limited, local communities to geographically dispersed groups 

connected through media – a key component of Merrick’s claim that science fiction 

fandom offered a model of ‘virtual community’ before the internet and digital media.42 

The importance of these media – in this case, the science fiction pulps – increased as 

they functioned both as a record of the shared heritage of the community and as a 

space for interpolating new readers and community members. 

As a record of the heritage of the science fiction community,43 the science 

fiction magazines played a vital role in assembling and preserving a common set of 

narratives, tropes and terminologies. The role of reprints in constructing an early sense 

of genre has been discussed in the previous chapter. This, along with the reprints of 

stories within the monthly magazines and special collections, built a canon of shared 

knowledge. The cyclical nature of the magazines – reprints, serials, and letters with 

their publication lag in their references to earlier editions and ongoing debates – 

encouraged a pattern of readership that referred back into the genre’s past. Entry into 

the science fiction fan community, as mediated by the pulp magazines, required 

engagement with these reading practices. Also, editorial addresses to readers, and 

appeals by fans in letters columns, interpolated these readers: they encouraged a 

transition from individual responses to science fiction texts to situating readership 

within a collective model, to transfer identification from individual memory to generic 

memory. The combination of stories, quizzes and printed reader letters demonstrates 

the ability of pulp science fiction magazines to construct and expand texts beyond a 

singular site of publication. The intersection between the interest in memory in Stone’s 

                                                
41 Walter Benjamin, ‘The Work of Art in the Age of Mechanical Reproduction’, in Hannah Arendt 
(ed.) Illuminations, trans. Harry Zohn (London: Fontana, 1973), p. 223. 
42 Merrick, '"We was cross-dressing 'afore you were born!"’. 
43 Looking at the magazines as part of an archival collection may play a role in creating this 
impression of the pulp magazines as a central and coherent element of the community; 
nonetheless, the creation of collections and amateur archives was a feature of science fiction 
fandom from early on. Indeed, the Ronald E. Graham collection was a private fan collection 
before being bequeathed to the University of Sydney. 
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story and the comments in letters from the readers show the shared construction of 

cultural memories. 

The science fiction magazines thus functioned as a material site in which 

generic memory – which encompasses fictions and social activities – was 

(re)produced. The form of the magazine has significance for this analysis: I am not 

discussing a singular site, but a material form that, through mechanical reproduction, 

was available, identical in content, but separate in specific physical manifestation. The 

spaces of generic memory, therefore, are both imagined and ‘real’. Alongside the 

magazine itself as a site of considerable investment (witness intense debates over art, 

format changes, even debates over trimmed or untrimmed edges), fictive spaces, 

particularly interplanetary spaces, amassed a detailed collective depiction. The shift 

from stories set primarily on Earth to those on an interplanetary scale – as space opera 

and interplanetary romance became prevalent modes of science fiction – was not 

simply a response to the disappearing white spaces on the map discussed in earlier 

chapters, a simple relocation of the imperial and American frontier into outer space. 

Engaging with the contested terrain of planetary science, as new observational and 

measuring techniques increased knowledge of the solar system and beyond, science 

fiction produced palimpsest visions of these interplanetary spaces that meshed with 

earlier practices of spatiality in lost race fiction. 

Moving to an interplanetary scale, science fiction was ahead of rocket 

technology and the science of space travel. Nonetheless, it developed a repertoire of 

tropes identified with the different planets and a range of accounts of Earth’s 

participation in interplanetary travel before recorded history. Stories of Earth’s science 

fictional pre-history can be characterised as a form of imagined public memory, similar 

to the development of accounts of pre-history imagined through scientific narrative and 

sites such as the evolutionary museums at the turn of the century. Bill Schwarz notes 

that  

[m]emory, undoubtedly, disrupts any uni-directional movement from past 

to present to future. In memory, past and present are compressed, such 
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that the past itself remains peculiarly resistant to transcendence in the 

present. This requires us to think in terms not only of speed, but of 

direction – or better, in terms of the realms or locations of memory.44  

Schwarz links these spatial metaphors to early twentieth-century modernism, and the 

convergence of space and time in thought. Perceptions of spacetime as a conjoined 

entity drew on both innovations in physics and on the nineteenth-century spatialisation 

of history discussed earlier in chapter two. Despite innovations in astrological 

observations and in theoretical physics, outer space remained largely opaque and 

unknowable to the general public. Overwriting this opacity with familiar spatial patterns 

from the lost race story, as Stone does in ‘Rape of the Solar System’, offered a way of 

managing the unknowable. Furthermore, lost race stories can shift the representation 

of interplanetary space from the immense scale of astrophysical history to the more 

approachable, humanised mode of memory.  

Filling interplanetary space with gendered narratives of heroic exploration and 

discovery, as in ‘Rape of the Solar System’, potentially replicates the sexualised, 

patriarchal construction of space discussed in chapter two. Feminist critics have noted 

the exclusion of women from these interplanetary spaces in the early pulp fictions, or 

their inclusion only in highly traditional roles.45 Nonetheless, when writing and rewriting 

space in pulp science fiction, women writers engaged with the communal production of 

maps of new, outer spaces informed by experiences of lived space. Though potentially 

worlds apart from the constructions of the domestic geographies of everyday life 

described in chapter two, women’s participation in pulp science fiction suggests that 

the expanding range of imagined space and time, enabled by lived experiences of 

modernity, was still firmly grounded and situated in the gendered, embodied and local 

present. The transition from Earth to an interplanetary scale not only mirrored 

increased investigation, knowledge of and interest in the wider universe, it also allows 

the application of the spatial strategies, and the mapping of self and otherness, 

developed in the earlier lost race stories to play out on a larger scale. Against the 

                                                
44 Schwarz, ‘''Already the Past"', pp. 141-142. 
45 See, for example, Joanna Russ, ‘The Image of Women in Science Fiction’, Vertex 1.6 (1974).  
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intellectual background of a pluralistic universe, and the science fictional interest in 

imagining other forms of sentience and civilisation, lost race stories asserted the 

continued relevance of the known and the familiar. This emphasis on familiarity, on the 

reassurance of the past, suggests the importance of nostalgia as a characteristic of lost 

race stories. 

Constructing Nostalgia in ‘Once in a Thousand Years’ 

Nostalgia is commonly ascribed negative connotations: conservative, uncritical and 

reactionary. Originally identified as a medical disorder created by reminders of a lost 

home in displaced people, by the mid-nineteenth century it was associated more 

generally with absence and abstract loss: ‘nostalgia became an incurable state of 

mind, a signifier of ‘absence’ and ‘loss’ that could in effect never be made ‘presence’ 

and ‘gain’ except through memory and the creativity of reconstruction’.46 Lynne Huffer 

points out that memory and loss are implicated in the construction of nostalgia, that 

‘[n]ostalgia requires memory’: ‘[w]ithout the detour of memory … a structure of loss 

cannot be nostalgic’.47 Furthermore, a return to the origin is impossible: the attempt is 

‘a nostalgic return to an inaccessible origin’, with memory itself standing in for the origin 

and that memory altered through nostalgia.48 Nostalgia is thus at a double remove from 

its origin, and always bound up with memory. 

Huffer acknowledges some feminist theory that has reclaimed a positive role for 

nostalgia – as a political act of re-remembering that can contest patriarchal nostalgia 

by substituting feminist myths of origin – but she also points out that  

the structure underlying nostalgic thinking reinforces a conservative 

social system. Because nostalgia requires the construction of a blank 

space, a lost origin to be rediscovered and claimed, it necessarily 

                                                
46 Marianne Hirsch and Leo Spitzer, ''We would never have come without you': Generations of 
Nostalgia', in Katharine Hodgkin and Susannah Radstone (eds), Contested Pasts: The Politics 
of Memory, (London and New York: Routledge, 2003), p. 82. 
47 Lynne Huffer, Maternal Pasts, Feminist Futures: Nostalgia, Ethics, and the Question of 
Difference, (Stanford: Stanford University Press, 1998), p. 43. 
48 Huffer, Maternal Pasts, Feminist Futures, p. 43. 
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produces a dynamic of inequality in the opposition between a desiring 

subject and an invisible other.49  

This ‘blank space’, in Huffer’s account, supersedes a more nuanced understanding of 

the historical circumstances, precluding a dialogue or critical engagement with the 

past. Thus, even for Huffer, a nostalgic critique of the present is limiting, in that ‘an 

immutable lost past functions as a blueprint for the future, cutting off any possibility for 

uncertainty, difference or fundamental change,’ statically reproducing the status quo.50 

However, the fact that nostalgia is always a construction, always subjective and (by the 

terms of the original definition) always embodied, means that it cannot be understood 

solely as a conservative master narrative. 

Indeed, Hirsch and Spitzer argue that nostalgia can provide a critical 

perspective, a ‘resistant relationship to the present’ where recognition of the gaps 

between nostalgia and contemporary reality can generate calls for change.51 Hirsch 

and Spitzer’s model relies on a more reflexive engagement with nostalgia, a continual 

re-examination of its place in dialogue with the current world, a model applicable to 

speculative texts including science fiction. Nostalgia, from this position, is a counter-

narrative to the contemporary world that can mobilise awareness of the shortcomings 

of the present. This model of nostalgia as a resistant relationship to the present 

suggests a further avenue for analysing this mode of constructing the past. If memory 

is understood as constructed and discursive, then nostalgia can be seen as a 

deliberate misreading or resistant reading of conventional realism or the possibility of 

objective knowledge in the depiction of the past. This does not automatically imply any 

progressive motivation to this resistant reading. Rather, to nostalgically misread the 

past asserts subjective knowledge, a localised and, in the original sense of the term, 

embodied enactment of a particular relationship to the past; a chosen tactic rather than 

an unthinking reproduction. 

                                                
49 Huffer, Maternal Pasts, Feminist Futures, p. 19. 
50 Huffer, Maternal Pasts, Feminist Futures, p. 19. 
51 Hirsch and Spitzer, ''We would never have come without you”', p. 83. 
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 Despite the debate surrounding the politics of nostalgia, the deployment of 

nostalgia remains a telling signal of the uses that the past is put to in the present: 

nostalgia as a mode innately presupposes a discontinuity between the past and the 

present that is characterised by loss. Science fiction, with its claims to ‘prophetic vision’ 

and generic investment in the future, has a complex relationship with nostalgia: it will 

often rely on the reification of some aspects of the past while explicitly thinking through 

some aspect of change. The static aspect contrasts, and thus highlights, elements of 

change. This tactic can be problematic: constructions of gender, in particular, 

replicated traditional patriarchal assumptions and by doing so, failed to fully engage 

with the social aspects of scientific and technological change. The presence of 

nostalgia as a mode in science fiction alerts us to the presence of traces from the past, 

and more importantly, the degree to which this past is cherished. Put another way, 

nostalgia would have no value if the past was only viewed negatively, as something to 

be transcended: to have nostalgia as a feature of science fiction writing attests that the 

genre remains invested in the past as well as the future. 

The presence of nostalgia in science fiction also influences conceptions of the 

distinction between science fiction and fantasy. The discussion of ‘weird-scientific’ as a 

category in the previous chapter showed that this distinction was being actively 

constructed and debated in the pulp magazines, and that there was recognition of the 

commonalities between the two genres as well as a sense of fundamental difference. 

Nostalgia has been identified in critical literature primarily with fantasy rather than 

science fiction. At the extreme, fantasy is characterised as purely nostalgic, where 

what is meant by nostalgia is an idealised, uncritical reproduction of romanticised 

historical moments in narrative form whose drive is a resistance to change. This 

argument relies on an oversimplification of the fantasy genre and an understanding of 

nostalgia as innately conservative. It has been contested by critics who have pointed 

out fantasy’s estranged engagement with the present and the more complex 
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counternarratives of the past that fantasy can produce.52 An overemphasis on fantasy’s 

characterisation by nostalgia complements science fiction’s supposed implicit futuricity 

to binarise the two genres. Recognising both the complex functions of nostalgia in 

fantasy and science fiction’s deployment of the past allows a more nuanced 

consideration of the relationship between the genres. The interchanges between 

science fiction and fantasy in Weird Tales demonstrates how both genres deployed 

images of the past. 

  Access to the past, be it through some form of uncanny arrival, the survival of 

relics, or mystical return, was a common feature of Weird Tales. In that sense, 

Middleton’s ‘Once in a Thousand Years’ is not dissimilar to other stories published in 

the magazine, with examples already discussed in the previous chapter. The re-

emergence of the past in these stories, often in the form of an uncanny intrusion on the 

present provoked by scientific meddling with items or sites that cannot be 

encompassed within objectively logical frameworks, becomes a contestation of that 

framework. Schwartz notes that memory troubles external time through the assertion of 

interior time:  

Memory, subjective and interior times, the lived forms of external 

histories: all incessantly intrude on objective time … This signals the 

‘deep’ disturbance which memory brings to traditional or structural 

theories of temporality.53  

Disturbance, a key characteristic of Weird Tales, allows the marginal tales in the 

‘weird-scientific’ category to resister problems with historical and scientific modes of 

temporality in ways that science fiction texts, because of their generic allegiances, may 

be unable to do. This does not mean that science fiction texts fail to critically engage 

with these frameworks, rather, that one of the distinguishing qualities between science 

fiction and non science fiction texts are the terms on which this critique is conducted, 

as shown, for example, in ‘Once in a Thousand Years’. 

                                                
52 Chantal Bourgault du Coudray, The Curse of the Werewolf: Fantasy, Horror and the Beast 
Within, (London and New York: I.B. Tauris, 2006), p.137. 
53 Schwarz, ''Already the Past"', p. 141. 



Four                                          Writing Memory: Narrative, Nostalgia and Generic Memory  

 179 

‘Once in a Thousand Years’, by Frances Bragg Middleton, was published in 

Weird Tales, in August 1935, featuring the lost island of Atlantis as the home of the lost 

race. Narrated in the first person, the story is centred around Shane O’Farrell, friend of 

the narrator, who is swept away on an ebb-tide one night, disappearing to return three 

years later. This ebb-tide is a once-in-a-thousand-year phenomenon, carrying those 

people alerted to its timing by inherited memories of Atlantis, and is the only way to 

reach the island. However, O’Farrell does not share these memories, and is rather 

caught in the tide by accident. Also caught up in the ebb-tide are lemmings, who 

originated on Atlantis and are driven by their inherited memories to jump off cliffs in 

hope of catching the tide. O’Farrell’s rescue of drowning lemmings gives him initial 

credibility as an Atlantean descendant, and with the help of Diana, a young woman, he 

attempts to pass as one of the Atlanteans. Nonetheless, his ignorance is eventually 

revealed and he must leave Atlantis to return to the contemporary world.  

The style of the piece is self-consciously literary, and replete with references to 

classical Greece and other legends of a westward land: ‘All the rippling, gurgling voices 

of a summer sea, all the Circe-scents of jasmine flowers, magnolias, and orange trees 

in bloom’.54 The title of the story is based on a 1930 poem by John Masefield (1878-

1967), British Poet Laureate, called ‘The Lemmings’. The poem suggests that once 

every hundred years the lemmings throw themselves into the ocean in search of a 

‘westward land’, an idyllic place ‘westward of death’. 55 However, in the poem, this land 

is now lost, dooming the poor little lemmings. In Middleton’s story, some of the 

lemmings are rescued, contesting Masefield’s melancholic narrative. But O’Farrell, 

alluding to his experiences, quotes the poem, displacing the loss experienced by the 

lemmings onto himself – exiled from Atlantis. 

Exile and absence suffuse the story: Diana, while remembering Atlantis, ‘cannot 

remember her father’, and her substitute father figure, Colonel Carter, had lost his 

daughter in an air raid while he narrowly escaped being committed to a mental asylum 

                                                
54 Middleton, 'Once in a Thousand Years', p. 204. 
55 John Masefield, ‘The Lemmings’ in Donald Stanford (ed.), John Masefield: Selected Poems, 
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after ‘raving of [his] Atlantean memories … in a French hospital back in 1918’.56 Carter 

implies that many other Atlantean descendants would not have been so lucky. The 

trauma of war assumes an extra dimension in disrupting the hope of Atlantean 

reunification. This representation of the near past as a site of rupture, loss and 

discontinuity is balanced by the promise of wholeness in a distant, idyllic past. 

Nostalgia in this story, while drawing on a conservative idealisation of the past as a 

heteronormative and familial space, serves to partially address contemporary traumas 

at a remove. 

‘Once in a Thousand Years’ raises questions of access to the past, both in a 

literal and metaphorical sense. Access to Atlantis, a society that has remained static 

and isolated from the developing outside world, is impossible except for the once-in-a-

thousand year tidal pull, and even then, access is restricted to a select few. Those 

allowed into Atlantis have ‘inherited memories’ of it: access to the past embodied by 

the unchanging society is authorised by an embodied sign of entitlement – the inherited 

memories. The lemmings, whose compulsion to jump off cliffs is explained in this story 

as an instinctual attempt to return to their original home of Atlantis, also suggest that 

memory is an embodied condition, separate from consciousness. Distinguishing 

between the popular collective memory of Atlantis, manifested in the legends of 

Atlantis, and the inherited individual memories of the Atlantean descendants, ‘Once in 

a Thousand Years’ questions how the past is constructed and comprehended.  Using 

the trope of inherited memory, which was employed in the Shaver Mystery as an 

authorising force that simultaneously validated a narrative of inherent qualities (or 

defects), this story raises questions of belonging and cultural membership. O’Farrell 

may perform as one of the Atlantean descendants, but without the innate knowledge 

provided by the inherited memories of Atlantis, his charade ultimately, and 

unsurprisingly, fails. The knowledge that he lacks is a deep understanding of the 

cultural mores: his historical understanding of Atlantis is inadequate to allow him 

access to the community. 

                                                
56 Middleton, 'Once in a Thousand Years', pp. 217-218. 
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On his return, O’Farrell, haunted by the past and constantly gazing 

retrospectively, recounts a narrative nostalgic for a home to which he has no claim. 

Gillian Beer notes that the act of narration and publication within travel narratives 

reaffirms the traveller’s re-entry into their ‘initial culture’, that ‘[a]fter a spell as alien, the 

narrator is again homely, caught into current society’s processes of exchange and 

affirmation’.57 The exchange embodied by storytelling draws together the narrator and 

reader, constructing a collective identity and memory. O’Farrell’s reluctance and 

hesitation in telling his story thus signals his reluctance to be reintegrated into the 

culture he left behind. Beer further notes that  

backward return is possible only if the place itself is seen as 

unchanging. It merges, therefore, into a dream of nostalgia. The native 

place becomes the past; its recovery gainsays the ineluctable onward 

movement of time.58  

‘Once in a Thousand Years’ struggles with the attribution of nostalgia to two sites: if, as 

Beer suggests, the return home is a capitulation to nostalgia, then O’Farrell’s attempt 

to sustain nostalgia for Atlantis requires a disavowal of his original home. Retelling his 

story allows O’Farrell to reach, through memory, for Atlantis, yet the act of storytelling 

forms a paradoxical ‘backward return’ to his first home that is, for him, past and yet, in 

relation to Atlantis and on a historical scale, future. If nostalgia is taken in its original 

sense as a disorder caused by separation from home, then O’Farrell’s expression of 

nostalgia relies on an appropriation of someone else’s home. Similarly, reader 

engagement relies on their identification with this expression of loss for an imagined 

past and home.  

Responses from readers published in Weird Tales reacted to the nostalgic tone 

of the story with demands for a sequel and return to Atlantis. B. M. Reynolds 

commented:  
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p. 55. 
58 Beer, Open Fields, p. 36.  
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You are to be commended for securing Francis Bragg Middleton. Her 

Once in A Thousand Years was a very unusual and wholly different sort 

of tale, well written and entertaining throughout. Welcome to WEIRD 

TALES, Miss Middleton, and may we hear from you often! Perhaps you 

will devise a way for Shane O’Farrell to return to Atlantis. A sequel 

would be gratefully welcomed.59 

Similarly, Catherine Moore hoped for a sequel: ‘I read the new WT last night and was 

very much impressed with that story Once in a Thousand Years. Is the author a new 

one? I hope she’ll write more’.60 Repetition of a formula was nothing new, for lost race 

stories or science fiction and fantasy more generally, yet much of the pleasure of 

repetition can be found in the address of a knowing audience and in incremental 

variations within that repetition. As yet another tale of Atlantis, ‘Once In A Thousand 

Years’ offers revisitation as a site of pleasure while also as a site of ultimate 

disappointment. For readers inserting themselves into the mode of nostalgia, 

readership becomes figured as a nostalgic act, a reaching back into generic memory. 

Moreover, through the demand for sequels, an attempt is made to replicate that 

memory into the future. 

The nostalgic tone of the story seems to pre-empt the foreclosure necessitated 

by this mode: nostalgia can only function following loss, exile, absence. Yet nostalgia 

offers a method of resistance to closure, a refusal to let go, to forget or accept a new 

way: at an affective level, it can transmute absence into a powerfully imagined 

presence. Thus, characterisations of nostalgia as static or solely retrospective fail to 

acknowledge the complexities of its deployment. Nostalgia speaks to and against the 

present to reveal the constructions that underlie representations and experiences of 

temporality. Fictive nostalgia, and the highlighted role of readership, show that 
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nostalgia is foremost an act of collective imagination. Furthermore, patterns of 

repetition and variation implicit in nostalgia play a vital role in the production of generic 

memory. 

Generic Conversations in ‘Treasure of Ptakuth’ 

Leigh Brackett’s ‘The Treasure of Ptakuth’ explicitly engages with the formulaic aspects 

of the lost race story. Set in ‘the red Martian desert’, the landscape is characterised by 

‘barren hills, low and worn by the press of ages’ in which the hero, the ‘Martian 

adventurer’ Terence Shane, confronts Thaldrek of Ved as he searches for the lost city 

of Ptakuth.61 By 1940, when the story was published, this vision of Mars was long since 

outdated in scientific circles and had become a cliché within science fiction, 

popularised especially by Edgar Rice Burroughs’ John Carter of Mars series. Similarly, 

the Martian Shunni tribesmen and their goddess-queen, Zenda Challoner, daughter of 

the man who first discovered Ptakuth, repeat common lost-race motifs from back to the 

nineteenth century. Nonetheless, Brackett transmutes these commonplace elements in 

a clever and knowing recycling of the lost race story on Mars. It takes up the traditional 

lost race formula through these motifs, but also relies on reader competency developed 

in previous ‘Mars’ stories, particularly those by Edgar Rice Burroughs. In this sense, 

‘The Treasure of Ptakuth’ enacts a generic conversation in which an implied 

interchange with the audience is as vital as a direct intertextuality. 

Leigh Brackett is primarily known as a writer of space opera stories, of which 

‘Treasure of Ptakuth’ is an early example, though she later made a transition across 

media to write screenplays for Hollywood.62 She was actively involved in the science 

fiction community, married to Edmund Hamilton, himself known for writing space opera, 

she also collaborated with Ray Bradbury, and had read and admired the work of 

Burroughs from a young age.63 The timing of Brackett’s entry into science fiction, at a 

point where there was an established pattern of story types and tropes and when 
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Four                                          Writing Memory: Narrative, Nostalgia and Generic Memory  
 

 184 

Astounding Stories had moved to ‘thought variant’ and an emphasis on more overtly 

sophisticated reworking of these patterns, also suggests that her work functions as a 

critical and reflective re-engagement with materials already in circulation. 

‘Treasure of Ptakuth’ is immediately framed in the opening paragraphs of the 

story as an adventure with archaeological justifications: 

There were legends of Ptakuth on Mars as there were legends of 

Atlantis on Earth, and the gray-bearded men of the Martian 

Archeological Foundation had paid adventurer Terry Shane a goodly 

sum to find it for them.64 

The activities of archaeologists had helped provide the impetus for the late nineteenth- 

and early twentieth-century lost race stories. Similarly, archaeological expertise 

continued to provide narrative authority for lost race stories in the pulp magazines, as 

shown in the editorial comments framing A. Hyatt Verrill’s pieces in Amazing. In 

‘Ptakuth’ Terry Shane’s heroic qualities are confirmed by his status as a legitimate 

scientist and archaeologist, in opposition to Thaldrek of Ved, his treasure-hunting 

opponent. Depicting Mars as a site of archaeological activity implies that it is an 

ancient, living world, in which civilisations have risen and fallen over a long period of 

time. Thus, the archaeological framing acted to legitimise a depiction of Mars that was 

fiercely debated in contemporary astrology.  

The scientific justification for intelligent life on Mars drew on the work of 

astronomer and scientific populariser Percival Lowell.65 Lowell, himself drawing on the 

earlier work of Giovanni Schiaparelli, argued that canals could be seen covering the 

surface of Mars: these artificial constructions indicated an advanced civilisation altering 

the desert environment of their planet to create green areas of vegetation.66 Lowell’s 

ideas were therefore imbricated with the rapidly developing, and relatively contentious, 

fields of planetary science and planetary biology. During the first half of the twentieth 

                                                
64 Brackett, 'The Treasure of Ptakuth', p. 72. 
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century, new or improving technologies, such as telescopes, photography, photometry 

and spectroscopy, meant that the state of knowledge was swiftly evolving.67 Despite a 

widespread scientific consensus, by the 1920s, on the absence of a geometrical 

network of artificially constructed canals and of a sentient civilisation that could have 

produced them, the ‘persistent ambiguity’ about the significance of features in the 

Martian landscape remained.68 

While scientific debate moved on to the presence of vegetative life on Mars, 

belief in Martians remained strong in popular culture, as evidenced by Orson Welles’ 

broadcast of ‘War of the Worlds’, and the panicked reaction of the public in October 

1938.69 In particular, the image of Mars created by Edgar Rice Burroughs, as an 

ancient desert land inhabited by barbarian tribes and high-tech city-states, dominated 

the popular imagination:  

Burroughs’ vision of Mars has lasted almost as long as Dickens’ vision 

of London. The place has become a character. It is so pervasive it has 

continued through the work of Leigh Brackett, Ray Bradbury, and P.K. 

Dick … Burroughs’ Mars, all scientific and historical evidence aside, is 

Mars.70 

Brackett was evidently placing herself within this tradition: even the name ‘Ptakuth’ is 

reminiscient of ‘Ptarth’, a Martian city-state in Borroughs’ Thuvia, Maid of Mars (1920). 

A response by one reader suggests an awareness of the palimpsest nature of Mars, as 

well as the potential gaps between imagination and reality: “The Treasures of Ptakuth’ 

was a better-than-average tale and gets a B rating. Mars is going to have a hard time 

living up to the expectations of science-fiction fans’.71 This comment shows the ongoing 

popularity of the image of Mars shown in ‘Treasure’ and confirms Larbalestier’s 

analysis that fandom reflexivity occurred very early on.72 
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The persistence of Lowell’s (and Burroughs’s) version of Mars not only reflects 

the innate intertextuality of generic conventions, but also relies upon an accumulation 

of knowledge from Lowell’s popularising through Burroughs to subsequent authors, 

including Brackett. Within the story itself, passing references to other planets show that 

Brackett expects readers to be able to fill in the gaps through their familiarity with 

conventions in the genre about these worlds and their fictional environments. Within 

the limited boundaries of the short story form, Brackett uses expectations and reader 

knowledge built by earlier space operas, leaving gaps that the experienced reader can 

interpret. The single reference to the Martian Archeological Foundation, for example, 

harks back to both nineteenth-century lost race stories and the authority established 

within earlier pulp science fiction by the discipline of archaeology. Casual references to 

Venusian people imply a space-opera universe, with a fully populated solar system and 

easy interplanetary travel. This is generic memory in action: a process that includes 

author, reader and texts. 

Yet ‘Treasure of Ptackuth’ also stands at the turning point of representations of 

Mars. For all that the story 

presents a version of Mars 

sanctioned by decades of science 

fictional representation, the 

dissonance between textual and 

pictorial representation points to 

changing conceptions of Mars. 

The picture by Hubert Rogers 

accompanying the story, drawn in 

1939, depicts Shane, Thaldrek 

and Zenda in space suits, 

including helmets and what might 

be oxygen tanks [Figure 5].  

 FIGURE 5. Astounding Science-
Fiction 25.2 (April 1940), p. 73. 
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However, the text makes it clear that the Martian atmosphere is compatible with human 

life, and that no such apparatus needs to be worn. While, like the cover image for 

‘Rape of the Solar System’, this dissonance could be the result of poor quality 

production processes, its presence within the printed story, subtitled to match the 

appropriate scene results in a double-take for the reader – a reminder both of the 

provisional state of knowledge in interplanetary science and of the gap between 

science fiction conventions and that knowledge. The lag in fully adopting contemporary 

scientific knowledge is best understood not as ignorance – wilful or not – but as 

resistance created through the weight of generic memory, with the traditions and 

continuity of practice that term implies. 

Clearly signalling its intentions, and expecting the reader to follow, this story 

observes all the conventions of the lost race story as it developed in the late nineteenth 

century, except that the lost race itself is absent. In its place – and in the place of the 

usual treasure haul – is a machine that creates immortality through radiation. Ptakuth is 

uninhabited, its civilisation destroyed by the effects of the ‘cyclotron’, ‘the price that 

Ptakuth paid’ for immortality. Exposure to the radiation field generated by the machine 

interacts with the human body to enhance immunity and general vitality. Five minutes 

of exposure gives virtual immortality – the fate of Harold Challoner, Zenda’s father – 

and six, death. Even immortality proves to be a mixed blessing: Challoner killed himself 

after being unable to sleep for ten years. Though the lost race itself is absent, its 

mystical/technological qualities are reduced to and replaced by the machine. Brackett’s 

story demonstrates the degree to which the lost race story had become integrated 

within the science fiction genre. The replacement of a society with a machine signals 

the preoccupation with the outward and visible signs of technological achievement in 

this period of science fiction.  

While the lost race stories in many ways looked to the past, they were taking 

place in a society increasingly marked by technological innovation. As Cecelia Tichi 

summarises, ‘technology was … pervasive in American life. It impinged on 
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consciousness everywhere in the home and on the street’.73 Yet, as this pervasive 

presence insinuated itself into daily life, the rapid pace of technological change created 

a ‘culture of discontinuities’, propelling a sense of social and temporal change. In what 

Brooks Landon labels a ‘[t]echnologically infatuated environment’, science fiction reified 

the ‘symbols of progress and efficiency in the material world’.74 Andrew Ross argues 

for a consideration of ‘the national cults of science, engineering, and invention’ and ‘the 

often radical technocratic philosophy of futuristic progress in the thirties’ as influences 

on pulp science fiction.75 Beyond the subject matter of scientists and gadgets, science 

fiction marked the impact of this technoscientific environment, both as it constructed a 

definition of genre that valorised scientific accuracy and a method of storytelling that 

foregrounded its informative nature. As Tichi notes: ‘[t]he machine-age text … 

demonstrates that a technological revolution is a revolution not only of science and 

technology but of language, of fiction’.76 Science fiction texts in the pulp period, with 

their insistent interest in the process of communicating science as well as embodying 

it, thus exemplify the ‘machine-age text’. 

Westfahl argues that pulp science fiction should not be read as an unthinking 

endorsement of contemporary science and technology; that Gernsback’s formulations 

of the genre acted in part as ‘a severe criticism of [the scientific] community and an 

attempt to significantly reform it’ as well as supporting it.77 These criticisms, implicit 

though they may have been, address the enclosed nature of the scientific community, 

its failure to communicate with the broader community, and unwillingness to accept 

new ideas.78 While science fiction may have offered a critical voice sitting in parallel 

with mainstream science, science fiction writers could also utilise the vision of utopian 

technological progress to critique social problems. Similarly, other forms of writing held 

an ambivalent relationship to science and technology. Lisa Steinman suggests that 

                                                
73 Tichi, Shifting Gears, p. 17. 
74 Landon, Science Fiction After 1900, p. 43. 
75 Andrew Ross, Strange Weather: Culture, Science and Technology in the Age of Limits, 
(London and New York: Verso, 1991), p. 103. 
76 Tichi, Shifting Gears, p. 16. 
77 Westfahl, The Mechanics of Wonder, p. 56. 
78 Westfahl, The Mechanics of Wonder, p. 56. 
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American modernist poetry attempted to adopt and exploit the prestige and popularity 

of the sciences, while registering concern about the social effects of science and 

technology. Thus, it borrowed the discourse of science and technology in order to 

legitimise modernism’s cultural presence, but also as part of its practice, as an 

aesthetic strategy.79 The boundaries between high modernism, mass culture, and 

middlebrow modernism have been increasingly blurred in recent critical scholarship, 

and Steinman’s characterisation of modernist poetry can also be applied to science 

fiction in this period. Locating science fiction in this way works against an isolated view 

of science fiction. Science fiction authors and readers would have been familiar with 

other genres, and they must have been influenced by broader cultural trends in the arts 

as well as sciences. 

While lost race stories are often seen – by science fiction critics at least – as 

anachronistic returns to the past, lacking a scientific ‘novum’ or interest in technology, I 

argue that in this period, lost race stories participated in a complex dialogue about the 

technological future. By imagining past societies with a high level of technological and 

scientific sophistication – startlingly immediate in their knowledge and skills, and in 

their co-existence with the contemporary world – science fiction writers and readers 

constructed a sense of the technological future that did not rely on a narrative of 

progress or posit a shift into the unknown. Rather, scientific and technological 

advances reclaimed the past and created continuities that, while represented 

negatively at times, could also offer a more utopian account of the social 

consequences of technological change. Lost race stories in pulp science fiction 

provided narratives of origin that could situate humanity on an interplanetary scale, 

while still framing the infinite space of the universe through familiar territorial strategies 

developed in imperial fiction discussed in chapter two. The stories also placed 

contemporary civilisation on a continuum of technological development that in some 

ways contested linear narratives of progress, as the unstable present created a 

                                                
79 Lisa Steinman, Made In America: Science, Technology and American Modernist Poets, (New 
Haven: Yale University Press, 1987), pp. 2-4. 
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technological past to validate a future seemingly characterised by technological 

change.  

Moving between immortality and death, the ‘cyclotron’ and its radiation in 

‘Treasure of Ptakuth’ reveals a problematic relationship to the body mediated by 

technology. Tim Armstrong describes modernist depictions of the body using 

technoscientific discourse as a ‘complex of different biomechanical systems, conceived 

in thermodynamic terms’ subject to ‘external regimes’ and medical interventions. 

Accordingly, the living body, through the nineteenth century, changed from being 

regarded as an occluded and bounded space to become a site that could be 

penetrated surgically and technologically.80 The cyclotron’s promise of immortality 

relies on an understanding of the body as both penetrable and unfixed; to become 

immortal, the body is altered by exposure to the machine and saturation of the 

radiation that it produces. The story contains an ambivalent representation of 

embodiment – the promise of transcending the limits of the body is seductive, yet the 

destructive cost of that transcendence warns against valorising the loss of mortal 

embodiment.  

The terms on which embodiment is represented are, nonetheless, disturbing. 

While Shane’s physicality is consistently foregrounded in the text, the equation of 

masculinity with sheer muscular strength is restrictive. Furthermore, this particular 

version of masculinity is marked by ethnicity, manifested in Shane’s Irish brogue. As an 

alternative to embodied masculinity, Thaldrek’s presence in the conclusion of the story 

is mediated through Zenda’s body. The final explanation of the workings of the 

machine, of Ptakuth’s fate, and Thaldrek’s final actions comes through Zenda, in a 

post-hypnotic command requiring her to relay Thaldrek’s words. This overwriting of 

consciousness is troubling, mostly because it makes overt the function of women 

                                                
80 Tim Armstrong, Modernism, Technology and the Body: A Cultural Study, (Cambridge: 
Cambridge University Press, 1998), p. 2. The development of anesthesia enabled surgery to 
become more common, while technological developments such as X-rays provided other 
methods for visually penetrating the interior of the body. 
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characters in lost race stories as blank objects to be over-written. The destruction of 

the city and the cyclotron leaves only discursive traces and memory. 

‘Treasure of Ptakuth’ not only shows generic memory at work through the reuse 

of familiar tropes and the appeal to an implied, knowledgeable audience, but also in the 

concluding return to memory as the vehicle for narrative. The spectacle of technology, 

itself replacing the exotic spectacle of the lost race, is replaced by a ventriloquised 

memory. The space of the story – the Martian desert – attests to the power of generic 

memory, superseding contemporary scientific knowledge with the stubborn hold of the 

collective imagining of generic history. The expansion of the lost race story from Earth 

to a wider universe did not imply a disconnection from Earth’s pasts.    

 
 

As outer space became fictively filled with the constructions of the pulp 

magazine science fiction stories, lost race stories played a particular role. What the lost 

race story framework provided for the expansion of science fiction beyond Earth was a 

framework of historical commonality, that the (re)discovered societies were connected 

to Earth not just through the act of discovery but through a shared heritage that could 

be understood in terms of race, evolution, and – ultimately – biological kinship. Yet the 

historical aspect of the commonality is also important, showing that Earth and other 

societies can be placed together within a historical meta-narrative, and this is what the 

lost race formula particularly provides.  

The themes of modernity and science, history and memory, laced through 

these stories show that science fiction’s often-stated preoccupation with the future was 

underpinned by a complex relationship to and reconstruction of the past. The use of 

nostalgia within science fiction is not necessarily a signal of conservatism: within the 

imagined pasts of the lost race story, nostalgia can be used as a utopian tool for 

critiquing the contemporary world. Nostalgia and memory thus function as narrative 

tools to engage the audience affectively, and therefore they are an effective 

complement to the extended reach of the known past enabled by scientific tools rather 

than historical records. They similarly help to humanise and familiarise interplanetary 
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space. The strength of lost race stories was their ability to depict scientific development 

at a social as well as an individual level. 

Lost race stories in the early pulp magazines reveal the ongoing dialogues 

around generic boundaries, concerns and styles. Lost race stories in the pulp 

magazines were engaged in refashioning the past in response to visions of the future 

and the needs of the present. In the process, they show that genres are themselves 

constituted through these temporal relationships. The collective construction of 

memory in the science fiction pulps encompassed texts, production and audience. 

‘Generic memory’ thus influenced generic identity and generic practice. 

The following chapters will look at the reuse and rewriting of the lost race story 

from the 1960s onward: as a site of explicit feminist debate, as a tool in the 

development of complex universes and histories, and as an avenue for revisiting the 

history of the genre. Though Attebery concludes that ‘[b]y the 1960s, the era of 

magazine sf was coming to an end; that is, the field could no longer be characterized 

primarily in terms of its periodicals’,81 the later lost race stories demonstrate the 

continued evolution of this trope begun in the pulp years. Informed by generic memory, 

women writers of lost race stories in the later half of the twentieth century 

demonstrated the range of uses to which the lost race story could still be put.  

 
 
 

 
 
 
 
 

                                                
81 Attebery, ‘The Magazine Era: 1926-1960’, p. 46. 



Chapter Five 
Writing Onwards: Replication, Challenge and 

Progression 

This chapter examines the persistence of the lost race story in the later half of the 

twentieth century. Though altered, hybridised or challenged, the lost race story has 

continued to actively inform science fiction as a genre. This persistence indicates the 

long span of science fiction’s generic memory: it also shows the active presence of re-

invention within the genre, as old tropes are remade and renewed in changing 

contexts. This chapter is the story of how the lost race story made it into the twenty-first 

century: it is therefore also the story of how one of the tropes of science fiction was 

played out by different authors in the face of the debates, divisions and trends that 

shaped the genre in that period. While the lost race story fails to form a recognisable 

category during this period, in the sense that stories containing the trope would be 

primarily classified by its presence, it continues to operate as a useful tool. The ways 

that lost race tropes continue to be deployed are telling because they show how the 

genre negotiates its relationship to its past. 

The primary focus of this chapter is the implications of the structural shift of 

science fiction from shorter formats in the magazines to longer novels and series, as 

the book became the baseline for publication. This expansion in textual space, I will 

argue, is matched by an expansion in the level of detail in the construction of the 

worlds imagined and depicted in these texts. The shorthand of the pulp stories is 

replaced by depictions of the minute – the everyday and the domestic. By 

foregrounding domesticity, these texts also explore the challenges of locating home. 

Struggling towards a definition of home is a shared characteristic of the texts examined 

in this chapter at a textual and generic level. The inclusion of these considerations of 

the domestic and defining home links into debates about feminist science fiction and 

the subject matter of science fiction. And just as the characters struggle to find homes, 

the writers too have problems in locating themselves in a generic home. In constructing 
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claims to home by renegotiating the boundaries of science fiction, writers hybridise 

generic conventions and contest the underlying assumptions of science fiction. 

Accounting for these renegotiations – which encompass structure and subject matter – 

requires attention to the evolving roles of both authorship and readership in creating a 

sense of generic home.   

Lost race stories in the post-pulp period continued the trajectory towards being 

interplanetary. Speculation about the unexplored or unknown areas of Earth was 

obviously unsustainable, but the influence of planetary romance and space opera 

remained. Lost colony stories, involving ships crash-landing or (accidentally or 

otherwise) leaving people behind on planets they were not meant be on, and 

subsequently losing contact with the rest of the interplanetary civilisation, were a 

common form for lost race stories at the time. The need to explain how a human 

settlement on each planet comes about often puts the focus on the processes of terra-

forming and planetary colonisation as well as moments of re-contact and integration. 

Two modes of explanation are generally offered for the presences of lost race humans 

waiting to be rediscovered: lost race as the product of interplanetary colonialism from 

earth – separated from the rest by accident or alterations to the fabric of space – or lost 

race as a separate but similar humanoid evolutionary product. The first category could 

also encompass the rarer reversals where Earth is the lost colony. These models 

emerged in the pulp period, in the move from planetary to interplanetary scale, and 

often have an explicitly colonialist project, which may have been disrupted or diverted 

to produce the loss leading to the lost race.  

While the lost race story had a consistent and central place in science fiction 

during the pulp period, it now became more diffuse in its presence. In this diffusion the 

lost race story followed a wider trend in the genre, which was now fragmented by 

movements such as the New Wave, feminist science fiction, and cyberpunk, and 

divided across media. Science fiction film, television and graphic novels established 

significant followings and independent traditions and canons. While any novelty value 

the lost race story had retained in the pulp period had been drained away, the solid 
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place this trope now occupied within the generic memory allowed writers to re-use it, in 

ways I suggest can be organised under three headings: replication, challenge, or 

progression. The texts that I examine in this and the following chapter demonstrate 

these divisions of approaches to the lost race story in the post-pulp period. In 

particular, I will analyse Marion Zimmer Bradley’s Darkover series (1962-1989), Joanna 

Russ’s We Who Are About To… (1977), Lois McMaster Bujold’s Vorkosigan series 

(1986-2002), and Nicola Griffith’s Ammonite (1993). Given the diffusion of the genre, 

this chapter does not attempt to offer a coherent history of science fiction in this period, 

or an encyclopaedic survey of all the appearances of lost races: rather, it attempts to 

map out the structural potential of the lost race story in the continuing evolution of the 

genre, and its role in the continued, gendered negotiation of that genre’s boundaries. 

All these authors share an engagement with the impact of feminism on science 

fiction, be it overtly or implicitly, in agreement or disagreement. It is therefore useful to 

consider how their work has been received in feminist science fiction scholarship and 

represented in depictions of the complex history of feminism and science fiction. 

Brooks Landon argues that  

one of the most significant developments in twentieth-century SF has 

been the appearance of writers and writing that insist on turning the lens 

of change on SF itself, on its confidence in a knowable and objective 

reality, and on its ostensible confidence in the immutability of gender 

relations. This ‘countertradition’ has become stronger as the century has 

progressed.1  

The history of women writing science fiction, feminist science fiction and feminist 

critiques of the genre – overlapping fields that do not correspond exactly – has 

developed within academia in the past decades.2 Nonetheless, I argue that the use of 

lost race tropes by Bradley, Russ, Griffith and Bujold does play a role in these 

constructions of their work in regards to the feminist science fiction canon. Within this 
                                                
1 Landon, Science Fiction After 1900, p. 110. 
2 For overviews of this development, see Robin Roberts, "'It's Still Feminist Science Fiction: 
Strategies of Feminist Science Fiction Criticism", Extrapolation 36:3 (1995); and Helen Merrick, 
'"Fantastic Dialogues": Critical Stories about Feminism and Science Fiction', in Andy Sawyer 
and David Seed (eds), Speaking Science Fiction: Dialogues and Interpretations, (Liverpool: 
Liverpool University Press, 2000). 
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field of scholarship, some of the authors discussed here, such as Griffith and 

particularly Russ, are accorded central and iconic status, while Bradley and Bujold are 

given less attention.3  Russ, as a writer of both feminist literary criticism and feminist 

science fiction, and as a key figure in debates around gender and science fiction in the 

1960s and 1970s, is easily incorporated into narratives both of feminist interventions 

within the genre and of the successful utilisation of science fiction as a space to 

explore feminist ideas. Similarly, Griffith’s work engages with and extends central 

tropes in feminist science fiction, such as embodiment, separatist cultures and strong 

female protagonists, enabling it to be clearly placed in relation to pre-existing feminist 

fiction and scholarship. The use of lost race story elements by these authors appears 

not to overshadow these readings of their work. However, the use of formulaic science 

fiction tropes such as the lost race story by Bujold and Bradley, appealing to a broad, 

popular audience and lacking a consciously critical edge informed by feminist theory, 

made them less amenable to incorporation into constructions of feminist science fiction 

as a radical break from the mainstream of the genre.4 Nonetheless, this critical gap has 

begun to be redressed in more recent scholarship, in part through emphasis on the 

continuity and variety of women’s engagements with science fiction.  

The authors studied in this chapter exemplify the claim that women’s 

participation in 1970s feminist science fiction was grounded in previous participation in 

the genre. Their experiences show that it can be useful to think about a relationship 

between women writers in the pulps and women’s liberation science fiction writings. 

Early feminist critiques of pulp science fiction depict it as masculinist, even misogynist, 

before feminist interventions.5 Yet, as shown in chapter three, these accounts were 

contested later, with revisions pointing out the presence of women as writers and 
                                                
3 Helen Merrick, '"Fantastic Dialogues"’, p. 54. 
4 James points out that, with their fantasy trappings, ‘Darkover and [Anne McCaffery’s] Pern 
[series] are not usually treated as part of the rise of women’s sf novels in the 1970s. But they 
were more widely read than many feminist sf novels and are probably responsible for attracting 
more women to sf than anything apart from Star Trek’. James, Science Fiction in the Twentieth 
Century, p. 183. See also Bujold, Lois McMaster and Sylvia Kelso. 'Letterspace: In the Chinks 
Between Published Fiction and Published Criticism' in Merrick, Helen and Tess Williams (eds), 
Women of Other Worlds: Excursions Through Science Fiction and Feminism, Perth: University 
of Western Australia Press, 1999, pp. 392-393. 
5 See especially Russ, ‘Image of Women in SF’, p. 55. 
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readers in the pulps, including a consideration of their treatment of issues of gender. 

Camille Bacon-Smith points out that Russ’s account of ‘onmivorously’ reading science 

fiction as a child in the 1950s, ‘like those of so many women in the science fiction 

community, defies the common perception that women bring to the community a lesser 

history of identification with the genre than men.’6 Bradley was also a prominent fan as 

well as an author, and began publishing in the pulp magazine.7 While Bujold’s entry to 

the genre was somewhat later, she read science fiction, in particular the magazine 

Analog, as a young woman.8  

Similarly, these authors are engaged with – to differing degrees – feminist 

thought and communities, and their work has played an important role in the 

formulation of a feminist science fiction canon. Within the texts, their referencing of 

earlier science fiction texts by women acts to retrospectively confirm a sense of 

continuity and line of development in women’s progressive engagement with the genre. 

As earlier chapters have shown, lost race stories are always inflected by gender, and 

have been used by women authors, including Spence and Gilman, as part of a feminist 

literary politics. Thus, the feminist interventions within science fiction as part of, and 

following, the women’s liberation movement and the resulting reworkings of the lost 

race formula were not unprecedented. This chapter will examine the construction and 

reconstruction of the lost race story in feminist science fiction from the 1960s to the 

1990s, as it reflects various feminist ideas of the possible personal and political 

relationships within narratives of social and technological change.  

In contrast to the short stories discussed in the previous chapters, lost race 

scenarios now frequently formed one element in the elaborate world-building carried 

out in longer novels or series. Marion Zimmer Bradley’s Darkover series moves from 

                                                
6 Camille Bacon-Smith, Science Fiction Culture, (Philadelphia: University of Pennsylvania 
Press, 2000), p. 96. 
7 Larbalestier, The Battle of the Sexes in Science Fiction, 25-29, Helen Merrick, 
'Feminist/Science/Fictions: A Case Study Of Feminist Cultural Production In Critical And 
Popular Communities', PhD thesis, University of Western Australia, pp. 213-214 
8 Michael Levy, 'An Interview with Lois McMaster Bujold', The Kaleidoscope 34 (1997) p. 6: ‘Her 
father, a professor of welding engineering at Ohio State University, and a science fiction fan 
himself, gave her a gift subscription to Analog, the leading magazine in the field, when she was 
just thirteen.’ Astounding Science-Fiction changed its name to Analog in October 1960. 
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the initial, accidental colonisation of Darkover to its rediscovery by and conflicted 

reintegration with the Terran Empire over a span of hundreds of years. Similarly, Lois 

McMaster Bujold’s Vorkosigan series, though more contained in its internal chronology, 

constructs an elaborate galaxy-wide network of planets, space stations and 

wormholes. Nicola Griffith’s Ammonite alludes to at least two waves of interplanetary 

settlement, a corporation with vast powers across a number of worlds, and extensive 

terraforming as the backdrop to an intense focus on one planet. When the narrator of 

Joanna Russ’s We Who Are About To… argues that ‘civilisation’s doing fine … we just 

don’t happen to be where it is’,9 she speaks from an evolving tradition of space opera 

world-building in which the lost race has become an unremarkable starting point.  

Furthermore, the novels by Joanna Russ and Nicola Griffith address the 

problems in conventional re-use of lost race tropes: they foreground and contest the 

colonial, capitalist and patriarchal assumptions historically embedded in the formula. 

Russ’s confrontational We Who Are About To… directly deconstructs and critiques 

these elements: substituting a narrative trajectory towards death in place of a future-

oriented vision of social reconstruction. Nonetheless, Russ’s depiction of the process of 

dying is not merely nihilistic: the process is shown as fragmented, embodied and 

working through technological mediation in ways that provoke a more complex critical 

reading than the text has previously received. Griffith’s Ammonite revisits many of the 

tropes from earlier feminist science fiction, but broadens their critique of patriarchal 

systems to consider colonialism, capitalism and systems of knowledge. Together, 

these authors demonstrate how feminist ideas can inform the rewriting of the lost race 

story, working within the structural possibilities of longer fiction. 

Lost Races in Longer Fiction 

The extended form of lost race fiction, and science fiction more broadly, in the later half 

of the twentieth century resulted from the intersection of structural, ideological and 

commercial pressures. At a structural level, the inherent circularity of the lost race story 

                                                
9 Russ, We Who Are About To...  p. 23. 



Five                                            Writing Onwards: Replication, Challenge and Progression 

 199 

and of generic fiction – situated as it always is in dialogue with earlier and later texts – 

tends toward expansion. In addition, in the context of a materialist history of the book, 

the commercial failures in the pulp market and the expansion of the paperback novel 

nonetheless retained the logic of the serial, replacing instalments of a single text 

across magazine issues with series composed of novel-length texts.  

Nonetheless, the form of the series and the serial also has ideological 

implications. Laurie Langbauer suggests that, while some critics may attempt to 

distinguish between the series and the serial, a ‘tradition of experimentation with open-

endedness’ and thus challenges to closure, make the two ‘ultimately 

undistinguishable’.10 Langbauer adds the everyday as a category through which the 

series can be located and understood: the compulsive and inescapable repetitions of 

the everyday seem naturally to take the textual form of the series. The sheer space 

afforded by longer fiction allows lost race authors to detail their worldbuilding in ways 

not possible in the shorthand of pulp fiction. Consequently, they also have space to 

explicitly address the implications of the conventions of the formula. 

By the 1960s, science fiction moved away from the centralisation in magazines 

that characterised the first half of the twentieth century: the genre could no longer be 

defined through these intersecting spaces of publication.11 The magazines were 

replaced by longer fiction – novels and series of novels became the new standard 

format for written science fiction, while science fiction in other media, primarily 

television, influenced the narratives and audiences of science fiction. The growth of 

fantasy, and continued presence of science fantasy crossovers, also produced a 

combined marketplace in which authors could successfully publish in both genres. 

Bradley, who began publishing in 1958, pre-dated the ‘fantasy wave’ of the early 1970s 

                                                
10 Laurie Langbauer, Novels of Everyday Life: The Series in English Fiction, 1850-1930, (Ithaca: 
Cornell University Press, 1999), p. 8. 
11 Nonetheless, science fiction magazines remained active and adaptable sites for publication 
within the genre. See Mike Ashley, Transformations: The Story of the Science Fiction 
Magazines from 1950-1970, (Liverpool: Liverpool University Press, 2005); Mike Ashley, 
Gateways to Forever: The Story of the Science-Fiction Magazines from 1970 to 1980, 
(Liverpool: Liverpool University Press, 2007). 
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but, like Anne McCaffery, benefited from it.12 Despite the innovations of this period and 

the landmark moments of second-wave feminist engagements with science fiction, 

separating pulp and post-pulp science fiction carries risks of artificial separation 

through the imposition of periodisation. To obscure the continuities between them limits 

an understanding of how genres work across time. Nonetheless, changes in 

publication venues and formats did play an important role in driving or framing changes 

in the genre. 

 Lester del Ray argues that a number of factors combined to produce the 

obsolescence of the pulp magazines, including distribution issues, an unsustainable 

increase in the number of science fiction pulps, the growth of the paperback market 

after World War II and the presence of television.13 Despite a generally declining pulp 

market – in competition with cheap paperbacks and television – science fiction 

magazines had initially retained their readership, and so an ‘artificial boom’ in 1950-55 

was created as publishers tried to exploit this market, and was followed by a collapse.14 

The closure of the American News Company (the largest distributor of pulp magazines) 

in 1957 had serious implications for the publishers relying on their distribution 

network.15 While the pulp market was struggling, book publication was a growing and 

therefore attractive option for authors. Del Ray argues that publication in book form 

enabled a perception of science fiction as a more serious and adult genre.16  In what 

del Ray labels as the ‘Age of Rebellion’ (1962-1973) book publishers, including 

Doubleday and Ace, actively drove the science fiction market.  Del Ray identifies 

Darkover as an early core series for Ace, before  Bradley and the series followed editor 

Donald Wollheim when he left Ace to found DAW, a science fiction-only publisher.17 

The move from magazine to book as the characteristic form of publication for science 

                                                
12 James, Science Fiction in the Twentieth Century, p. 182. 
13 Lester del Rey, The World of Science Fiction: 1926-1976. The History of a Subculture, (New 
York: Garland Publishing, 1980), pp. 189-197. 
14 del Rey, The World of Science Fiction, p. 193. 
15 del Rey, The World of Science Fiction, p. 195. See also Ashley, Transformations, pp. 69-70. 
16 del Rey, The World of Science Fiction, pp. 131-132. It should be noted, however, that initial 
success in science fiction book publication came in the late 1940s in juvenile/young adult fiction. 
17 del Rey, The World of Science Fiction, pp. 244-245. 
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fiction involved different distribution networks and changing relationships between 

publishers, editors, authors and readers: the shift was more than a change in format. 

The implications for the lost race story in this alteration of publication forms was 

that it became far more likely to feature as an element in narratives hybridising 

previous generic tropes. The simple lost race story was rarely featured as a singular, 

central device. Longer series could use a lost race scenario as background and a 

universe-building tool, prominent at some points and irrelevant at others. This seeming 

expectation of audiences’ knowledge of lost race tropes related to the arguments about 

familiarity, and therefore the omission of detailed exposition, that were explored in the 

last chapter, particularly in relation to Leigh Brackett’s ‘Treasure of Ptakuth’. The 

moments where the lost race scenario is explicitly addressed, then, become vital in 

understanding the continued relevance and rewriting of this trope: conversely, the 

places where it remains unseen in the background across these long world-histories 

alert us to the potential for these narratives to address longer-term implications of loss 

and rediscovery, of social formation and social change. They can interrogate colonial 

and imperial assumptions implicit in the origins of the lost race story, assumptions that 

can be replicated in science fiction.  

The shifting market for science fiction, and the more greatly diffused points of 

entry into the genre through film, television and print media suggests the importance of 

intratextual aspects of generic memory in this period. Generic conversations, no longer 

funnelling through the pulps with their explicitly social aspects, were instead primarily 

conducted within and between texts.18 The textual construction of this dialogue may 

therefore have taken on greater importance for readers. The discursive framings of the 

pulp stories – their embedded place within editorial comments and the unspoken 

framework of editorial choices, the readers’ letters and assorted paraphernalia such as 

quizzes and ‘science fact’ articles – all appealed to a situated mode of reading that 

                                                
18 Nonetheless, the organization of fandom demonstrated in the growth of the convention circuit, 
amateur press associations (APAs), fanzines, and finally the internet, demonstrate the vast field 
of social and textual practice that lies alongside the professionally published science fiction 
texts. Study of the intersections between published science fiction and fan culture is, however, 
beyond the scope of this discussion. 
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located texts within a web of generic conventions and expectations. Without this 

framing apparatus, separately published texts used implicit or explicit references to 

other texts to locate themselves within the genre – requiring a mode of readership that 

actively constructed the generic memories between texts. The series is an extreme 

case in its required intertextuality, as settings and often characters appear across 

separate volumes. The readers’ experience of the series is partial and ongoing, broken 

up as they encounter each volume but also requiring their active identification of 

context from previous volumes. The acts of consuming a series are thus acts of 

memory as well. 

Rather than a focus on a linear narrative and single climactic moment – the 

common structure of pulp short stories – the series often emphasises the repetition 

found in the everyday and the domestic. The concept of ‘domestic geography’ – 

landscapes mapped through their imbrication in social relationships and lived 

experiences – discussed in chapter two, has a resonance here. The iterative 

elaborations of domestic geographies in the series form the landscape within which lost 

race stories are played out. Furthermore, in building the textual worlds of their 

particular series these texts also represent other aspects of the everyday: they 

question how, at the level of the everyday, political and social change might occur, and 

the effects of technology and scientific change at that level. Indeed, Langbauer argues 

that analysis of the series reveals the tension between the series’ perpetuation of 

systems of power and ‘its exposure of the logic of dominance’, to reveal the contextual 

and ultimately unfixed nature of politics.19 While the everyday has been used 

conceptually by Marxist and feminist critics and as one of the grounding categories of 

cultural studies, its relationship to the formal and structural qualities of the series also 

makes the everyday a crucial though often unremarked presence in serial texts. Using 

the everyday as a vehicle for the exploration of those themes of time, change and 

social evolution, the series form enables the lost race stories discussed in this chapter 

                                                
19 Langbauer, Novels of Everyday Life, p. 13. 
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to reconcile the generic demands for spectacle and novelty while exploring the ongoing 

effects of change at a micro level. 

One component of the everyday is the domestic, and here the gendering of the 

everyday becomes overt. A focus on the everyday reveals the never-ending series of 

actions and constructions that produce and perform the domestic. Insisting on the 

domestic as a visible part of everyday life thus offers the chance to see the domestic 

as contextual rather than ahistorically universal. Questions about home and 

representations of the domestic are important in the work of the writers discussed in 

this chapter and in the thesis more generally. Lost race stories often involve a narrator 

tempted by conversion to a new home – in Herland, for example, the narrator Van sees 

and eventually accedes to the romantic and ideological appeals of Herland, while in 

‘Once in a Thousand Years’ the protagonist is left unable to happily return home 

following his encounter with Atlantis. Griffith, Bradley and most especially Bujold 

feature characters deeply ambivalent about the domestic and their claims to a home. 

The provisional nature of the ‘homes’ featured in these stories therefore also suggests 

the complicated nature of this term for women and women writers. Furthermore, 

underlying these chapters is a question of the connection between a sense of genre 

and sense of home. Working within the practices of genre requires a degree of 

identification with it from a writer, yet within science fiction the gendering of these 

practices can also make it, for marginalised writers, unhomelike. 

Camouflaged within considerations of the everyday is the way these writers 

interrogate technology and specifically the gendered connotations of technological 

change and technological imagining. These stories implicitly question the conditions 

under which technological or scientific change becomes visible, shifting the focus from 

technology as spectacle to part of the practice of the everyday. In many cases, this 

visibility is gendered: the externalised signs and wonders of post-modernity and post-

humanism in masculinist cyberpunk, for example, have overshadowed the messier 

engagements with biological and reproductive technologies by writers like Bujold 

publishing in the same timeframe. In tracing the gendering of scientific knowledge in 
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the pulp magazines, Brian Attebery points out the predominance of visual imagery, and 

the centrality of the masculine gaze – looking at a feminised object of study – in the 

history of science fiction.20 The instruments of science are naturalised and made 

invisible – in part through their gendering – while the objects remain visible. Judith 

McGaw argues that ‘looking at feminine technologies makes visible precisely those 

aspects of technology that we need to examine if we seek an alternative to a modern, 

Western technology that appears to be self-destructive, self justifying and self-

perpetuating.’21 For Donawerth, women writers of science fiction require an imagined 

rupture with twentieth-century science in order to engage authoritatively with scientific 

discourse and represent female characters participating in science. On the other side 

of this imagined rupture, for Donawerth, is a ‘utopian science’ that encompasses 

women’s participation as subjects and the inclusion of feminised issues, alterations to 

the discourses and origin stories of science and a revised holistic understanding of 

science expressed through a non-dominating relationship with nature.22 While the ways 

that biology is both feminised and operates as a tool for the oppression of women is 

examined in the following chapter, here I focus on how seeming definitions of science 

are reconciled with – or disjointed from – the everyday depicted in these lost race 

stories. 

The chequered position of the lost race elements in contemporary science 

fiction was also influenced by how these elements fit into conceptions of appropriate 

subject matter for science fiction: if there was enough ‘science’ in the lost race stories 

to make them count. Many lost race stories, in particular those by women, have been 

categorised as marginal, more science fantasy than science fiction: a judgement with 

distinctly gendered implications. Feminised sciences – primarily communications and 

reproductive technologies – play cental roles in the texts discussed in this chapter. The 

science in the lost race stories discussed in this chapter happens ‘in the field’, outside 

                                                
20 Attebery, 'Science Fiction and the Gender of Knowledge', p. 135. 
21 Judith McGaw, 'Why Feminine Technologies Matter', in Nina Lerman, Ruth Oldenziel and 
Arwen Mohun (eds), Gender & Technology: A Reader, (Baltimore: Johns Hopkins University 
Press, 2003), p. 15. 
22 Donawerth, Frankenstein's Daughters, pp. 1-2. 
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the obvious structures of research. James argues that the trappings of Bradley’s 

Darkover, like Burroughs’ Mars, ‘are very similar to those of heroic fantasy. The level of 

technology is low; the structure of the society is semi-feudal; the sword is a common 

weapon’.23 Disrupting the link between a modernist, streamlined futurist aesthetic and 

imagined future societies and sciences, the stories replace teleological equations of 

science and progress with a nuanced mixture of traces of the past and uneven 

development and application of science. Their treatment of science thus calls into 

question the textual practices of science: in representing the doing of science through 

these marginal frames, the writers strongly argue for an understanding of science as a 

socially embedded practice, articulated through a cultural frame and meaningful in its 

cultural consequences.   

Replication: Bradley and Griffith 

The strategy of replication employed by authors including Bradley and Griffith indicates 

a re-use of the formulaic elements of the lost race story: encounter, recognition and 

resolution through altered identification (going ‘native’ with the lost race, or bringing 

back members of the lost race to civilisation). While earlier discussions have noted the 

cyclical temporality of the lost race story, this narrative structure does not inherently 

lend itself to repetition: it moves toward a resolution and attempts closure. 

Nonetheless, the replaying of the lost race story as a commonplace science fiction 

formula suggests the inadequacies of endings in lost race stories, as the erasure of the 

lost race through its symbolic re-incorporation into the mainstream reinforces a cyclical 

narrative. Replicated lost race stories continue to register both the problems and 

pleasures of the formula.  

Marion Zimmer Bradley’s Darkover series enacts an elaborate and extensive 

world-building. It constructs the history of a planetary culture and its evolving 

relationship with the Terran Galactic Empire. The internal chronology of the series 

begins with the founding of Darkover in Darkover Landfall (1972) as a lost colony. The 

                                                
23 James, Science Fiction in the Twentieth Century, p. 182. 
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series then moves through a pseudo-feudal period marked by rulership by an elite 

group inheriting psychic powers known as laran – such as telepathy and telekinesis – 

enhanced by ‘matrix technologies’, to a crisis of cultural identity and rulership in the 

face of the establishment of a permanent Terran presence on Darkover.  

Bradley’s Darkover series can be usefully understood as episodic, due to the 

commonalities among the stories making up the series. Generally, Darkover novels 

feature main characters torn between opposing loyalties, a division usually resolved 

through a romantic relationship. Similarly, the struggles with change as Darkover 

responds to the Terran intrusion seem always to reach an uneasy settlement that does 

not clearly benefit either side. The asynchronous development of the series – where 

texts were written and published in a different order to the internal chronology of events 

established within the texts – may have necessitated such an approach. This episodic 

quality offers one explanation for the difficulty of developing a progressive politics of 

Darkover. Having established a conservative norm based on binary distinctions, where, 

as Linda Leith suggests, ‘the result of reconciliation of unequal forces is, finally, the 

subjugation of the lesser’,24 any radical shifts would unsettle the basis of the formula. 

Nonetheless, this subjugation is never final and the reconciliation never carried through 

totally. The sheer persistence of the lesser force pushes the series to continually 

address and attempt to readdress the inequities that constitute this binary. And while, 

as Leith argues, victory by ‘the lesser’ cannot be encompassed within the series, 

Bradley does attempt to gesture to spaces where this might be possible: in the quest 

for the hidden City of Sorcery,25 where a possibly feminist utopia is located on the 

cartographic margins of Darkover and outside of textual representation, and in World 

Wreckers (1971), where a future uniting Darkovans, Terrans and non-humans is 

suggested. 

Many of Bradley’s characters are deeply ambivalent about their loyalties to the 

Terran Empire or Darkover: they are, in many ways, defined by their liminality. As 

                                                
24 Linda Leith, 'Marion Zimmer Bradley and Darkover', Science Fiction Studies 7 (1980),  
p. 32. 
25 Marion Zimmer Bradley, The City of Sorcery, (New York: Daw, 1984). 
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Susan Swartz points out, ideas about home in the series are linked to upbringing as 

well as birth.26 At times, Bradley seems to advocate an inherent and inherited sense of 

place and culture. Larry in Star of Danger, for example, has an aptitude for the 

Darkovan language and adjusts rapidly to the longer day on Darkover when he arrives 

on the planet from Earth, despite not knowing about his Darkovan mother. However, 

Bradley also depicts the force of cultural ties between parents and children, lovers and 

colleagues. Magdalena, in The Shattered Chain, chooses to identify herself as 

Darkovan because of her childhood upbringing on the planet, rather than basing her 

identity on her solely Terran heritage.  That there is such a constant notion of crisis 

around home locates ‘home’ and its attendant claims to loyalty as a central tension in 

the Darkover series. 

Characters move between Terran and Darkovan identities, but the process is 

always associated with trauma, or, in Bradley’s own terms, demands a price. Terran 

observers – scientists and spies – ‘pass’ as Darkovan natives. Magdalena, or Margali 

as she is known outside the Terran enclave, is able to sustain both identities until 

confronted with a third space within Darkover itself: the Free Amazons, or Renunciates, 

a separatist women’s guild, one of the most overt manifestations of Bradley’s 

engagement with feminism. Magdalena/Margali’s sense of identity is unsustainable in 

the face of the Oath of the Renunciates she must take: 

The conflict was terrible; she felt as if she were being wrenched apart. I 

have come and gone between two worlds with impunity; now I must pay 

the price, and I do not know if I can!27 

To the extent that these conflicts are represented as unresolvable – that ultimately, 

hybrid identities cannot be sustained – Bradley seems to work on the assumption that 

the lost race remains Other. That is, that there will always be a gap between the lost 

                                                
26 Susan M. Schwartz, 'Marion Zimmer Bradley's Ethic of Freedom', in Tom Staicar (ed.), The 
Feminine Eye: Science Fiction and the Women Who Write It, (New York: Frederick Ungar, 
1982), pp. 80-81. 
27 Marion Zimmer Bradley, ‘The Shattered Chain’ in The Saga of the Renunciates, (New York: 
Daw, 2002), p. 151, italics in original. 
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race and its originating culture, and a simultaneous identification with both cultures is 

impossible. 

Similarly, Bradley’s ambivalent relationship with science fiction and feminist 

science fiction could be read as a struggle to identify a stable home. Helen Merrick has 

discussed the ambivalent relationship between Bradley and the feminist science fiction 

community – in part based on Bradley’s identification with an earlier style of women’s 

engagement with the genre, and perhaps intensified by her use of formulaic structures 

like the lost race story.28 While Bradley’s relationship to feminism and feminist science 

fiction did shift over time, her initial engagement with the genre, before second-wave 

feminist activity, seems to confirm her experience of masculinism as the norm within 

science fiction. Though at times Bradley has challenged this view, the perception of 

Bradley as failing to challenge the marginalisation of women is largely reflected in the 

critical responses to Bradley. Kelso sees Bradley as a coloniser rather than producer of 

feminine and feminist spaces within the genre; according to Kelso, Bradley’s work does 

engage with feminist social movements and theoretical critiques but it does not fully 

endorse feminism(s) or advance feminist interventions in science fiction in their own 

right.29 A sympathetic reading of Bradley, such as Schwartz’s, would point out the 

gender-inflected dilemmas faced by many of the characters, especially their struggle to 

make small, incremental changes at the level of lived experience. Nonetheless, in their 

failure to envision radical change, Bradley’s Darkover novels expose the limitations of 

the lost race as a vehicle for imagining feminist utopian change. 

However, one place where Bradley does use elements of the lost race story to 

envision change is in her representation of technologies, by making visible, and vital, 

feminised technologies of communication. Donawerth points out that in Bradley’s 

Darkover, along with other works by women writers of science fiction, ‘communication, 

traditionally assigned as one of women’s roles, is legitimated under the title (and the 

                                                
28 Merrick, 'Feminist/Science/Fictions’, pp. 228-237. 
29 Sylvia Kelso, 'Singularities: The Interaction of Feminism(s) and Two Strands of Popular 
American Fiction, 1968-89', PhD thesis, James Cook University, p. 192. 
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economic support) of science’.30 Psychic powers – including telepathy and telekinesis – 

are enhanced through ‘matrix’ stones to give Darkover an alternative to mechanised 

Terran technology. The psychic technologies of Darkover combine a body of 

knowledge, social practices, physical tools (the matrices) and applications. While 

Bradley makes the case for understanding these powers, called laran, as a branch of 

science, informed by other scientific disciplines such as chemistry and physics, they 

also shape and are shaped by Darkovan cultural practices. In particular, the 

inheritance of laran determines the class structure of Darkover, and the social practices 

surrounding the use of laran support the oppression of women. These cultural aspects 

will be discussed further in the following chapter. While in the Darkover novels set in 

the period before recontact with the Terran empire the language of magic is used to 

describe psychic technologies, after recontact terms such as ‘matrix mechanics’, 

‘technicians’ and ‘laboratory’ signal a shift to explicit identification with science, 

enabling Darkovan technologies to be situated as directly comparable to Terran 

technologies. The shift in terminology is also part of a shift in the social practices 

surrounding psychic technologies, with democratisation of access and removal of the 

repressive restrictions on the users of laran resulting from several attempts at 

revolution and reform. The Bloody Sun concludes with the plea that “matrix mechanics 

is just a science anyone can learn, and there’s no need to surround it with all kinds of 

ritual and taboo!”31 The association of Terra with technology, rationality and the 

artificial, while Darkover embodies the other side of the binary as natural, instinctive 

and intuitive, as formulated by Leith,32 relies on the elision of the controlled training and 

deployment – in short, the alternative technology – of psychic powers on Darkover. The 

use of the lost race story to explore alternate technologies is similarly found in 

Ammonite. 

                                                
30 Donawerth, Frankenstein's Daughters, p. 8. 
31 Marion Zimmer Bradley, ‘The Bloody Sun’ in A World Divided (New York: Daw, 2003),  
p. 516. 
32 Leith, 'Marion Zimmer Bradley and Darkover', p. 31. 
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Nicola Griffith’s first novel, Ammonite, is set in an interplanetary future, where 

Grenchstom’s Planet, known as Jeep, has been placed in quarantine after its 

rediscovery. The planet was colonised in an earlier wave of interplanetary settlement 

and its society radically altered by the presence of a retrovirus: the protagonist Marghe, 

an anthropologist, arrives on Jeep to chart these alterations and to test a drug that will 

inhibit infection by the virus. Marghe is an ambivalent employee of the powerful 

monolithic corporation, the Durallium Company (known simply as the Company), which 

intends to colonise Jeep and exploit its natural resources. Her entry into the world thus 

quite literally embodies the possibility of reincorporating the lost race. This 

reincorporation would also result in the total destruction of Jeep society, as the form of 

parthenogenic reproduction carried out on Jeep is enabled by the virus that the 

Company intends to eradicate. Griffith’s Ammonite demonstrates that repetition need 

not be conservative. Though structurally conforming to a standard pattern, Griffith’s 

amplification of the issues of power unsettles the unthinking repetition of conservative 

ideas that can occur through the replication of lost race stories.  

The social structure of the world built in the novel – made up of the 

tribeswomen, other communities of Jeep in places such as Olfoss and Singing 

Pastures, and the Mirrors – sets out degrees of alterity, of becoming lost-race. Marghe 

moves from the observation space station orbiting the planet to the remaining outpost 

of the Company on the ground, a military base staffed by Company security personnel, 

known colloquially as Mirrors. Venturing from the base for research, and in search of 

an earlier missing anthropologist, she meets with the women of Singing Pastures 

before heading further north. Marghe is then captured by the Echraidhe, a tribe living in 

the extreme cold regions, and is adopted into the tribe as an alternative to killing her for 

trespassing. Marghe is taught to survive by Aoife, the future leader of the tribe, and is 

threatened by Aoife’s mad sister Uaithne. The Echraidhe have cut themselves off from 

trade and social exchange, and thus from the remainder of Jeep society. This isolation 

has become internalised and exacerbated by limited gene and memory pool. As 

Marghe explains later about the Echraidhe when they attack the Singing Pastures,  
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“They’re dying, their way of life is dying. They know that. But what they 

can’t conceive of is that it’s possible to live another way. They live inside 

themselves in a way it’s almost impossible to understand.”33  

The social and economic retreat of the Echraidhe is matched by their move into the 

past: in their allegiance to Uaithne as the Death Goddess they have moved from 

history to myth.  

As Marghe transfers her allegiance to Jeep, she deliberately traverses the gap 

to the lost race without intending to close it. Escaping from the Echraidhe, she is found 

by Leifin near to death from frostbite and exposure. While being nursed back to health 

by Leifin’s family in Ollfoss, Marghe decides to stop taking the drugs and allows herself 

to become infected by the retrovirus as a crucial component of her acceptance of her 

new identity. Marghe thus becomes a converted narrator, whose individual story helps 

to build a contrast between the socially embedded economic relationships on Jeep and 

the impersonal and uncaring corporate capitalism of the Company, exemplified by the 

Kurst, a ship watching the Estrade and prepared to destroy it and its inhabitants to 

prevent a negative financial outcome. Unlike the converted narrator in Herland, Marghe 

does not attempt to demand a reciprocal shift in the society she joins. Instead, she 

finds both the bonds of family and of romantic love, and a place that she can identify as 

home. Once secure in that identification, can then leave home behind, knowing that 

she can return. Unlike the tents of the Echraidhe or Company-controlled military camp 

and spaceship, Marghe’s request to be adopted into the family and home at Ollfoss 

requires a collective assent. Becoming part of the family is shown as physical and 

emotional work. 

The Mirrors begin the novel still attempting to maintain links to outer cultures 

and that culture itself, but over the course of the novel their leader Hannah Danner and 

other women come to terms with their separation. This shift is signalled initially through 

clothing and accessories, as the Mirrors use local materials to decorate themselves 

and their quarters. Later, they engage in trade with nearby communities, and recognise 

                                                
33 Griffith, Ammonite, p. 363. 
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their responsibilities through trade treaties to help defend those communities. Finally, 

they abandon the military camp for a sustainable location. They are forced to 

renegotiate value to fit their new situation. The perimeter fence, for instance, becomes 

valuable as a source of metal rather than as a defensive, isolationist measure. For the 

Mirrors, becoming lost paradoxically requires a removal of separation. It also requires a 

changing perspective: from a defensive, military mode that emphasises the otherness 

of Jeep, to a recognition of the enmeshment of the Mirrors in a network of 

interdependence. 

‘Trata’, glossed by Marghe as trade that is more than a simple economic 

exchange, encompasses a mutual recognition of obligations, of social relationships 

and, often, biological interchange: 

“Trata is a serious matter… The most important thing is that … we are 

no longer strangers … we are now involved in this world. … We’re linked 

with these people. From now on, what they do – all of them, any of 

them, because the trata network is woven right through these 

communities, linking each with another –  will affect us, so they’ll 

consider us and our needs before they do anything.”34 

Trata agreements are often brokered through a third party, the journeywomen, and are 

always recorded through their memories. Separation from the webs of trata exchange 

and obligation push the Echraide to their extreme marginality – as their emphasis on 

survival over other things proves to be self-defeating – and acceptance of the 

obligations imposed by trata is crucial to the Mirror’s integration into Jeep. While the 

Jink and Oriyest v Company court case, resulting from the damage caused when the 

Mirrors set off an underground burnstone fire, suggests that the trata system can co-

exist with other systems of land control and exchange, the case is also a political tool 

to shame the Company and its colonial practices, using the legal system within which 

the Company exists to defend Jeep and, indirectly, critically compare social practices.35 

                                                
34 Griffith, Ammonite, p. 93. 
35 Griffith, Ammonite, p. 52. 
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Like the nineteenth century lost race stories, Ammonite deals with the colonial 

frontier and the production of knowledge. Marghe’s childhood has been marked by 

colonial spaces: Wales, whose place within the United Kingdoms of Great Britain 

extends and complicates histories of English imperialism;36 and Macau, the Portuguese 

colony in China, established and maintained in order to develop trade between the 

West and China.37 These references to Earth’s colonial past situate the events of the 

text on a spectrum of exercises of imperial power.  Even the name ‘Company’ evokes 

the East India Company, whose participation in the European colonisation and 

economic exploitation of India enabled the expansion of the British Empire.38 Marghe’s 

earlier work for the SEC (Settlement and Education Councils), in the mining 

settlements of Gallipoli and Beaver also suggests the co-option of anthropology in 

producing knowledge that furthers corporate control and expansion. Marghe’s 

publication list includes a study of ‘the deterioration of kinship allegiances on Gallipolli 

since reintegration’ and ‘Uneasy Alliance – SEC as Independent Arbiter?’, while her 

report recommending against Company settlement on Beaver was disregarded.39 

Arguing with her father, himself an anthropologist and activist, Marghe is aware of the 

politics and compromises involved but committed to the unique research opportunity. 

Producing knowledge at the frontier, as Marghe moves from the Mirror base 

into unchartered terrain, starts as an address to the presumed ‘home’ audience, as 

Marghe narrates her experiences and observations into a voice recorder. However, 

among the Echraidhe, performing as anthropologist/scientist allows Marghe to maintain 

her identity as an observer and ultimately outsider rather than victim. The audience she 

addresses in recording her observations is an imagined community, whose virtual 

presence allows Marghe to continue to define the Echraidhe as objects of study. Her 

                                                
36 Barbara Fuchs, ‘Imperium Studies: Theorizing Early Modern Expansion’, in Patricia Clare 
Ingham and Michelle R. Warren (eds), Postcolonial Moves: Medieval Through Modern, (New 
York: Palgrave Macmillan, 2003), p. 86. 
37 At time Ammonite was written, Macau still nominally under Portuguese control before its 
formal return to Chinese control. However, Portuguese colonial authority over this territory was 
always unstable. Herbert S. Yee and Sonny S.H. Lo, ‘Macau in Transition: The Politics of 
Decolonization’ Asian Survey 31.10 (1991), p. 907. 
38 Catharine R. Stimpson, ‘Foreword’, in Betty Josephs, Reading the East India Company, 
1720-1840, (Chicago: University of Chicago Press, 2004), p. ix. 
39 Griffith, Ammonite, p. 36. 
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transition to different forms of knowing, recording and communicating to an audience 

with whom she shares a community requires Marghe to step outside of the 

anthropological mode and its fraught colonialist heritage. 

Ammonite valorises the act of storytelling and the power of narrative. The 

Echraidhe trade stories (the storyteller can demand a story in response) and Marghe 

uses this power to reconstruct her autobiography in terms that mediate her dual 

location within and without the tribe and planet:  

And so Marghe spoke of her recruitment and passage to this world. She 

dressed it up as a legend-quest: a powerful tribe of one country 

discovers the richness of a neighboring country and determines to take 

what it needs … She transformed Company into a group of bickering 

tribal elders … She made them feel, as she had felt, the exhilaration and 

fear, the freezing cold and stifling heat of her journey alone over the 

years to reach here, this place. Tehuantepec.40 

By integrating Marghe’s memories of Earth, and indirectly, of other planets, Ammonite 

refuses an easy separation between Jeep and its outside, and also between present 

and past. The story Marghe demands in return – of how her captor and guardian Aoife 

received her scars – is narrated by Uaithne, not Aoife, as the story is judged to belong 

to the person who inflicted the wounds. Authority is equated with authorship; narrating 

is both a marker and assertion of power. Later, as a viajera (journeywoman), Marghe 

recounts her tale again. This reiteration, in the public space of an inn, functions as 

more than a personal narrative, offering news of past events and implications of future 

events relevant to the community, refusing to separate the personal from the political. 

Along with an interest in narrating is an interest in naming, in the resonance of 

language and its cultural connotations. The virus, Marghe speculates, either enhances 

individual memory or allows access to ‘race memory’ to allow words from dead 

languages and many centuries’ distance to be precisely fitted to their new environment. 

The example given is ‘menalden’, a name for dappled deer, drawing on ‘menald, 

                                                
40 Griffith, Ammonite, pp. 130-131. 
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seventeenth-century dialect for bitten, discoloured, or dappled’.41 This retrieval and 

reapplication of the past to the present suggests that the virus itself cannot be solely 

understood in terms of its impact on the here-and-now. In a world where the discipline 

of history becomes incomprehensible – the data discs surviving from the original 

colonisation are now unreadable – the viajeras emphasise the power of memory as 

contingent, subject to change and open to revision. Memory as an embodied action is 

given greater resonance in Ammonite, where remembering works through the body 

back to past generations and even across species. In Ammonite, the viajeras are those 

who remember. Yet memory is not static, as much of the work of the journeywomen 

involves the application of memory to the shifting circumstances of the present to 

negotiate the best outcomes. The interplay between memory and the present is 

embodied in the application and adaptation of language. 

The text’s interest in linguistics is also part of its focus on technologies of 

communication. Conveying messages, by both high and low technology media, risks 

distorting the message, be that through atmospheric interference in radio relays or the 

natural disturbance of coded stone patterns. In emphasising the artifice involved in 

communication, Griffith also foregrounds the role of context in enacting science. The 

burnstone fire set off unknowingly by the Mirrors is an example of a lack of contextual 

knowledge rendering technological superiority ineffective, as does the confrontation 

between the Mirrors and Echraidhe when the Mirror’s high-tech body armour and 

weapons are shorted out by a storm, and they are reduced to using their guns as 

clubs. More positively, a holistic approach to the internal and external world is shown 

as empowering through the intersection of scienctific and contextual knowledge. 

Marghe’s awareness of her own body through biofeedback techniques goes beyond a 

purely medical knowing of her body to let her understand parthenogenesis. Similarly, 

planting in the garden at Ollfoss, Marghe uses her embodied immersion in the 

ecosystem to guide her shaping of the environment. 

                                                
41 Griffith, Ammonite, p. 293. 
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The replication of many of the lost race tropes in Ammonite still demonstrates 

how replication is not inherently conservative. Through an extensive and deeply 

embedded consideration of the contexts in which this formula is played out, and an 

overtly politicised reading of the power relations involved with it, Griffith shows that 

retaining yet problematising lost race tropes enables arguments to be made about the 

continual need for active resistance to their conservative heritage.  

Challenge and Deconstruction: Russ 

Given the somewhat dubious history of the lost race story – its origins in nineteenth 

century imperialism, its seemingly unproblematic integration with discourses about 

progress and frequent replications of conservative gender identities within the pulps – 

the challenge to the lost race story included in Joanna Russ’s pointed attack on the 

conservatism of science fiction in her 1977 novel, We Who Are About To…, is not 

unmerited. While, like Stone’s ‘Rape of the Solar System’, We Who deviates from the 

standard lost race formula in that the moment of re-encounter is solely textual, it 

directly addresses the origins of the lost colony – and its implicit assumptions – 

common to most lost race stories. Except by implication, Joanna Russ’s We Who Are 

About To… is far removed from the formulaic narrative and tropes of the traditional lost 

race story, it focuses instead on the moment of rupture that produces the lost race. In 

this case, a group of five women and three men are stranded when their spaceship 

ejects its passengers after a ‘mechanical dysfunction’ when folding spacetime. The 

narrator refuses to participate in the – as she sees it, futile – colonising efforts of the 

rest of the group. When her refusal is not respected, she kills the others and eventually 

herself.42 The trailing end of the title, We Who Are About To…, is answered in the first 

                                                
42 While Victor Graham dies from a heart attach, the narrator clubs Alan to death with a rock, 
shoots Nathalie, John Ude, and Lori Graham with a ‘gas-gun’. Valeria Graham is killed as she 
and the narrator struggle over a revolver and the narrator provides Cassie with poison to 
commit suicide. 
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lines: ‘About to die. And so on.’43 While much of the power and shock value of this text 

comes from its explicit address and depiction of the first part of that answer, it is the ‘so 

on’ that is more revealing in relation to the lost race story. We Who’s intersection with 

the lost race story comes from the questioning, challenge and deconstruction of one of 

the principle assumptions underpinning the lost race story: that the appropriate 

response to separation of this kind is the attempt to reproduce biologically and 

culturally. 

Most analyses of We Who have looked, as I have already begun to, at the way 

it makes explicit gendered and colonialist assumptions of science fiction. These critical 

accounts have noted the place of the text in feminist challenges to misogyny in science 

fiction. Specifically, Marion Zimmer Bradley’s Darkover series has been placed in 

counterpoint with We Who, with Kelso pointing out that ‘[i]n Darkover Landfall, the 

masculinist survival narrative is endorsed at the expense of feminism’, while Russ 

‘undoes the SF mythoi of survival and colonisation’.44 Larbalestier asserts that We Who 

marks a radical break in the reproduction of patriarchal ideology: ‘The womb as 

communal property, along with a 1950s discourse of reproduce and colonize at all 

costs, has been overturned and destroyed’.45 Larbalestier locates We Who Are as a 

specific intervention in the replication of the interplanetary colonising/lost race trope, 

responding to Bradley and to the subsequent debate around Russ’s negative review of 

Darkover Landfall in the feminist fanzine The Witch and the Chameleon, but also to 

other fiction using similar tropes and published around the same time. Thus, Russ’s 

work must be read both in relation to Bradley and to the broader field. Her critique of 

the limits of Bradley’s work makes little sense unless considered against this backdrop.  

De Witt Kilgore notes that prior to the 1960s, visions of an interplanetary future 

had generally assumed continuity with ‘contemporary social, political and economic 

systems’, and that ‘the conquest of space would reinforce a familiar status quo with 

                                                
43 Russ, We Who Are About To..., p. 5. The full reference is to the ‘traditional’ salute of 
gladiators: ‘We who are about to die salute you.’ In this text, the narrator can be read as saluting 
the reader.  
44 Kelso, 'Singularities’, pp. 224-225. 
45 Larbalestier, The Battle of the Sexes in Science Fiction, p. 152. 
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new wealth and provide it with an eternal frontier for expansion’.46 Following the social 

and political movements of the 1960s, writers needed to address those movements, 

either ‘defending or revising the astrofuturist assumption of improv[ment] … through 

the conquest of space’.47 The requirement to explicitly address assumptions of 

progress, and what that progress might be, led to a broader spectrum of responses of 

which We Who forms a part. We Who recruits rational, logical scientific discourse to 

point out that the Earth-like planet they are on is not inherently suited to long-term 

habitation just because of that similarity; furthermore, lack of medical equipment and 

expertise will also make long-term colonising plans impossible. This space, a ‘stranger’ 

who ‘has never seen us before’,48 is not amenable to incorporation as a home for 

colonial ‘progress’.   

The deaths of the survivors in We Who underscore the political critique 

undertaken in the text. The pre-existing family unit among the survivors, the Grahams, 

is revealed to be artificially constructed: ‘Mrs Valeria Graham’ holds the money, while 

her husband has carefully fashioned himself for the role: ‘“I worked on myself. Made 

myself good-looking, you know: clothes, accent, the works. Spent a lot on surgery; no 

whore could’ve done better”’.49 Their child, Lori, has also been purchased, her sickness 

allowing the further exhibition of Valeria’s wealth and power. Killing Valeria and Lori, 

Samuel Delany argues in his analysis of the text, confirms that Russ’s anger is not 

directed simply at those biologically marked as oppressors of women (ie men) but 

rather the socio-economic or biopolitical underpinnings of patriarchy.50 Nathalie and 

John Ude’s affliation to the government positions institutional authority as complicit in 

the perpetuation of unequal power relations. Their seemingly cold-blooded approach to 

the survivors as biological and labour resources is predicated on colonialist and 

capitalist logic, while the narrator resists these terms. Her resistance is not only 

through the ‘pocket genocide’ of killing the other survivors but in recounting her past as 

                                                
46 Kilgore, Astrofuturism, p. 150. 
47 Kilgore, Astrofuturism, p. 150. 
48 Russ, We Who Are About To...  p. 20. 
49 Russ, We Who Are About To...  p. 50. 
50 Samuel R. Delany, 'Joanna Russ and D.W. Griffith', PMLA 119.3 (2004), p. 502. 
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an activist, though, as Jeanne Cortiel notes, her activist activities were unsuccessful 

and giving them up had been a ‘virtual death’.51 The shift in focus to the act of dying – 

embodied, fragmented, hallucinatory – forms a replacement to resistance. 

The narrator names the act of dying as ‘ars moriendi’, ‘the art of dying’.52 The 

slowly disintegrating narrative forms a textual parallel to the narrator’s death. The 

mediating presence of the vocoder – indicated by the narrator’s discussions of its use 

and the formatting indicating temporal divisions between recorded sections – highlights 

the act of narrating. Reaching the limits of coherence, the narrative not only challenges 

the explanatory power of master narratives but questions the need for readership. The 

narrative addresses an imagined or impossible reader:  

‘[n]obody will find this anyway or they’ll have flippers so who cares … If 

neither alien nor human, you’re God. Who already knows. So I’m left 

talking to myself. Which is nothing and nobody’.53 

Thus within the text the art of narrating, like the art of dying, cannot defer meaning onto 

a future moment: the process is instead the site of meaning. While reading the text 

might function, as in Stone’s ‘Rape of the Solar System’, as the lost race encounter, 

Russ’s text finally refuses to valorise this possibility, remaining ambivalent. The final 

‘joke’ of imagined rescue, suggested then discredited, is balanced by the narrator’s 

plan to die near the boxed printout from the vocoder so that ‘you’ can find it.54  

Russ’s refusal to silently assent to the premises of the lost colony story in We 

Who Are About To… not only foregrounds structural assumptions that enable the form, 

it also works through negation to point out the connection between episodic re-uses of 

the lost race trope in Bradley’s, and others’, work. Clearly revealing the problems and 

limits of the lost race story, We Who questions the value of the persistence of the lost 

race story. By breaking down narrative formulas and expectations of narrative 

structure, it explicates the extent to which lost race stories are inescapably formed by 

                                                
51 Jeanne Cortiel, Demand My Writing: Joanna Russ/Feminism/Science Fiction, (Liverpool: 
University of Liverpool Press, 1999), p. 207. 
52 Russ, We Who Are About To..., p. 21. 
53 Russ, We Who Are About To..., pp. 84-85. 
54 Russ, We Who Are About To..., pp. 124-125. 
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their ideological past and risk the unthinking replication of that past. The drive towards 

ending, and the intense focus on the act and art of dying, relocates value from 

continuation (biological and textual) onto conclusion.  

Progression: Bujold’s Vorkosigan series 

Writing beyond the moment of recontact or rediscovery – to imagine the lost race 

encounter itself as a series rather than as a climactic singularity – requires an 

examination of the consequences of that encounter at a number of levels, political, 

technological, social, and personal. Lois McMaster Bujold’s Vorkosigan series, usually 

cited as a successful blend of space opera and character-driven drama, uses the lost 

race formula as a key background element in its universe. In doing so, Bujold creates a 

space in which to explore the ramification of the lost race scenario beyond the moment 

of rediscovery. These ramifications encompass cultural and individual responses 

stretching across generations.   

Built up over eleven novels, the background to the Vorkosigan series is a dense 

and multi-faceted imagined history. Bujold’s interplanetary future is built around 

wormhole connections between areas of space, a network gradually explored and 

expanded through colonisation of planets by Earth. Barrayar was initially colonised 

before the wormhole connecting the planet’s local area of space to the galactic network 

closed. With the planet still in the process of being terraformed to support introduced 

vegetation – and therefore to sustain human settlement – Barrayar was unable to 

retain the level of technology and the social structures brought by the original colonists, 

reverting to a pseudo-feudal Empire: militaristic, patriarchal and hierarchical. 

Rediscovery came with the opening of another wormhole, through which the 

Cetagendans invaded. Years later, the Barrayaran guerrilla resistance succeeded in 

driving out the invaders. After regaining control of the planet, Barrayar embarked on its 

own journey of Imperial conquest, successfully attacking the planet Komarr to gain 

control of the wormhole connection between Barrayar and the rest of the galaxy. 

Barrayar then attempted, and failed, to invade the planet Escobar and finally settled the 
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uninhabited planet Sergyar. These political manoeuvrings form the backdrop for the 

character-driven elements of the series. Nonetheless, it is important to recognise both 

the individual and social traumas that result from the rediscovery of Barrayar. 

Bujold emphasises the trauma of both loss and finding in the lost race scenario. 

Barrayar as a society has been irrevocably scarred by its separation from the rest of 

the galaxy and the cultural consequences of this isolation. The ‘Period of Isolation’ 

sees Barrayar revert to a ‘neo-feudal’ system, a representation discussed further in 

Chapter Six. In this period, the fear of mutation leads to systematic infanticide. 

Significantly, for this militaristic space opera series, the moment of rediscovery is also 

the moment of subjugation, in which Barrayar is cast as a feminised victim in contrast 

to the militarised and thus masculinised forces of recontact. The process of Barrayaran 

adaptation to the outside galaxy is undertaken by a generation who go from horses and 

swords to spaceships, in a reassertion of military superiority that sees Barrayar 

embarking on a project of interplanetary imperialism. Kelso notes that in depicting 

Barrayar’s militaristic response to recontact Bujold fails to register the problems of even 

benevolent conquest and colonisation, though she maintains a constant focus on the 

individual human costs of war.55 While the Barrayaran and Cetagendan Empires 

dominate the fictional universe drawn by Bujold, their temporal and spatial distance 

from the present allows an exploration of concerns about empire that differ in their 

immediacy from imperial fiction.  

Given the character-driven nature of the series, it seems appropriate to focus 

on how different characters are depicted as negotiating the intersections of Barrayar 

and the wider galaxy, and the ongoing consequences of isolation and recontact within 

Barrayar. The question of hybrid identity, troubling for Bradley, is explored in a number 

of manifestations in Bujold’s work, not just restricted to the characters discussed below.  

As the protagonist of the series, Miles Vorkosigan’s personal trajectory, first seeking 

escape from the restrictions of Barrayar then reconciling with Barrayar as home, also 

                                                
55 Sylvia Kelso, 'Lois McMaster Bujold: Feminism and "The Gernsback Continuum" in Recent 
Women's SF', Journal of the Fantastic in the Arts 10.1 (1998), pp. 27-28. 
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drives the series.56 Miles’ clone brother, Mark, is the product of a terrorist plot: his 

fraught relationship with Barrayar is the direct product of the conflicts following 

Barrayar’s rediscovery. Finally, Ekaterin Vorsoisson, who comes from a traditional 

upbringing on Barrayar, reaffirms the extent to which these negotiations of identity are 

gendered, as she attempts to construct her own identity at the intersection of the roles 

of daughter, wife and mother. In particular, Ekaterin’s personal development highlights 

how the gap between the highly patriarchal culture of Barrayar and progressive galactic 

norms results in the need to understand identity as unstable, in part due to the ongoing 

ramifications of the lost race encounter.  

As Lord Vorkosigan, destined to inherit the title, and role, of Count Vorkosigan, 

Miles has a deep investment in identifying Barrayar as home. However, Miles, as the 

son of Aral Vorkosigan, a Barrayaran nobleman, and Cordelia Naismith, from the 

technologically advanced Beta Colony, is situated from (or even before) birth at the 

intersection of different cultures. Born physically disabled in a culture whose traditional 

response to a deeply held fear of mutation has been infanticide, Miles spends most of 

the series outsmarting and out-manoeuvring everyone else. Thus, the traumatic effects 

of isolation are registered at an embodied level.57 Miles struggles with his inheritance 

from previous generations: he directly inherits from his paternal grandfather the land at 

Vorkosigan Vashnoi, a former city destroyed by radioactive bombs in the Cetagendan 

War, that initially seems to be a comment on his own tetragenic mutations – ‘[b]lighted 

land for a blighted scion’ – and is later reinterpreted as a statement about the need to 

                                                
56 Martha Bartter notes that the goal of Miles’s (and other characters’) quests within the series is 
identity, and that rather than reaching a fixed state at the end of the quest, Bujold’s characters 
significantly represent a ‘continual process of maturation’, enabling themselves and others to 
grow. Martha Bartter, '"Who Am I Really?" Myths of Maturation in Lois McMaster Bujold's 
Vorkosigan Series', Journal of the Fantastic in the Arts 10.1 (1998) p. 39. Similarly, Sarah 
Lindow argues that Miles’s development across the series models a shift to a ‘female-based’ 
theory of moral development based on consideration of the needs of others as well as oneself. 
Sandra Lindow, 'The Influence of Family and Moral Development in Lois McMaster Bujold's 
Vorkosigan Series', Foundation 83 (Autumn 2001 2001) p. 26. 
57 Bujold’s depiction of Miles’s disabilities has been noted by Virginia Bemis as one of the few 
representations of disability in science fiction, Virginia Bemis, 'Barrayar's Ugliest Child: Miles 
Vorkosigan', The Kaleidoscope 34 (1997) p. 20; see also Levy, 'An Interview with Lois 
McMaster Bujold', pp. 7-10. 



Five                                            Writing Onwards: Replication, Challenge and Progression 

 223 

live with, and eventually past, the long term consequences of the past.58 Miles’s name 

indicates the tensions between Barrayar’s past and present; according to Vor naming 

traditions, he should have been called Piotr after his paternal grandfather. Instead, 

Piotr refuses to allow his name to be carried by a ‘mutant’ and the child is named for 

his maternal, Betan grandfather instead. 

This Betan name and ancestry becomes the basis for Miles’ ‘persona’, Admiral 

Miles Naismith, leader of a space mercenary force. A large part of the arc of the series 

concerns the development, and then the reclamation and reintegration, of the Naismith 

persona with Miles’ other personae of Lord Vorkosigan and Lieutenant Vorkosigan. 

The Naismith persona allows Miles to escape from the shadow of his famous father 

and the restrictive rules of Barrayaran culture. Nonetheless, Naismith’s existence is 

authorised by Miles’s ability to advance Barrayaran political and military interests on 

the galactic stage, and is thus nominally in service to Miles’s other role as Lieutenant 

Vorkosigan of Imperial Security. In Mirror Dance – where Miles suffers from amnesia 

from after dying, being cryogenically frozen and revived – one of the pieces of 

information he looks at when searching for his identity or, more accurately, attempting 

to choose his identity out of his three public personae, is the history of Barrayar’s 

settlement, isolation and recontact: ‘The Time of Isolation, the Bloody Centuries … the 

Re-discovery … the words blurred. His head felt full to bursting. Familiar, so achingly 

familiar…’.59 Though he eventually comes to realise that the three identities are 

anchored to the one body, it is only later in the series, in Memory, that Miles reclaims 

all these personae into one subject. When these three separate identities can no 

longer be sustained, their reintegration takes place on Barrayar, but a Barrayar that is 

now marked by its place as a galactic power and significantly altered by that larger 

perspective.  

Part of Miles’s return to Barrayar is a reconnection with the local, emphasising 

the complexity and variety of the planet. The Vorkosigan’s District, including the 

                                                
58 Lois McMaster Bujold, Memory, [1996] (Riverdale, New York: Baen, 2001), p. 137. 
59 Lois McMaster Bujold, Mirror Dance, [1994] (Riverdale, New York: Baen, 2001), p. 423, 
ellipses in original. 
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Dendarrii mountains, was severely damaged by the Cetagendan invasion and 

subsequent guerrilla warfare. The Vorkosigans may be at the forefront of Barrayaran 

military technology, but their district includes rural areas without electricity as well as a 

modern medical training facility in the town of Hassadar.60 This disparity is invisible at 

times, with the focus in the earlier novels in the series on Miles’ adventures on the 

galactic stage. The evolution of military technology on Barrayar marks a wider process 

of social change, but importantly, this technology was integrated unevenly. Similarly, 

social change has been uneven and partial. Bujold herself has noted that ‘it’s an 

artificial or false distinction to separate the technological from the human’,61 and her 

representations of technologies are imbricated with individual and collective contexts. 

The unexpected use of technology produces Miles’s clone, Mark, who is raised 

outside Barrayar. Mark was created by Komarran terrorists as part of a plot in which 

Mark would be substituted for Miles, enabling Mark to assassinate the Barrayaran 

leadership, thus causing a civil war in which Komarr would be able to reclaim 

independence. In Brothers in Arms, Miles first encounters Mark on Earth, a significant 

location in terms of return to origins. Mark escapes his creator and eventually comes to 

be accepted as a younger brother rather than a clone replacement or impostor. For 

Mark, identification with Barrayar is a choice. In choosing Barrayar, Mark relates to it 

on different terms to Miles: with Miles’s resurrection, Mark is freed from political 

responsibilities, and he remains outside the military structure. Instead, in A Civil 

Campaign, he moves into economics, starting an entrepreneurial biotechnology 

business that utilises galactic expertise for a specifically Barrayaran application, a 

‘butter bug’ that consumes otherwise unusable native Barrayaran vegetation and 

produces edible bug butter and compost. While the mirroring between Miles and Mark 

is central, the themes of inheritance, identity and choice are also reflected by other 

characters. Duv Galeni is the son of the Komarran terrorist leader who produced Mark, 

                                                
60 Bujold notes that, to a degree, ‘the Dendarii District is a stand-in for West Virginia’. Bujold and 
Kelso, 'Letterspace’, p. 394. 
61 Ken Rand, 'Talking with the Real Lois McMaster Bujold', Science Fiction Chronicle 17.1 
(October-November 1995), p. 38. 
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and is also one of the first cohort of Komarran officers in the Barraryan Imperial army. 

For Duv and Mark, the creation of a hybrid identity involves negotiating and potentially 

reconciling the history of invasion, colonial control and terrorist resistance.  

While military concerns dominate much of the series, the return to Barrayar in 

the later part of the series is further opened up by the addition of another perspective. 

Komarr and A Civil Campaign redistribute the point of view to include a female 

character, Ekaterin Vorsoisson. This redistribution harks back to the earlier novels, 

Shards of Honour and Barrayar, which were narrated from Cordelia Naismith’s 

perspective as an outsider, scientist and woman. Ekaterin is introduced in the tenth 

book in the series, a character highly constrained by her traditionalist upbringing which 

includes an arranged marriage to a psychologically abusive man, discouragement from 

undertaking higher education or finding employment outside the home, and giving birth 

in the traditional way, despite the widespread use of uterine replicators as an 

alternative reproductive technology. Ekaterin’s ability to take up the opportunities 

afforded by Barrayar’s cultural shifts and the availability of galactic technology is 

conditioned by both her gender and class. In comparison, Kareen Koudelka, as a non-

Vor and from a slightly younger generation, negotiates the interface of galactic and 

Barrayaran expectations of women differently. The most detailed account of the Time 

of Isolation is given by Ekaterin, when in Komarr, a group of revolutionary engineers 

build a weapon that is supposed to sever the wormhole link between Barrayar and the 

rest of the galaxy: 

“In the Time of Isolation, I would have been dead at forty. In the Time of 

Isolation, it would have been my job to cut my mutant infants’ throats, 

while my female relatives watched … And you would condemn us all to 

go back to that, and you dare to call it bloodless!”62 

Nonetheless, for Ekaterin, her growth through the series involves renegotiating her role 

in tradition and expanding the definition of that role rather than severing ties with it. 

This renegotiation is enacted through her relationship with technology: for instance, 

                                                
62 Lois McMaster Bujold, Komarr, (London, Earthlight, 1998), p. 250. 
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smashing the weapon signifies her loyalty to Barrayar, as well as dislike for its heritage, 

while using galactic medical technologies, producing her second and third child in the 

uterine replicator, enables control over her body and her life while still carrying forward 

the Vorkosigan family line. 

While Barrayar’s lost race heritage is central to the series, other sites in the 

series are also constructed through lost race tropes, especially the ‘quaddies’ and the 

planet Athos. The quaddies are introduced in Falling Free, a stand-alone novel in the 

same universe as the Vorkosigan books, although set hundreds of years earlier. In this 

text, the quaddies, bioengineered with four arms to live and work in zero gravity 

environments, flee from their corporate creators. They assert their status as human, 

not as corporate resources, and move beyond their initial representation as being in a 

state of childhood. Their choice to become ‘lost’ – or at least, moved to the margins of 

the galaxy – stems from their need to find space to become more fully themselves. In 

Diplomatic Immunity, the complex social development of the quaddies – their cultural 

values, governmental structures and arts – forms the backdrop to the events of the 

novel, and they still maintain limited contact with the rest of the galaxy. This limited 

interaction is managed through their interaction with their environment, with unaltered 

humans unable to stay for a length of time in the low gravity environments the 

quaddies are comfortable in. The liminal space that connects the quaddies and the 

outside world – artificial gravity environments that technologically mediate the 

differences in living conditions – suggest the possibilities for negotiating and controlling 

the interface of recontact. Comparatively, Athos, a male separatist society, maintains 

its separatism through limiting communication and travel off the planet. Ethan of Athos 

deals with a very rare instance of an Athosian travelling to the wider galaxy, as the 

planet needs to replace the senescing ovarian tissue used for artificial reproduction. 

While the lost race encounter for Ethan enables him to recognise women as fully 

human, he returns to Athos and the planet returns to being outside the action of the 

series. These other examples of ‘lost’ races mitigate Barrayar’s history of trauma by 
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highlighting alternative methods of negotiating separatism and the maintenance of 

cultural identity. 

Langbauer’s description of the series as a ‘mechanism for self-continuation’ 

resonates with one of the key themes in the later part of Bujold’s series: in Memory, 

Miles’ search for identity boils down to the advice of ‘just keep going’.63 For an author, 

however, just keeping going may present its own problems. Bujold has herself noted 

that contracts and publisher pressure results in ‘the book I can write in any given 

year’.64 Beyond the challenges of writing a new novel each year to satisfy publisher 

contracts, Kelso has argued that publisher pressure combined with the demands of the 

genre, especially the military-based plots and the male protagonist, pressure Bujold 

back towards the Gernsback continuum.65 The term ‘Gernsback continuum’ effectively 

evokes the specific mode of sf tied to Hugo Gernsback, tales of adventure and 

narrowly defined educational value, and implies the weight of mainstream and 

masculinist science fiction behind it. 66 For Kelso, the Gernsback continuum is a 

conservative force, delimiting the spaces and audience for experimentation and 

change within the genre. Nevertheless, Kelso argues that over the space of the 

Vorkosigan series, Bujold maintains a ‘remarkably sustained balance act’ that 

counterweights the Gernsback continuum with an exploration of ‘femalestuff’.67 There 

are similarities between generic memory and the Gernsback continuum, in that both 

emphasise how texts are understood in relation to the genre’s heritage. Where the 

concept of generic memory might differ, and be potentially more progressive, is its 

emphasis on the constructed nature of generic heritage, as something that is 

constantly in the process of being re-constituted and re-remembered. For Bujold, the 

reader position constructed via generic memory is one that hybridises the expectations 

of mainstream space opera with other genres, like mystery, romance, or comedy of 
                                                
63 Langbauer, Novels of Everyday Life, p. 12; Bujold, Memory, pp. 158.  
64 Bujold and Kelso, 'Letterspace’, pp. 395-396. Bujold notes that ‘I write, in any given year, the 
book I can or must write … I do not and cannot write to market’. pp. 395-396. Bujold’s 
subsequent work outside the Vorkosigan series has, however, been fantasy, rather than 
science fiction. 
65 Bujold and Kelso, 'Letterspace’, p. 386. 
66 Kelso, 'Lois McMaster Bujold’, p. 17. 
67 Kelso, ‘Lois McMaster Bujold’, p. 28. 
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manners,68 and a focus on character development. However, the most recent novel 

Diplomatic Immunity is less innovative in that it returns Miles to the centre of action, 

suggesting the difficulty in sustaining challenges to the ‘Gernsback continuum’. 

Bujold’s struggles with such limitations are thus suggestive of the difficulty of 

generic evolution. Nonetheless, her treatment of the lost race theme reveals a constant 

questioning of what happens after the lost race encounter, and interest in the 

consequences of reconnection of a lost race, to the extent that the character and 

cultural dramas of Bujold’s Vorkosigan series are largely predicated on the lost race 

origins of Barrayar. Focusing on the moments after rediscovery, Bujold considers how 

the traumas of both loss and rediscovery reverberate down generations. The series 

also explores how the longer-term uptake and applications of technology can signal the 

consequences of the cultural shifts of loss and rediscovery. In doing so, the series 

considers how the lost race story’s inherent confrontation of past and present goes 

beyond a single encounter. Mapping the consequences at a cultural and domestic 

level, the Vorkosigan series exemplifies how the expansive space of the series format 

allows the multiple ramifications of the lost race scenario to be explored. In particular, 

characters must negotiate the shifting forms of home at the intersections of domestic 

and galactic life. Therefore, this sustained consideration of social change allows for the 

construction of hybrid identities. 

 

Lost race stories offer a useful frame through which to explore the range of responses 

to earlier models of science fiction narrative in the later half of the twentieth century. 

Their evolution in this period highlights both the shifting form – from the centrality of 

shorter fiction in the pulp magazines to the predomination of novels and series by the 

end of the twentieth century – and the changing preoccupations, ideological 

frameworks and literary techniques of science fiction. This chapter has not been an 

exhaustive account of all the lost race stories produced in this period, even those by 

                                                
68 The dedication to A Civil Campaign reads: ‘for Jane, Charlotte, Georgette and Dorothy – long 
may they rule’. It presumably refers to Jane Austen, Charlotte Brontë, Georgette Heyer and 
Dorothy L. Sayers. 
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women. One could also include, as examples, CJ Cherryh’s Foreigner series, where 

the division between colonists and the spaceship that abandoned them for generations 

before returning is complicated by the presence of a truly alien species, the atevi; or 

Anne McCaffery’s Pern series, especially Dragonsdawn (1988), which makes it clear 

that the Pern books are framed within a lost colony background. Rather, the chapter 

has identified three patterns in the renegotiations of the lost race formula in science 

fiction of this period. A direct continuity with earlier modes is present in texts like 

Bradley’s Darkover novels and Griffith’s Ammonite, which closely replicate the formula 

though they may contest its ideologically conservative heritage. In contrast to these 

replications, Joanna Russ, in We Who Are About To…, makes explicit the lost race 

inheritance of problematic politics, revealing and challenging the colonialist and 

patriarchal assumptions implied by the formula. For Russ, the deeply compromised 

nature of the lost race formula makes its continued presence in science fiction 

undesirable. Lois McMaster Bujold’s Vorkosigan series acknowledges these 

assumptions, but progresses from the moment of rediscovery to ask how a lost race 

can continue on after being ‘found’ and how social change is possible. Thees three 

types of responses to the lost race story demonstrate that its continued existence 

signifies more than a simple continuation of earlier science fiction tropes. Rather, the 

lost race story in the late twentieth century is also deeply implicated in renegotiation of 

the genre.   

Part of the lost race story’s potentially precarious or peripheral place in the 

genre is through the types of science and technology represented in the texts. Rather 

than focusing on technological and scientific change as an externalised spectacle, 

technologies in these texts are primarily an ‘everyday’ way of doing things. Thus, 

context, methodologies and social integration and implementation of science are 

foregrounded rather than the technologies themselves. The visibility of the forms of 

these technologies – often relating to biological and communicative sciences – is also 

related to their traditional identification as feminised sciences, compared to 

masculinised hard sciences. These texts show how lost race stories are nonetheless 
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science fiction texts, stories which stage the development, application and 

consequences of technologies and scientific knowledge.  

Home, in these texts, is a contested and interrogated term, whose meaning is 

unstable. It is negotiated by individual characters on a social and cultural level. While 

identities and relationships to place and nation may alter, many of these texts explore 

the problems of a hybrid identity. In some instances, a seemingly hybrid identity is 

predicated on the stable identity of the coloniser, and the ability to perform and pass as 

‘native’ reveals a hierarchy of identity and ultimate inability to reconcile the lost race 

with its origins/discoverers. In other cases, the challenges of a truly hybrid identity 

forms a key part of the narrative: hybridity is shown as an unstable and ongoing 

process of negotiation, evincing the potential for dialogue or reconciliation between the 

lost race and its discoverers. 

If home is a contested term within these texts, it also informs their contexts, as 

the writers each attempt to deal with the boundaries of their generic home. These texts 

all, in their own ways, renegotiate the boundaries of science fiction. Their engagement 

with lost race tropes signals an understanding of and appeal to the history of the genre, 

while also showing its ability to be reshaped. The continued adaptability of the lost race 

story in contemporary science fiction reveals both the ongoing influence of the past in 

the genre, and its ability to re-estrange – to make new – pre-existing tropes. In the 

following chapter, I focus on the use of the lost race story to engage with modes of 

constructing temporality, in particular the discourses of evolutionary biology and 

medievalism. The reshaping of the lost race story demonstrates that generic memory 

continues to inform contemporary work, as the texts discussed in this chapter both rely 

on and unsettle modes of reading and writing built up through the accretion of generic 

conventions. 

 
 

 
 
 



Chapter Six  
Writing Temporalities: Biology, Evolution and 

Medievalism 

As the lost race story moved through the twentieth century, the teleological mode 

common to the nineteenth-century stories became complicated by an increasing 

reflexivity on the nature of memory and the construction of time itself. While earlier 

chapters considered memory, nostalgia, space and history as modes of constructing 

temporality within lost race stories, this chapter considers two specific modes of 

representing temporality: medievalism and evolution. Both offer modes hold particular 

ways of registering the connection between past, present and future; evolution drives 

towards an unknowable future from an excessive present imbricated with traces of the 

past, while medievalism suggests that the past is still present, and indeed still in the 

process of being produced. Biological sciences and evolutionary theory imply a 

particular relationship to temporality: evolution is only possible in and through time. Yet 

the time of evolutionary change is on a separate scale to historical time. Medievalism 

relies on historical knowledge to evoke a specific set of referents, yet it differs from 

history in its focus on the continuing construction of the past within the present, rather 

than attempting to directly recover the past. Medievalism thus foregrounds the mutually 

constitutive relationship between the past and the present. Medievalism and evolution 

therefore both evoke the presence of multiple temporalities in the present. Within the 

structure of the lost race story, these modes of temporality complicate the simple split 

between past and present equated with the two cultural groups. 

Evolution foregrounds the corporeal experience of time; insisting on the 

centrality of biology. Essentialist claims of biology and embodiment have long been 

troubling for feminist writers and critics. While radical separatist utopias may have 

grounded their constructions of such societies in an understanding of women-centred 

values drawn from women’s ‘natural’ and inherently embodied qualities, similar 

readings of biological destiny have also produced dystopias. Similarly, the co-option of 
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evolutionary discourse for imperial and racist ideological purposes – social Darwinism 

– requires wariness, particularly given the lost race story’s imperial heritage. 

Nonetheless, some feminist critics and theorists have sought for ways to account for 

the presence and power of corporeality and biology without reifying essentialism. 

‘Natural’ is a term placed into question by these writers, and in such contexts the future 

of the natural is also opened to contestation.1 Elizabeth Grosz emphasises that 

Darwinian evolution itself can be understood as open-ended, unfixed and moving 

toward an unforseen and unforeseeable future.2 Biology, as the site of evolution, is 

thus also fundamentally embedded in temporality; certainly, representations of biology 

in science fiction function as a register of the temporal. 

The writers discussed in this chapter – Marion Zimmer Bradley, Joanna Russ, 

Nicola Griffith and Lois McMaster Bujold – attempt to grapple with biological 

essentialism through their exploration of the interface between biology and technology. 

Previous chapters have looked at technology as a form of spectacle, a highly visible 

marker of modernity. The presence of biological sciences in these writers’ work 

illustrates again the unfixed futures of evolution: evolution is open to planned 

intervention, particularly through reproductive technologies, which are shown as having 

significant social consequences. The writers thus bring together the science fictional 

elements of speculative technologies with an exploration of gendered understandings 

of biology. 

The broad context given to biology in the stories examined in this chapter 

encompasses the role of place as well as technology. Earlier, Chapter Two 

emphasised the connections between space and sexuality in nineteenth-century lost 

race stories, as well as noting the ways in which lost race stories spatialise time. It also 

examined the drive to move lost race spaces under the control of imperial systems of 

knowledge, mapping these spaces into Western cartography. By drawing together 

                                                
1 Claire Colebrook, ‘From Radical Representations to Corporeal Becomings: The Feminist 
Philosophy of Lloyd. Grosz, and Gatens’, Hypatia 15.2 (2000), p. 76-77, 91. 
2 Elizabeth Grosz, The Nick of Time: Politics, Evolution and the Untimely, (Durham: Duke 
University Press, 2004), p. 7. 
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biology and space, these stories replace the static distribution of spatialised time in the 

nineteenth-century model with a contingent and evolving sense of space. In this sense, 

they follow the logic of Michel De Certeau, who identifies time as an area where tactics 

of resistance can happen, opposing it to the ordered realm of place: ‘because it does 

not have a place, a tactic depends on time’.3 Lost race stories continually offer a 

temporal space in which to explore the interconnections of alterity and biological 

kinship, the paradoxes of (re)discovery and the politics of such an encounter.  

Medievalism also works through the tensions between alterity and kinship 

because the version of the past constructed through medievalism can be 

simultaneously deeply familiar and/or alien to modernity. As a corollary to the futurity of 

evolution, medievalism insists on the imbrication of pasts within the present; present 

time, shot through with signs of the medieval past, is unable to disengage from its 

precursors. Furthermore, medievalism is itself fragmented and multiple. It 

encompasses textual evocations and material reproduction, and includes academic 

engagement with the past and popular cultural productions. Within the lost race stories 

discussed here, medievalism serves a range of purposes. It can be deployed as a 

method of critique or as a valorisation of alternate cultures. For the imagined 

interplanetary locations of the lost races in these texts, any direct access to the 

medieval past is impossible; rather they feature highly mediated constructions of 

medievalism that have been shaped by medievalism’s own complex history. This 

distance also mitigates against nostalgic medievalism, as it is the product of cultures in 

the process of change and is thus open to renegotiations of meaning.   

With their history of narratives of social evolution from the nineteenth century, 

lost race stories tend to collapse the social and the biological. Evolutionary progress, it 

seems, is judged by cultural markers, yet the nature of these markers remains 

contested. Historical periodisation works in these lost race stories and in other science 

fiction to both sanctify notions of progress, and to trouble them. As chapters three and 

                                                
3 Michel de Certeau, The Practice of Everyday Life, trans. Steven Rendall, (Berkeley: University 
of California Press, 1984), p. xix. 
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four argued, the generic identity of science fiction is deeply enmeshed with modernity, 

and so defining the constructed societies of science fiction texts against medievalism 

works to reinforce this generic identity and consequent claims to centrality and 

authority. Seeing science fiction as postmodern, with all the bricolage of historical 

markers postmodernity entails, also shows that representations of the present and the 

future are always refracted through the past.  

Biology and Evolution   

In representing evolution, writers face the challenge of reconciling the vastly different 

temporal spans of evolutionary time and human narrative. Nonetheless, capturing a 

particular moment in evolutionary time, these representations in some way reflect the 

open-ended temporality of evolution. While evolutionary discourse has been deployed 

for conservative, and at times, deeply troubling aims, Elizabeth Grosz has reminded 

feminist critics of the potentially revolutionary connection between evolution and time.4 

The equation of women with the biological – and biology as destiny – in an essentialist 

and ahistorical move has long been a site of feminist contention, yet it remains an 

enduring cultural motif.5 The interface between biology and society in the lost race 

stories discussed here is not the deployment of evolutionary discourse on ideological 

terms that in turn justifies the perpetuation of that ideology, as was the case with social 

Darwinism. Rather, these texts are interested in the way evolutionary biology produces 

culture, and how, in turn, culture – through practices and technologies – influences 

biology. Similarly, these texts foreground embodiment as the site of human existence, 

anchoring experiences of time, though in doing so they engage with the issue of 

essentialism at the individual level. 

In arguing for the possibilities of feminist engagement with and utilisation of 

evolution, Grosz suggests that Darwin’s theory of evolution ‘offers a subtle and 

                                                
4 Grosz, Time Travels, p. 14. 
5 Alison Stone, ‘Essentialism and Anti-Essentialism in Feminist Philosophy’, Journal of Moral 
Philosophy 1.2 (2004), pp. 137-142. 
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complex critique of both essentialism and teleology’.6 The mutability and 

unpredictability of evolutionary biology is orientated towards an unknowable future: it is 

thus unfixed, dynamic and unstable. Evolutionary biology is therefore deeply 

enmeshed in time. Its temporality works beyond, while still including, human scales of 

time, and decouples futurity and progress. The omnipresent, excessive nature of 

evolutionary biology also encompasses culture. Grosz proposes that it ‘incites and 

produces culture, that is, the ways in which the biological enables rather than limits and 

directs social and cultural life’.7 This is a rejection of both a purely constructivist 

understanding of culture, and of the reduction of culture to a set of unchanging – and 

unchangeable – socio-biological imperatives. Rather, Grosz emphasises nature and 

culture as enriched and continually complex systems. In considering the extent to 

which evolutionary biology creates or informs a drive to the future alongside its 

contingency, Grosz flags the compelling temporality of evolution that also informs the 

deployment of evolutionary narratives in lost race stories. 

Entering and employing biological discourses in their fiction, the writers 

discussed in this and the previous chapter insistently connect evolution and 

representations of biology and embodiment with the operations of temporality. While 

Griffith uses a retrovirus as a worldbuilding device in Ammonite, explaining the 

absence of men on Jeep and the reproductive abilities of the women, the virus also 

allows Griffith to envision corporeal experiences of memory, collapsing the past and 

future. Bradley, despite what might seem a focus on mind versus technology in the 

opposition of the Darkovans and Terrans, devotes attention to corporeality. In the 

Darkover series, gendered essentialism and the role of women as biological resources 

is balanced by a focus on biological technologies as a vehicle for cultural change. For 

Russ in We Who Are About To…, the biological provides a horizon of the imagination; 

it is an inescapable though unreachable limit. For the narrator, biological destiny 

encompasses the imperfect fit between humans and their environment, with the failure 

                                                
6 Grosz, Time Travels: Feminism, Nature, Power, p. 17. 
7 Grosz, Time Travels: Feminism, Nature, Power, p. 43. 
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of technology against the physical qualities of space that lands them on the planet in 

the first place, on the planet which – just like Earth – is not always able to support life 

and, at the individual level, the encounter with death and dying. Writing against biology 

as patriarchal and colonial destiny, Russ’s version of biological destiny foregrounds its 

contingent position in a web of environmental and social conditions. In Bujold’s writing, 

the biological is deeply enmeshed in the technological and the political realms. From 

the seemingly frivolous competitions of aesthetic genetic manipulation in Cetagenda to 

the bone-deep fear of mutagenic chemicals and biological warfare in The Vor Game 

and the biotechnology entrepreneurship of A Civil Campaign, representations of 

biological sciences are never in isolation.   

In Ammonite, the planet Jeep is isolated by a retrovirus with a one hundred 

percent infection rate: it is deadly to all men and to twenty percent of women, and 

those that survive are irrevocably changed. Following its rediscovery, the planet is 

placed under quarantine. Griffith’s use of the retrovirus as a narrative device 

incorporates a contemporary science fiction trope of the threatening virus, while also 

revisiting the feminist separatist utopias of the 1970s and earlier.8 The novel also refers 

back to earlier separatist utopias and ultimately to Gilman’s Herland with its inclusion of 

parthenogenesis. Parthenogenic motherhood is not accorded the same unilateral 

valorisation that it receives in Herland; rather, motherhood is presented as part of the 

range of human activities undertaken by the women of Jeep. The treatment of the 

separatist nature of Jeep reflects shifts in feminist theory and feminist fiction over the 

century. Unlike Gilman’s Herland, with its implicit assumption that the return of men is 

ultimately preferable, or the more recent radically separatist utopias of Russ and 

others, Ammonite presents a relativist recognition of separatism as one way of being, 

but not an automatic guarantee of Paradise on Earth.  

The retrovirus informs every aspect of life on Jeep in a conscious way: it 

enables reproduction; it enhances sensitivity to the natural world, influencing 

                                                
8 Heather Schnell, ‘The Sexist Gene: Science Fiction and the Germ Theory of History’, 
American Literary History 14.4 (2002), pp. 807. 
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agriculture; and forms part of the trata relationships that include not just trade but also 

imply biological interchange. The stand-off between Jeep and the Company is 

predicated on biological similarities – the ability of people to catch the retro-virus. Even 

more significantly, Marge’s conscious choice to stop taking medication and accept 

infection by the retrovirus, ‘this world’s illness’, is framed as an acceptance of the 

environment in which she lives, as a physical interaction between her body and her 

adopted world. Furthermore, one of the memory sequences within the text suggests 

that the virus may link humans and the goth, a sentient indigenous species resembling 

bigfoot. Access to the past occurs at a genetic level, according to the logic of the 

retrovirus, yet this access is figured as relational, just as part of Marghe’s adaptation to 

the retrovirus includes a greater conscious awareness of her own body and the world, 

and the connections between them.  

The device of the retrovirus in Ammonite is obviously predicated on biological 

similarity to enable susceptibility to the virus. The inference that the virus connects 

humans to the goth, then, picks up on animal-human virus leaps on Earth. It bridges 

species and contests the distinction between humans and other animals. Nonetheless, 

the responses to the virus in Ammonite suggest that culturally determined aspects of 

illness – the interface of socio-biology – powerfully affect the experience of this 

disease. The Company’s approach of containment and potential eradication goes 

beyond the targeting the retrovirus, as its methods of treatment affect the immune 

system and other symbiotic life-forms. Marghe is informed, according to Company 

policy, of decontamination procedure required on her return from Jeep: 

“These procedures consist of: isolation, the removal of all subject’s 

blood, marrow, lymph and intestinal flora and fauna and its replacement 

with healthy normal tissue; re-immunization of subject with all bacterial 

and viral agents commonly found in earth-normal human population; 

prior to return to home planet, further isolation at a location to be 

decided upon to determine the efficacy of said re-immunization. Do you 

understand these procedures?”9  

                                                
9 Griffith, Ammonite, p. 8. 
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Worth noting in this procedure is the enforced assumption of an Earth-centric norm, 

and regulation of the body at a micro-level, an enforcement of boundaries down to the 

very bone. Heather Schnell argues that science fiction virus narratives in the 1990s use 

viruses as causal agents and as signals of broader change: ‘[v]irus discourse has 

become a covert means of negotiating identity and contact in the increasing 

multiculturalism of the global village.’10 Though Schnell finds that this change can be 

often conservative in its gender politics, the effects of the virus in these narratives is 

not limited to the recuperation of the older order through the defeat of an external 

threat. In some cases, as with Ammonite, the hybrid and altered products of virus 

narratives can offer new and different ways of being in the world. For example, 

Marghe’s eventual decision to welcome the virus into her body as part of her changing 

identity as a citizen of Jeep and member of her chosen family stands in contrast to the 

anxious policing of the literal body and body politic by the Company. The retrovirus is a 

mediating space in which biological differences can be bridged: it suggests cooperation 

as well as competition in the evolutionary narrative. 

In making the retrovirus central to the narrative of Ammonite, Griffith centralises 

issues of embodiment. Griffith has flagged her interest in embodiment in her article 

‘Writing on the Body’. She argues against transcendental escapes from the body by 

emphasising the corporeality of knowledge and experience.11 Marghe initially has a 

strong conscious awareness of her body, training herself in biofeedback, and this initial 

skill is deepened through the greater level of corporeal awareness and control enabled 

by the retrovirus. Part of Ammonite’s utopianism is in the ability to ‘trance’ with others 

and share corporeal awareness, while Jeep’s culture generally is informed by the 

centrality, awareness and control of the body. The centrality of the biological in 

Ammonite enacts this insistence on the material grounding of life, while still writing 

against gendered essentialism. Because the retrovirus enables connections across 

                                                
10 Heather Schnell, 'Outburst! A Chilling True Story about Emerging-Virus Narratives and 
Pandemic Social Change', Configurations 5.1 (1997) p. 95. 
11 Nicola Griffith, 'Writing From the Body', in Helen Merrick and Tess Williams (eds), Women of 
Other Worlds: Excursions Through Science Fiction and Feminism, (Perth: University of Western 
Australia Press, 1999), p. 260. 
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individuals and species, Ammonite works against essentialism through emphasising 

diversity. Embodiment is also embedded in a connection to place, for instance, after 

contracting the virus, Marghe learns to plant out a garden with a felt sensitivity to where 

the plants will best thrive. 

For the people of Jeep, living with the retrovirus has been a process of mutual 

evolution with biological and social consequences. The continuing need to be open to 

change is reinforced by the resolution of the conflict between the Echraidhe and other 

tribes. The Echraidhe’s failure to build genetic diversity, as well as their cultural 

isolationism, created the conditions for conflict, and is addressed as part of their 

restitution. In Bradley’s Darkover, lack of diversity similarly poses a problem. The 

psychic technologies of Darkover, discussed in the previous chapter, are enabled by 

innate and inherited psychic abilities, termed laran by Bradley, are linked to external 

physical traits, most obviously red hair. Building Darkover from the spaceship crash 

and lost colony event set out in Darkover Landfall includes a cultural shift to seeing 

women as biological resources, required to produce future generations and valued 

within a system of selective breeding for laran. The cultural shift also involves a new 

governmental structure, neo-feudal and based on inheritances of laran. Over time, this 

power, psychic and political, is codified into seven family lines. Bradley thus naturalises 

and romanticises the equation of political and scientific control. The struggle to 

maintain Darkovan identity following recontact with the Terran Empire also involves 

renegotiating the restrictive connections of genetically inherited psychic abilities and 

leadership, authority and power, and the difficulties of altering gender ideologies within 

the reproductive logic of Darkovan culture. 

While psychic technologies are firmly embedded in the body, the ritualised 

customs of the psychics are built around disciplining and transcending the body. Part of 

the training for psychics is biofeedback, with highly conscious control exercised over 

the body. While working, another psychic should monitor the body, maintaining the 

cardio-vascular system as consciousness transcends and becomes disconnected from 

the body. However, returning to the body after such work reveals the extent to which 
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these technologies are embedded in corporeality: hunger resulting from psychic work 

positions it as a physical activity drawing on the body’s resources. Transcending the 

body is thus a problem for Bradley, as the psychic technologies of Darkover are firmly 

embedded in the body even as they attempt to move outside it. 

Before recontact and subsequent democratisation of access, laran is 

administered through the Towers, isolated from the rest of Darkover. The Tower 

system allows psychics to work in groups, led by a Keeper who channels the energies 

of the group. The role of the Keeper, though nominally required by the system of 

psychic technology, is as much a symbol as a practical requirement, where the Keeper 

is supposed to be female, and a virgin. This figurehead role is as much about the 

absence of self as it is about any form of nominal authority. While Bradley depicts 

some arguments for the necessity of the Keeper’s virginity, in which the loss of virginity 

alters the Keeper psychically and renders her unable to carry out her work, the 

ritualised isolation of the Keeper – she should not be touched in any way by anyone – 

signals the cultural practices built up around this biological justification. While the 

rebellion against the repressive rules of the Tower system depicted in The Forbidden 

Tower and subsequently in The Bloody Sun, challenges this position, it does so 

primarily through heterosexual romance, and secondarily as a political assertion of 

women’s agency. Similarly, Bradley’s potentially challenging representation of 

homosexuality is defused by its secondary place to reproductive logic: as long as heirs 

are produced, such homosexuality does not impinge on the status quo. The romance 

aspects of the Darkover series also emphasise sensuality of psychic and physical 

intimacy. Where the link between biological, psychic technologies and government 

authority is decoupled in the rebellion of the Towers, it denaturalises the structure of 

authority and must be rapidly suppressed. 

While in the earlier, feudal stages of Darkovan history, before recontact, the 

laran system gave women some power, as an alternative to marriage and motherhood, 

breaking down the Towers seems designed to return them to that role. The alternative 

space of the Renunciates, also known as the Free Amazons, a separatist women’s 
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guild, is marginalised from the power structures of Darkover, because stepping outside 

a role justified by reproduction or laran is to move outside the development of 

Darkover. Thus, the final novel focused on the Renunciates, City of Sorcery, moves 

outside Darkovan history as well as ending the cluster of Renunciate novels within the 

series. The extended chronological range of the Darkover series privileges 

reproduction, building reader engagement by following the descendents of characters 

featured in earlier works. Moves to construct women as agents, with the power to 

articulate and act on their own desires, are trumped by reproductive logic throughout 

the series, not just in Darkover Landfall. 

In The World Wreckers, the rejuvenation of Darkover and its psychic 

technologies is heralded by the birth of an interspecies child: the troublingly redemptive 

powers of pregnancy coming to the fore again. The biological justification for laran is 

the interbreeding of humans and the non-human species, the chieri. Successful 

interbreeding reduces or erases alterity, according value to the chieri only through their 

contribution to human biology and subsequent culture. This reduction of alterity also 

figures in the rewriting of the different gender structures and reproductive practices of 

the chieri into human terms. The characterisation of the chieri is in part matched with 

the supposed genetic connection between psychic abilities and red hair, which, 

according to Bradley, signifies Celtic heritage linking to the idea of ‘second sight’.12 

Here, biological and cultural heritage are collapsed and generalised. The connection 

between Darkover and the Terran Empire is also figured in reproductive terms. The 

marriage of Darkovan and Terran characters and their children reinforces an overall 

sense of human biological kinship, yet the difficulties of hybrid and seemingly innate 

identity, discussed in the previous chapter, remain. 

As discussed in the previous chapter, the psychic technologies of Darkover blur 

the boundaries of science and magic. They are given a scientifically based explanation 

by Bradley, but are marked by the trappings of fantasy. As communication 

                                                
12 Marion Zimmer Bradley, ‘The World Wreckers’ in To Save a Planet, (New York: Daw, 2004), 
p. 336. 
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technologies, they also play a part in the gendered visibility of science identified by 

Donawerth. Nonetheless, the basis of psychic technologies lies in biological abilities 

and evolutionary inheritance, with Bradley depicting culture and technology as deriving 

from inherent and inherited qualities. Similarly, the corporeality of these technologies 

seems tied in to the difficulties Bradley has in imagining cultural change. Bradley does 

make explicit the embodied connections between psychic and political power, which 

naturalises the feudal hierarchy of Darkover, but is limited in her ability to envision 

radical cultural change on Darkover. Unlike Griffith, who uses the retrovirus to make a 

wider point about biological and social adaptability and the open-ended future that 

Grosz appropriates for feminist purposes, Bradley constructs evolution within the 

Darkover series as restrictive and secondary to culture: it does not enable an open-

ended future. 

Writing somewhat earlier, Joanna Russ’s We Who Are About To… is similarly 

interested in the ways that the future is restricted, however, she challenges the 

ideological assumptions found in Bradley’s work. The issue of reproduction in 

colonialist discourse is revealed in We Who as a biological and cultural problem. The 

logic behind the reproduction of the next generation of settlers relies on the assumption 

that this reproduction will also replicate the colonialist culture. In opposing the 

essentialist and reductionist biological arguments of the other survivors in their 

colonising plans, the narrator substitutes a complex vision of the interplay between 

environment, culture and biology. This takes the form of a sustained exploration of the 

evolutionary ties between environment and biology, and an examination of the process 

of life and death as interpolated by culture. 

Iatrogenic disease – glossed by the narrator as ‘one created by the physician 

and we have plenty of them. The physicians and the diseases’13 – works as a 

structuring idea in Russ’s text for the interplay of biology and culture, suggesting that 

the interventions of medical science and modern culture have intense embodied 

ramifications, and, as such, cannot be left behind. The most obvious example is Lori 

                                                
13 Russ, We Who Are About To..., p. 7. 
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Graham, ill from birth, who was picked for adoption by Valeria as a way to display her 

charity and wealth. The youngest of the women, Lori becomes the focus of the colonial 

and reproductive plans of the rest of the group, yet she seems the least suited to 

survival in this situation. While the plans involve the appropriation of Lori’s body, and 

those of the other women, for the colonial enterprise – the practice in Bradley’s 

Darkover that Russ is challenging – the positioning of the body as a resource is 

represented as part of a cultural continuum that also includes Victor Graham’s 

production of his body to enable social mobility through marriage. Victor’s death from a 

heart attack reflects his lack of use value in this new situation, while the drugs carried 

by the narrator are sufficient to ease him while dying, but not enough to save him. All 

the survivors are the corporeal products of modern culture, displaying that culture as 

embodied symptoms. 

The process of life is also the process of death, according to the narrator: she 

states in her penultimate entry ‘Long dying: long, long dying, forty-two years’.14 Each 

death in the text, including its causes, is significant, and involves confronting the 

embodied processes of death, the process that, as noted previously, is matched by the 

text’s narrative structure. Following Victor’s death, the narrator murders Alan, Nathalie 

and John Ude. Alan is clubbed to death with a rock: an atavistic end for the character 

who is most directly linked to the assertion of regressive patriarchal masculinity, as 

discussed below. Nathalie and John are both shot with a ‘gas-gun’, a science-fictional, 

impersonal device matching their identification with a bureaucratic power structure. Lori 

is also killed with the gas-gun, the distancing effect offered by the choice of weapon 

allowing the act to be seen partial as euthanasia, though the close range of the shot 

mitigates such a reading. Valeria is killed as she wrestles with the narrator for control 

over an old-fashioned revolver: this faintly melodramatic, anachronistic scenario 

parallels Valeria’s determined evocation of the traditional nuclear family. On the other 

hand, Cassie (her full name is Cassandra) chooses to commit suicide, using the 

contact poison provided by the narrator, an act that can be read as Cassie’s assertion 

                                                
14 Russ, We Who Are About To...  p. 125. 
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of agency and control over her body, as well as foreshadowing the narrator’s own 

death. The significance accorded to these deaths is, however, diluted by the narrator’s 

recounting of the death of a child, in a traffic accident. Death happens to everyone, 

everywhere. 

Russ emphasises the role of the environment in shaping biology. Despite the 

planet’s limited points of similarity with Earth – and thus its minimal ability to support 

human life – this is an alien environment. Early on, the narrator addresses the planet, 

introducing humans as a species rather than as individuals, using comparisons to 

objects found on the planet to make a description comprehensible.15 The choice of 

identification as a species rather than as individuals here is significant, as it points to 

the assumptions underpinning the narrator’s critique of the colonising efforts of the rest 

of the group. Despite their skills and equipment, the planet is unable to be read and 

mapped into human knowledge and thus control. The relationship between humans as 

biological beings and the environment they have evolved in also means that the planet 

is unfamiliar down to a molecular level. The narrator notes that, among other problems, 

‘there could be incompatible proteins, vitamin deficiencies, chelating agents, dozens of 

things that could mess us up biologically in dozens of ways.’16 However, the narrator 

also points out that the environment on Earth is not always hospitable, either. 

Remembering Earth solely as a safe and nurturing space for humans is a reductive 

misrepresentation. 

Interaction with the environment involves both culture and biology or, on 

Grosz’s terms, culture as a realm of biology. When the narrator addresses the planet to 

introduce humans, she incorporates it into the encultured act of narrating. By using the 

features of the planet in constructing her description of humans, the narrator retains a 

sense of the alterity of this environment. In contrast, the narrator builds a continual 

sense of connection to Earth. She carries a quartered cross as a medallion, which 

signifies both ‘neo-Christianity’, an activist movement that narrator was part of, and 

                                                
15  Russ, We Who Are About To... p. 20. 
16 Russ, We Who Are About To...,  p. 17, italics in original. 
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Earth. The narrator claims that, if Earth was in danger of destruction, ‘I would fight 

every inch of the way there because my whole life is knit to her. And she’d need 

mourners’.17 She insists that the loss of Earth, like the loss of life, requires recognition 

and mourning, and not replacement. Mourning here encompasses the intersections of 

culture, biology and environment.  

In Lois McMaster Bujold’s Vorkosigan series, the expansive universe, with its 

diversity of cultures, enables the exploration of different permutations of evolution and 

biological technology. The interest in biotechnology exhibited in the series shows a 

sophisticated rethinking of the intersections of feminism, technology and the limits of 

biology. The classification of the series as space opera and character-based science 

fiction, and not as ‘hard’ science fiction relies on an erasure of biological technology as 

a worthy topic for fictional exploration. While Bujold does depict military and 

engineering technologies throughout the series, one of the main sites of scientific and 

technological speculation is in reproductive and biological technologies – part of the 

reason, perhaps, that the Vorkosigan series has been dismissed with the space opera 

label. Bujold complicates representations of disability by examining the cultural 

responses to genetic disabilities and those caused by military technologies. The uterine 

replicators, introduced in Shards of Honour, enable embryos to be gestated outside in 

an artificial environment. This enables medical intervention at a level not possible with 

in-body gestation – it is also depicted as key to radical social change in the roles of 

women on Barrayar. In A Civil Campaign, Bujold explores the incongruous match 

between access to highly advanced biological technologies and the archaic political 

system of Barrayar, where the inheritance of titles and thus of direct political power is 

patrilineal. In contrast to Barrayar, the Cetagendan Empire uses genetic engineering to 

direct biological and cultural evolution. 

In the Time of Isolation, mutation and genetic illness becomes a major cultural 

trauma and the practice of infanticide for visibly disabled infants still occurs in isolated 

                                                
17 Russ, We Who Are About To...,  p. 20. 



Six                                                 Writing Temporalities: Biology, Evolution and Medievalism 
 

 246 

districts even after generations of recontact and laws against it,18 while Barrayan folk-

tales feature mutants as villains.19 Miles’ disabilities are caused first by in utero 

exposure to an ‘obsolete’ military chemical and its antidote – a teratogenic chemical. 

His later death by needle grenade, cryogenic freezing and revival bring another set of 

physical problems. Miles is aware that the visible signs of his disability, though not 

genetic, help to shift cultural attitudes. As Virginia Bemis points out, ‘Bujold presents us 

with a vision of the future in which technology creates new disabilities at the same time 

that it enables persons with disabilities to live, function and prosper’.20 Bemis depicts 

Bujold’s fiction as contesting stereotypes of people with disabilities, through Miles’ 

combination of space opera hero role and his physical deformities in a culture virulently 

prejudiced against mutation. The replacement of genetic illness as a cause for 

disability with disabilities caused by military technologies also forms part of Bujold’s 

concern with the effects of war.  

Alongside military technologies are biological technologies that have an 

influential – though less overt – role in the changing Barrayan society. In particular, 

uterine replicators become a flash point for social change in the novels. The uterine 

replicators are first featured in Shards of Honour, where they form part of the prisoner 

of war exchanges following Barrayar’s failed invasion of Escobar, returning foetuses 

conceived through rape to the Barrayaran military, and they later move into widespread 

use. At the Emperor’s Birthday Dinner, Cordelia lectures Mark on the “two agendas” 

being carried out – the political performance of the men and the “genetic agenda” of 

the women, where the replicators will “fundamentally alter Barrayar’s future”.21 The 

disconnection of reproductive function from female embodiment is represented by 

Cordelia, and Bujold, as a source of power for women in Barrayan society. 

While the importation of galactic reproductive technology doesn’t affect the 

official policies of patrilineal inheritance of rulership or male-only entry into the military, 

                                                
18 See Lois McMaster Bujold, ‘Mountains of Mourning’ in Borders of Infinity, [1989] (Riverdale, 
New York: Baen, 2000), pp. 9-100. 
19 Bujold, Komarr, p. 278. 
20 Bemis, 'Barrayar's Ugliest Child’, p. 22. 
21 Bujold, Mirror Dance, p. 296. 
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such policies are shown as questionable when placed alongside advanced medical 

technologies that allow for relatively quick and convenient sex change surgery. In A 

Civil Campaign, Lady Donna Vorrutyer travels to Beta Colony and returns as Lord 

Dono, able to make legal claim on the Vorrutyer Countship. This case, however, is a 

parable for the general plasticity of sexuality and gender identity, forcing a re-

evaluation of the assumption about bodily and gender stability in the Barrayan context. 

Similarly, the legal quandary about Mark’s place in the Vorkosigan family reflects a 

disparity between the possibilities enabled by biological technology and the cultural 

frameworks for dealing with them. The recontact between Barrayar and the wider 

galaxy throws this disparity into stark relief, while other places such as Beta Colony 

have co-evolved technologies and cultural practices. Thus, the interface between 

technology and its unexpected uses is an important space for constructing national 

identity. 

While Barrayar responds to the challenges of galactic biotechnologies, the 

Cetagendan Empire – invaders and ongoing enemies of Barrayar – uses genetic 

engineering to expedite the Cetagendan’s evolution towards the post-human. The 

construction of Cetagendan society is complicated by the gendering of biotechnology. 

Cetagenda’s basic cultural, and biological, structure is divided between the militaristic 

‘ghem’, who control the official military and the governorships of Cetagendan colonies; 

and the ‘haut’, who appear to be decorative. Nevertheless, the haut women control the 

genetic evolution of Cetagenda and the Emperor comes from the haut. The contrast 

and biological divide between the ghem, orientated towards military power, and the 

haut, ‘developing the genome’, forms part of the ongoing tensions between these 

divergent uses of science and technology. The seeming power of the ghem men is 

actually secondary to the power of the haut women. Within Cetagenda the genome 

becomes a cultural text, where alterations of biology are driven by various criteria, 

including aesthetics. The dissemination of the products of the haut genetic engineering 

is rigidly controlled, but nonetheless, all parts of Cetagendan culture are marked by the 

idea of altering of the biological. For example, the uncanny ‘kitten-tree’, which grows 



Six                                                 Writing Temporalities: Biology, Evolution and Medievalism 
 

 248 

kittens like flowers, is an example of ghem genetic engineering and is exhibited in 

public; not so the results of haut work.22 Political, aesthetic, genetic and military power 

are enmeshed but not equated: the whole system is a delicate balancing act between 

these sources of authority and power. 

Biology, in all the texts explored here, is also part of the cultural, informing and 

shaping culture. Furthermore, biological technologies, which feature heavily in the 

texts, also allow culture to shape biology. This imbrication of biology and culture to 

some degree undercuts essentialism and produces a complex envisioning of 

corporeality. An interest in the lived experiences of embodiment is also matched by an 

interest in potential futures of embodiment: where evolution might take biology and 

culture. In Ammonite the retrovirus is more than a convenient plot device, as its 

transmission and transformative effects refigure the virus narratives of the time, which 

were characterised by horror and terrorism, to suggest cooperative progress. The 

psychic technologies of Bradley’s Darkover series are strongly linked to genetic 

inheritance, and tend to connect the inherent nature of psychic abilities with other 

forms of essentialism. Conservative ideologies of gender and feudal hierarchies of 

power are also naturalised, and within the series’ valorisation of reproductive logic, 

difficult to challenge. Russ’s We Who Are About To… does take up the challenge to 

gendered biological essentialism through physical actions – the murders – and by 

using medical and scientific discourse to challenge the premises of such essentialism. 

Russ also emphasises the evolutionary interplay between biology and environment. In 

the Vorkosigan series, Bujold uses reproductive, biological and genetic technologies to 

illustrate the potential interventions within evolution and experiences of embodiment. 

These interventions all have cultural ramifications, and create space for change.  

Lost race stories, from their beginnings back in the nineteenth century, have 

been interested in evolution as an explanatory and narrative structure. The presence of 

evolutionary concepts and discourse in turn produces an interest in embodiment. In 

writing about biology, lost race stories can depict not just the embodied condition of 

                                                
22 Bujold, Cetagenda, [1996] (Riverdale, New York: Baen, 2001), p. 165-166. 
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being human but also existence in a biological world whose evolutionary trajectory 

moves towards an unfixed future. The interplay of culture and biology in these texts 

thus shows their amenability to change. Imagining evolution in these texts is then a 

potentially radical act, despite the essentialist, conservative heritage within evolutionary 

discourse and the lost race story. While evolution works through futurity, it is balanced 

in lost race stories with the prominent presence of the past. Among others, one 

particular mode of representing the past in these stories is medievalism. 

Medievalism 

The tension between modernity and medievalism is a powerful organising principle in 

many lost race stories. ‘Medievalism’ refers to the evocation of a pre-modern past, but 

the term has a particular and powerful set of connotations: to evoke the medieval is to 

reaffirm the modern in a binarising move.23 However, in a post-modern world, the 

resurgence of medievalism is also a marker of the breakdown of modernity.24 

Medievalism is thus a fairly loose term, not corresponding to a singular, clearly defined 

historical period and, when part of popular culture, not necessarily driven by concerns 

with accuracy. The manifestations of contemporary medievalism are also influenced by 

previous forms of medievalism; medievalism in the twentieth century references 

medievalism from the nineteenth century as readily as it refers to the thirteenth century.  

While medievalism is far from the only mode of registering the past in lost race 

stories, its relationship to modernity makes it especially significant. Given that the 

‘trappings’ of medievalism have tended to be identified with fantasy, while science 

fiction generally resists such an aesthetic, the appearance of medievalism in science 

fiction troubles the identification of science fiction with modernity. As noted by James, 

the overt medievalism encountered in lost race stories has thus been one reason why 

                                                
23 Thomas A. Prendergast and Stephanie Trigg, ‘What is Happening to the Middle Ages’, New 
Medieval Literatures 9 (2008) [forthcoming], p. 216. 
24 See Umberto Eco, ‘Dreaming of the Middle Ages’, in Travels in Hyperreality: Essays. trans. 
William Weaver. London: Pan, 1987, pp. 81-84. 
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they have been consigned to the margins of the genre.25 The presence of medievalism 

within lost race stories, and science fiction more generally, thus underscores the fragile 

and fragmented nature of modernity, just as the construction of the distinction between 

past and present in medievalism relies on a continual invocation of the always already 

troubled notions of a stable boundary between modernity and the non-modern.  

The intrusion of medievalist tropes in lost race stories evinces the multiplicity of 

temporalities in the lost race story. Thomas Prendergast and Stephanie Trigg argue 

that ‘the ‘medieval’ is continually in process of becoming, of being defined and invoked, 

either directly by name, or indirectly by implication’.26 Medievalism is thus excessive, 

undermining the boundaries of historical periodisation. Given its continually in-process 

nature, medievalism shares a close relationship with cultural memory, and can be 

understood through that theoretical lens. Umberto Eco ascribes a range of forms to 

medievalism: notably, they range over both academic and popular cultural fields.27 

Certainly, the manifestations of medievalism are not restricted to discursive forms, and 

indeed, often take material form, such as architecture, crafts and performance. This 

material aspect in turn informs fictional representations; medievalism often implies an 

artisan relationship with production, drawing on the ideas of William Morris and the Arts 

and Crafts movement. Medievalism also points to a particular cultural heritage, 

weighted by Eurocentricism, and in particular, within English language popular culture, 

related to the highly visible presence of medievalism within imperialism as a signifier of 

cultural continuity.28 

The lost race stories discussed in this chapter all exhibit an ambivalent attitude 

to ideas of progress: Joanna Russ uses medievalism as an ambiguous marker of 

                                                
25 James, Science Fiction in the Twentieth Century, p. 182. 
26 Thomas A. Prendergast and Stephanie Trigg, 'Forgetting the Middle Ages', (unpublished 
conference paper, Australian and New Zealand Medieval and Early Modern Studies 
Conference, 2007), p. 2. 
27 Eco, ‘Dreaming of the Middle Ages’, p. 68. 
28 Louise D’Arcens, ‘Antipodean Idylls: An Early Australian Translation of Tennyson’s 
Medievalism’, in Patricia Clare Ingham and Michelle R. Warren (eds), Postcolonial Moves: 
Medieval Through Modern, (New York: Palgrave Macmillan, 2003), pp. 238-239. See also 
Jenna Mead, ‘Medievalism and Memory Work’, in Stephanie Trigg (ed.), Medievalism and the 
Gothic in Australian Culture, (Melbourne/Turnhout: University of Melbourne Press/Brepols, 
2005, pp. 99-118. 
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civilisation in We Who, while for Bradley medievalism seems to inform the conservative 

gender and governmental structures of Darkover. Bradley also emphasises the 

materiality of medievalism, a trait shared with Griffith’s Ammonite. For Bujold, 

medievalism allows her to both narrate and defamiliarise Barrayar’s past in the Time of 

Isolation. Joanna Russ’s We Who Are About To…, while critiquing a reversion to 

colonialist, patriarchal roles, also uses medievalism to signal a cultural heritage at the 

same time as foregrounding its limitations. Medievalism takes two main forms in this 

text: firstly, the narrator is a musicologist specialising in medieval and early modern 

music, while secondly, the multiple discourses of the text feature medievalist language. 

The narrator’s professional identity as a musicologist is one of the initial 

reasons that she is sidelined within the group of survivors. This body of knowledge is 

taken by other members of the group as a sign of her irrelevance: 

“European twelfth century to Baroque. No further.” 

“How nice,” Mrs Graham said. “We must tell Lori.” 

“Who cares,” Cassie said.29 

Both responses – condescension and dismissal – place this expertise as peripheral 

and irrelevant to their current situation. Yet, the narrator’s knowledge is one of the few 

things that can be carried from their previous lives into this new space, with group 

singing led by the narrator as one of the few forms of entertainment and group bonding 

available. It thus also points to a gap in the survival kit the group is equipped with, 

which provides the very basic provisions for food, water and first aid, thus reducing 

survival to a biological proposition. Music is represented as a positive cultural heritage, 

and, like the act of narrating, provides a mode of value that contests a purely biological 

focus on survival. However, the other medievalist references in the text are less 

positive.  

The appearance of medievalism in the narrative acts as a commentary on the 

patterns of behaviour in the group and the resurgence of a conservative gender 

                                                
29 Russ, We Who Are About To...  p. 9. 
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ideology. The main passage in which medievalism, signalled by language, spelling and 

content, appears is: 

Day five: we’ll move everything nearer the river, like lemmings. Natalie 

will start turning bruise-blue in the face. Alan will creep about like a 

wounded pup, ostracized by all, scorned by Lori Graham, the worst 

burdens loaden on his back, meke as the knyght that sufferth for his 

ladye’s sake. 

Which won’t last.30 

This passage follows an incident where an argument between Natalie and Alan over 

the best way to manage water supplies culminates in Alan hitting Natalie. The 

primitivism, and resurgence of patriarchal authority is figured as a form of cultural 

regression, a movement back in time. Hence, the chivalric language and tone is used 

here with obvious irony. Nonetheless, its presence in this richly referential text points to 

the cultural weight of medievalism. Not only does the content point to the assertion of a 

conservative gender ideology, in which the ‘meke’ behaviour of the knight fails to 

conceal his privilege, but also Lori’s position, as the ‘ladye’, points to her 

marginalisation within that same conservatism. She is used by the group as a 

figurehead, lacking both agency and full membership of the group. Lori, like the ‘layde’, 

is characterised by passivity and high-class status, acting merely as an ideal. In 

contrast, the ‘boomstick’, a transport device that the narrator steals, hints at a negative 

identification of resistant women with witches. Trigg and Prendergast note that the 

rhetorical device of identifying something with the medieval often also identifies it as 

abject.31 Alan, for instance, is made doubly abject through this rhetorical medievalising 

move as well as through his crossing from civilisation to savagery. 

More generally, the passage forms part of a pattern by the narrator of 

identifying the resurgence of patriarchal, colonial ideology with movement back through 

historical periodisation. Another comment by the narrator, following the incident 

                                                
30 Russ, p. 32 
31 Prendergast and Trigg, 'What is Happening to the Middle Ages?', p. 216. 
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described above is ‘Any day now he’ll discover Protecting Women’.32 This statement, 

with its Victorian overtones, similarly frames the situation of the survivors with markers 

from prior temporalities. Cortiel notes that in We Who ‘authoring becomes the sole 

connection of the dying narrator to life and human history’ within Russ’s larger 

emphasis on the act of authoring in throughout her fiction.33 Cortiel argues that the 

problem of history in this text revolves around margins and centres, and that the 

narrator, as a former activist, contested the centre, driven by a model of agency in 

producing historical change, yet the troubling conclusion to the novel is the possibility 

of marginalisation from meaning and historical effect.34 The medievalist and other 

historicised references used by the narrator also emphasise the potentially limiting role 

of history, as the ease with which the narrator is able to build a pattern of references 

suggests not only the weight of the past but also the difficulties in imagining and 

sustaining change. 

Medievalist references within the text make it clear that history is a contested 

terrain, constructed for specific purposes, and that it suffuses the act of narrating as 

much as it informs the behaviour of the survivors. The knowing tone of the narrator is 

intended for the reader, not for the other characters within the text. The audience thus 

becomes complicit in this critique of history and recognition of the past’s ongoing 

influence. The polyphony of discourses produced by the narrator – who moves from 

listing things that can go wrong in a medical and scientific discourse to a an account of 

her political activism along with medievalism rhetoric – produces multiple temporalities 

and intrusions of the past into the present of the story.  

The presence of medievalism is far more prominent in Bradley’s Darkover 

series, where split temporal identification in Darkover directly maps the 

medieval/modern split onto the opposition between Darkover and Terra. The Terran 

Empire is mainly represented within the series by the restricted spaceport zone in the 

city of Thendara , a highly urbanised space, insulated from the natural light and climate 

                                                
32 Russ, We Who Are About To... p. 30. 
33 Cortiel, Demand My Writing, p. 39. 
34 See Cortiel, Demand My Writing, pp. 203-209. 
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of the planet to construct a universal norm. On the other hand, Darkovan culture is 

clearly medievalist, in its quasi-feudal governance, material culture and relatively 

minimal technological mediation of the environment. While this medievalism is part of 

the dichotomy between Terra and Darkover, Bradley seems to assume that the reader 

is familiar with ideas about the medieval past and is open to the valorisation of some 

aspects of that past, such as the ideals of community, the prioritisation of individual 

relationships over formalised bureaucracy, and honour as a guide to behaviour. 

Nonetheless, this split temporal identification of medieval versus modern not only 

enables the evocation of an extensive, vivid cultural backdrop for Darkover, but also a 

mutual critique of the short-comings of both sides of the binary.  

Unlike overtly ‘feminist’ science fiction Darkover does not develop a model of 

radical change or escape nor provide challenges to or solutions for the issues of the 

time. Instead, the focus is on individual negotiations of limited or restrictive options, 

where change is if anything incremental. Nonetheless, the issues faced by the 

characters in the series are, at an estranged distance, familiar to contemporary 

everyday life, being centred around identity, independence and interdependence. 

Camille Bacon-Smith suggests that the Darkover series allows readers to engage with 

these issues at an abstracted, distanced level, and that this may be one reason for the 

series’ popularity.35 In particular, Bacon-Smith attributes this distancing effect to the 

complex and multiple temporalities of the Darkover universe, and the resultingly 

contingent, compromised nature of its politics. These temporalities are deeply 

influenced by the lost race form because they share the multiple allegiances to past, 

future and present inherent in the form.  

Jennifer Burwell argues that feminism, among other ‘discourses of social 

transformation’, contains ‘two different but related orientations toward existing 

conditions’; firstly, the utopian mode envisions ‘a radical, qualitative break’; while 

secondly, the critical mode ‘seeks to disrupt society’s claim to unity and legitimacy by 
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teasing out the contradictions and fissures within these conditions’.36 The tension 

between these two modes, I would suggest, is where the lost race story operates. Lost 

race stories are about the failure of utopian spaces to remain temporally or 

geographically separate; in this sense, they dramatise the moment where the 

potentially utopian confronts the possible necessity for an engaged, critical mode. The 

narrative closures of novels within the Darkover series that reinstate unequal power 

relations based around a problematic gendered binary can be read, in their refusal to 

accede to or naturalise a simplistic equation of change with a happy ending, as 

potentially placing Darkover in the critical rather than utopian mode. Certainly, the use 

of nostalgia could be seen as a mode of critique in the Darkover series, whereas a 

politics of radical change would risk altering patterns of readership and reader 

interaction. As flagged in chapter four, a nostalgic imagining of the past can function as 

a deliberate critique of the present, while simultaneously underscoring the continual 

construction of that past. 

The weaponry of Darkover is one way in which the nostalgic medievalism of the 

series functions as a critique. In the ‘Age of Chaos’, a period within the time before re-

contact, matrix technologies were used to produce weapons of mass destruction, 

which were eventually banned and destroyed. There are clear parallels here to nuclear 

weapons, though in Darkover the bans are far more successful. In their place, 

Darkovan society evolves a code of behaviour where fighting can only occur on equal 

terms, where the lives of all participants are at risk, and handheld weapons such as 

swords and daggers are preferred. Yet, the codes of honour that lead to personalised 

conflict also involve blood-feuds, linking to the problematic biological essentialism of 

Darkover. The contrast to the objective rule of law used by the Terrans makes it clear 

that neither side is wholly utopian. Rather, both the imagined temporalities of the 

Darkover series comment on the process of change required in the readers’ present. 

Further medievalist aspects of Darkover are shown in the material culture, 

signalled by architectural structures, food practices, especially hunting, and clothing. 
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Nadia Khouri describes the production of the lost race as ‘viewing culture in terms of a 

pure accumulation of artefacts, a museum conglomerate of items shorn of their 

historical sense’.37 What moves Darkover away from this model is the space afforded 

by the series’ length, where Darkovan culture can develop its own coherence and 

simulation of historical change. Furthermore, the material culture of Darkover is shaped 

by the landscape and environment, with variations such as the Dry Towns in the desert 

regions or differences between the mountains and the lowlands. The material culture is 

also complemented by non-material aspects, especially the quasi–feudal governance, 

with seven ruling families participating in the Comyn, the ruling council headed by a 

Prince. This complexity also mitigates Khouri’s more dismissive view of a simple 

‘accumulation of artefacts’. Instead, medievalism becomes a way of constructing an 

expansive and coherent imagined culture. This effect in large part relies on the 

familiarity of the reader with the medieval past, and the ability of readers to identify the 

references, and as such limits the potential for radical change within the series. 

Through the incorporation of materialist medievalism, Bradley builds a vivid 

image of Darkovan culture. The strong identification of medievalism with Darkover 

forms part of its oppositional pairing with the modern Terran Empire. While the 

problematic politics of Darkover are strongly implicated in the use of medievalism, 

medievalism in the text also potentially functions as a nostalgic critique by drawing 

attention to the problems of modernity. However, medievalism as a frame of reference 

may also limit the potential to imagine change within the series because, by that using 

medievalism to create an estranged space, the series struggles to move away from the 

conservative heritage flagged by Russ.  

The materiality of medievalism in Bradley’s Darkover is similarly found in 

Griffith’s Ammonite. Ammonite is less overtly medievalist than the other texts 

discussed, lacking explicit references. This lack aids in the construction of the alterity of 

Jeep. References to the deep past here link back to the earlier inhabitants of the 

planet, the goth, or to the mythic tale of the settlement of the planet. Earth’s medieval 

                                                
37 Khouri, ‘Lost Worlds and the Revenge of Realism’, p. 178. 



Six                                                 Writing Temporalities: Biology, Evolution and Medievalism 

 257 

past is beyond the scope of memory on Jeep, though, as noted in the previous chapter, 

the language does include unexpectedly revived words and structures from a range of 

temporal locations and cultures. This is, nonetheless, a text deeply interested in the 

unexpected ways in which the past re-emerges in the present, through language and 

embodied access to memory. Two particular modes of the return of the past will be 

looked at here: firstly, the transition to becoming-lost for the Mirrors as a reclamation of 

artisan craft skills; and secondly, the ‘battle’ between Mirrors and Echraidhe which 

illustrates the recycling of medievalist tropes, though they may be remediated. 

The association between medievalism and handcrafts dates to the nineteenth 

century, where an idealisation of revivals of handicrafts, identified with the medieval 

past, formed one mode of reaction to the increasing mass reproduction enabled by 

industrialisation. This reaction could be seen in the gothic revival in architecture, the 

Pre-Raphaelite art movement, and, particularly, the work of William Morris and the Arts 

and Crafts movement. These movements also involved the assertion of a particular 

British national identity based on medieval heritage, and often, of a class position as 

well, where, for example, Morris’s furnishings were used by the aspirational middle 

class to imply a solid continuity of their class position.38 In Ammonite, Marghe first 

encounters localised crafts in the Mirror camp, with its resurrection of handicrafts to 

signify movement away from consumption of imported, industrial products as a means 

of constructing a sense of place and the beginnings of the Mirrors’ integration with local 

culture. In this case, the craftwork is informed by their new environment but also by a 

sense of marginalisation from the capitalist system represented by the Company. Here, 

the artifice of nostalgia, in the form of handcrafted artefacts, signals a resistance to the 

material culture provided by the company. In the long-term, these skills will allow for 

the success of the Mirror settlement as they move from a consciously artificial act to 

what might be seen as an authentic practice. Nonetheless, handicrafts are not 

represented as innately positive. A member of Marghe’s adopted family, Leifin, traps a 

                                                
38 Elizabeth Cumming and Wendy Kaplan, The Arts and Crafts Movement, (London: Thames 
and Hudson, 1991), pp. 9-12, 18-19. 
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goth and starves it to death so that its fur will not be damaged, producing an example 

of the disassociation of craftwork and ethics.  

The confrontation between the Echraidhe and Mirrors, which does not actually 

eventuate as a battle, is also a confrontation of temporal identification. The Echraidhe 

are ‘living a legend’39 as emissaries of the Death Goddess, having removed 

themselves from historical time and from linear conceptions of causality. While the 

Mirrors were initially affiliated with a military-industrial future, their becoming-lost has 

required a shift in their military technology to suit local conditions and materials. With 

limited resources, particularly metals, and no chance of resupply once they sever ties 

to the Company, medievalist weaponry such as cross-bows are added to their 

armoury. Before the final confrontation, an earlier attack by the Echraidhe on a small 

group of Mirrors revealed their high-tech armour to be useless, failing because of the 

dust storms on Jeep, which are accompanied by a disabling level of electrical charge. It 

becomes valuable only as a passive defence, like medieval armour. Adapting to local 

conditions thus requires changes in equipment and tactics in a reclamation of historical 

knowledge applied to a new situation. The Mirrors thus merge their medievalist 

productions with acting as part of the wider community of Jeep, and it is their version of 

temporality that narratively triumphs. Marghe’s story, which she tells to defuse the 

confrontation and replace the battle, is about the ‘death of change’ demanded of both 

groups. It demands the transformation of collective identity and a move into a shared 

present.  

The production of craftwork and, more broadly, the revival of ‘medievalist’ 

artefacts raises issues of authenticity and originality. Kathleen Biddick, in The Shock of 

Medievalism, identifies a crisis over notions of original and copy in the gothic revival, in 

which there was a sense that copies proliferated at the expense of originals, obscuring 

and even destroying them.40 Biddick examines this tension primarily in relation to 

ecclesiastical architecture; however, her observation can be more broadly applied. In 

                                                
39 Griffith, Ammonite, p. 363, repeated p. 369. 
40 Kathleen Biddick, The Shock of Medievalism, (Durham: Duke University Press, 1998), p. 36. 
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Ammonite, the notions of linear progress and capitalist narratives associated with the 

Company imply an identifiable original against which copies, which are always 

secondary, can be measured. Jeep’s failure to be a faithful copy of Earth, due to the 

retrovirus, is what may lead to its destruction. Even the term Mirror, ostensibly after 

their highly reflective armour, suggests tension about singularity and originality. The 

distanced way in which medievalism is evoked by the text suggests, however, a 

different role for copying: that the proliferation and evolution of copies enables 

creativity, as does Ammonite’s use of medievalism, which is not limited by close ties to 

Earth’s past as found in Bradley’s Darkover. 

Lois McMaster Bujold’s Vorkosigan series is staged around moments of 

medieval recognition and mis-recognition. In an intergalactic future, where Earth is just 

one of a multitude of planets linked by jumpships and wormholes, Bujold uses tropes of 

medievalism to construct relationships between past and future, humanity and 

technology. Bujold does more than depict a surface layer of medievalist imagery, 

rather, she uses medievalism to signal both the ongoing influence of Barrayar’s past, 

and the reconstructions of that past in reworking national identity following re-contact. 

Bujold relies on the familiarity of the medievalist past, then subtly alters the references 

to further defamiliarise her depiction of the future. The presence and status of 

medievalism is thus an ongoing tension within the series. The following quotation, a 

dialogue between Count Piotr, a member of the older generation of Barrayarans and 

Cordelia, Miles’s mother, newly introduced to this society, exemplifies Bujold’s use of 

medievalist tropes: 

“Where do you think the term ‘Count’ came from, anyway?” 

“Earth, I thought. A pre-atomic – late Roman, actually – term for a 

nobleman who ran a county. Or maybe the district was named after the 

rank.” 

“On Barrayar, it is in fact a contraction of the term ‘accountant.’ The first 

’counts were Varadar Tau’s – an amazing bandit, you should read up on 

him sometime – Varadar Tau’s tax collectors.” 

“All this time I thought it was a military rank! Aping medieval history.” 
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“Oh, the military part came immediately thereafter, the first time the old 

goons tried to shake down somebody who didn’t want to contribute. The 

rank acquired more glamour later.” 

“I never knew.” She regarded him with a sudden suspicion. “You’re not 

pulling my leg, sir, are you?” 

He spread his hands in denial. 

Check your assumptions, Cordelia thought to herself in amusement. In 

fact, check your assumptions at the door.41 

Here, and in the rest of the series, the medieval past is simultaneously evoked and 

undercut.  

One guise in which medievalism appears in the Vorkosigan series is as 

romantically archaic, characterised by Miles as ‘the glittering tinsel of neo-feudalism’, 

defining Barrayar against the galactic world of technology.42  Wood fires, a recurring 

image, simultaneously symbolise wealth (trees being rare on other planets), and 

primitiveness (no technological sources of heat are available). Yet medievalism is 

consistently denaturalised as a knowing performance, undertaken for specific purposes 

and intended for external audiences. Wood fires are burnt to impress galactic visitors, 

horses paraded to generate romantic impressions, and ceremonies are performed to 

reaffirm the continuance of the Empire, in a self-conscious evocation of the past. Yet 

while Barrayar is marked by its archaic nature, it has also adapted to galactic medical 

and military technologies, as previously discussed, and representations of futuristic 

technology are a prominent feature of the Vorkosigan series. 

Miles, a character who is identified as a knight figure in the medieval romance 

mode, uses the tropes of romance together with the augmentation of embodiment 

offered by militaristic technology in his rebellion and escape from Barrayar. Miles 

spends most of the series as part of the Barrayaran military, under an oath of loyalty to 

Emperor and Empire. Yet at the same time, his deepest loyalty to Barrayar comes from 

an oath given to murdered child, whose death he investigated: 

                                                
41 Lois McMaster Bujold, ‘Barrayar’ in Cordelia’s Honour (New York: Baen, 1999), p. 324, italics 
in original. 
42 Lois McMaster Bujold, Brothers in Arms, [1989] (Riverdale, New York: Baen, 1999), p. 179. 
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Peace to you, small lady, he thought to Raina. You’ve won a twisted 

poor modern knight, to wear your favour on his sleeve. But it’s a twisted 

poor world we were both born into, that rejects us without mercy and 

ejects us without consolation. At least I won’t just tilt at windmills for you. 

I’ll send in sappers to mine the twirling suckers, and blast them into the 

sky…43 

This quotation demonstrates the recognition/mis-recognition dialogue of medievalism, 

registering the distance between this modern quixotic figure and any sort of original 

medieval source text. Yet at the same time, this is a profoundly serious moment, for in 

the novella in which the quote appears and the series as a whole, where this loyalty to 

Raina becomes a touchstone for Miles’ embattled sense of identity. Miles’ position as a 

‘modern knight’ is enabled by military technology, as is his initial escape from Barrayar 

when he takes on the leadership of a mercenary army. Later in the series, this 

‘enabling’ technology is taken away when Miles loses his position in the military and he 

returns to Raina, attempting to separate technology from knightly loyalty. 

If Miles’ stories of the past are about military prowess and technology, 

Ekaterin’s are vastly different: the introduction of her perspective towards the end of 

the series includes a very different view of the medievalist past of Barrayar constructed 

by Miles. Just as Ekaterin’s relationships with technology are articulated through an 

awareness of embodiment, so are her stories of the medievalist past. She focuses on 

the gendered limitations of such a past that are, for her, not so readily co-opted into the 

production of an enabling identity. Instead, she writes over the past: ‘The Maiden of the 

Lake fires back!’ she declaims when smashing the terrorist weapon in Komarr, 

explicitly refiguring a famous incident from the Time of Isolation, in which women 

featured as passive victims of feudal warfare.44 Nonetheless, Ekaterin is positioned as 

part of tradition, part of a line of women before her, exemplified by the bonsai plant 

inherited from her great aunt. Her growth through the series involves renegotiating her 

role in tradition, expanding the definition of that role rather than severing ties with it.  

                                                
43 Bujold, ‘The Mountains of Morning’, p. 100, italics in original. 
44 Bujold, Komarr, p. 280, italics in original. 
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Ultimately, Bujold poses the question of the continuing influence the past has 

on the present, primarily through her reflexive deployment of medievalist tropes. These 

tropes are strategically deployed within the series to construct cultural change, while 

they are also constantly revisited and rewritten as a part of shifting individual identities. 

In particular, Bujold explores how performances of cultural heritage both enables 

memorialisation within the culture as well as establishing cultural identity in the face of 

external influences. She also focuses on the use that individuals make of that cultural 

heritage, as the use of medievalist imagery varies between characters due, in 

particular to its inflection through gender. Gender also affects the terms on which 

continuity with the medievalist past is understood. In the conjunction of medievalist 

imagery and its articulation within technology, Bujold demonstrates the possibilities of 

the intersection of medievalism and science fiction. 

The strategies of medievalism present in these late twentieth-century lost race 

texts demonstrate the recursive nature of imagined futures, and of readers’ presents. 

The past, particularly the medieval past, is always in the process of being constructed 

and defined. Recognising medievalism as a construction places emphasis on its use. 

Within the texts discussed, these uses can vary, through some themes run throughout 

the different texts. The connection between medievalism and material culture is 

prominent, not only reflecting the ties between handicrafts and medievalism, but more 

broadly the themes of construction and copying as an alternative to linearity and 

inheritance. Medievalism is also tied to embodied experiences and to the articulation of 

individual and cultural identities. 

Medievalism evokes a particular version of cultural heritage – Eurocentric, 

patriarchal and feudal – that is often a limiting or troubling presence within the texts. 

The evocation of the past through medievalism thus involves both nostalgia and 

critique. Lost race stories by these women writers chart the tensions between utopia 

and nostalgia. Bradley’s Darkover and Bujold’s Barrayar, for instance, appeal in part to 

a romanticised version of the past, while still acknowledging some negative aspects of 

this past, particularly through their contrast with more technologically advanced, 
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modern societies. The previous discussion of nostalgia in chapter four argued for a 

more complex understanding of the term, suggesting that it does not simply equate 

with conservatism, and this contention is bourn out by the uses of medievalism within 

these lost race stories. Russ’s We Who Are About To… uses the archaic to reject 

nostalgic narratives of the past, while Griffith integrates memory in her depiction of a 

temporally fluid world.  

Medievalism provides a known, familiar past and its presence can reaffirm 

continuity or critique a lack of change. The initial familiarity of medievalism can also be 

revealed as a deliberate effect or as a moment of mis-recognition, unsettling 

perceptions of the past. Medievalism thus reveals the constructed and multiple nature 

of temporality, and highlights the role of narrative in informing temporalities. 

Medievalism is suited to the lost race story because of its relational positioning to 

modernity. In emphasising medievalism, authors are able to contest a version of time 

as solely linear and predicated on narratives of progress. Instead, it enables them to 

focus on the relative and the contingent nature of temporality, an understanding of time 

that renders it as representative and experiential. Such imbrication of the past in the 

present, or in imaginings of the future, points to the collective nature of temporalities, 

and to their construction within cultural memory and the interchange of popular culture 

with its readership. The appearance of the medieval in science fiction enables us to 

ask, and partially answer, the question of how we understand the various pasts that we 

live with. Representing the medieval past shows that pasts cannot be cordoned off. 

Rather, they are imagined and re-imagined, mediated and remediated; they exceed the 

boundaries of periodisation. Medievalism, for these authors, does not operate as a 

simple opposition to modernity, instead, modernity is always reconstituting itself, and 

medievalism is a part of that reconstitution. 

Intersections  

While medievalism and evolution might seem to be realms apart, their coterminous 

presence in lost race stories suggests the powerful cultural presence of both 
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discourses and the multiplicity of ways through which temporality can be imagined.  

Ultimately they show that temporality, as a constructed way of understanding the world, 

is powerfully imbricated within narrative, and that science fiction, as a genre, works 

through multiple temporalities in constructing stories of scientific and cultural change. 

They also show that science fiction is not able to exclude the past, but that it actually 

makes use of cultural memories though the rhetoric of the genre may on the surface 

disavow these traces. 

The texts analysed in this chapter – Marion Zimmer Bradley’s Darkover series, 

Nicola Griffith’s Ammonite, Joanna Russ’s We Who Are About To… and Lois 

McMaster Bujold’s Vorkosigan series – use both medievalism and evolutionary biology 

in constructing their narratives, themes and temporalities. The intersections of the past 

and the biological in these lost race stories signal a complex negotiation of their claims 

to determine individual and cultural identity. Bradley’s Darkover points to the difficulty 

of escaping the conservative cultural heritage and gender essentialism attached to 

both medievalism and evolution, though it does attempt to imagine incremental 

changes. On the other extreme, Russ also recognises the tendency towards 

conservatism, but explicitly addresses the deployment of discourses of medievalism 

and evolution for political purposes. She therefore denaturalises these discourses, 

turning them around through their use by the narrator, who produces a heteroglossic 

account that unsettles their authority. Ammonite moves beyond unsettling to consider 

the process of change. The representation of the retrovirus allows the collapse of 

boundaries between individuals and between species, and the formation of a situated, 

embodied and experiential sense of biology. Medievalism within this text also allows an 

expanded sense of the present and is part of the process of constructing shared 

temporalities amongst the communities of Jeep. For Bujold, emphasising the 

constructed nature of medievalism and the mutability of biology enables both modes to 

be seen as unfixed, able to be rewritten or open to technological intervention. Both 

medievalism and evolutionary biology form part of the process of individual identity 

construction as well as cultural identities. Thus, for all these authors, medievalism and 
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evolutionary biology reinforce one another in the treatment of other themes and in 

constructing the shifting temporalities of the lost race story. 

In deploying these two forms of temporality, these texts signal the importance of 

temporality to lost race stories as a whole. Lost race stories are characterised by their 

initial juxtaposition of two temporal identities embodied by the two cultural groups 

present in the narrative, occupying the same chronological moment and linked by a 

common evolutionary origin but differentiated by their historicisation. Lost race stories 

thus foreground cultural evolution within an overall framework of biological kinship. As 

was discussed in chapter two, this occurs in part through the spatialising of time, in 

which displays the distribution of temporal locations is geographically represented. 

These more recent reworkings of the lost race story extend this strategy, moving 

towards a representation of time as fluid and palimpsest. The expansion of the lost 

race story to the series format, as well as the expansion to interplanetary spaces, 

allows for the construction of more nuanced cultural moments, either through the 

representation of a society undergoing historical change leading up to and resulting 

from the moment of re-contact, or through the production of multiple lost races, on 

different planets or different groups on the same planet. These multiple lost races can 

stand in for different moments in a continuum of social, technological and political 

organisation. 

On the other hand, in looking at temporality as part of the formation and 

evolution of the science fiction genre – looking between rather than within texts – the 

concept of generic memory, proposed in chapter four, suggests that temporality should 

not be discounted when conceptualising genre. In other words, how genres are 

understood is shaped by the temporalities they imply, temporalities which include a 

shared generic history and the implication of readers in particular relationships to time. 

The complex heritage of the lost race story works through intertexuality and generic 

memory to hail readers situated at the multiple intersections of the past and present. 

Drawn together in these lost race texts are the Victorian origins of the lost race story, 

the imagining of biological, scientific and technological modes of change, evocation of 
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cultural heritage such as medievalism, and the generic history of science fiction’s 

evolution. Within lost race texts, temporalities – in the form of history, nostalgia, 

evolution, technological spectacle, modernity and so on – are foregrounded as the 

conditions for the narrative and as part of the problem the narrative attempts to resolve. 

Ultimately, the assertion of a singular teleological, linear mode of temporality is 

profoundly unsettled in the lost race story. A linear teleology may, in some cases, 

triumph at the end of the narrative, but the challenges posed to it by the themes and 

structures of the lost race form remain. 
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Appendix A 
Marion Zimmer Bradley’s Darkover Series 

The chronology and composition of the Darkover series is complex. There is a disparity 

between the internal chronology developed as the history of Darkover and the 

chronology of production, as well as a dilution of singular authorial control. Not only 

were later books in the series co-authored, but Bradley also edited anthologies of 

stories set in the Darkover universe and written by other authors. A number of further 

books in the series were in progress at the time of Bradley’s death, and were 

subsequently published after editorial intervention.  

 
I list first the main body of the series in internal chronological order, with original 

publication details. These books were written solely by Marion Zimmer Bradley and 

published in the period 1962-1989.  

Darkover Landfall. New York: DAW, 1972. 

Stormqueen! New York: DAW, 1978. 

Hawkmistress. New York: DAW, 1982. 

Two to Conquer. New York: DAW, 1980. 

The Heirs of Hammerfell. New York: DAW, 1989. 

The Shattered Chain. New York: DAW, 1976. 

The Spell Sword. New York: DAW, 1974. 

The Forbidden Tower. New York: DAW, 1977. 

Thendara House. New York: DAW, 1983. 

City of Sorcery, New York: DAW, 1984. 

Star of Danger, New York: Ace, 1965.  

Winds of Darkover, New York: Ace, 1970. 

The Bloody Sun, New York: Ace, 1964; rewritten, 1979. 

The Heritage of Hastur, New York: DAW, 1975. 

Planet Savers, New York: Ace, 1962. 

The Sword of Aldones, New York: Ace, 1962. 
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Sharra’s Exile, New York: DAW, 1981. 

World Wreckers, New York: Ace, 1971. 

 

Many of these novels have subsequently been reissued in omnibus form, attesting to 

the continued popularity of the series and emphasising the structure of these texts as a 

series of interconnected narratives 

Heritage and Exile (comprising ‘Heritage of Hastur’, ‘Sharra’s Exile’), New York: DAW, 

2002. 

Age of Chaos (comprising ‘Stormqueen’, ‘Hawkmistress’), New York: DAW, 2002. 

Saga of the Renunciates (comprising ‘The Shattered Chain’, ‘Thendara House’, ‘City of 

Sorcery’), New York: DAW, 2002. 

Forbidden Circle (comprising ‘Spell Sword’, ‘The Forbidden Tower’), New York: DAW, 

2002. 

A World Divided (comprising ‘Star of Danger’, ‘The Bloody Sun’, ‘Winds of Darkover’), 

New York: DAW, 2003. 

Darkover: First Contact (comprising ‘Darkover Landfall’, ‘Two to Conquer’), New York: 

DAW, 2004. 

To Save a Planet (comprising ‘Planet Savers’, ‘World Wreckers’), New York: DAW, 

2004. 

 
The Darkover series can also be considered to include texts set in the Darkover 

universe where there is additional authorship (co-authoring or editorial intervention), or 

separate authorship authorised by Bradley as editor.  

 
Co-authored: 

Rediscovery (with Mercedes Lackey), New York: DAW, 1993. 

Exile’s Song (with Adrienne Martine-Barnes), New York: DAW, 1996. 

Shadow Matrix (with Adrienne Martine-Barnes), New York: DAW, 1998. 

Traitor’s Sun (with Adrienne Martine-Barnes), New York: DAW, 1999. 
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Published after Bradley’s death, with editorial intervention: 

Fall of Neskaya, New York: DAW, 2002. 

Zandru’s Forge, New York: DAW, 2003. 

Flame in Hali, New York: DAW, 2004. 

The Alton Gift, New York: DAW, 2007. 

 
Anthologies, edited by Bradley: 

The Keeper’s Price, New York: DAW, 1980. 

Sword of Chaos, New York: DAW, 1982. 

Free Amazons of Darkover, New York: DAW, 1985. 

Other Side of the Mirror, New York: DAW, 1987. 

Red Sun of Darkover, New York: DAW, 1987. 

Four Moons of Darkover, New York: DAW, 1988. 

Domains of Darkover, New York: DAW, 1990. 

Renunciates of Darkover, New York: DAW, 1991. 

Leroni of Darkover, New York: DAW, 1991. 

Towers of Darkover, New York: DAW, 1993. 

Marion Zimmer Bradley’s Darkover, New York: DAW, 1993. 

Snows of Darkover, New York: DAW, 1994. 
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Appendix B 
Lois McMaster Bujold’s Vorkosigan Series 

The Vorkosigan series is generally structured by the life of Miles Naismith Vorkosigan. 

While the internal chronology and publication chronology of the series differ, the 

relatively narrow focus of the series results in a strongly coherent body of work. In 

order of the internal chronology, the Vorkosigan series consists of: 

Shards of Honour, Riverdale, New York: Baen, 1986.  

Barrayar, Riverdale, New York: Baen, 1991.  

The Warrior's Apprentice. Riverdale, New York: Baen, 1986.  

‘The Mountains of Mourning’, in Borders of Infinity, Riverdale, New York: Baen, 1989, 

9-100. 

The Vor Game, Riverdale, New York: Baen, 1990.  

Cetagenda, Riverdale, New York: Baen, 1996.  

Ethan of Athos, Riverdale, New York: Baen, 1986.  

‘Labyrinth’, in Borders of Infinity, Riverdale, New York: Baen, 1989, 103-211. 

‘The Borders of Infinity’, in Borders of Infinity, Riverdale, New York: Baen, 1989, 215-

307. 

Brothers in Arms, Riverdale, New York: Baen, 1989.  

Borders of Infinity, Riverdale, New York: Baen, 1989. 

Mirror Dance, Riverdale, New York: Baen, 1994.  

Memory, Riverdale, New York: Baen, 1996.  

Komarr, Riverdale, New York: Baen, 1998. 

A Civil Campaign, Riverdale, New York: Baen, 1999. 

Winterfair Gifts’, in Catherine Asaro (ed.), Irresistible Forces, New York: Signet, 2006, 

1-65. 

Diplomatic Immunity, Riverdale, New York: Baen, 2002. 

Falling Free, Riverdale, New York: Baen, 1988, is set in the same universe, 

approximately two centuries earlier. 
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The Vorkosigan series has also been republished in a series of omnibus editions. 

Cordelia’s Honour (comprising ‘Shards of Honour’, ‘Barrayar’), Riverdale, New York: 

Baen, 1996. 

Young Miles (comprising ‘The Warrior’s Apprentice, ‘The Mountains of Mourning’, ‘The 

Vor Game’). Riverdale, New York: Baen, 1997. 

Miles, Mystery and Mayhem (comprising ‘Cetagenda’, ‘Ethan of Athos’, ‘Labyrinth’), 

Riverdale, New York: Baen, 2001. 

Miles Errant (comprising ‘The Borders of Infinity’, ‘Brothers in Arms’, ‘Mirror Dance’), 

Riverdale, New York: Baen, 2002. 

Miles, Mutants and Microbes (comprising ‘Falling Free’, ‘Labyrinth’, ‘Diplomatic 

Immunity’), Riverdale, New York: Baen, 2007. 

Miles in Love (comprising ‘Komarr’, ‘A Civil Campaign’, ‘Winterfair Gifts’), Riverdale, 

New York: Baen, 2008. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 


