CYBERCHRISTS, NEUROMANTICS, AND VIRTUAL MORALITY:
CYBERPUNH AND THE NEW MYTH

| beat my machine, it's a part of me, it's inside of me.
I'm stuck in this dream, it's changing me, | am becoming.
The me that you know had some second thoughts,
he's covered with scabs, he is broken and sore.
The me that you know doesn't come around much,
that part of me isn't here anymore.
All pain disappears, it's the nature of my circuitry
drowns out all | hear, there's no escape from this, my new consciousness.
The me that you know used to have feelings,
but the blood has stopped pumping and he's left to decay.
The me that you know is now made up of wires,
and even when I'm right with you I'm so far away...
(Reznor, Trent . nine inch nails, "the becoming")

In 1984, William Gibson's cyberpumiovel Neuromancdyecamethe first novel to win the
"Triple Crown" of science fictionliterature, capturing theNebula, Hugo, and Phillip K. Dick
awards. Although theravere other "cyberpunk” short storiesand novels written bfore
Neuromancer was publisheth84 markghe point atwhich thegenrecameinto its own, and was
finally recognizedasan entityunto itself. Cyberpunkliterature's earliest daybpwever,were not
filled with all praise and glory.Fromthe startcyberpunkwas ridiculedand denouncelly many
critics who felt thatthe genre as whole was ittle more thana depressinghopelessview of a
godless, technological near-future world. Some critics refusadcept thegenre aserious atll,

leading Bruce Sterling anathers on a self-proclaimgithad to stand up foithe genre thegalled

their own. Quoted inMondo 2000: A User'sGuide tothe NewEdge, Sterling explains quite

openly how many critics felt that cyberpunk writers "did this to be cute".adsares uthis is not
S0, insisting that "[tlhey're wrong, very severely wrong. We meant it" (R&&erRegardless of
the opinions ofthe cyberpunk writerdshemselvessome criticsalleged thatcyberpunkliterature
would mean theend of science-fiction,while others held hat thegenre would quickly grow

unpopular and fade away entirely, leaving science-fiction unaffected.
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Their allegationsvere notentirely without justifcation, particularly whenonelooks at the

history of literature. Inhis book_Anatomy of Criticism, Northrop Fryaleges that literature has

progressedhroughout history from storiegbout thegodsand heroeslown tothe modernanti-

hero. Itappeared to critics as éiyberpunk literaturevas mired in the hopelesdepressing world
which Friedrich Nietzsche put us when he declared the death ®@bd. After all, in a world

without God, heaven, or morality, can there truly be hope? The critics didn't think so.

| believe there can be.

| intend to demonstratéhat cyberpunknovels carry with them somethingmore than
nihilism and hopelessness; beyond the black shadowe afity streets andilleyways,therelies a
chromelining, a hope for abetterlife, a sort of transcendence Whether thatranscendence is
accomplitiedthroughcybernetic prostheticshroughan escape to an off-planiée, or through a
journey intothe virtual world of cyberspacegyberpunkcharacters do ndimit themselves to
hopelessness.

Cyberpunk novels do noepresenthe end ofliterature. Theyepresent aew beginning,
and offertheir characters andeaders achance atranscendingthe limitationsof human life.
Beyond even thanti-hero, theseharactersthough theymay be lying inthe gutters, are definitely
reachingfor the stars. Facedwith the hell that is the future, theyachfor heaven,thereby

completing the cycle that Northrdfrye suggests to us in Anatomy ©fiticism whenhe declares

that "irony [anti-heroiditerature] movessteadilytowards myth'(42). Cyberpunistrives to create
new gods,new divinity, and new myths,and through thoseew myths, cyberpunkcharacters are

able to escape their ironic, pitiful existences to achieve transcendence and hope.
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DEFINING CYBERPUNH

As cyberpunk "has little patience with borders" (Sterling xiv) and is often misunderstood by
critics, it is necessary to first define the origamsl boundaries of the genrd@o understandexactly
what the genre is about, and how it is diffefenitn other science fiction, omaust look at the word
cyberpunkitself. Theterm, inand ofitself, is afusion oftwo otherwords,andthis fusion is the
key to understanding cyberpunk.

The second half, "punk" is timeore obvious othe twoterms,and the easier tdefine. A
"punk” is a troublemaker, an "antisocial rebel or hoodlum" (Elmer-Dewitt 59) commonly associated
with the loud hard-core rock music that groups sudh@Sex Pistolanadepopular inthe 1970's
and early 1980'sIn terms of literature and socialovements;punk” refers to dcounterculture”
and a sort of "street-level anarchy" (Sterlinig, xand tendgo focusmore on attitude and outlook
than on music andriminal activity (although both of thesare present inmany, if not all,
cyberpunk works).Punk bringswith it the outfit aswell asthe outlook—punksand cyberpunks
alike share the black leather jack#tg affinity forblack clothing, and thelove of mirored chrome
sunglasses, a "Movement totem since the early days" (Sterling xi).

Defining the term"cyber" ismuch more dficult. Thoughthe term asused inthe word
"cyberpunk” is commonly assuméalrefer totechnology, theactual maning of the word di#rs.
"Cyber," asused in"cyberpunk,” can be traced back to Nmrt Wiener, a physicist and
mathematician at M.1.T. whisecame intestedin information theorywhile working onantiaircraft
guns for World War II. Wiener, as Time'article oncyberpunkexplains, realized that theey to
his system, or any system, was a feedlbaafx that "gives @ontroller informatioron theresults of
its actiors" (Elmer-Dewitt59). Inthe earlyl950's Wienerbeganintensive studies of control
systems, andubbedthe study "cybernetics, from kypepvetea, the Greekword for "Steersman”.
The development of computiechnology athis time soonbegan to be incorporated inf@iener's
studies. Almost inevitably, as computers were adapted for use in many sgateshshroughout

the 1960's and 70's, theterm that helped create the amputer becameassociatedwith it.
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"Cybernetics" became confused with "cargys”, and befre longthe prefix "cyber"was attached
to other ideas. "Cyborgs" (half-men, half-machines)ef@mplebegan to appear icomic books
and movies inthe late 1970'sand early 80's (the film Terminator,released in 1984gave Arnold
Scwarzenegger the lead role of a killer cyborghe publication oNeuromancer at thaitne, with
its mingling of technological and human coments, led to a desire amg critics to name this new
genre of science fiction. The term " cyberpunk” was coined at this time.

The term itself seeminglfjits the genrewell, and it comes as shock to many to findhat
the name wasriginally meant as amsult. When writers such a&ibson, Shirley, and Sterling
were first exploring new areas ofscience-fiction, criticswere quick to dismisstheir work as
unconventionalunpolished trash diest,and "cyberpunk'was meant to convey a lowlife rebel
writerwho dabbled with talk abait computer technology. It is rmored tlat GardnerDozois,once

editor for lsaacAsimov's Science-FictiorMagazine,coined the theimsultingterm in 1982 or 83,

borrowing thetitle of aBruce Bethkeshort storynamed "@berpunks” (Schneider). True ornot,
within two yearsafter criticsusedthe term as amsult (theexact date is not known§zibson's
Neuromancer hadlready beetabeled"cyberpunk,”and with the success of hisward-winning
novel came the success of the movement in general.

It is this ideaof a "CyberpunkMovement" whichspursboth my interest and researictio
the topic aswvell as agreat deal ofcontroversy among criticand writersalike. Bruce Sterling
acknowledged that the label has stuck, but admits that the ™typical cyberpunkdegternoexist"
(Sterling ix). For a supposedlgrganizedmovementthereseems to be ndefinitive organization
among cyberpunk writers; even from the start, "cyberpuniters began producingorks that defy
eay categorization'(McCaffery 13). Seeing echoesf cyberpunk themes iearlier works of
fiction, some critics consider Thomas Pynchon and Edgar Rice Burroughs to be cylveifarak
eventhoughthey wrote well beforethe term was caied. Though this is notn itself unusual or
unigue (many writers are considered "ahead of tire@"), there areobviouslysome difficulties in

defining the genre. Cyberpunk means many things to many people.
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Critics andthe mediahaverecently made the terfityberpunk”into amedia buzzword, to
the pointwheresome citics are haughty enough ttell renownedcyberpunkwriters that they are

not "really cyberpunks.” Asked what she thought of the label, Pat Cadigan had this to say:

| won't be dictated to by sonaeitic who haglecided s/hé&nowswhat cyberpunk is
all about. It's notthe idea of a label so much as #tereotype. Some critidtgve
loftily informed me that I'm not in theyberpunk alb because myork doesn't

conform... | avoid and ignore stereotypes. (Interview)

Such disputewver exactly what the term meansand what it includes, arewhat make
defining the limits of cyberpunk dficult. To apply aspecific, universatlefinition to a type of
literature is to limit the genre far too much; simply including every piece of literature that happens to
have aspecific theme isno more helpful. Thereare, howeverseveral factors thappear to be
recurrent throughout cyberpunk literature written to this pointstully ofthese apparent common
factors reveals a lot about cyberpunk, and will help define a fdatbe genre irthe scheme of all
literature. With this in mind, | willwith the same hesitation anghease that Bruce Sterling did in
his introduction to Mirrorshades, attempti@ake "satements aboutyberpunk and to establish its
identifying traits" because, aSterling continues,"it's a valid source of insight” (ix). With the
notion that cyberpunk's boundariese certainly nofixed, and a basiddea of theorigins of the

genre and its label, we can now step boldly into the world of the cyberpunk.
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DESCENT INTO HELL: THE CYBERPUNH WORLD

What exactly does a typical cyberpunk setting liidla? Exactly why arethe characters so

grim andimmoral? Perhapshis description fronthe Cyberpunk 2.0.2.@ame vill give some

insight into the setting of the cyberpunk character:

The Cyberpunk environment is almost exclusively urban. Its landscapeazgeaof
towering skyscrapers, burned outuins, dingy tenements anddangerous
alleyways...Taxis won't stom the combatones. There are firefights at the street
corner aghelocal gangs slug ibut...And it alwaysrains...Thestarsnever come
out. The sumever shines.Thereare nosingingbirds, no laughinghildren...The
ozone layerdecayed, thegreenhouseeffect took over, the sky is full of

hydrocarbons and the ocean full of sludg€Moss 176)

Though the cyberpunk world é&ark, grim, anddepressingthe actualsetting ofa cyberpunknovel
variesgreatly intime and pace. Cyberpunk storiebave been urban; seh the late 1990's/early
2000's(Virtual Light); sethundreds ofyears inthe future ("Petra"); or sein a post-apocalyptic
wasteland_(Hardwired)Because of thisvide variety, wecannottie thesenovels together bplace
or time. Eventhe attitude oftyberpunknovels is ait unstable—abne point, it appeared taall
cyberpunk novels were dark and depressing,diuleath andlespair. Thereare casesvherethis

does not hold, however—Gibson's recent novel, Virtual Ligidswith a somewhathappyending,

and Pat Cadian attests to thfact thatshe thinks "cyberpunk storiesn have happy endings"
(Interview). The world of the cyberpunk is not, thus, cut and dried, and even the morasiwirghe
changesdepending orthe author. Setting, though depressing and gring not the dominant
unifying factor.

In his introduction to Mirrorshades, Bruce Sterling sets forth a manifesteuygests two

motifs prevalent in cyberpunk wels, motifs that gparently linkmost, if not all, cyberpunkfiction.
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For Sterling,cyberpunk is’An unholy alliance of theechnical worldand theworld of organized
dissent” (xii). His statement suggeststilie topics thahe thendiscussewery briefly, technology
and punk underculture, motifs thdtavebeen present ieverycyberpunknovel orshort story I've
yetencountered. As | wikuggest dit later,these two motifsare especially important to "early
cyberpunk”. Although | realize thtte genre has onlyeen soundfor eleven ontwelve years, it is
alreadypossible todraw adistinction betweenearly and late cyberpunk. As anyiterary genre

evolves, so does cyberpunk.
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TECHNOLOGY: METAL IS BETTER THAN MEAT

Technology isperhapghe key aspeatf the genre,for without any sciencen the fiction,
cyberpunk storietack power; they becom&oriesabout helplespeople trapped in depressing
society. It ighe technological aspect dhe genrehat gives thgpunksand outcasts of cyberpunk
fiction their power,often invery physical ways. One commonsight in cyberpunk liteature and
film is the cybernetidimb, be it an armhand, or ¢g. Often,cyberpunk authorgxtrapolatefrom
currenttechnologicaladvances irprosthetics irdeveloping'new” technologies.For example, the
Myoelectric Institute of Texasas developedomeextremelyadvancedrosthetic plastic anchetal
arms, able to crush objeatsth seeminglyinhumanstrength. Cyberpunkuthorssometimegrant
these "enhancements"” tbheir charactersgventhe minorones. In Gibson's\euromancer, for
instance, we are introduced earlythe opening scene dhe novel to abartendemith a cybernetic
arm, "aRussianmilitary prosthesis, a semgunction force-feedback manipulator, casedjinbby
pink plastic” (4). In this casas in others, cybernetics greevalentevenamong minorcharacters;

neither the bartender nor his cybernetic arm are mentioned again in the novel.

Sometimes the&ybernetic enhancemendse within one's imbs, making themevenmore

deadly and deviousThe_Cyberpunk?.0.2.0gamehas"catalogues” thasell thingssuch asocket
launchers,laser pointers,detachablefingertips, and finger blades ranging from surgical and
carpentry tools to the tools of a different trade. Téegxamplethe character oMolly Millions,

who appears throughowibson'sSprawl trilogyunderdifferent guises, adopting different names
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in eachbook. Anacknowledgedissassirand mercenary, theybernetictools thatMolly uses in

Neuromancer are for Killing:

"...My name's Molly...nobody wants to hurt you."

"That's good."

"Cept | dohurt peoplesometimes,Case. | guessit's just the wayI'm
wired..."

She held out her hands, palops the whitefingers slightly spread, anavith
a barely audible atk, ten double-edgedpur centimeterscalpelblades slid from

their housings beneath the burgundy nails. (25)

Although William Gibson may have introduced these ide#iset@enre, they are not limited
to his writings alone. Indeed, itseemsthat asthe genredevelops,writers seeknew ways to
incorporate technology intthe human body, anthesedevelopments seemo get stranger, more
powerful,andevenmore devious. Thepecomealmost onewith the body theyare attached to,
metal bonding with flesh, beoming "visceral”(Sterling xiii). Guns and knives getsmaller,
eventuallyfusing with the hand andarm; contactensesbecomeone with the eyesand eventually
replace them; portable computers and stereo walkmans become fused with their users.

In Walter Jon Williams' Hardwired,for instance,one of the mia characters lacks razor
sharp fingers, but has a far more deadly tddilis "cybersnake" ia half-metedong roboticsnake,

hiding deep inside her chest, lashing out when she needs to assassinate someone:

Her tongueretracts intoWeasel'simplastic housing, andthe cybersnake'sead
closesover it. She rollsDanica entirelyunderher...feelingthe flutter of the girl's
tongue, and thelVeaselstrikes, telescopinfrom its hidingplace inSarah'shroat
and chest...Sarah's fingers clamp on her wrists, and Princess gives a birth- strangled

cry as Weasel's head forces its way down her throat. (37)
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Other cybernetic enhancements take us very far away from what the Six Million Dollar Man
once was—examples from various novels stadies, to lisonly avery few, include artificial eyes
(one of Gibson's favoriteleas, appearinthroughouthis novels); cybernetically-enhanced hearing;
adrenaline boosters; neural computer processors, built into one's own brain; video cameras linked to
one'soptical nervesarmor platingover the skin and underneattit; metal wings; etc. Such alist
could seemingly gmn forever—thepoint of this is hat in all cyberpunk novelstechnology is
introduced and thefusedwith the characters in the storgventually becomingne with them.
Many of these charactemmbrace the changeseeing hem asenhancements to the humeorm.
For thesecharacters, "metala cyberslangerm for "cybernetics")is better ttan "meat,"” another
slang term for thbumanbody. Inthe end,the differencesbetween mamnd machine are entirely
lost, the line between flesh and chrome wiped entirely away.

That same indistinction is carri@yerinto thevirtual world of cyberspacea world present
in virtually (pun intended) all cyberpunk novels. Teen, coined by Gibson in Neuromancer, was

originally described as

A consensuahallucination experienced dailyy billions of legitimate operators, in
every nation... Agraphic represenian of dataabstractedrom the banks ofevery
computer inthe humarsystem. Unthinkablecomplexity. Lines ofight ranged in
the nonspae of the mind, clusters andconstellations of data.Like city lights,

receding...transparent 3D chessboard extending to infinity. (51-2)

Although the tem usedto describé'cyberspacevaries, atimes beingcalled the"Matrix,"
the "Net," "Metaverse,"” "Cyberia," or even being compared to today's Internet, the appearance of the
virtual landscape islways similar:a three-dimensionajrid of neon lines marking distances and
boundariesyith coloredblocks and structures markimgtual "buildings” anddomains. People
who enter cyberspace normally do so by means of a link, essentially littte more thadicvideo

wire. One ends connected to &yberdeck, acrossbetween a computeand avideo gamethat
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generates the images and allowsuker toactuallytravel around incyberspace.The otherend is
plugged into theperson'shead by means of aectronic linkin thatperson'sorain—often this is
called a "Neural jack," and the process is called "jacking in" or "facing into the net".

The idea ofctually pluggingyourselfinto a computers intriguing, and it is no entirely a
work of science fictiorand theimagination. Wearablecomputersyirtual reality video games, and
widespread usef the Internetoday areall leading to théeginnings of avery real"cyberspace”.
This blurring ofthe distinctionbetween fictionand reality mirrors the sameblurring we get in
cyberpunk fiction, where often the physical worldnade toseem agechnical as theirtual world
of cyberspace. ®hopeningsentence ofsibson'sNeuromancer, "Theky abovethe port was the
color of television, tuned to a dead chanr8)'is oft-quoted fomore than one reason. Thw®in
reason, it seems, is that tH#ferencesbetween thenatural worldand thetechnical world are
constantly compareavith eachother in cyberpunkfiction. Expressingthe natural world in
technical terms "blurs the distinctions betwdies organic and thetdicial” (Hollinger 205). 1t is
this blurring of "real" and'virtual" which demonstrateshe nature ottechnology in cyberpunk

fiction.
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PUNH: HIGH-TECH .AND LOW-LIFE

The combination oftechnology and @unk underworldmay seem strangéut one need
only look atthe youngergenerationaround us to sewhat cyberpunk is about.Video games;
virtual reality headsets; music owompact disks; computer-generated rock music: these all
demonstrate thause of incredibly sophisticated technologfor less-than-epicpursuits. In
cyberpunk fiction, there are no more rockbipstraveling to foreigrstar systems;haractersuch
asthose in Gendroddenbery's Stafrek, seeking out'new life and new civilizations”, are not
present in theyberpunkworld. Cyberpunkcharactersisetechnology to turnn towardsthe self,
not outwards into space. There is no wexization for the cyberpunkmerely the remnants of an
old, decayed society gildedith technology. There is nanew life out inspacefor the cyberpunk
either; his life is full of painand all-too human suffering, arids hopelies inward, towards the

nerves, rather than out into space. This self-centeredness is rooted in punk ideals and punk music.

Punk musicians exemplify the cyberpunk attitude.

"Punk" defies definition by its very nature,seeking toescapethe confines of society
altogether. Rooted in the hard-edged, loud, discordasic of the latseventies and earbighties,

punk music has always appealed to th#dowlifes": the people of the set; theoutcasts; the
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criminals; the comgter hackers;the drug-addicts. Punks adopt avariety of looks aswell as
lifestyles: theblack leatherand mirrorshadesommonly associatedith early cyberpunk; the
mohawk hairdooften painted strage colors; longunkempt hair;multiple body-piercings and
tattoos; etc. Punk has a lot more tovdth attitude,however,thanwith whatsomeone isalled or
what they wear.

Punksare by definition anarchistslesiring nothingmore than tdive without the rules
imposed by society.In cyberpunkfiction, those "rules"are represented byhe "machine,” and
while these cyberpunkharacterstrive touse nachines andechnology, they seek testroy the
"machine” that runs everyone's lives. This attitude is, perhapsamlbitalent afirst glance. The
paradox is erased when one realizes the nature of the technologies used, and thevhielshiey
are used. Razor blades can hide under ones' fingers; surgically implanted prostheses can be used to
kill with awesomédorce; metalsnakescan leapfrom a character's throat: any technologgn be
used subversively.

Sterling tells us,quoting William Gibson, Hat "the streeffinds its own use for things.'
Rolling, irrepressiblestreet graffit from that clasg industrial artifact, the spray can. The
subversive potential of the home printer andghetocopier..." (Sterlingiv). No matter what the
technology, the punk strives to use it Fas or her own meanseven if that involvesnisuse,crime,
or disobeying authority. "A cyber-person is one wpitots his/her owrife” (Leary 258), one who
guestions authority and does not merely subndetsions made by otherklereone cannohelp
but be reminded of the opening scené8lade Runner, iwhich anurban scene idominated by
enormousblimps shininglights into people'shomes, erasingny notion ofprivacy. The main
characters in cyberpunk fiction are punks becausertaey agmst this intrusion. They represent
freedom; good or bad, the characters all think for themselves, whether that leads to aciwitied
or saving the world.

In Stephenson'Snow Crash, the mia charactedoesthe latter, savingcyberspace and the

entire world by destroying a deadly computer virus. Hiro Protagonist (an intentional pun) seizes the

opportunity to promote his business by using the same deadly computer program, now inert:
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The screens are blankfast, but finally the samemagesnapsinto existence on all
four of them at once."If this were avirus, you would bedead now. Fortunately,
it's not. The Metaverseis a dangerousplace; hav's yoursecurity? CallHiro

Protagonist Security Associates for a free initial consultatiqd57)

Rather than walkingpff into a sunset as a selfledsero, Hiro acknowledges that he'saved
everyone's lives, and then uses it as an opportunity for financial gain. This is the punk attitude at its

finest. As the Cyberpunk 2.0.2.0 game tells us, in cyberpunk "The traditional concepts of good and

evil are replaced by the values of expedience—you do what you have to to survive" (Moss 3).
In Walter Jon Williams' Hardwired,one of the mairtharacters, Cowbogeeks to destroy
an "evil" corporation by flying his owplane into the sidef one of theirs, destroyintpe company

financially. This is not at all a selfless, heroic action, though it may seem to be at first glance:

But somewhere in Cowboy's mind thése realization thahis is he necessary and
correct conclusion to his legend, to use himself and his mattentatyk [his plane]
as the last missile against the @db shuttle and winfor himself a slice of

immortality, a place in the mind of every panzerboy, every jock... (326)

One ofthe othemilots, afriend of Cowboy'speats him tdhe punchgcrashinginto the jet kefore

him and saving thday. Cowboy is notelieved or upset; rathélfa]jnger rises in hismind at the

thought of his fatéeing stolen'(328). Hemay be out savinfives, but Cowboys concern istill

selfish. Unlike a more legendary "herstich as BeowulCowboy'sselfish concernfor his honor
replaces concern for others. It may be somehow herewand todie in battle, becoming a legend,

but Cowboy carries this belief to the point where the death of a friend brings not despair or sadness,
but anger and jealousy. It is thigning inward hat bestdemonstratethe punk attitudeas present

in cyberpunk fiction.
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BEYOND MORALITY

The punk attitude and itglation totechnologyinevitably raise manyimportant moral and
philosophical questions. In earlier cyberpunk works, moral questions were usually ignotefi and
unanswered. Part of theason for this ishe fact that ircyberpunk fiction"advanced technology
erases human morality" (Easterbrook 383yberpunkskEasterbrook saysre "all charactersvith
working class ounderclasdackgroundsgharactersvho exploitthresholdtechnologies tescape
from the dead-end despair of tenements and the mind-numbing boredom of television" (329).

In Hardwired, for instance, the main characters, Cowboy and Sarah, are crseeldiyy to
escape to a lter life "off-planet”. In order taachievetheir goals, theymust first amass great
amount of money. They accomplishthis throughoutthe novel by assassination, bribery, and
throughthe destruction of dargecorporation and a shipment of vaccinations;d&gtroying the
vaccinationsthey effectively kill the millions of people who needed thdtug. Their actions are
never questioned in the novel, and they notpresented as evilheir morality is ignoredperhaps
left up to readers to decide; they are above right and wrong, and "beyond good and evil".

Another example of this lack of morality is @ibson'sNeuromancer.The maincharacter,
Case, is a computer hacker who specializes in comgrutezs. He is hired by an unknovperson
to commit other crimes,and finally discovershiat theperson he workdor is an Al (artificial
intelligence). Paid for his crimes, he spends the money new&no-Sendai,” &yberspacaleck
(270). The purpose fdhe purtaseis, undoubtedly, so he can continhis criminal activities in
cyberspace ohis own, and yethis actionsggo unquestionetly the narrator aswell as his fellow
companions.

Part ofthe reason for this noticeablack of morality is thatcyberpunkcharacters are
traditionally seen as mired in'godless" world the worldNietzscheleft them in when he declared
that "God isdead.” Throughout cyberpunk fiction, we dbe rotion that organized religion is
fragmenting and becomgnunimportantleaving noorganized morality. The religion thatdoes

remain is a twisted version of an earlier faith.
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In Gibson'sVirtual Light, the Christian faith remains, but it i9orokeninto cults: "Aryan
Nazarenes," for example, orcalt thatbelieves thatod speaks tthem throughtelevision sbws,
and that "virtual reality's a medium of Satan, 'cause you daithenough tvafter you start doing
it" (312). Williams' Hardwiredhas"Ethical Nihilists" (150), whobelieve thatyou'veonly lived a
moral life if you manag to die in a ball oflame,taking hundreds of otherwith you. Characters
may call out "Jesus" or "Christ,"” but when they do it is only as an exclamation, not a prages.
is no prayer incyberpunkfiction becausehere is no real fth. Drawing from examples in "a
society thathas lostall comection toGod" (Ostling 4), it is no wonder thatyberpunkfiction
presents n@od forits characters taorship. The fewcharacters who dolaim somefaith are

content to worship their televisions, it seems.



CYBERPUNH AND THE NEW mMYTH L

CYBERCHRIST AND THE GOD IN THE MACHINE

This notion becomes more valhen one considershe possibility thatthe cyberpunk
"creates for himself a new religion of a rational &chnicalorder” (Ellul 324). Inthe absence of
faith in a higher power, the characters incyberpunk fictiontend to place their beliefs in the

machines around them, deifying them. Even Norbert Wiener, in GoGaleth, makes technology

a god when hesays to"render untothe computer thehings which are thecomputer's"(73).
Paraphrasing a passage fréime bible (Matthew 22: 21)WViener'sstatementeplaces the word
"God" with the word computer. Cyberpuadkaracters would,feel, take thisstatement much more
seriously than we might. For them, the computer is a new divinity of sorts.

| cannot help but be reminded of amecdotepopular among selfrpclaimedcyberpunks
on the Internetabout avisit PresidentTruman paid to a ecoputerlaboratory. Trumarasks the
computer if there is a GodAfter a fewminutes ofwhirring andcalculating,the computespits out
the answer-How There Is. The suggestion, obviously, is tliae computer itself is now God.
Such a meeting might be entirely fictional. However, cyberfiichign takesthis notionof faith in
a machineand raises it to a fagreaterdegree, to thgoint where machinesand computers
eventually becomeew divinities. Thegreatest of thesthigher powers'are probablythe Al's, or
artificial intdligences. Constructed irthe real world byscientists tatest cognitive theories, Al's
become somethinghuch more tan meretools in cyberpunkfiction. Any computer scientisuvill
tell you thatartificial intelligence of thesort seerin Star Trek, for instance, islecadesaway. To
create an intelligentreature likeData, anandroid in hat series, ismpossible using current
technology. Today's Al's are, to publtintly, dumb. The Al's ofcyberpunk fition, however, are
quite intelligent.

Gibson'scharacter Wintermutdor example, is am\l who goes farbeyondthe limits of a
mere tool, being a"hive mind, decision maker, effecting change in the worlebutside..."

(NeuromanceR69). ThisAl is able totransformitself atthe endof Neuromanceland become
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evenmore powerful, more godlike. Here, in theclosing moments oGibson'snovel, Wintermute

speaks to Case:

“I'm not Wintermute now...I'nthe matrix, Case...Nowhere. Everywhere.
I'm the sum total of the works, the whole show...
"So what's thescore? Howare things different? Ya running the world

now? You God?" (269-70)

Wintermute becomes ometh all of cyberspace by joiningvith severalother Al's in the
system. Cyberspad®ecomes airtual heavenand thisunion becomeshe cyberpunk version of
godhood. What we are presented withessence, is a dual rafme transcendencdor even”...as
Case tries to transcend his human limitgpsahe machine intelligencegive topass beyondheir
materialrestrictions andlevelophuman qualities o€onsciousnesand personality” (Easterbrook
383). Inthe end,the machineggo beyond lhat step, movindpeyondthe realm ofconsciousness
into therealm of puretranscendence andion with the universe. Inthe concludingnovel of his

sprawl trilogy, Mona Lisa Overdrive, Gibsempands on higlea of the'god inthe net"through a

conversation between Mona and her computer:

"The mythform is usuallyencountered in one divo modes. One mode
assumes thathe cyberspace isnhabited, or pehaps visited, by entities whose
characteristicxorrespondwith the prmary mythform of a ‘hidden people’. The
otherinvolves assumptions obmniscience, omnipotencand incomprehensibility
on the part of the matrix itself.”

"Then the matrixs God?" (107)

This relation lketween mtrix andGod descends tihhe "human"world aswell. These Al's

are commonlseen aaising human agents tdo their wils: Gibson's"legba,” mythicalfigures
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incarnated in thematrix, typically "ride" their human subjects, taking mession of this
"priesthood" (Count Zer@8); Williams givesone ofhis Al's namedRenothe ability to attack an
enemy through a cyberspace deck amdte himself over” theirminds (Hardwired343); the lead

character in The Lawnmower Man can even operate machinery and dial phones from cyberspace.

This lastexample isdifferent from the others, bt hardly unique;in the film, the main
character, named Job, has tissciousnesthrustinto cyberspace. To begwith, however, he is
merely human, and after being introduced to the world of cyberspace, he becomes adt]icted to
worships itspower. Tl electronic world he ishown gives himpowers he did nohave in the
“real” world, and hegoes so fams to destroyhis bodyand exist solely asan Al in the 'net.
Bukatman suggests that "The disembodied fusiitim the fields andarrays ofelectronicspace [is
a] manifestatiorof...transcendence(354). Indeed, oncehere,Job dubshimself "Cyberchrist,"
declaring his godhood and transcendence over his human form.

Throughout cyberpunKiction, we see characters engage incgcle of worshipping
technology, using that technology to attain somedativinity, and therdesiring worship in some

form. Walter Jon Williams' Hardwired provides a vivid example of such thinking:

The comingthing, Cowboy thinks. Live forever in a bdily incarnation of
the eye-face [cyberspace], nbmited to the speed of artificially enhanced
neurotransmitters buapproachinghe speed oflight, extending thelimits of the
interface, thauniverse. Brain contained in gerfect liquid-crystal malog. Nerves
like the strings ofa steel guitar. Heart aspinning turbopump.The SteelCowboy,
his body ascreaming monochrontficker, dispensingjustice and rightingvrongs.
Who was that masked Al?...

To Cowboy, it soundpretty good. (130)

To transcend #n limits of his human bodyCowboydesires to beome anrAl, to achieve asort of

godhood andmmortality. It isinteresting hat this line of thinking almostdirectly coincideswith
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the philosophy of Friedrich Nietzsche. Comptre following, takenfrom The Gay Sciencewith

the previous quote from Hardwired:

God isdead. God remains dead.And we havekilled him. How shallwe, the
murderers ofall murderers, comforburselves?... 10t thegreatness of thisleed
too great for us? Must not we ourselbesome gods simply teeem worthy of it?
There has never been a greater deed; and whoever will be born after us—for the sake

of this deed he will be a part of a higher history than all history... (95-6)

With God dead in thecyberpunk wdd, somecharacterdake it uponthemselves to use
technology as a means to achieve divifilythemselves. Isomecases, ag Cowboy'sthis is a
more spiritual omentalgodhood,achieved inelectronicform in the "I-face”,Hardwired'sversion
of cyberspace. This "godhood" need not be achieved through cyberspace, however—easesme

the union is quite physical. It alwaysinvolves aunion with man and machine,however, as in

Russo's Destroying Angel:

Wings of shiningfeatherdlifted andspread oubehind him. Hewore no
clothes, and as far as Sookie could see he didn't need any. Bottetegsetal, up
to his waist, and therewas nothing betweenthem. Sexless. His bodyvas a
crisscross of metal and flesh...

"I am...Destroying Angel," he said. The wings flexed...

"This is the future...Man's futire. The fusion of metal toflesh, flesh to

metal. The organic with the inorganic. Man with Machine." (204)

Moving beyond the mere use®fbernetics tenhance thuman bodythis character and

others in cyberpunkiction usethe enhancements as apportunity toachieve asort of godhood,
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becoming "cyberchrists" or, in the casdtad evil Destoying Angel, asort of "silicon Satan,” who
sees himself as divine and righteous even as he commits base atrocities.
The idea of self-created divinities ayberpunk fiction makesne wonder abouhe nature

of this "godhood". Somecharacters, as in_Destiing Angel, may actuallyconsiderthemselves

godlike—charactersvho use cybernetics often sethemselves asuperhumaniranscending the
human form. Morgecentcyberpunk workgsakethis quest fogodhood to ajreater degree; they
often try toachieveactual divinitythroughthe use ofthis technology, completavith worshippers

(as seen in_ThéawnmowerMan). Filled with electronicgods, cyberspace becomes auwgir

"heaven,” aworld of organized lines and lightshere thegods, theAl's, dwell in their virtual

palaces. In Gibson's Count Zero, for example, a character known as "the Wig" had

...becomeconvinced thaGod lived incyberspace, or perhafisat cyberspace was
God, or some new manifestation of the same...To the rogdg, the Finn said, he
neveractually claimed tdhave metGod, although he didnaintain that héhad on

several occasions sensed His presence moving upon the face of the grid. (122)

"The Wig," a minorcharacter, is bubne of thepeople whobelieves thatyberspace isa path
towardsheaven. ThéVig evendecides that he must "get the gravitywell, [because] God's up
there" (122). Though the Wig is assumed tatazy, heobviously isn'tthe only one ofGibson's
characters to have thought of cyberspace as heaven, and of Al's as gods, as I've shown earlier.
If we acept that cyberspace is an approximation legaven, therwhere exactly are the
cyberpunk characters standing as they reach for heaven? The Wig tells@Gsdhateverywhere
but there'sdo muchstatic downhere, itobscures higace" (122); Godis distant. IfGod is in
heaven above, it should netirprise udo find the cyberpunkcharacters irnell. The real world, as
I've shownearlier, is a veryeal hell,full of degradation, simandcrime. This dichotomybetween
the physicalworld of hel and theheavenlyworld of cyberspace is presetiiiroughout cyberpunk

fiction; cyberpunkcharactersall desire entry intacyberspace, or an escape off-plarmit of a
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hellish, fiery landscape. Trapped inpdysical hell, is it anywonder that a cyberpunkcharacter

should try to escape frohell, or toat leastmakehis condition moretolerable? It is easy to say
that a world is a hellishplace, orthat "war is hell,” busuch thingsareusuallymeant to be taken
figuratively. Incyberpunkfiction, | feelthat theword "hell* is a quiteliteral concept, when one

views it from the proper perspective. Consider the words of Satan in Milton's Paradise Lost:

The mind is its own place, and in itself

Can make a Heav'n of Hell, a Hell of Heav'n.
What matter where, if | be still the same...
To reign is worth ambition though in Hell:

Better to reign in Hell, than serve in Heav'{PL 1:254-263)

This statement is, of course, paradoxiGdtan would'reign in hell”, but that hell is in his
"mind"; does he reallyrule anything? For Satan, perdps not; Milton didn't know about
cyberspace, after all. Is not the cyberspace of scfericm a way of making place in themind, a
way of creating a virtual heaven in the wake of a very real hell? Is it not better to be more powerful
in the cyberpunk world,where one can be deader, rather thanto serveuseless gods and
corporations? Both ideame present ityberpunk fiction, and botkan existwithout paradox,
since thecyberpunkworld has both ghysical fell and avirtual cyberspacédneaven. Cyberpunks
can create deaven intheir own minds while also living in the hell that is the real worldhus
echoing Satan's words @ach of their actionfhough hey may notevenrealizeit). Cyberpunks
can become gods of cyberspace in a godless world, reigmamgheir hells. Theyusecybernetics
to become more physicalfyowerful, achieving @uperhuman status that aids thentheir reign.
They constructheir own artificial "heav'n" in cyberspacepften compared ta “"parallel myth
world" (McHale 156). Given anihilistic world populatedvith lowlifes, and bereft oboth morals
and godsgcyberpunkcharacterstrive to create sortt@ng newfor themselvegather than settling

for hopelessness and godlessness.
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CYBERPUNH AND FRYES THEORY OF LITERATURE

Exactly what is itthat thecharacters ircyberpunk literatureereate? Inorder to propose
what might now béappening, wenust look athe history of literatire itself toseewhat hasbeen
done. One othe mostdefinitive ways for looking atthe progression ofiterary types through

history isthe modelsetforth by Northrop Frye in_Anatomy oCriticism. One focus of Frye's

theory is the presence andvement awayrom mythin various types ofiterature. Frye looks at
the major character (usually, but not always the "hero") in these v#yjmes ofliterary categories,
naming them as he goes along. The chardgiees” are themlescribed accordintp theirvarying
degrees of poweand capability. Since myth isvhat weare seeking out in cybeunk, we should
seeexactlywhat sort of amyth, and what sort of acharacter, we ardealingwith in cyberpunk
literature.

What if we were to discover that according-rye's theories, eyberpunk protagonist is an
"anti-hero," and that the mythology we see in cyberpunk literature is a part of the "ironic" phase? If
this were the case, then cyberpunk would represent little more than isolation and despair in a world
of dead gods; this is precisely what many critiasesaid,and preciselyhat | disagree with. To
prove thatcyberpunk leads to 'aew myth; one must first showexactly what cyberpunk is_not.

The framework of lerature thafFrye lays out inPAnatany of Criticism will demonstratehis very

explicitly.

Before dividing literaure into categoriesFrye first differentiatesbetween comediand
tragic fictionaltypes. Thisdifferentiation is key to placgcyberpunk fiction inthe scheme of
things. The tgic type for Fryerepresents a sodf literaturewhere"the hero becomes isolated
from his society"(35), asopposed tahe comedidype, wherethe hero isincorporated into a

society. Derived from Aristotle's Poetics (towhich all modern definitions of "tragedy" are

inevitably compared), this is notumiversally acceptedefinition of tragedy. Some defindragedy
in terms of"suffering ordeath,"and speak o# "tragic flaw" or "hubris" onthe part of the major

character(McArthur 1049). Still others focus orthe "sense thathuman beings are inevitably
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doomed" (Holmarb05), andleavethe rest ofthe definitionvery open-ended. believe we can
accept tht death, pridesuffering, andhe threat ofdoom all lead toan isolation, ofone sort or
another, from other human beingghisbeingthe case, all othese definitions poirib isolation, a

central idea in tragedy and in cyberpunk literature.

Frye's differentiates between "Comedy" and "Tragedy"; cyberpunk is tragedy.

Frye'sdefinition of tragedyworks, for it fits the cyberpunkworld well. Most cyberpunk

fiction is not "comedic"; that is, it does not deal with characters that are incorporated into society.

is true in some more recent cyberpunk fiction that tlseseme sort of a hint at communion of this
sort, particularly inGibson'sVirtual Light and Stephenson'Snow Crash For the most part,
however,cyberpunk fction deals, as statetefore, with one or moremarginalized,underclass
characters (the punk#)at eithershun orareshunned by soety at large. This movementaway
from society places the majority of cyberpunk fiction in the realm of the tragedy.

Within tragedy,Frye believes that litaturehasdeveloped, ovetime, through a number of
variousstages. In order that weight placecyberpunkfiction into one of these stages, we must

look at each in turn. With that said, let us look at the first of Frye's stages—the divine.



CYBERPUNH AND THE NEW MYTH e5

STAGE |1 MYTH

Tragic mythsaccording taFrye, are'Dionysiac...stories of dyingods” (36). Stories of
the Norse Gotterdammerung, or of the death of Gréigkres such a®©rpheus orHercules, are
examples of such literature. THwine hero,according to Frye, issuperior in kindboth toother
men andhe environment ofother men'(33). Such a "hero" imore than a man; he is aactual
god or ademi-god, as in the case dercules. These charactersossespowers andbilities far
beyondthe range of normal men. @$t's healing powers and resurrectiddercules' strength;
Zeus' thunder bolts; Ares' wradind power:these demonstratiperiority tothe normal world and
to normal men. It is no wonder that these stories would be the stuff of myth and religion.

But is cyberpunk to be considered puretythical? Certainlythere arethosewho call
themselves gods ani@yberchrists”. There areeventhosewho possesghe strength ofHercules,
as in themassivecyborgwho canevenrip doors offhinges or'toss acar out ofthe way"(Moss
82). Whatdifferentiatescyberpunks fronfrye'sdefinition of "divine" is the fact thator all of
their claimedgodhoodand power,the cyberpunkcharacter is stilhuman insomeform, atsome
point in thestory. Gibson'sMolly, with her razor-fingernails andrtificially quickenednerves,
suffersbroken bonesnd partial blindness athe end ofNeuromancer. Case, inthe samenovel,
may be zooming around cyberspadée k god throughthe heavens, buivhen all issaid and done
he must still buy himself a new pancreas laret (270), unabléo escape his humanityin the few
cases where an Al acis an impersonalgodlike being(someexamplesearlier inthis essaycome
to mind), the Al is not acting as a major character. In these cases, | feel that the impersonality of the
Al is merely theresult of acharacter at being“fleshed-out" enough.Often, eventheseartificial
intelligences are trying tact like a human, as in trease of Neuromancer presenting himself to
Case as boy, wearing "raggedgolorless shorts, limbo thin" (GibsonNeuromancef43). As
we are concernedhiefly with the main characters, who_ateoroughly developed, wecan safely
eliminate theterm "divine" as applied toyberpunkcharacters.For all their power, they areafter

all, "resolutely human" (Sponsler 637).
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STAGE 2: ROMANCE LITERATURE

Cyberpunk characters, therefore, are human, even though theypareor in somevays to
other humans ithe story. This would seem to fit the definition dhe hero of "romancehich
Frye defines as a person who is "supdriategree to othenen and to hignvironment,"and who
"moves in a worldn which theordinary lawsof natureare slightly suspended” (33). Frygives
Beowulf as an example of such a hero; in #pg story,Beowulf swims mileselow alake, slays
dragonsand monsters, anghossessesuperhumarstrength, markindiimself assuperior to the
others in the story. Cyberpunk characters, too, are markedly superior to others around them.

Indeed, ifcyberpunkcharactersare superior toother men, theyneed only coquer the
environment taact as aomantic heroaccording taFrye'sdefinition. The modern-daycities and
sprawling mallsand factoriesdemonstrate theubjugation ofthe environment thatyberpunks
actively participatein, and cyberspace nonly conquerghe environmentput transcendg. In a
virtual paradiseworld of computersthe "natural laws'are,indeed,suspended. Aharacter can
zoom acrossthe earth like a beam difjht, or can even behacked topieces, asn Steghenson's
Snow Crashwith "no flesh, blood, ororgans...visible...[n]Jothing mor¢éhan a thin shell of
epidermis” (102). In cyberspace, the laws of nature aresugdgendedand soone wouldsuspect
that a cyberpunk character might indeed be Frye's sort of romantic hero.

Such atheory isnot entirely withoutits supporters. Cyberpunkharactershave been
compared to the "wandering adventurer-heroes" of rom@hcdale 153), andibson'snovels are
said tohavetheir deepestoots in"late eighteenthand nineteenthcentury Romanticism," as his
heroes"venture anew into the Romanticheartland" (Glazerl56). Themes oftranscendence,
particularly in Gibson's novels, have besaid to point "back tthe romantidrappings of[science
fiction]" (Hollinger 206). There is, evidently, sonthing of romance incyberpunk fiction.
Cyberpunk characters are not, however, romantic heroes of any sort.

A cyberpunkcharacter issuperior in kindto other men, as well as irdegree. This is

different fromthe romantic hero, aBrye seest. To besuperior indegree,one mustpossess
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abilities or rank which are greater than normal m@ase's ability taaommit crimes incyberspace
is certainly superiority in degree; nait human charactelim Neuromancehavethis ability, giving
Case an edge. Superiority in kind is presentels as I1said—consideMolly's razor fingernails
in Neuromancer. Brugmentinghe humarbody, thecyberpunk herdoecomessuperior inkind
as well as degree,and thus differentiates him/herselfrom the romantichero. Case,since he
achieves a certain state of transcendence in cybersjthee approaches or reaclzedifferentstate
of being. Does heachievegodhood? | donbelieve hedoes,though hemay comerather close.
Case is, after all, a human beinghe realworld. Hedoes nothaveany cybernetic augmentations
like many other cyberpunk characters, and neither do Hiro in Snow Crash, or YT in Virtuabkight
Cassie in Clipjoint, though all of thedo rely heavily ortechnology. Eventhoughthe cyberpunk
character isusually superior in kindthe key to differentiating cyberpunk liteature from
romanticism must be found elsewhere. That key lies in the setting.

The romantic hero moves, as Frye says,wodd where the lawsf nature aresuspended.
Frye suggests a pastoral typesefting, naming thémagic forest" specifically,and suggestinghat
the romantic hero achieves a sort of umiai nature,moving "outward,” so tospeak. Cyberpunk
characterdack this externbized union with a natural world; theirunion is with the world of
cyberspace, inside a computer-generated landsdapeuld bepossible toargue,however, that if
we are comparinghe natural world of the romantiwith the virtual world of cyberspace, the
romantic hero's union with nature can be compared to the cyberpunk's union with cyberspace. This
would betrue, but wecannotleave it atthat. As Miriyam Glazer arguethe difference lies in the
"qualitative and substantive alterations generated by the technolog[y]" (158). Technology generates
a "decaying angeripheral"world of nature, arartificial, immoral,internal world(162). Nature is
quite the opposite, as one would expect—it is natural (obviously), normal, full of natural rather than
man-made laws (even if these laws are slightly suspended), and external.

Therein lies the differencdn cyberpunKiction, thebonding and union igternalized and
reversed from the state thiings inromanticism. Where aromantic hero oncbondedwith nature

and journeyedhrough anatural world offairies, enchantedorests, ancelves,the cyberpunk hero
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now travels in the world dhis own mind. Romancefor the cyberpunkhero,becomes a "case of
nerves" (Csicery-Ronay193), and the seemingsuperiority" over the natural laws of the
environment becomes ironic, particularly when one considerththetalm in whiclone issuperior

is a virtual one. Can one truly be supeawer a virtual world builin the universe of theomputer,

a world that does not really exist? To say such thinking is ironic would be an understatement.

be sure, onean be superior in cyberspace;Stephenson'ssSnow Crash, for example,has a
protagonistwho is a warrior ircyberspace and an unemploygdza deliverer inthe real world.

Superiority does exist, but cyberspace is, ultimately, very different from the real world.

To
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STAGE 3: HIGH MIMETIC LITERATURE

If cyberpunksfall short of being trueromantic heroesthen, perhapghey fit into the
category of "epic hero,” the next Bfye's stages. Thepic heroaccording to Fryebelongs to a
class of literature he calls the "high mimetic". The terateisvedfrom the word "mimesis,Wwhich
is, essentially,"art and literéure seek[ing] toimitate and represerlife” (McArthur 661). "High,"
then, refers tothe rank and sociatatus ofthe character/heroFrye's high mimetic heroes are
princes and kings, atdpe socialadder. They arsuperior indegree to othemen, butare not
superior in kindpbeing not gods, bunen. They are nduperior tonatureeither,and must bow
before "the supremacy of natural law" (37).

In tragedy, which is our focus, Frye poitisthe "fall of a leader...theonly way in which a
leader carbe isolated'(37). Because of thigll from grace andgower, the high mimetic hero's
morality is often questioned, and the readweust place some sortof moral judgment on the
character. Frye suggests that Shakespgaag's involving nobilityare themost exemlary of this

stage ofliterature. Macbeth andHamlet for example,both feature a maircharacter of nobility

whom theaudiencerespectspach therbecomes aictim of his own flawsand “fallsfrom grace".
OedipusRex, too, is astory of aking fallen from grace,and wouldsurelyfit in this stage of
literature.

Doescyberpunkfit here? Afterall, somecritics, and evensome cyberpunkuvriters, have
dubbed cyberpunicharacters"heroes". McHale, as |said earlier, talks aboutcyberpunk's
"adventurer-heroes" (153nd Claire Sponslertalks about "théneroes oiGibson'snovels” (634)

and thenlater specifically abouthis "male ‘heroes™ §37), although in thidatter comment she
justifies the word by placing tentative quotation marks around it.  This tendency to quaigynihe
"hero" when applied ta@wyberpunkcharacters is morprevalent than irdiscussion ofthe hero in
other types ofliterature. Csicsery-Ronayells us thatcyberpunksact "as if they are...heroic
adventurers" (192)ysingthe term heo comparatively;according to im, cyberpunks mustot be

heroesalthough theymay act like themoccasionally. Perhapshis is because cyberpunkbke
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"Gibson's heroes[,] have been 'numb a long tirears™ (Glazer 160, quotindeuromancer), to the
point wherethey have beome "mocked, diminished, lost, feeling...rage, lust-leathing, [and]
hate" (160). Indeed, they have been altered byghbeiety to the point whesge can no longer use
the term hero when speaking of them.

Why, then, are critics so insistent upon using that word? If it is because of the "greatness of
degree" of a cyberpunk character, we must remember thahitieer degree” is one @flity, not
rank. High mimetic characters have higher degemause of their rankpt theirabilities. Perhaps
critics tend toassumehat theprotagonist of atory isalways ahero. Theterm "hero” is often
"applied to the characters who are tbeus ofthe readers' othe spectatorsinterest,often without
reference to...moral qualities” (Holman 234). | disagséh this tactic; | feel thatFrye hasmore
than demonstrated that different terms are necessary for different stages of litéreduraglance
at the first threestagesaloneshowsthreevastly differenttypes of "heroes,tieserving of different
names. Aslimothy Learypoints out,"[e]very stage ofhistory has produced mame...for the
strong, stubborngreativeindividual [ie. the "hero"] who explores some future frontier..." (245,
emphasis mine). Despitendencies bygome tousethe term"hero,” | believe wecandismiss the
term as criticsuseit. In cyberpunkthe term"hero” is usedquite often, but it is always used
ironically, dismissing thepplication of the term toyberpunkcharacters. At onpoint in Baird's

Crashcourse, for example, the characters get ready for a "night on the town"™:

"Ten minutes. Get some clothes on, Make going to becold. How late's
your friend likely to be, Cassie?"

"He's not. When Sword says half an hour he means thirty minutes."

"Sure, hecan fly,” Dosh gowled. He began ttbssover his wardrobe for
hero clothes. "This do?"

"Darker and heavier." (103)
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Not only is a joke cracked in this passage about another character's alleiged'#hll a sarcastic
reference to flyig superheroes, bihe characters are noalled heroes; rather, they we&ero
clothes" Eventhesewon't do, and they musput on lessheroic, "darker” clothing so they can
performtheir missionwell. After all, whencyberpunksventureinto the nighttime city tgerform
criminal acts, the clothes they wear tend to be black and dark gray, not the red, white, and blue of the
traditional "superheroes”, such as Superman or Captain America. You can be sure that a cyberpunk
will never swoop from the air to sagekitten from dree; cyberpunkcharactersare more concerned
with keeping themselves alive.

In Clipjoint, thesequel toCrashcourseCassiemeets upwith a mercenary nametVings
after a seek-and-destroy mission in the countryside. After running the mission, she tells us that she
"sat on the grass several eons more", waiting for Wings to return. When he finally comes back, she
calls him her "hero" (70). The term hero might agpye, if Cassie had nald usthroughout the
first novel,and only afew paragraphs before this encountbgtt "Wings and [she] sufferfrom
hate on sight" (69). Her use thfe word"hero" here is obviouslyronic, asshehates thigperson.
Earlier in the same novel, Cassie meets amaamed MacLaren DelLorn, who telier that heused
to be "a warhero, anoverratedoccupation” (41)andwhenshe asksvhat"branch of heroism™" he
majoredin, he responds’[g]etting shot" (42). Suchalk about heroism isreminiscent of the

cowardly Falstafin Shakespeareldenry IV Part 1,who disdainsheroism, honorand courage as

useless, "a mere scutcheon” (V:i 140yjeav prevalent in mny moderrwar novels. Itshould not
be surprising tofind such thenes incyberpunknovels aswell, ascyberpunksare almostalways
involved in conflict of one sort or anotherinvolving supposed Heroism" Obviously, Baird's
characters are ndteroes of angort, and theybhorthe very thought that theymight engage in
such activity.

Not only Baird thinks this way, although it is especially evident in her writing; the disdain of
heroism is found throughout cyberpunka Snow Crashthe lead character is sarcastically named

"Hiro Protagonist"—he isnything butheroic,being a thiefand mercenary.In Willaims' novel
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Hardwired, Cowboy longs to keereal "Steel ®Wwboy" (130), a twistednternalized version of the

classical American hero, but his morals are surely nowhere near as high as those of a real hero:

...There was arthic init, cleanand pure. liwasenough tdbe a fregock
on a free road, doing battle with those who would restrict him...

But of late there has bearsuspicion thaadherence to thethic may not be
enough. He knows thathile it is one thing to bea warrior nobleand true, it is

another to be a dupe. (67)

Ethics,it seemsandactingheroically, caronly get acyberpunk sdar. Thentherules of
expedienceand personatoncerncome intoplay, and one is forcedo do "unheroic things".
Countless characters in cyberpumdvels are not ofiigh rank ormorality: Case, ilNeuromancer
(hacker/thief);Chevette in VirtuaLight (pickpocket); Rydell inVirtual Light (disgraced ex-cop);
Sarah and Cowboin Hardwired (thievesand murderers)all of the main characters inBaird's
novels(thieves,assassingtc.). In eacttase,the character isrom alower classorigin, or else
associates with lower-class people, often crimin@lss alone refutes th@ossibility of cyberpunks
being high mimetidheroes. Simply put,cyberpunksare not of nobilityand highmimetic heroes

are.
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STAGE 4: LOW MIMETIC LITERATURE

We cannot yet throw out theossibility ofthe namé'hero”, becaus&rye's nextcategory
also concers itselfwith heroes. The "lowmimetic" [madern] hero is a normahan, "superior
neither toother mennor to hisenvironment"(Frye 34). Withintragedy, Frye usesthe term
"pathos”, describing a type story which tends to apeal toour sympathiedecause of our
closenessvith the character's own humanityThesecharactersFrye says, areusually excluded
from a "socialgroup towhich [they] are tryng to belong"(39), andfrom this comesity on the
part of the reader. These asbat criticsterd to call the "modern hero”, heroes forwhom the
battleground iseither amedievalwar, nor a duebetweenprinces,but rather aattlefor status in
modern society.

While it is true that cyberpunk heroa® excluded from societigeing criminalsand punks
by nature, | do not feel that veenseany sort of pity for them. InVirtual Light, Berry Rydell is
fired from his job as @olice officer,and isthusrejected bysociety. Hegoesabouthis life for a
few chapters othe novel, doing what any unemployed modern teemight do—Ilooking for jobs.
When he finds a jothowever, it is as aassistant to a bounty hunteamedLucius Warbaby (an
ominous name), someone working outside the law.

Rather than pity his loss fib, the readefinds that Rydell discoversuccess ahe end of
the novel. Because ohis criminal activities, he i®ffered a job working aan actor ora popular

television show, along with a chance for money, success, and prestige:

"Berry," Pursleysaid, "you're in touble,son. A cop. And anhonest one. In
trouble. In deep, spectacular, and pleakaye to say this, clearlizeroic shit." He
clapped Rydell on the shoulderCdps in Troubleis herefor you, boy,andlet me

assure you, we are all of us going to make ouffijuston this.” (345)
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Rydell's activities through the novel, including murder and theft, manage thitaademies irjail.
These activities are what Pursley, an emplafethe tv shav, calls "heroic shit." Obviously, there
is not a great deal ofegardgiven toRydell'sactivities; hey areonly a means byvhich to make
money. Even for a modern hero, Rydell's criminal actions are hardly to be considered heroic.
An evenmore substantialeasonfor discardingthe term low mimetichero" asapplied to
cyberpunk is the power of the characters.stased earliercyberpunkcharacters tend to lgreater
than normal meim kind (by augmentation of theipodies) and irdegree(based ortheir abilities,
not rank). Accading to Frye, dow mimetic hero issimply a normalman,"John or Jane Doe".
Simply by comparingthe power differentiabetween a normahuman and a cyberpunkyith

augmented strength and agility, we can tell that cyberpunks simply do not fit in this category.
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STAGE 5: IRONY

The last category th&irye mentions ishat of the anti-hero, who i8nferior in power or
intelligence to ourselves, so that \wave the sense oflooking down on ascene ofbondage,
frustration, or absurdity” (34). Theny, of course, ishateventhroughall of this frustration, the
anti-hero is portrayed as somehow heroi@nti-heroes abound in modern and postmodern
literature.One ofthe better examplds, ironically, noteven in anovel—CharlesSchulz'scartoon
character Charlie Brown. THaoy is constantlyrejected byhis friends,always loses baseball
games, is always getting his kite stuck in a te¢e, In short, Garlie Brownrepresentexactly the
sort of inferiority, bondage, and frustration that Frye is talking about. This is not to say #mit all
heroesare hopeless buffoonsthey are, howeverusually "graceless,inept, sometimesstupid,

sometimesdishonest(Holman28). Willy Loman,from Arthur Miller's Death of é&alesman, is

anotherexample of aranti-hero. Willy's own name,"Lo-man”, or "Low man", suggests to us
someone subhuman, absurd, and ironic, as an anti-hero usually@urman tells usn his essay
"Arthur Miller's Later Plays", "Willy Loman isertainly no’hero’...Willy's sicide isthe climax of
his own absurdity” (165-6). Loman'dife is one of miseryand hopelessness, amdving lost
society anchope,Willy also loses hidife. Simply put, theanti-hero"loses" atsomethingand is
generally unsuccessful at life as a whole.

Anti-heroesare, asvould seenlogical, the opposite ofwhat a herarepresents, at least as
compared to society. ABrye pointsout, theanti-hero is someonwho is "isolated from his
society” (Frye 41). Examples,given by Frye, include the biblicaligure of Christ(rejected and
crucified, through the supposed faulthoft conforming to society's normshe Geek Prometheus
(rejected by thegods for befriending mankind), and even Adam,who "is in a heroic human
situation: he i®n tq of thewheel offortune”. Adamhas"the destiny ofthe godsalmostwithin
his reach. He forfeits that destiny What he does is texchange a fortunof unlimited freedom

for the fate involved in the consequences of the act of exchange..." (212).



CYBERPUNH AND THE NEW MYTH 36

Adam is notnecessarily wrong irhis dedsion; his choice doeshowever, cause his
downfall. Thus, the anti-hero is not alwaysong, and usually isorrect inthe eyes of the reader.
From the view of society, however,the anti-hero isvrong, and deserves to bgunished for his
faults, whether those faults are real or imagin&ad.important facet ofhis genrdor Frye, however,
is the "suppression @l explicit moral judgments”(40) inthe work of literature. Thas, we are
not told whether the anti-hero society is in the rightrather, weare objectively shown asituation
in which theanti-hero isrejected,and allowed to drawour own opinions. Anti-heroeslive in a
decidedly amoral world.

The term "anti-herals, at firstglance,seemingly appropriatior cyberpunks. Amtheroes
are,after all, outside ofwhat isconsidered "normal society'They are oftedooked down on or
rejected by society, even by those who are seemingly "on their side"; consider the punk music scene
once again, inwhich the musiciansare both adored and spit ofliterally) by the audience.
Cyberpunksalsolive in a decidedly aoral world, in which the'traditional conepts ofgood and

evil are replaced by thealues ofexpedience’(Moss 3), as Istated earlier. Aovel in which the

chief characters aréhieves, prostitutes, and mercenari@dardwired, Neuromancerand many

others) or bountyhunters andpickpockets(Virtual Light, for example)must exist in aramoral

world, else we throw thbook down indisgustand coneémn the charactefsr their sins. Rather,

cyberpunk literaure allows its readers toview acts ofmurder, deceptiortheft, andeven rape, in a

world outside the boundaries of morality, "beyond good and evil" as Nietzsche would state the idea.
In Gibson's_Virtual Light, the entire plot of timevel isbased upomne small incident at a

crowdedparty, in whichChevettepne ofthe protagonistsfinds herselfwedged up agast a man

whom she dislikes. Looking down at his jacket, "s&®s something sticking outafpocket in the

tobacco colored leather. Thenitiher hand, down th&ont of her bike-pantsshe's outhe door,

and the asshole hasn't even noticed” (49). Neither Chevette nor the reader gives any thought to this

act oftheft, eventhoughthe theftof thesevirtual light sunglasses ithe driving forcebehind the

entire novel. It is objectively stated, simply done, and over withirstvast sentences, bereft of any

moral judgment. Because cyberpunk is byés/ natureamoral,the murders andhcts ofthievery
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performed in cyberpunkovels might seem tsupportthe ndion thatcyberpunknovels are anti-
heroic. This is not the case.

First of all, anti-heroes have sosat of weaknesgresent intheir characters, whether it be
a moral flaw, a physical weakness, or an intentionahcrifice. Insome way, anti-heroes are
"subhuman,” somehow weaker than the average man. Cyberpunks are not weak at ate, Hwey
staedealier, sypeior in kind (based ortheir cybernetienhancements agell as indegree based
on their abilities) to normamen. We do nohavethe impression, aBrye saidof anti-heroes, of
looking down ata scene;rather, welook at something,and we neitheidespise norpity the
cyberpunk protagonist. There is alsosemse of baiage or helplessness in cyberplitdrature,
something that is present in anti-heroic literatuféae anti-hero igrapped byhis condition,and is
subject to the laws of nature and societyisheelpless. Theyberpunk, orthe otherhand, is in no
way a victim of helplessness and weakness. He may be outsdaetf, but that is a natural and
desirable condition faa punk. There is no bondage in rejectitor the cyberpunkonly freedom
from the constraints of society. Athe alt.cyberpunk=AQ list defines the idea of the cyberpunk

character,

...in any cultural system, there are alwayssewho live on its margins, on "the
Edge": criminals, outcasts, visioaries, orthosewho simply want freedomfor its
own sake. Cyberpunk literature focuses on these peomeyften orhow they turn

the system's technological tools to their own ends. (Schneider)

Cyberpunks are not weak, are ndtheaptive by their statuss outcasts, arate superior to
the normal man in some form. Cyberpunks bhosyever,rejected by societyamoral,and portrayed
in a very objectivefashion. Cyberpunksare, it would appear, "half anti-heroes,” somehow
possessingabout half ofthe qualities offFrye's "anti-hero,” butnot quite fitting the definition
completely. Itseemsthat critics sensethis, as fewhave usedthe termanti-hero to refer to

cyberpunkcharacters.When theyhave,the use ofthe termis fleeting, often confusedwith other
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terms and ideas. For instance, Sponsler calls them "antitsetcgdyift in a worldn which there is
no meaning" (627), but she also uses the teero several timas the same essaynable to define
the cyberpunkwith one definite term. Pat Caghn, whenasked about hepbwn cyberpunk
characters, seemed unable and unwilling to pin them aatliinoneterm as well. In the following

excerpt from an on-line computer interview, MikelJr is my screen name:

Mikeldr: Some call [cyberpunks] "heroes”. Some call them "anti-heroes". Would
you attempt a label for them?
Cadigan: Well, that's a loaded question, because when most people describe a
cyberpunk character they inevitably go to a stereotype...
MikelJr: Are your characters different? Intentionally so?
Cadigan:Well, | think they are...I just made them people...Not just black hats

(Interview)

Obviously, there is some confusion here. Pat Cadigiuses tdabel her own cyberpunk
characters as anything moreath"people,"and criticsare constantly getting confusedbetween
calling cyberpunks heroes and anti-heroes, among other things. Cybeapeigksombination not

only of man and machine, but of the anti-hero and something else, something yet undefined.
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FITTING THE CYBERPUNH INTO FRYES THEORY

If cyberpunksare "half anti-heroesWhat comprisesthe other half oftheir being? If
cyberpunks don't exactly fit into any of Frye's fisategories, then exactly where do tigey? The
key to this notion is something Frye suggests as he discusses the anti-heroiclitagtenaf,also
named theironic mode";what Frye means by irony ishe key to facing thecyberpunk among
these other types of literature. Figls us that Tijrony descendg$rom the low mimetic; it begins
in realismand dispassionatabservation. But as doesso, it movessteadily towardsmyth, and
dim outlines of sacrificial rituals and dying gods begin to reappear irityé then points ouhat
in his theory of literature, the "five modes evidentlyagound in &circle. This [is a]reappearance
of myth in the ironic..!" (42). Frye'scategories of litature are nolinear, butcyclical. Charting
these stages around a circle, tralows us tosee thedevelopment of literaturaccording taFrye's

theory, and the relationships between the characters of each stage:

Divine

gods, myth

superior in kind to men
superior in kind to nature
has godly powers

HEAVEN

PARADISE Heroic

romantic hero, magical
superior in degree to
men and environment

\ epic hero
superior in degree to
men, not superior to
environment

inferior in degree to /
other men, inferior to
environment
(bondage, futile,
ironic)

modern hero High Mimetic
not superior in kind
to men, not superior

to environment

CASTLE

Anti-Heroic SLUM

HOUSE

Low Mimetic
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As the chartindicates, literatur¢according taFrye) beginswith myth and thedivine, and
descends through the stages of the heroic, high mimetic, low mimetic, and anti-heroic. Listed on the
chart are the various qualities of each stage suggested by Frye, Waiadlscussedbove. Also
listed, in all capital letters, are the varidsgttings"which areattributed to the varioustages. For
instance, the dime characteis commonlyfound in somesort of heaven abovéhe wortl, whereas
the romantichero isfound in aparadise full offairies, magic, and unicorns. High mimetic
charactersbeingtypically noble, arecommonlyfound incastlesand lowmimetic heroes,average
men, live inquite averagehouses. The subhuman anti-herdhe last ofthese, isoften the nomad
without home, the permanent apartment-dweller, onthe of thestreet, the slumand thebroken-
down home. Outsidethe chart are theames of thesarious stages.The laststage, theironic,
suggests a movement back towards mythdodis notrepreseninyth in itself, nor does idirectly
link with myth; Frye isclear thatthe movement ionly a suggestion, and we orggt "hints” and
inklings of myth in ironic fiction.It is this notion of a return to myth that explathe inability to
place cyberpunks on this chart. Cyberpunks simply don't fiherchart as depicteabove(this is
not surprising, considering that cyberpunk fiction is so recent). Rather, they needslice" for
themselves.

In order to showwhere they fitand why, we must look atthe characteristics of the
cyberpunk character, and tredationship ofthosecharacteristicsvith the other typesof characters
Fryetalks about. Cyberpunks, &ge already demonstrated, dhavesomedefinite characteristics
that can be definedising Frye'dserms,even if wecannot fit them intdiis "timeline" of literature.
Cyberpunksare superior toothermen inkind because atheir augmentation ahe humanbody.
They are superior in degree becaak¢heir heightenedbilities, butare decidedly irdrior when it
comes to rank and societal influence. Theysaperior to their environmerds theirdestruction of
the environment and their creation of a virtual reality cyberspace will attest to. It wopddsdible
to labelcyberpunkdivine: they are superior tomen andhe environment, iseems. Yet we know
that cyberpunksare notgods; theyare humangreater tharanti-heroes andess thangods. It is

easy to fill in the "missing" piece in Frye's circle. The chart appears on the next page:
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Divine

gods, myth

superior in kind to men
superior in kind to nature
has godly powers

superior in degree HEAVEN

to environment
(cyberspace)
superior in kind,
degree to men (not rank)
reaches for divinity

inferior in degree to /
other men, inferior to
environment
(bondage, futile,
ironic)

Heroic

PARADISE

romantic hero, magical
superior in degree to
men and environment

\ epic hero
superior in degree to
men, not superior to
environment

High Mimetic

modern hero
not superior in kind
to men, not superior
to environment

CASTLE

Anti-Heroic SLUM

HOUSE

Low Mimetic

As the cyclenearscompletion, we carsee that the setting or residence of tharacter
decreagsin atiractivenes. The divine godslive in heavenand theanti-hero liveswithout ahome,
as in the case of the wandeg nomad oroutcast, orwithin a run-down house, something
subhuman. The cyberpurmkaracter, itvould seemmust reside in a settingvenless appealing

than that of the anti-hero, and yet at the same time nearing the realm of the divirtivinErealm,

as represented in cyberpunk fiction, is fagdsy to pirdown—this isthe realm of cyberspace, the

virtual heaven tht the cyberpunkscreatefor themselves. In cyberspacecansole coWwoy can
approach god, and can even approximate god, butearwholly become gyod; thisis, it seems,
an approach to some sortltgaven. Theetting ofa cyberpunknovel, in agodlessworld blasted
by fire and pollution, is as close an approximation of hell as one might desire. We haventieds
the qualities of the cyberpunk, and we've shown where he lives and where he fits inttinkeipess

of literature, but one thing yet remains. Our cyberpunk needs a name.
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nAMING THE CYBERPUNH: THE NEUROMANTIC

Having dismissed'anti-hero," "hero,” aneéach ofFrye'scategories irturn, it is esential
that we find someway of naming thecyberpunkcharacter. Discovery of an appropriateame
makes theplacement of theyberpunk orthe chart morevalid. Fortunately, more #m onecritic
has suggested sucmame,althoughthe term hasneverbeen "officially” accepted. The term is
derived, appropriately enagh, from the title of the definitive cyberpunk novel: Gibson's
Neuromancer.

The title of "Neuromantic" is appropriate for mdin@an one reason, ntte least ofwhich is
the use ofthe term by manycritics. For example,Bruce Sterlingtells us inhis preface to
Mirrorshadeghat the term "Newwmantic"was one ofthe original labeldor the first cyberpunk
writers on the scene in the early 1980's (ix). Miry@tazer hails Gibson as"postmodernNew-
Wave Romanticist” (155), and speaksGibson's"Neuromantic sion" (163). Glazer's assertion
is that cyberpunks, essentially, th@pposite oftrue romance.Though Glazer'somance is based
on the Romantic writers of thiate eighteenthand earlynineteenth enturies,and notin the fairy

tales that Frye suggests, her point is well taken. Romantics, Glazer says,

culled their visions o rejuvenatechumanity participatindgully and joyously...life
is turned inside-out in Gibson's world, and, in the process, becomes...ironic.

In Gibson'sworld, this Romantic faith inthe innerlife and, withit, the
humanimagination, aswellsprings of positive humanand social transformation,
have all but disappeared...In the ehi "Neuromanticism—a "NeviRomanticism"
of the nerves, "the silvgraths"—is also a "Necraanticism,” a "lane to the land of

the dead.” (157-8, quoting Neuromancer 243)

As | saideatrlier,cyberpunk literature tends to turn iakgs, to the nervesand cyberspace,

whereas romance tends to look outwatdshe land of imaginatioand spiritualfulfilment. This
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difference is the "key to understanding the natditbe change fronthe optimism of Romanticism

to the resignation of Neuromanticism” (Glazer 158). The "Necromanticism" Glazer speaks of also
attests to this lack of optimism in Neuromanticismiiayelingthroughcyberspace intthe nerves

and synapses of the body, one engages in a soragitaljourney. Tk cyberpunk’s journejnto

the heaven ofcyberspace is not jugllectronic. Obviously, whenne canbecome agod inside
cyberspaceexisting in pue electronicform, we are daling with something beyondhe physical

realm, something akin to a spiritual journeyirathe voyage ofite soul tdhe underworld in Greek

myth, or the journey of a soul into heaven in the Christian Bible.
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MORAUITY, DIVINITY, WEALTH: THE AHES ON FRYES CHART

There are, however, evemore substantialeasons fothe placement ofyberpunkbetween
the "Ironic" ar the"Divine" on Frye'sscale. Looking atthe chartashavingsix equalpieces, we
can derive from them 3lines, or axes, whicldivide the circle in thafashion. Forexample, a
horizontal line woulddivide the circleinto anupper half containingthe "Cyberpunk” (hereafter
"Neuromantic"), "Divine," and "Heroic, or Romantic Hero" and a lower half with "Anti-hétami
Mimetic,” and "High Mimetic". Interestingly, there are characterigtivared bythe types thafall
within each half of the circle. These similarities lend validity to such an axis being drawn.

For example, each of the categories abovéthizontalaxis contains a protagonisho is,
in someway, superior to hisenvironment. Wehave:the Romantic hero, whases magic and
enchanted swords, and has superhurhdities; the Godwho iswell beyondthe limitations of the
environmentandwho, in fact, lives well above it;and theNeuromantic, whdas subjugated and
polluted the naturatnvironmentand whohasactually create@ newone—cyberspaceFrye also
tells us that onef the organizing ideas ofomance is "magic” (153), the atyilto cortrol the
environment through one's own will. Certainly gods have something like this dbilitjrey create
the environmentThe Neuromantic, toggossesses a sort ofagical powerthe titte Neuromancer
not only alludes to romance, hstalso a play orthe word "necromancer,” a type sdrcerer or a
person who can speak magically with the dead. Indeed, Gibson's main characteraveth@ase,
has been calletthe magician whaknowswhich spells will openthe crypt and keep thelectronic
‘curses' at bay" (Grant 44).

Below this axis, we see thrégpeswho are nosuperior totheir environmets, and who in
fact appear to be vitns of it. Thoughneither the Romantibero northe Neuromantiare truly,
wholly divine, | believethat we can labehis axisthe "Divinity axis,” allowirg thatthe categories
above sonrehow approach divinity or aredivine, based ortheir ability tosubjugate and control the
environment. This subjugation, akdvedemonstrated, igsuallythrough some form afagic or

secret ability resemblingagic: Arthur C. Clarke isoft quoted as sayinfThe technology of any
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sufficiently advanced aciety is indistiguishable frommagic". Suchtechnologycertainly applies
to cyberpunk fiction.

But what of the othetwo axes? If wedraw a diagonal linédrom upperleft to lower right,
we divide the circleinto one half of*"Divine,” "Heroic,” and "High Mimetic," and another half
containing "Neuromantic,”Anti-hero," and"Low Mimetic". Here, thedistinction isbetween the
settings of thecharacters. Tthe right ofthis axis, thesettings includéHeaven,""'Paradise,” and
"Castle". To the left, settings inclutidouse,” "Slum," andHell". The wordsmay be strong, but
the notion is obviousthis axis evidently divides according towealth or status. Each of the
"Divine," "Heroic," and"High Mimetic" characterdive in pleasure an@pulence, whether that be
due to the glories of heaven, the pastoral beauty of Paradise, strettreluxury afforded by being
of noble rank. Orthe otherhand, theLow Mimetic hero, thecommon man, lacks thesocial
standing and wealth of the others, and the anti-hero lacks yet more than he. Is it any wonder that we
shouldfind the outcaspunk representinghe Neuromantic, without a definite home sanse of
security, living by the credo "The futuredsposable” (Moss 48) fromiay-to-day andanoment-to-

moment? "Think rodgss and madle," the Cyberpunk2.0.2.0game advises would-b®yberpunks

asthey equipthemselves. "You don't know where yu're sleepingonight, and youdon't care"
(Moss 48).

The final axisaline drawnfrom lower left toupperright, dividesaccording to something
less tangible: Morality.On the left hand side of this axis weavethe Neuromanticthe anti-hero,
and the Divine. To theright arethe Heroic, theHigh Mimetic, and theLow Mimetic. Those
characters it fall into one of theleft hand categoriesare all in someway above orbeyond
morality. The anti-hero, for example, is portrayed by Byexisting in an aanal world, inwhich
the writersuppresseall "explicit moraljudgments”(40). Morality is, quite simply,not a part of
ironic fiction for the main character, according to Frye. The Neuromantic, as has beebeftated
exists in aworld whereexpediencénasreplaced morality; in theyberpunk wod, God is dead.
Without a God, there can bbe religion ormorality. For the Divine hero, who iat least half-god,

there is no need for morality either. Here the stories of the Greek godswapmanand drinking
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wine all day attests téhe debauchery andmorality ofthese charactersCertainly, wherone is a
god,and is responsible farreating moratules forthe humans orearth below, one is by nature
above morality. This is not to say ttal divine characters arabsolutely immoralrather, they are
all in someway above moralityand therestrictions hat would benecessary in anoral world are
not present.

On the righthand side ofthe axis, therare threetypes of characterswho are, indeed,
subject to morality in some way. TR®mantic hero exists i world of magicandwitchcraft, and

dealswith the corilicts betweengoodand evil. In works such as Mortd'Arthur, TheSong of

Roland,and Beowulf, we get agreat dichotomybetween thegood, shining hero andhe evil
monster/black knight/dragon figure. These knights and héveeas a worldfull of moral choices,
and cannot escape them.

The High Mimetic hero, too, lives in a world full of moral decisidkiags and princes are
not immune to the limitations of moral choicesShakespeare is good source okxamples:
Macbethknows hewill be doing wrong tokill the king in his story, despitehis decision to go
through with it; Hamlet, todknows thatkilling someone athe "wrong time“has adifferent moral
consequence thakilling them at the'right time". Here, hehas seen hisincle, the newking,
praying in a chapelHaving beernstructedby the ghost of hisfather, the kig, to avengéis (the
king's) murder, Hamlet watches his uncle prag ahapel in theastle, andvonderswhether or not

the time is right to kill him.

Now might | do it pat, now 'a is a-praying;
And now I'll do't—and so 'a goes to heaven,
And so am | reveng'd. That would be scann'd:
A villain kills my father, and for that
l, his sole son, do this same villain send

to heaven... (Hamlet llL:lll, 73-78)
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If Hamlet kills his uncle as he is praying, tHes uncle'ssoul will go toheaventhis is not
what hewants. He continuesis soliloquy, and comes tilhe conclusion that by viag until his

uncle is guilty of sin, he can be assured that his uncle will go to hell instead of heaven:

Up, sword, and know thou a more horrid hent:
When he is drunk asleep, or in his rage,...
Then trip him, that his heels may kick at heaven,
And that his soul may be damn'd and black

As hell, whereto it goes. (Hamlet llI:lll, 91-95)

Hamlet obviously associatascertain moratesult fromhis acions, be they for good or evil. The
linking of the act of kiling with moral ®nsequences is totally absent tile world of the
Neuromantic, replaced bgxpedienceand survival of the fittest: the distinction from the above
example is obvious.

Like the High Mimetic character, théow Mimetic hero lives inaworld of moral choices
and decisions.He, too, is a nanal man orwoman, and it should not surprise us thathese
characters gto churchworship God,andhold baseactivities as immoral,contrastedwith some
kind of delicatevirtue"(Frye 39). Undoubtedly, theyhave todeal withthe "impact of inflexible
morality on experience(Frye 39). Again, this is notto imply thatall of these characters are
morally upright; rather, they simply live a moralworld, andhave todeal withits influences. The
stories of CharleDickens, for example,are filled with moral choicesand consequences: A

Christmas Carol, with Scrooges andhe threevisiting ghosts focing hisrepentance, oDliver

Twist's adventureand dealingsvith various thievesprostitutes, andnurderers portray thisioral

landscape explicitly.
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CYBERPUNH: A RETURN TO MYTH

With these axes iplace, itseemsevenmore logicalto place theNeuromanticcharacter
between théronic andthe Divine. Thestrongest @umentfor such aplacement igrye's own
suggestion that irony returns incgclical fashion tomyth. | havesuggested suchosition, and
shownwhere it might fit; it is now essential showhow cyberpunkaccomplishes this return to
myth. Cyberpunksuggests dot more thanhints and inklings ofmyth; mythic elements are
prevalent incyberpunk,and demonstratan entirelynew mythology. Tle presencef scientific
elements mightonfusethe issue: as James Prothesays, "somehow whave assumed that our
scientific civilization has put us beyond having or needing a mythology"” ( 32). This isalothat

case. Rathethandestroyingmyth, "science and technolodyavebecomeour defining teleology”

(F7), says Georgy in a newspaper article. Fryeuslis Anatomyof Criticism that science fiction
has an "inhemd tendency to myth(49). Protheroagreeswith such abelief, stating that "science
fiction and fantasy are present-day formsngthology” (33). Even Jacqué&slul predictedsuch a

phenomenon in 1954

Nothing belongs anyonger tothe realm of thegods orthe supernatural. The
individual who livesin the technical milielknows very well thatthere is nothing
spiritual anywhere. But man canrlive without thesacred. Hehereforetransfers
his sense othe sacred tothe very thing which destroyed its formepbject: to

technique [technology] itself...there is no question of a technical religion. (143-45)

Ellul's words speak of aery realtechnological religion; theyapply equallywell to a
technologicalgenre of ficon, particularlyone hat is asased irreality ascyberpunk is. While
Ellul predictedsuch atechnicalreligion with many misgivings, anavith much apprehension, the

mythology afforded by cyberpunkcfion is not feared bycyberpunks. It is mucbetter than a
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societywithout mythology, asBill Moyers and JoseptCampbell talkecabout in_The Power of
Myth:
Moyers: What happens when a society no longer embraces a powerful mythology?
Campbell: What we've got on our hands. If you want to find out what it means to
have a society without any rituals, read e York Times.
Moyers: And you'd find?
Campbell: The news of the day, including destructive and violent acts by young

people who don't know how to behave in a civilized society. (Campbell 8)

This hopelessnesand godlessness iwhat manyfear cyberpunkfiction represents. It is
not godlessness thatyberpunkbrings, however, buta new hopeful mythology. Through the
science aspect of cyberpunk, thenks ofthe world aregiven a new myth, aew hope, as Pat

Cadigan said in our interview:

MikelJr: Do you think that we've lost our myths in the wake of science?
Cadigan: Oh, good heavens no. Our myths are like the flip side of science.
Science is what differentiates us from the animals. Myths—and other

kinds of art—are how we reach for the divine. (Interview)

Cyberpunk affords us that opportunity to reach for the divine because it does offer us a new
mythology. Easterbrookpeaks of a "Cyberpunk mythos379), and quotes William Gibson as
speaking of a "mythology of computers™ in an interview (380). Easterbrook continues to speak of
Gibson's "celebratedonjectures aboutchnologicakchange, saying that thewre theproduct "of
open mythologizing," creating something which he then describes as "a mythos of surface" (381).

| spokeearlier of thepresence ofhe artificial intelligences of cyberspacand of the fact
that theseartificial intelligenceswereviewed bycyberpunkcharacters asery realdivinities. This

isn't merely a casef mistaken identity. When welook at cyberpunk throughlhe eyes of
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mythology,and place cyberpunk literatre in Frye'sscheme of thingstasterbrook's words ring
truer than everCyberpunkreally doesbegin to resemble aew mythological world. Technology
does not erase the worldmfyth and magicit alters it. Wehave all ofthe keyelements of a new
myth: there are thgods inthe heaven of'cyberspace,tepresented bthe Al's; theagents of the
gods, akin to priests and prophets, such as Case in Neuromancer, who are necessary in order for the
Al's to performtheir dutes inthe realmsbelow; themonsters ofvoodoo and other mythologies
resurfacing as'ghosts,” and'zombies,” (McHale 170);"deadmanifest[ing] themselves to the
living" (McHale 171) as deceased charactefind new life in cyberspace; a means of
"transcendence,” a way to travel to the heavengoamthe gods, empinghell; even anew "virtual
morality,” based in the belief that if you do the right things for/to the pgbple,success igours.
These last tware, | believethe keys tothe new mytblogy that cyberpunk liteature suggests.
Throughout cyberpunk, as I've mentioreatlier, atheme oftranscendence almaoskvaysappears.

Characters in cyberpunk fiction constantly try to escape from their human bodies,
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Neuromantics transcend their bodies in cyberspace

and thisescapecomprises one ofhe "benefits" of the newmythology. The escape ivia a
computer link to their brains, allowingyberpunkcharacters tdranscendthe body. Just as
Buddhist monkgry to achieveNirvana bytranscendinghe self, so dosome Neuromantics try to

escape; it is a religious experience for them, a charmehieve union with theniveise andachieve



CYBERPUNH AND THE NEW mMYTH 51

immortality. Whether raming cyberspace as a bodilesthereal entity, oadding onthe newest
prosthetic limbs, Neuromantiegant to beome apart of themythology aroundthem. Afterall,
"[their] technologymight have agreater potentialityor transcendence than [theyd” (Grant47),
and sothey eagerlyhook themselves up toyberdecks andyberlimbs,looking for transcendence
and hope. This bears somatention—if theNeuromantic'seligion has &iled and God is dead,
what is left for the cyberpunk character, if anything2here a glimmeof hope inwhatthe critics
have called a hopeless world?

Greg Bear's "Petra" is a story about whafisafter the greateath ofGod, the"Mortdieu".
In this post-apocalyptievorld, the remnant®f what was once human societiive in shattered
churches and cathedrals. Here, the main character, hinfselba of man-carvedstone andlesh,

speaks with what is left of God:

He shook His head slowly:You seem a vgeenoughcreature. You know
about Mortdieu."

"Yes."

"Then you shouldknow that | barelyhave enoughpower to keep myself
together, to heal myself, mudbss tominister tothose out there." He gestured
beyond the walls...

| was stunned. | sat down hard the stonefloor, and theChrist patted me
on my head asdle walkedby. "Go back toyour hiding place;live as well as you

can," He said. "Our time is over." (121)

Living in aworld whereNietzschehas diproved the supposedllusion of God'sexistence,
the cyberpunkcharacter's ideas about rality and faithdisappear, becoming illusorintangible,
and worthless.Wherecan theNeuromantidind his hope in a wid, such as Gre@ear's,where
even Christ is unable to do anything® Joseph Campbell says, speakinghefimpactof science

on myth:
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With the loss of them [myths}here follows uncertainty,and with uncertainty,
disequilibrium, since life, as both Nietzsaed Ibsen knewgquireslife-supporting
illusions; and where these have bdapelled, there isothing secure to hold on to,

no moral law, nothing firm._(Myths 10)

The only meandor transcendenckeft is throughthe newgod, technology. And look at
whattechnologycan dofor cyberpunkcharacters: they caextendlife; replacehearts andungs
with artificial ones; destroy diseasegimmunicatenstantly with anyone anywhere on ooff the
planret, viacybergpace;travd atthousardsof miles pe hour throughthe solar systemn spacecraft.
Neuromantics even have the power, should they so choose, to destroy creationatathi@tmomb
or worse weapons. What cyberpunk represeritseisansfer of this masve power tothe punks,
the people without myth.

And thesepunks are literally "eating it up,” makingit a part of themselvesWith the
potential to become arbé@rmensch, moving begd the limitsof the humarbody on tosomething
greater, whywould any one of thespunks refusdhe chance? Afteall, if "you don't control
technology, it will controlyou” (ElImer-Dewitt 65),and it isbetter totake control of the machine
than to become controlled by it; an example is the film Terminator, in which "the computers are now
the master antlumanity theslave”(Rushing 70). The punks incyberpunkfiction want to be a
"machine,” but itis a personal,freethinking machine, not gart of agovernment bureaucratic
"machine."” Take Marc Laidlaw'sstory, "400 Boys," for example, inwhich agang speak®sf an
encountemwith amore technologicalladvancedgang. One ganmemberrefers tothe enemy as
"boys"; another disagrees, saying they were "Gods" (59). With technelagnyhoys can be seen
as gods, something beyohdman. Ruckertells us, comparingyberpunk ideas tthe real wdd,
that "We're becoming cyborgs. Our tech is getsimgller, closer to us, aitdwill soon mergewith
us" (66). Donna Haraway says that "[b]y the late twentieth centuryinmjramythic time, we are

all chimeras, theorizedndfabricatedhybrids ofmachineand organism; irshort, we areyborgs"
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(Haraway 150).Being acyborg isn'tjust abouthaving a bettebody though;it's about becoming

part of a myth. And, as Ellul tells us,

The tool of our day enables man to conquer...The victouofday belongs to the
tool...The individudobeys and no longdrasvictory which ishis own. He cannot
haveaccess tdiis apparentriumphsexcept by becomg himself theobject of

technique and the offspring of the mating of man and machine. (146)
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DEFINING THE NEW MYTH

If cyberpunks would be a part of thigw myth,whether that be in reality or in cyberpunk
fiction, exactlywhat would they be a part of?What is amyth, and howdoes it afford him
transcendence™yths are, basically, "stories of how things came to be"(McArthur 675), or
"stories...as aneans ofinterpretingnaturalevents inan effort to make concretend particular a
special perception of human beiraysa cosmiview" (Holman317). Fryedifferentiatesmyths as
dealing with gods, and romance"displac[ing] myth in a human directiorf137). For cyberpunk
literature, orNeuromance, the displacement would be ingppositedirection,towards the igine
world found in cyberspace and away from the pure huewm. Cyberpunk is story not of how
things came to be, but of what they are becomiriggjme seen in the quaipening thighesis). It
is a story ofman becominglivine through his irgractionswith the machines. If, as Frye says,
myth literature tellstoriesabout gods, angrogresseswayfrom mythto romanticstories about
humans (188), then Neuromantic literatu is about humans moving back towards myth.
Cyberpunk is a newnyth-in-transition, about fusion andtwisting of thedifferencebetween god,
man, and machine. InPat Cadigan'$Rock On," the main character can link helfsup to a

computer, playing music through her own mind. Here, she does exactly that:

In the beginning, | thoughtand the echo wasstupendous. In the
beginning...the beginning...the beginning...

In the beginning, the sinner was not human...

It was a crime, but alldould do was takihem andshakethem. Rock gods

in the hands of an angry sinner. (38)

Cadigan'scharacteruses a fusionvith musicalinstruments and computers to bthe distinctions
between man, machine, and god, and by the end of the story one is not sure if the main character is a

"sinner”, a'synner" (a pun orthe word"synthesizer"), or god. Neuromantics findheir power
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through this fusion with the machine; it takes them on a journey towards Godhood. It #rebles
mythsto beborn, andto evolve. "Why shouldour bodiesend at theskin?" (Haraway178) is the
penultimatecyberpunkdeclaration. Harawagontinues,speaking abouthe positiveerasure of

gender and other markings of humanity:

| would suggest that cyborgs have more tondth regeneration...Wdave allbeen
injured, profoundly. We requireregeneration, not rebirtland thepossibilities for
our reconstitution inclde the utopiardream of thehope for amonstrous world

without gender...I would rather be a cyborg than a goddess. (181)

Though Haraway does notedegodhoodhrough a cyborgature, thekey to thisstatement, (and,
indeed, her entire "Manifesto for Cyborgs"), is the faet being a cyborgbeing agod, and being
human aredifferent. Cyberpunkis, after all, a pathtowards godhood, nagodhood initself.
Haraway does seem tosuggestthe possibility of godhood,even if she herslf refuses it.
Cyberpunk liteature offers achance atranscendingthe humanform through "regeneration”
through technology rather than a purely spiritual "rebidghd that transcendenceasnajor part of
the myth that it is becoming. Frye pés Adam "on top dhe wheebf fortune,with the destiny of
the godsalmostwithin his reach”(212). Whereas®\dam failed to reachgodhood, andell, the

Neuromantic of cyberpunk fiction does not fail; he can actually become god.
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VIRTUAL MORAUITY

But whatof morality? If wewill have newgods in cyberpunk fictionshould we noexpect
a new morality, and a new set of rulesyali? Even ifhumanmorality iserased bytechnology, a
new form of morality forms itself in thewake ofthe old, a "virtual morality" basedupon the
premisethatyou should dovhat makesyou stronger. Expedience isiot themost popularview,
particularly when it invtves hurting others tg@etwhatyou want,but it doesappear to be the new
morality in cyberpunk fiction and society. Nikels onthe cyberpunkishMTV tell us to"Just do
it,” saying nothing of whave'redoing it to. Questions opunishmenfor sinsare thrown out the
window with God, and asiew godsform, so do individuaegosand persoalities, eaclwith their
own morality. These examples from our own society providei glimpse atwhat cyberpunk is

talking about. As Campbellsays ofmyth amongyouths intoday'ssociety inhis Power ofMyth

interview:

They makethem upfor themselves.This iswhy we have graffit all overthe city.
Thesekids havetheir owngangsandtheir own initiationsand theirown morality,
and they'raloing the best theycan. But they'relangerousbecauseheir ownlaws

are not those of the city. (8)

For better orworse, the mesge preached bycyberpunk iterature isone of individual
morality. Cyberpunk writer Rudy Rucker complains that Gibsoevgestcyberpunkwork, Virtual
Light, contains "groovygoodygoody"characters whare "presented asnoral”; hedoesn't trust
them because he sees them as openly advosatimg sort of moralityRucker doesn't trugieople
who talk aboumorality, preferringpeople to simply "be morafor themselves_(E-mBi Indeed,
can weeven trust the moraldecisions of apickpocket and a murderinmercenary, themain

characters in that novel? Such talk of an immoral, selfish morality would seem to support the earlier
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notion that I mentioned, théhought that cyberpunk literaturas hopeless andlepressing. |
certainly do not support such a belief.
Good and evil are a mattef traditional moralitiesand cyberpunkexists in arealmbeyond

traditional morality, beyond good aedlil itself. Nietzsche'philosophy inBeyond Goodand Evil

is certainly appropriate here:

Here isthe placefor that famous opposition ofgood and "evil": into evil one's
feelings project powerand dangerousness, eertain terribleness,subtlety, and
strength...according tslave morality,those who are "evil* thus inspire fear;

according to mastanorality it is preciselythosewho are"good" that inspire, and

wish to inspire, fear... (207)

Here Nietzsche talks of two ways of lookinggaiod and evil: master moralityand slave morality,
and manyassumehat hesupportsmaster morality. This is notthe case, ashe title of the book
statesquite clearly. Nietashe, and thecyberpunks,believe in moving beyond the realm of
traditionalmorality, andthus beyondhe disinctions of"good" and"evil’. To be certain, it is a
frightening prospect when one looks at how people suehties can misinterprethis philosophy,
striving to wipe out "inferior" races. Whileyberpunk literature deaisith suchtopics, itdoes not
support genocide. Beyond good and evil doesmesnbeyond kindnessfter all, Nietzsche also
tells us that "whateves done fromlove alwaysoccurs beyondjoodandevil" (NietzscheBeyond
90). Cyberpunk lgraturesupportsthe belief thatthrough the machine,humanbeingshave the
opportunity toescapethe world of morality. Itsuggests thathrough thatescape into a more
subjective, personal, virtual morality, cyberpunk characters can become gods. Parea$ahnefor
the fear of this belief has to do with the ftt we are repulsed aatiracted by th@ossibilities of
becoming cyborgs atthe sametime. The best example ofsuch a paradox igvident in

Frankenstein: A Modern Promethdus Shelley. Inthe novel, cited bysome as amontihe major

influences oncyberpunk theory andvriting, Dr. Frankenstein isable to create lifethrough
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technologicaimeans. Thereature, th@efinitive "technologically-created beindRushing 62), is
stronger, more intelligent, and in all other waygperior tothe man who created him. Aushing

and Frentz explain:

...the Frankenstein complexecapitulates the Greek myth of creatioike
Prometheus, Dr. Frankenstein enters forbidden territory to steal knowledge from the
gods, participatesn overthrowing the old ordehecomes a master of technics
[technology], and igpunished forhis transgression...mangritics recognizethat
suchdystopian storieare notonly based omyth, but haveattained thestatus of

myth and archetype themselves... (62)

This descriptionnearly fits archetypal figuressuch asAdam and Lucifer, as well as
cyberpunk characters; Adam eats the agpld,is punished, and Lucifdesiresgodhood, and falls
from heaven. Ta differencebetweenthese andcyberpunkcharacters is that ithe case of the
Neuromantic, there i®mo punishmentfor transgression. Cyberpunkay be "fundamentally
ambivalent about the breakdown of the distinctibetsveerhuman andnachine"(Csicsery-Ronay
191), bu this ambivalent attude does notstop cyberpunkcharactersfrom mingling with
technology. Theynay beaware of dagers, but theygnorethem. The moratepercussions for
using technology are gone, and so the creator and the user alike in cyberpunk fiction can revel in the
outcome; thanonster Wi no longer destroythe creatorand God will no longer punishman for
eating from thdree of knowlede. Cyberpunk creations, such #e replicaniandroids inRidley
Scott's Blade Runner, can feel free to question thir place in the heaversnong theangels and
gods (Rushing7), withoutfearing moral judgment.With the possibility of transcendence to
godhood, andhe lack of punishmenfor any supposediss, cyberpunkshave aclear road to the
heavens. This is certainly rot thedepressinghopelessiiew that many criticsapply to cyberpunk

literature.
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CYBERPUNH: ANYTHING BUT HOPELESS

Cyberpunk iscertainlyworthwhile: it dealswith very real issues; itfits neatly intoFrye's
framework of literaryhistory, andeven answers a fegquestions he did notlt suggests aeturn
from the hopeless, ironic world we live in back to a more mythic, hopeful time. What delesist

however,aboutwhat is tocome? At theend ofMyths to Live By, Joseph Campbelisks "What

is—or what is to be—the new mythology?" He answers the question as follows:

It is...the old, everlastingperennial mythology, iiits "subjective sense,"poetically
renewed in terms neither of a remembered past nor of a projected future, but of now:
addressedthat is to say, not to th#attery of "peoples,” but tothe waking of
individuals in the knowledgef themselves...each inis own way at one with all,

and with no horizons. (266)

By erasing objective moral biases, and entering a subjective, individual world, the cyberpunk
charactertranscenddimiting horizonsalong with the prejudices thatimit humanity. Haraway
suggests that erasirtige man/womamlistinction would bea benefit toall (178); imagine if other
distinctions were erased along with notions of goodeniidracial bias, ageisnigligiousbias, etc.
Cyberpunkswvant nothing morethan toget rid ofall objective, outdatedieas andimiting morals

left over from now dead gods. Sponsler suggests that cyberpunks are

set adrift ina world inwhich there isno meaning, ncsecurity, no affectiorand no
communalbonds—excepfor those theythemselvedenuouslycreate. [They are
a]ntifoundational, skeptical @futhority...and fascinated by theay technology and

material objects shape consciousness and moderate behavior... (627)
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Cyberpunks refuse to give up; rather than accept geddand deadmoralities, they create
new, individual ones. There is a lot to bsaid about freedorfrom restriction andbias, even if it
does makehe cyberpunkworld a bit moredangerous.After all, with the technology tadeal with
the newchallenges, thepportunitiesgiven tothe Neuromantic incyberpunkfiction far outweigh
the dangers. With the hope of a new heaven in the distanciskihare far moreacceptable than
a continued existence in\aery realhell. Rather thamlie, theytake Nietzsche'sadviceand evolve
into something stronger, thiermensch. lher essay"CyberneticDeconstructionsCyberpunk
and PostmodernismyeronicaHollinger assertsHhat "the postmoderrcondition hasrequiredthat
we revise SF's original trope of technological anxiety—the image of a fallen humanity controlled by
a technology run amok...we and our technologresrface' to producehathasbecome a mutual
evolution” (218). This is precisely what cyberpunks achieve.

Cyberpunkwriters, faced with horiific future visionssuch asOrwell's 1984, inwhich
freedom is relinquishetb the staté'machine,” revolted. Through their revolt, theyoffered the
technology to those whaeeremost in danger of being subjugatedthg system, the punks. The
Neuromantic wadorn fromthis fusion of technology andounk, andwith him, a newhope for
humanity. No longewill cyberpunkcitizens be content to bdasges; as Lucifer says, "Better to
reign in hell, than teerve in Heav'n{Milton |. 263). They can make hell into a bettglace, or
escape it by creating a new heaven in timénds, making "aleav'nof Hell" (1:255); certainly there
is nothing miserable or depressing about this. Cntiee correct to fear theyberpunk'sgodless,
hopeless world, but what they failed to do was to recognize the cyberpunk character's transcendence
through technology. God may be dead in theyberpunk world,but His death leaves the

Neuromantic a path to heaven. As Nietzsche tells us in Thus Spake Zarathustra:

Before God! But nowthis godhasdied. You highemen, this was your
greatest danger. It@ly since he lies imis tomb thatyou havebeen resurrected.
Only now the great noon comes; only now the higher man becomes—lord...

God died: now we want the tbermensch to live. (398-9)
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In The Machine in the Garden, Leo Mawggestshiat "the machinebring[s] myth" (164),

and that "machine powerfislfilling an ancientmythic prophecy”(201). WhereaS&atanfell from
heaven, the Neuromantic flies upwards towards silicon stars and intevtheeaverof cyberspace,
and thus completes the cycle of literature and history that Frye suggests. Morality andhaseiety
failed the cyberpunkharacterandwith technology andnarchy, hestrives to buildhis own myth

and religion; one of freedom, power, and individuality.

This world rejects me
This world threw me away
This world never gave me a chance:
This world's gonna have to pay.
Well | don't believe in your institutions
| did what you wanted me to.
I'm like the cancer in your system
I've got a little surprise for you.
Something inside of me has opened up its eyes.
Why did you put it there, did you not realize.
This thing inside of me, it screams the loudest sound.
Sometimes | think | could...
I'm gonna burn this whole world down.
(Reznor, Trent. nine inch nails. "Burn™)
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