


time portion of the narrative the split has
already happened.

Jack’s account of the Olympics is
punctuated by memories of the moment
he crashed his Wellington bomber, fol-
lowing a raid on Hamburg on 10 May
1941. (This is a pivotal date: it is the date,
among other things, when Hess flew to
Britain, when Stuart dates the end of the
war, when Stuart was born and when Joe
witnesses the signing of the peace treaty.)
Jack repeatedly breaks into his memoir
with accounts of this moment, which al-
ways begin ‘Five years later’ (p. 40). The
uncertainty that surrounds this event is
curious, marked by phrases such as ‘afog
of amnesia’ (p. 40, repeated p. 50) or ‘like
fragments of a dream’ (p. 50). The sense
that Jack is actually creating the memory
rather than reliving the experience is sug-
gested when he says, for example, ‘I
worked backwards to find the memories
| needed, learning as | went’ (p. 41), or
later: ‘I must have been in shock. | was
confused then, | was confused when |
tried to remember it later, | am still con-
fused all these years on’ (p. 48). He
returns to this moment four times in all,
each time starting the memory a little
earlier and continuing a little longer, be-
fore, on the fourth iteration, which begins
much more precisely: ‘At the end of June
1941, nearly five years after’ (p. 76), it
eventually acquires enough substance to
move the story forward. But the repeti-
tions are interesting, because of the small
discrepancies that creep in. In one ver-
sion the crew definitely bail out, in an-
other he can’t remember if they jumped;
in one version the shrapnel seems to hit
behind Jack, in another it hits forward of
him throwing him backwards; in one
version it is Kris who reports that Levy
has been wounded, in another Lofty does
so. This is not enough to suggest that we
are not witnessing the one central event,
but it suggests the unreliability of mem-
ory and sets us up for the far more radical
discontinuities in Joe’s accounts later.

Another thing that these recurring
memories do is cut us loose from time.
Jack’s subsequent account will wander
achronologically backwards to his affair
with Birgit, and forwards to his time as
an aide to Churchill and his meeting with
Hess’s doppelgénger, the fluidity of this
movement making it not always clear
when these events are taking place. At
the core of his account, however, is the
raid on Hamburg, and in particular a
strange scene recounted only during the
fourth iteration. As Jack and his crew
approach the German coast they see an
ME-110 being shot down by four ME-
109s, then, moments later, another lone
ME-110 is attacked by four more ME-
109s, but this time the lone plane escapes
and the four attackers head back in the
direction of Denmark. It is Hess’s flight

to Britain, and that of his doppelganger,
a duplication that signals a split in time.

When Jack’s account is concluded,
there is a brief interlude during which
Stuart discovers that Angela does not
exist in his world, then we get another
account of that raid on Hamburg, this
time from the navigator, Levy. Although
the account matches Jack’s in broad out-
line, in detail it is significantly different.
In this world Jack and Birgit are married
and expecting the child who is presum-
ably Angela. When they spot the dupli-
cate Messerschmitt attacks, the details
are identical, except that it is the first
group of four raiders who return to Den-
mark. And when the plane crashes, Jack
is killed.

This is the third distinct timeline in
the novel. Because he belongs to Angela’s
world, this cannot be congruent with
Stuart’s, and it clearly differs from Jack’s.
It also differs from Joe’s world. But the
membranes are most permeable to docu-
ments, because Levy provides Stuart
with a body of print-outs, mostly taken
from the internet, that constitute the final
portion of the novel. Central to this por-
tion is Joe’s own account, or rather,
accounts: as | will show, there is acurious
discontinuity in what follows.

The account begins straightforwardly
enough: we see Joe register as a conscien-
tious objector, start to work for the Red
Cross in Manchester, and then go to Lon-
don to help in the Blitz. This is where
things start to go awry. In Jack’s world,
Joe is killed during the Blitz when his
ambulance is hit by a bomb; here Joe isn’t
even in the ambulance at the time, but
goes missing and is found some days
later suffering concussion. Up to this
pointwe have been reading extracts from
the diaries of J. L. Sawyer held at the
Collection Britannique, Le Musée de
Paix, Genéve; now we start to read ex-
tracts from the holograph notebooks of
J. L. Sawyer, University of Manchester,
Department of Vernacular History. We
have shifted, unheralded, into yet an-
other timeline, and it is marked by one of
the most significant passages in the book,
which occurs when Joe is being taken by
ambulance back to Manchester:

I was inside a Red Cross ambulance,
shocked into reality when the vehicle
jolted over an uneven patch of road. |
braced myself defensively against the
knocks and bumps | was receiving,
but my waist and legs were held
gently in place with restraining
straps. | was alone in the compart-
ment with an orderly, a young Red
Cross worker | knew was called Ken
Wilson. It was difficult to talk in the
noisy, unventilated compartment.
Ken braced his arms against the over-
head shelves as the vehicle swung

about. He said we were well on our
way in the journey, not to worry. But
I was worried. Where were we going?
(p.303)

Why is that passage significant?
Because almost 300 pages earlier this pas-
sage is used, word for word, by Jack
when he is being taken from hospital to
the rehabilitation centre after the Ham-
burg raid. It is a point of very deliberate
duplication. There are others through the
novel, though none so long or so far
apart, and | think it is worth looking at in
some detail.

For a start it contains the notion of
being ‘shocked into reality’, and Priest is
careful to stress the idea that reality is
something to wake into, or something to
be recreated the way Jack recreated his
memories of the crash. Within pages of
this scene Joe goes on to say ‘the world
was suddenly in focus’ (p. 303) and ‘Con-
cussion creates a sense of unfilled blank-
ness behind you unreachable by
memory. Discovering what is there in
your memory, and what might not be, is
a painful process’ (p. 304). He concludes:
‘My conscious life began again, there and
then’ (p. 305). This heavy emphasis on
the reality of the world he wakes up to in
the ambulance actually serves to under-
mine that reality, and, as we discover in
the following pages, this reality is a very
fragile and uncertain thing.

There is the importance also of being
inan ambulance. In Jack’s reality Joe was
killed in the ambulance he was driving in
the Blitz. In the earlier version of Joe’s
reality there is an enigmatic letter to the
driver of the ambulance Joe is travelling
in, a letter that talks of a serious crash
though it contains no details. That crash
does not feature in Joe’s notebook, an-
other clue to the fact that time shifts part
way through Joe’s portion of the book.
The ambulance itself, therefore, is a sym-
bol of death within Joe’s narrative.

As a duplication, the passage itself
signals a time shift. It is, after all, practi-
cally the first thing we read in Joe’s note-
book, and elsewhere in the book
duplication of incidents or of phrasings
are used as signals that reality has moved
slightly.

And because it duplicates an experi-
ence of Jack’s, itis indicative of agrowing
identity of Jack and Joe. When the twins
are together at the Olympics, they are
fiercely defensive of their separate iden-
tity; as Jack says: ‘What you want, what
you crave, is to be treated as a separate
human being. You want an independent
life’ (p. 44). But once they are separated,
during the war, they more and more
come to take on each other’sidentity. Jack
tells how, during his affair with Birgit, he
allows himself to appear as Joe. Joe tells
how he finds an Air Force uniform in his
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The two “first editions’ of The Separation: The first edition (left), a trade paperback, one of the last books bought by John Jarrold at Simon
& Schuster, was almost unreleased in Britain and Australia (although Justin Ackroyd at Slow Glass Books managed to get a few copies for
his customers). The book kept winning awards, so Malcolm Edwards picked up the book for Gollancz — the first hardback edition (right) .

A paperback edition should be out about now.

wardrobe, and when he puts it on seems
for a moment to become Jack. These are
just cosmetic instances of a developing
cross-identity; in a very important sense
this is not a novel about separation but
about unification.

From this moment in the ambulance
onwards, time fractures into so many
shards that it is difficult to keep track of
what is going on. As Jack repeatedly re-
visits variant experiences of the Ham-
burg raid until it coheres into one story
that makes sense, so Joe seems to be per-
sistently trying on alternative futures to
find the one that works for him. He
returns home to find Jack and Birgit to-
gether; then wakes back in the ambu-
lance once more. ‘Itwasasif | had slipped
suddenly back in time, out of one reality
into another, but which reality, now, was
the one | should believe in?’ (p. 310) This
is presented as a metaphor; in fact it is a
concrete representation of what is going
on in The Separation.

All of these ‘lucid imaginings’, as Joe
terms them, keep bringing Joe and Jack
together like colliding atoms: finding
Jack with Birgit, finding Jack’s uniform
and trying it on, discovering that Jack is
the pilot of the plane taking him to the
Red Cross peace negotiations, the testy
inconclusive meeting between the
brothers at the airfield. This last is an-

other instance of Priest’s use of repeated
passages. Each time the meeting is re-
played we are told: ‘as soon as | saw him
| felt a familiar surge of many of the old
feelings about him: love, envy, resent-
ment, admiration, irritation. He was still
my brother’ (p. 383, repeated p. 390). That
these repetitions indicate a shift in the
substance of reality is indicated when we
are told twice: ‘We kept drawing on our
cigarettes, using them like punctuation,
for emphasis’ (p. 387, repeated p. 393),
yet when Joe emerges from the second of
these lucid dreams and finds himself
back in the pub bedroom, ‘I felt stray
tobacco strands sticking to my lips’ (p.
394). The supposed fancy of the lucid
imagining has had a measurable effect
upon reality.

Throughout these fractured realities,
Joe the pacifist is working towards an
end to the war, which he eventually
achieves. But on his return home he finds
that Birgit has already had their baby, a
boy named Stuart that neighbour Henry
Gratton is taking a possessive and
fatherly interest in. And then Jack, sup-
posedly seriously injured but not killed
inaraid on Hamburg, suddenly appears.
In that moment Joe falls, cracks his head
on the floor, and finds himself back in the
ambulance. This is something he has al-
ready foreseen. As he became aware of

the lucid imagining he had wondered:
‘Was everything | thought of as real in
fact another more subtle and extended
delusion, a lucid imagining of forked al-
ternatives, while in reality, real reality, |
lay in the back of the noisy Red Cross
ambulance, still being driven slowly
across benighted England?’ (p. 330) It is
a return, therefore, for which we have
been prepared. Perhaps in this world that
crash which so mysteriously never hap-
pened, will occur. After all, there is a
doom-laden quality to Joe’s final words:
‘ahead of me lay that life which was
obscurely rejecting me’ (463).

ButifJoe isindeed recounting his own
death, how could he do that? And how
can he die at this moment before the
peace that he is instrumental in bringing
about, and that earns him the measure of
fame which will get historian Stuart Grat-
ton interested in him in the first place,
and so set this entire novel in motion?
Because the worlds are porous and the
multiverse of the novel has resolved itself
into the history we know; Joe has disap-
peared from a reality rejecting him, to
receive the death scheduled for him in
Jack’s world, which somehow allows
Jack to survive.

— Paul Kincaid, 2005




[Eric S. Raymond, who lives in Mal-
vern, Pennsylvania, supports a num-
ber of libertarian causes, including
open access software, and the
removal of censorship. He is a
musician, and a participantin LARPS
(live-action role-playing games). This
article was originally prepared for
Penguicon | (first version, November
2002). A shorter version appeared
on Eric’s weblog Armed And Danger-
ous. He has written elsewhere on SF
worlds and prototype worlds.]

The history of modern SF is one of five
attempted revolutions — one success
and four enriching failures. I’'m going to
offer you a look at them from an unusual
angle, a political one. This turns out to be
a useful perspective because more of the
history of SF than one might expect is
intertwined with political questions, and
SF had an important role in giving birth
to at least one distinct political ideology
that is alive and important today.

The first and greatest of the revolu-
tions came out of the minds of John
Wood Campbell and Robert Heinlein,
the editor and the author who invented
modern science fiction. The pivotal year
was 1937, when John Campbell took over
the editorship of Astounding Science Fic-
tion. He published Robert Heinlein’s first
story a little over a year later.

Pre-Campbellian science fiction bub-
bled up from the American pulp maga-
zines of the 1910s and 1920s, inspired by
pioneers like Jules Verne and H. G. Wells
but mostly recycling an endless series of
cardboard clichés: mad scientists, lost
races, menacing bug-eyed monsters,
coruscating death rays, and screaming
blondes in brass underwear. With a very
few exceptions (like E. E. ‘Doc’ Smith’s
Skylark of Space and sequels), the stuff was
teeth-jarringly bad; unless you have a
specialist interest in the history of the
genre | don’t recommend seeking it out.

John Campbell had been one of the
leading writers of space opera from 1930,
second only to E. E. ‘Doc’ Smith in inven-
tiveness. When he took over Astounding,
he did so with a vision: one that de-
manded higher standards of both scien-
tific plausibility and story-crafting skill
than the field had ever seen before. He
discovered and trained a group of young
writers who would dominate the field for
most of the next 50 years. Robert
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Heinlein, Isaac Asimov, Arthur C.
Clarke, Poul Anderson, and Hal Clement
were among them.

Heinlein was the first of Campbell’s
discoveries and, in the end, the greatest.
It was Heinlein who invented the tech-
nique of description by indirection — the
art of describing his future worlds not
through lumps of exposition but by pre-
senting it through the eyes of his charac-
ters, subtly leading the reader to fill in by
deduction large swathes of background
that a lesser author would have drawn in
detail.

From World War Il into the 1950s
Campbell’s writers — many of them
working scientists and engineers who
knew leading-edge technology from the
inside — created the Golden Age of sci-
ence fiction. Other SF pulpzines compet-
ing with Astounding raised their
standards and new ones were founded.
The field took the form of an extended
conversation, a kind of proto-futurology
worked out through stories that often
implicitly commented on each other.

While space operas and easy adven-
ture stories continued to be written, the
centre of the Campbellian revolution was
‘hard SF’, a form that made particularly
stringent demands on both author and
reader. Hard SF demanded that the
science be consistent both internally and
with known science about the real world,
permitting only a bare minimum of
McGuffins such as faster-than-light star
drives. Hard SF stories could be, and
were, mercilessly slammed because the
author had calculated an orbit or gotten
a detail of physics or biology wrong.
Readers, on the other hand, needed to be
scientifically literate to appreciate the full
beauty of what the authors were doing.

There was also a political aura that
went with the hard-SF style, one exem-
plified by Campbell and right-hand man
Robert Heinlein. That tradition was of
ornery and insistent individualism,
veneration of the competent man, an in-
stinctive distrust of coercive social engi-
neering and a rock-ribbed objectivism
that that valued knowing how things
work and treated all political ideologis-
ing with suspicion. Exceptions like Asi-
mov’s ‘Foundation’ novels only threw
the implicit politics of most other Camp-
bellian SF into sharper relief. At the time,
this very American position was gener-
ally thought of by both allies and oppo-
nents as a conservative or right-wing
one. But the SF community’s version was

never conservative in the strict sense of
venerating past social norms — how
could it be, when SF literature cheerfully
contemplated radical changes in social
arrangements and even human nature
itself? SF’s insistent individualism also
led it to reject racism and feature strong
female characters decades before the rise
of political correctness ritualised these
behaviours in other forms of art.

Nevertheless, some writers found the
confines of the field too narrow, or re-
jected Campbellian orthodoxy for other
reasons. The first revolt against hard SF
came in the early 1950s from a group of
young writers centred around Frederik
Pohl and the Futurians fan club in New
York. The Futurians invented a kind of
SF in which science was not at the centre,
and the transformative change motivat-
ing the story was not technological but
political or social. Much of their output
was sharply satirical in tone, and tended
to de-emphasise individual heroism. The
Futurian masterpiece was the Frederik
Pohl/Cyril Kornbluth collaboration The
Space Merchants.

The Futurian revolt was political as
well as aesthetic. Not until the mid 1990s
did the participants admit that many of
the key Futurians had histories as ideo-
logical Communists or fellow travellers.
As with later revolts against the Camp-
bellian tradition, part of the motivation
was a desire to escape the ‘conservative’
politics that went with it. While the
Futurians’ work was well understood at
the time to be a poke at the consumer
capitalism and smugness of the postwar
years, only in retrospect is it clear how
much they owed to the Frankfurt school
of Marxist critical theory.

But the Futurian revolt was half-
hearted, semi-covert and easily absorbed
by the Campbellian mainstream of the SF
field; by the mid 1960s, sociological ex-
trapolation had become a standard part
of the toolkit even for the old-school
Golden Agers, and it never challenged
the centrality of hard SF. The Futurians’
Marxist underpinnings lay buried and
undiscussed for forty years after the fact.
Perception of Campbellian SF as a ‘right-
wing’ phenomenon lingered, however,
and helped motivate the next revolt in
the mid 1960s, around the time | started
reading the stuff. The field was in bad
shape then, though I lacked the perspec-
tive to see so at the time. The death of the
pulpzines in the 1950s had pretty much
killed off the SF short-fiction market, and




Cordwainer Smith’s Norstrilia, part 2

Extraordinary evidence:
The search for the common precursor of

Norstrilia and Dune

by Harry Hennessey Buerkett

Introduction

Harry Hennessey Buerkett is an inde-
pendent science fiction scholar, and
has degrees in Anthropology
(Archaeology) and Rhetoric from the
University of lllinois at Urbana-
Champaign. He has ghost-written
articles for Magill’s Guide to Science
Fiction and Fantasy Literature, and
is currently working on a science fic-
tion novel and a collection of short
stories.

Two thoughts struck me when, in about
1982, I firstread Cordwainer Smith’s Nor-
strilia: (1) that it was wonderfully witty
and imaginative (what I had come to ex-
pect from the author of ‘Scanners Live in
Vain’” and ‘The Game of Rat and
Dragon’), and (2) that I had read this
story before. A moment’s thought
brought to mind a book I had read some
five or six years before: Frank Herbert's
Dune.

I mentioned the similarities to my
older brother, Fred. He read Norstrilia,
came back, threw the book down on my
desk and said, “Yeah? So?’

There I let the matter lie.

In 1992, having just got my first PC,
broached the subject again on several list-
servs and chatrooms, excited by the pros-
pect of reaching so many science fiction
readers across the world. I was mystified,
as I got not one response. In 1998, having
just moved house, and switching to a
Mac, I scoured the Internet again for
mention of Norstrilia and Dune: much to
my surprise, I found several references,
dating back to 1992, that roundly dispar-
aged the similarities as superficial. Yetno
one ever bothered to correspond with the
originator of the hypothesis.

Why did readers dismiss the similari-
ties as superficial? I found it was because
they did not share my familiarity with
the texts. To say that Norstrilia is Chris-
tian allegory, and Dune Machiavellian, is
a gross simplification and misses the
political machinations of both the Instru-
mentality and the Norstrilians (let alone
the Rediscovery and Holy Insurgency),
and discounts the central position relig-
ion plays in Dune in driving the plot from
deep-set character and societal motiva-
tions. To dismiss ‘ornithopters” as an in-
essential clue to text identity suggests
that flapping-wing aircraft were as com-
mon a trope in science fiction as ‘rocket
ships” or ‘flying cars’ or ‘jets’, and the

Wright Brothers had been grievously
mistaken in their assertions regarding
fixed-wing craft.

Such statements struck me as ludi-
crous, almost absurd in their oversimpli-
fication. One would expect by this type
of analysis to find that the Gospels share
only a superficial similarity.

I saw my task before me, and sat
down to a close reading and intertextual
analysis of the works. I came up with a
detailed outline enumerating the close
congruences of setting, plot and poetics
— even nearly identical dialogue,
imagery and allusion within cognate epi-
sodes of the plot(s). I searched world lit-
erature for the precursor to these two
novels. I sent emails to those who had
commented online on my hypothesis: I
got not one response.

In 2002, I contacted Cordwainer
Smith’s daughter, Rosana Hart, through
the website devoted to her father.  asked
ifanyone had found a common precursor
to the two novels, they being so similar.
To my great relief, she responded. She
had noticed the similarities before, her-
self, but only in a very general way. She
would forward my question to Dr Alan
Elms, who had written some articles on
‘Cordwainer Smith’, and was working
on a biography. He responded immedi-
ately, and I sent him a goodly list of
several of the parallels between the
works. He was very impressed, and en-
thusiastic about pressing ahead with an
article for publication.

On the Internet, the question gar-
nered more mild flames; no responses to
myself, though. But one dissenter left a
current email address on a listserv, refer-
encing my question to Rosana. I duly sent
him the detailed outline. He was my first
triumph: his response was a Jungian
enantiodromia, a complete 180 degrees
distant from his previously held views.
As he lives in Beijing, I enlisted him to
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help me with whatever Chinese texts
might have influenced Cordwainer
Smith, which points up how very little
real work has been done on this funda-
mental issue.

In fact, having read Johan Heje, Alan
Elms, Carol McGuirk and Gary K. Wolfe,
I'had fairly compassed the scholarly field
of Cordwainer Smith studies. Karen
Hellekson’s book gathers together the
rest of what little scholarship exists on
the man we call ‘Cordwainer Smith’,
Paul M. A. Linebarger, and his science
fiction works. Among the scant scholar-
ship there is very little cohesive thought
or theory, and I think the Smith field is
small exactly because of the difficulties
his work presents. His erudition is daunt-
ing. His sensibilities are primarily Orien-
tal — and few SF readers and scholars
have read Chinese literature even in
translation — and yet his deeper struc-
ture admits of a Christian interpretation.

James B. Jordan, in his article ‘Christi-
anity in the Science Fiction of “Cord-
wainer Smith”” (Contra Mundum, no 2,
Winter 1992), gives a general overview of
the Christian iconography in Smith’s
work (Jordan was one of my early
flamers, from whom I have never re-
ceived a response; but I agree with his
Christian reading of Smith).

Others have found reasons for com-
paring Smith with J. R. R. Tolkien, which
may seem puzzling at first — there being
very little ostensible common ground be-
tween the two authors — but the com-
parison is, I think, in reference to their
(crypto-) Christianity. For years, many
missed (or misinterpreted) Tolkien’s
Christian iconography, not realising
what a devout Catholic he was (peculiar
in an Oxford don, but there it is). Myth-
lore, a journal on the Oxford dons
Tolkien, C. S. Lewis and Charles Wil-
liams, routinely explicated the Christian
mythopoeia infused into their works.

There’s quite a vast literature on it. With
Smith, the misinterpretation is the same,
except he’s High Church Anglican. In
science fiction scholarship, we can trace
this penchant for willful atheism to
Darko Suvin, the man who disallowed
transcendence in SF (and by extension
any ‘metaphysical orientation of mythol-
ogy and religion’ (Metamorphoses, p. 26)).

Alan Elms’ long-awaited biography
of the man Paul Linebarger and the work
of ‘“Cordwainer Smith’ is well begun in
his various papers but has yet to appear
in whole. Beyond Elms’ suggestion that
Norstrilia derives in part from the classic
Chinese Buddhist epic Journey to the West,
almost no work has been done as to the
origins or influences on Paul Line-
barger’s science fiction. Other scholars’
efforts in the same vein give us a spotty
and fragmentary view of the man and his
work.

The same could be said for Frank Her-
bert’s Dune: much of the work is fannish,
and what instances we have of Frank
Herbert's influences — in Tim O’Reilly,
Willis McNelly, in son Brian Herbert —
can best be described as hearsay, with
very little firm evidence from primary
sources. Even Herbert's letters are vague
on the topic.

It’s perfectly reasonable to search an
author’s ‘library’ for his sources, his in-
spiration; but both Paul Linebarger and
Frank Herbert are said to have worked
largely without notes, reading vora-
ciously, working the first drafts through
in their heads, and either writing or dic-
tating a final draft verbatim. So, we have
only the finalised texts from which to
adumbrate a precursor.

Since both authors abandoned
around 1960 texts in favour of reworking
the theme into 1963 final forms, it seems
some text in the public domain for the
first time after 1960, perhaps, might pro-
vide an answer to the riddle. ‘Star-Crav-

ing Mad’ and ‘Spice Planet’ share little
resemblance; Norstrilia and Dune bear an
uncanny resemblance: ergo, some source
text that became available after 1960 sup-
plied the plot and particulars, if not the
narrative frame and setting, for the sub-
sequent works (that is log.: an abandoned
text regained vitalisation when given an
adequate plot structure notinherent in its
genesis but amenable to adaptation).

In “Of Haggis and Hagiography’ I
point up the two works” remarkable re-
semblance. My experience has been that
generally readers tend to disbelieve the
thesis unless given all the cognate mate-
rial and comparisons. There is a general
propensity to say, ‘Oh, no, it can’t be so!”
I wrote the paper to give as detailed and
closely read an analysis and comparison
of the salient features of the two texts as
can be presented in a readily accessible
form, so thata knowledgeable reader will
be persuaded that the two novels do in
fact tell the same story (essentially). That
revelation represents only the first half of
the battle: convincing the reader that it is
s0.

And an extrordinary claim requires
extraordinary evidence.

As to finding a source or guelle, a com-
mon precursor, that must be left to others
more versed in the literatures of the
world, as the resolution to the problem is
exponentially more involved than its
statement. My own twelve-year search of
mythology, medieval tales and fables,
Middle Eastern and Indian national epic,
Chinese literature in translation, science
fiction from the nineteenth century on,
has uncovered many resonances and
diverse instances of detail, but no
template.

The question now is how to get the
idea across so that more study can be
done. Thus, in the dark, we advance by
shuffles and stubs.

Of haggis and hagiography:
The uncanny provenance of Norstrilia

and Dune

Abstract

The texts of Cordwainer Smith’s Nor-
strilin and Frank Herbert's Dune, com-
posed and published concurrently, show
a marked similarity of structure, setting
and plot — to such a degree that one can
demonstrate, through a close intertextual
reading, an extraordinary positive corre-

lation between the works. Parallels in
plot elements, details of poetics and
imagery, and nearly identical dialogue
strongly suggest a common precursor.

Cordwainer Smith’s Norstrilia and Frank
Herbert's Dune, composed and pub-

lished simultaneously, depict a single
story, twice told. In details of structure,
setting and plot, the two novels show a
striking similarity, to such an extent that
one can claim an extraordinary positive
correlation between the works, in fact, a
near identity of texts. The synchronicity
of genesis, production and publication
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would argue against plagiarism, and the
absence of a written correspondence be-
tween the authors would preclude col-
laboration or collusion." And yet, from
intertextual evidence alone, a close read-
ing with the juxtaposition of episodes in
their detailed development uncovers a
marked correlation — an uncanny con-
currence of both structure and detail.
That no one has yet found a common
precursor that answers to all the com-
monalities presents us with a very real
mystery.

Norstrilia and Dune share a narrative
frame as told from the far future, looking
back on events that have since become
legendary, as evoked in song and poetry.
The cultural milieux rather incongru-
ously combine a millennial feudalism
with a space-faring galactic empire; the
incongruity stems from a reaction
against technology that had occurred
centuries before the action of the novels
takes place, necessitating modification
and enhancement of human abilities, in-
cluding telepathic abilities, through
eugenics. A desert world holds the key to
sociopolitical and economic stability in
the form of giant fauna that extrude a
substance refined into a consciousness-
altering drug that imparts near-immor-
tality as well. The preferred conveyance
on-planet is the ornithopter — a literal
rara avis in twentieth-century science fic-
tion before these two works.”

Given a number of these aspects in
any two novels, nothing else being equal,
one could claim for them no significance.
For example, our novels share a galactic
empire, telepathy and (in the case of
Dune) body shields to some extent with
the pre-World War II science fiction of
E. E. Smith, in particular ‘Galactic Patrol’
and successors (Moskowitz. p. 17ff).
They pick up on the medievalism of
Edgar Rice Burroughs” Barsoom novels
(Hellekson, p. 7; O'Reilly, ch. 3). Further
comparison between these outside texts
and our texts will yield no more concur-
rences, however; the texts develop along
different lines, both in setting and in plot.
That is to say, the texts diverge.

The texts of Norstrilia and Dune do not
diverge after the narrative sets the com-
mon frame and background story. They
parallel one another to an uncommon
degree from the first episode,3 the Ordeal
of the Green Box, for which each teen-
aged protagonist is dressed up by his
female relatives, to the Attack of the
Sharp Flying Death, when he takes pos-
session of the planet in dispute, warned
beforehand in an oblique fashion by the
inquisitor’s colleague from the rose-
garden. Norstrilia’s ‘Quarrel at the
Dinner Table” and Dune’s banquet scene
employ all but identical progressions,
emotional imagery and descriptive
language, and even allusion, as does the

subsequent long episode, ‘Cast Down
from a Great Height to a Great Depth’,
after which the protagonist, seen as a
messiah, comes to an epiphany in the
‘Cave of Birds, Far Underground’, taking
up the mantle and the cause of the under-
people. In the Coda, set decades later, the
protagonist has fathered twins and
become a living legend.

The Attack episode occurs earlier in
Dune than in Norstrilia; but curiously,
Herbert places a marker later in the text
that iterates the “attack sparrows” of Nor-
strilia’s episode.

Synchronicity

To belay suspicion that one author bor-
rowed liberally from the other, we must
briefly examine the sychronicity of com-
position and the simultaneous publica-
tion, first in magazine, then in book form,
of Norstrilia and Dune. This must be dis-
tinctly understood to fully appreciate the
astonishing number of textual concur-
rences to follow.

In February of 1957, Paul Linebarger
(‘Cordwainer Smith’) took a visiting pro-
fessorship at the Australian National
University in Canberra, and his experi-
ences there inspired him to begin con-
structing the novel Norstrilia (Elms,
Canberra, pp. 47-9; Heje, p. 147). Mean-
while, Frank Herbert had begun research
in Florence, Oregon on control of sand
dunes for a never-published newspaper
article that nevertheless inspired the set-
ting of Dune (O'Reilly, ch. 03; B. Herbert,
pp. 136ff). Both authors produced early
versions of their novels, about 1958, that
they then reworked extensively after
having recognised the limitations of their
approach: a hero assuming leadership of
the disenfranchised for political pur-
poses (Heje, pp. 146ff, esp. p. 150;
O'Reilly, ch. 3). Ostensibly, final drafts of
what we would today recognise as Nor-
strilia and Dune appeared in 1962 (Elms,
Canberra, p. 51; O'Reilly, ch. 5).

The manuscript of Norstrilia, received
by Smith’s agent in April 1963, found
publication as “The Boy Who Bought Old
Earth’ in Galaxy for April 1964, and “The
Store of Heart’s Desire” in Worlds of If the
following month (Heje, p. 147, n. 2).
Pyramid Books would also print Nor-
strilia in two parts, publishing the first
half as The Planet Buyer (PB) in October
1964, and the second half as The Under-
people (UP) in November 1968.

Analog serialised Dune (DN) as Dune
World from December 1963 through Feb-
ruary 1964, and as The Prophet of Dune
from January through May of 1965 (B.
Herbert, pp. 540, 544). Twenty-two pub-
lishers had rejected Dune before Chilton
of Philadelphia published it in 1965; in
1969, Putnam published Dune Messiah
(DM) (Galaxy, July-November 1969, un-
der this title), which must be seen as

‘Book IV’ of Dune, the culmination of the
narrative of Paul Atreides (U. M. Kauf-
mann, p. 270a; O'Reilly, ch. 4).

Even given this necessarily cursory
account of the composition and publica-
tion of the texts under consideration, one
can ascertain the simultaneity, the
Jungian synchronicity, of occurrence.
Now let us consider the truly astounding
concurrences between the texts them-
selves, in narrative framing, in their
poetics, in scene and setting, and in plot
sequence and specifics.

The narrative

An omniscient voice frames the narra-
tives as legend from the far future —
which writers on Norstrilia (set in the
151st century) claim for ‘Oriental [. . .]
technique’ (Hellekson, pp. 5, 17) and
‘Chinese [. . .] devices’ (Clute, p. 1122a),
and writers on Dune (102nd century) de-
scribe as ‘hagiographic” (U. M. Kauf-
mann, p. 270b) and ‘heroic’ (O'Reilly, ch.
5). Both texts include songs and poetry,
more common to fantasy epic than
science fiction; both authors consciously
play with poetic form in prose (O’'Reilly,
ch. 4; Clute, p. 1122b).

Although science fiction has often
employed outrageously distant futures
— Asimov’s Foundation series comes to
mind — one would have to look back to
Olaf Stapledon’s Last and First Men (1930)
and Star Maker (1937), or H. G. Wells’s
The Time Machine (1895), to find such
futures that consciously progress from
and reference our own true history. And
while the poetic inclusions certainly fol-
low both Chinese epic (for example, A
Dream of Red Mansions or The Journey to
the West (Elms, Intro., p. x)) and Western
heroic epic (as does Tolkien’s Middle
Earth (U. M. Kaufmann, p. 270b)), paral-
lels to epic form in science fiction, before
or since, remain rare — something our
texts share more with one another than
with science fiction as a genre. More
oddly still, several songs and poems in
each appear to cross-reference the two
texts.!

Scene and setting

A "medieval’ galactic empire with mil-
lennial hereditary titles and eugenics
programs blends intricate politics and
emphatic religion. Technology has been
legally limited, necessitating human
modification and amplification, with em-
phasis on telepathic communication and
control. And both works employ orni-
thopters, an outlandish inclusion that ap-
parently beggars explanation. The
Instrumentality of Man, with hereditary
titles millennia old (Rod McBan CLI,
whose great**grandfather established
the Station of Doom on Planet Norstrilia
(PB, p. 11)) and a noble class of Lords and
Ladies, closely parallels the Padishah
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Empire and hereditary titles and hold-
ings millennia old (Castle Caladan in the
Atreides Family for twenty-six genera-
tions (DN, p. 9)) with a noble class of
Lords and Ladies. Both novels explore
the ecology/economy and psycho-
sociopolitical aspects of the desert world.
Technology has been legally limited in
both universes: the Clean Sweep (PB, pp.
17,50, 54) of Norstrilia outlaws computers
and luxuries, institutes eugenics and
genetic manipulation, with the effect that
telepathy becomes prevalent; in Dune,
the Butlerian Jihad (DN, pp. 18, 513, 530)
prohibits computers and limits technol-
ogy, which necessitates eugenics pro-
grams and human modifications;
telepathy becomes prevalent among
human populations. Despite this prohi-
bition, in each book the protagonist’s
family has atomic weapons (PB, p. 82;
DN, pp. 25, 50).

Locale
The narratives take place on a desert
world,” with grey skies and giant “sick’
fauna that produce a geriatric and mind-
altering drug vital to the galactic system.
The Norstrilians, primarily blue-eyed
Australian stock, shepherd giant, virus-
infected sheep, that must be ‘turned’
occasionally (PB, p.37), and produce ‘the
santaclara drug’ stroon, through exhuda-
tion and regurgitation; the drug cannot
be synthesised, and has a form that, when
mixed with Paradise VII honey, allows
visions, and can never be exported — it’s
only for the initiated (PB, p. 11; UP, p. 26).
Likewise, the blue-within-blue-eyed Fre-
men of Arrakis ‘roll and turn’ the giant
sandworms in their riding (DN, p. 401)
and harvest ‘melange,” the Spice pro-
duced by the fungus-infected larval form
of the sandworm. The Fremen use spice
in its raw form in the Ritual of Kan — a
form of the Water of Life that can never
be exported or shared outside the sietch
communities of Dune (DN, pp. 279ff).
All of the elements identified above
would indicate these texts derive from a
common source — a quelle. The authors’
idiosyncrasies may certainly skew par-
ticular detail, but the essentials remain.
Had the concurrences ended there, one
might speculate on the intellectual cli-
mate of a given time in history. As it
stands, a rather complex plot furthers the
concurrences.

The Ordeal of the Green Box

Both Norstrilia (PB, pp. 12-22; 25-33) and
Dune (DN, pp. 9-19; 28-34) open with an
initiation rite,” an ordeal involving a
green box into which the 15-year-old pro-
tagonist — who has special telepathic
abilities — ‘enters” without assurance of
emerging unscathed. A poisoned point
threatens his life upon failure. The
Inquisitor has come on order from the

central government to administer the
test, for which each protagonist’s female
relatives have prepared him, literally
‘dressed him up’ in both. Much bustle
and excitement follow, with the promise
of the newly féted protagonist’s first off-
world travel.

In Norstrilia, the green box takes the
form of a cloaked traveling van, the
Garden of Death, which flashes a green
light at Rod to indicate he should enter.”
His sixteenth birthday marks the time of
the trial: therefore, he remains fifteen un-
til passed. His ‘kinswomen [. . .] barber
and groom him’, and “prepared to dress
him up for his trial’, for which he has
unusually heightened perception but
still retains ‘a little tiny fear [like] a
midget pet in a miniature cage’. Rod
meets Lord Redlady, the Inquisitor sent
from the central government — the
Instrumentality of Man — to test him;
Rod notes Redlady’s especially inflected
voice. Shortly before, Rod’s computer
had made a point of the inflected speech
of hiering and spieking — telepathic com-
munication sharpened on Norstrilia, and
used in the Ordeal. His computer had
also touched on the subject of under-
people: animals engineered to look like
humans. A green snake-soldier with a
weapon and a hypodermic of poison
guards Rod, ‘hiss[ing] menacingly when
Redlady, with hand upraised, instructs
him to ‘Cover us’ — which makes ‘the
hair on the back of [Rod’s] neck rise’. The
snake-soldier gives Rod an off-world
pass to ‘Manhome’ — Earth — at the end
of the Ordeal (failure would have re-
sulted in the ‘Giggle Room”).

Three days of rambunctious revelry
ensue; only when the week has passed
will Rod remember the snake-man’s gift,
the day before his exodus, when Redlady
asks him, “What on Earth do you want?’
to which Rod responds, ‘[a] genuine
Cape Triangle,” a very rare and unusual
‘stamp’ (PB, p. 101).

In Dune, the green box of Paul’s ordeal
is literally a green box, with one end
open. The Reverend Mother Gaius Helen
Mohiam, the Inquisitor sent by the
Padishah Emperor, travels with it in her
cloak; during Paul’s trial she holds a
sharp, poisoned point at Paul’s neck —
the gom jabbar — ‘the high-handed
death’. The ‘old crone’, with “hissing’
robes, and ‘birdbright eyes [. . .] preda-
tory” ‘like glittering jewels” (who is later
described as “curiously reptilian” (DM, p.
15)), tests whether Paul is animal or
human: ““You've heard of animals chew-
ing off a leg to escape a trap?”” she asks
— accentuating the difference between
real humans and subhumans — using
‘the Voice” on him, a conditioned control.
Paul conquers his fear with the Litany his
mother had taught him, ““Fear is the little
death [...];”” she also has dressed him up

for the ordeal, picking out his clothing,
and taught him the weirding ways to
prepare him for the trial. Paul passes the
Ordeal — he is “already fifteen’” — and
much bustle and excitement ensues as he
prepares for his ‘first time off-planet’
(DN, p. 52), “a week’ later [DN, pp. 36,
37)8

After the Ordeal, Paul asks Mohiam,
‘What do you want?” and remarks on ‘the
stamp of strangeness’ that she has put on
him (DN p. 31). Paul longs to see the
pilots of the ‘Heighliners” (DN, p. 53),
fish-like Guildsmen capable of folding
space, of which he says much later ‘T'll
pull their fangs presently” (DN, p. 483) —
which identifies them with the snake-
men pilots of the ‘automatic planoform
ships” of Rod’s experience in Norstrilia,
who also fold space in a trance-state (UP,

p- 137).

The Sharp Flying Attack
The second plot point occurs earlier in
Dune (DN. pp. 72ff) than in Norstrilia (PB,
pp- 75£f); but both occur directly after the
protagonist takes possession of the
planet wherein his main adventures lie:
Earth for Rod, Arrakis for Paul. Dune
reiterates the episode later in the narra-
tive with the epigraph to the chapter of
Liet-Kynes’ death in the desert (DN,
p. 279), which realigns Dune’s plot with
that of Norstrilia. The internal elements of
the episode still bear strong concordance,
however. The protagonists are both said
to be the nexus of their families” heritage.
Both protagonists find themselves at-
tacked and defenceless, without either
weapon or shield, by a flying razor-sharp
instrument of death remote controlled by
a familiar rival. Both had been warned
beforehand by a confederate of the
Inquisitor, from the rose garden.
Roderick Frederick Ronald Arnold
William MacArthur McBan CLI, “the last
surviving heir’ in the vaunted line of
McBans (PB, p. 18), has been up all night
acquiring Old Earth through his com-
puter. On a walkabout of the Station of
Doom, his family holdings, he feels like
‘sleeping right there’ near the old
MacArthur Oak (a non-native transplant
from Old Earth).’ His assailant, a close
childhood rival, makes an assassination
attempt through a remote-controlled
‘razor-winged spear-beaked mad spar-
row killbird’. Rod first becomes aware of
the danger through the hysterical laugh-
ing call of the ‘kookaburra’, the Austra-
lian kingﬁsher,10 heard in the oak. The
mad sparrow Kkillbird lacerates Rod’s
arm with its ‘rhachis” and ‘hyporhachis,’
and he wonders how his arm could have
gotten ‘wet’: the ‘vane’ of the killbird’s
wing has sliced open a vein. Rod finds
himself with only a cannister to shield
him, and only a belt-light as a weapon —
an inadequate defence as the bird circles
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the tree slowly, after stabbing Rod in the
shoulder, its ‘sword-beak gleam[ing]
evilly in the weak sunshine’. ‘“The red
sword-beak [. . .] probed abstract dimen-
sions for a way to his brain or heart.
Lavinia’s javelin pierces the bird’s skull,
through its beak; its ‘eyes [. . .] looked
blank’. (Rod notes Lavinia’s ‘deep,
strange blue’ eyes.) He had been warned
that the Hon. Sec. [Honorary Secretary]
Houghton Syme might try to attack him,
by Mister and Owner Beasley (PB, pp.
39ff), one of the Inquisitor Redlady’s
compatriots in the rose garden van of
Rod’s ordeal — wherein Rod had re-
marked on ‘roses” (PB, p. 25).

On Arrakis, Jessica looks in on Paul in
his bedchamber, and notes how his fea-
tures represent a ‘nexus’ of his heritage
(DN, p. 67). Paul’s imported wooden
headboard has a carving of a ‘leaping
fish’ (attacking, spawning), whose ‘one
visible eye” controls the suspensor lights
of the room. Paul, who had been ‘feign-
ing sleep’, decides to explore his new
surroundings. As he begins to do so, the
headboard flips down and a flying ‘sus-
pensor hunter-seeker’, a ‘ravening sliver
of metal’, emerges. Paul has left his shield
on the bed, and cannot use a lasgun near
a field generator for fear of an explosive
reaction. The remote-controlled assassin
circles the bedroom. Paul knows some-
one must control it from nearby, and that
the transmitter eye senses motion best in
‘the dim light’. ‘It could burrow into
moving flesh and chew its way up nerve
channels to the nearest vital organ.” The
hunter-seeker ‘arrow([s]” past Paul when
the Shadout Mapes (he notes her strange
‘blue-on-blue eyes’) enters the room; he
smashes its ‘nose eye’ and it ‘[goes]
dead’.

Paul rushes the device to the conser-
vatory — wherein Jessica remarks upon,
among other plants, ‘Even roses!” —
where his mother instructs him to sub-
merse it in a pool (making Paul’'s arm
wet). Jessica probes the drowned hunter-
seeker with a leaf stem (rachis) — the
veined fanleaf of a palm — upon which
Lady Fenring, a Bene Gesserit sister and
direct subordinate of the Inquisitor, had
left her a coded message warning of an
attack on Paul by a Harkonnen agent in
the Atreides household.

Herbert places this episode earlier in
Dune, as the Atreides have just been
awarded Arrakis, but curiously placed a
marker later in the plot sequence — thus
realigned to Norstrilia’s plot sequence —
in the epigraph to the chapter in which
Liet-Kynes dies in the desert — a poem
that strangely echoes Rod’s experience:

And I saw the sparrows swiftly
approach,

Bolder than the onrushing wolf.

They spread in the tree of my youth.

I'heard the flock in my branches
And was caught on their beaks and
claws! (DN, p. 279)"!

The Quarrel at the Dinner Table

The Quarrel at the Dinner Table episode
occurs in each novel after a conference
involving small projected figures and be-
fore an angry meeting involving an
oblique reference to the Flying Dutch-
man Legend. The dinner itself contains a
reference to the tragedy of a lost progeni-
tor; a look inside the thoughts of those
present by the protagonist; anger that
tightens the stomach into a knot; and a
hostile member of the financial institu-
tion challenging the protagonist in his
new estate. The protagonist had wished
to avoid the dinner, but his new status as
heir apparent obligates him to attend.

In Norstrilia (PB, pp. 57-62), Rod has
consulted his drama-cubes, looking for
answers in the wisdom of the ancient
artifacts; the ‘drama-cubes’ project 3D
images above them, like “a little stage’
(PB, p. 50). He heads home, where dinner
awaits him; beforehand, he had dreaded
facing his household at dinner, but as
Mister he is expected (PB, pp. 47, 55). At
the dinner, his aunt/cousin Doris thanks
‘the absent Queen’, and later pines for the
lost Rod McBan CL — Rod’s father, who
meta tragic end inspace. Rod’s telepathic
block clears momentarily, and he sees
‘rage’, ‘annoyance’ and ‘worry” in the
thoughts of those present at the dinner.
Bill, a sheep hand at the Station of Doom,
has challenged Rod (which Rod pro-
voked), claiming to be worth more on the
‘Sydney ’Change’ than Rod or all his
land. Rod ‘felt his stomach knot with
anger’. Bill apologises presently. Rod de-
parts to the Palace of the Governor of
Night, an impregnable Daimoni build-
ing, where he will spend the night (PB,
p. 62).

A short time after, in a conference of
arguments, Rod is asked what he most
wants on Earth: ‘Cape Triangles’ (PB, p.
101) is his response — postage stamps
from the Cape of Good Hope, around
which the Flying Dutchman forever plies
the waters.

In Dune’s cognate episode (DN, pp.
134-53), Paul sits in on a security meeting
with his father, the Duke Leto, and his
advisers. They learn of the spice mining
operation through ‘solido tri-D projec-
tion(s)’ (DN, p. 94), which produce small
3D images above the conference table. At
a banquet arranged for that night by the
Lady Jessica, the Duke remembers his
father, tragically gored by a bull. Paul
perceives the ‘festering thoughts’ of the
people present, and ‘hadn’t wanted to
attend [...], but his father had been firm’".
The whole affair angers the Duke, he
‘feeling rage tighten his stomach’. A rep-
resentative of the Guild Bank on Arrakis

insults Paul (which Paul provoked); the
banker is made to apologise. Because of
a perceived threat from the Harkonnens,
the Ducal House will spend the night far
below ground in protected bunkers.

In the chapter following, Jessica con-
tends with the Duke’s men, likening
them to ‘the men of the lost star-searcher,
Ampoliros” (DN, p. 162), which Dune’s
glossary defines as ‘the legendary “Fly-
ing Dutchman” of space’ (DN, p. 523).

Cast Down from a Great Height to a
Great Depth

The fourth plot correlation holds a cen-
tral place in importance, so precisely de-
tailed and deep as to be unmistakably
part of the same tale, twice told. The epi-
sode covers several chapters, spanning
the two volumes of Norstrilia (PB, pp.
115-56; UP, pp. 5-56), and comprising
almost in its entirety Book II, ‘Muad'Dib’,
in Dune (DN, pp. 237-395).

The long string of correlative details
to this episode begins with cyclonic
storms, the high place and the descent,
prescience and the honey of Paradise,
and our protagonist at the centre of it all.
His companion throughout is a close
female he shares physical characteristics
with, a woman of red hair, green eyes and
feline attributes, bred as a concubine for
the nobility; she carries a child who has
powerful telepathic gifts and is associ-
ated with “the knife’; she speaks for the
protagonist, and feints a faint to gain
advantage over their captors. In these
encounters, the protagonist’s eye-colour
changes — in a cross-referential, comple-
mentary way. Seafaring imagery
abounds. A smell of spice engenders
visions of riders on the backs of the giant
fauna. An attack by giant fauna excites
lysergic sensory confusion. Cross-refer-
ential songs are sung, the Song of Solo-
mon evoked. Trust is engendered in a
friendship without sex. And our pro-
tagonist — the hope of the downtrodden
— takes a disguise as one of the under-
class. The long episode ends with a meal,
and the mention of fish.

This episode encompasses so much
space in the texts, and so much time in
the events, that a point-by-point identifi-
cation and analysis of the correspon-
dences would better illustrate the
concurrences in their sequence than a
paragrazph devoted to each separate nar-
rative.!

As this episode begins, Rod has gone
into exile for a year on Mars," and has
come through it physically changed;
Paul is just beginning his 40 days and 40
nights in the desert, and will go under-
ground for two years, coming out a
changed man emotionally and psychi-
cally, as well as physically. While Smith
(curiously) never mentions Rod’s eye col-
our before Dr Vomact changes them to
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green for his Australian cat-man dis-
guise, he is a “pretty boy” (PB, p. 22) and
has ‘thick, yellow hair" (PB, p. 21; UP,
p. 17, ‘yellow-haired’, twice). The two
people he is closest to on Norstrilia —
Beasley and Lavinia — have blue eyes
(PB, p. 45), Lavinia’s ‘deep [and] strange’
(PB, p. 86); and Rod and his family, to
which Lavinia belongs, can all see in the
‘“ultraviolet” (PB, pp. 67-8). Herbert does
mention Paul’s eye colour: itis green, like
his mother’s (DN, pp. 13, 67); and they
change to the blue-within-blue of the
Ibad after a steady diet saturated with
melange (DN, p. 393), in his Fremen dis-
guise as Muad'Dib, the kangaroo rat
(DN, p. 316).

Rod, on Mars, recalls the unique expe-
rience of hurricanes on Norstrilia when
the weather machines had once failed
(PB, p. 115); even as Paul and Jessica
escape in their ornithopter through a
coriolus storm to the Arrakeen desert
(DN, pp. 237-8; 249-50). Both Rod and
Paul are assumed dead at this point,
which they used as means for their pro-
tection (PB, p. 94; DN, p. 423). In Nor-
strilin, C'mell sings Rod ‘The Tower
Song’ (PB, p.137) on their way from Mars
to Earth: very evocative of the coriolus
ordeal in Dune. In the corresponding sec-
tion of Dune, Gurney Halleck sings a
song called ‘"My Woman’ (DN, p. 269),
very reminiscent and descriptive of
Rod’s view of C'mell looking out the
window of the planoship (PB, pp. 135-7).
At Spaceport Tower (PB, pp. 138-43),
Rod smells salt, ‘something strange [. . .]
sweet-clear to the nostrils’; shortly there-
after, when a giant spider, ‘like amowing
machine’, attacks one of Rod’s doubles,
Rod ‘shriek[s] [. . .] a fierce red roar’,
which stuns, then kills, the spider (PB,
PP 141—3).14 Paul and Jessica, under
attack by a giant sandworm, smell cinna-
mon, which ‘yell[s] in their nostrils” (DN,
p. 275). After the spider attack, Rod has
the unlikely vision of ‘C’'mell directing a
mowing machine as she walk[s] across a
giant sheep, shearingit’ (PB, p. 149). Like-
wise, Jessica sees a “mirage’ of ‘Fremen
riding on the back of a giant worm’ (DN,
p-300). Paul has “prescience’ of himself as
history’s ‘nexus’” (DN, pp. 305ff); Rod is
said by the Abba-dingo ‘prediction
machine’ to be “at the center of it all’ (PB,
p. 156).

The travelling party is captured, and
the red-haired, green- eyed, feline concu-
bine speaks for them all (PB, p. 143; DN,
p- 287). C’mell speaks of men whose “skin
was lightly tinged with blue’ (PB, p. 144),
who are expert fighters and can make
themselves invisible (Rod finds this
humorous, as it is a Norstrilian defence
subterfuge); Jessica and Paul encounter
parties of Fremen — blue-within-blue
eyes, saturated in spice — who move like
‘ghostly feluccas” (DN, p. 296) cognate to

Rod’s view of sea-going ships from
Spaceport (PB p. 138)) over the dunes
(dunes earlier described in oceanic termi-
nology: ‘riptide’, ‘trough of a wave’,
‘cresting sand” (DN, pp. 274-6)), ‘with
only the sounds natural’ to the desert
(DN, p. 296; also, before, p. 278; and
again, DN, p. 350) (that is, invisible). As
she is held, C’'mell ‘faints” in order to
better receive telepathic instructions
from her superiors (PB, p. 148); Jessica
‘feints” a faint to catch her captors off
guard (DN, pp. 289-90). C'mell is
‘mothering and tender’ towards Rod,
and carries A’gentur (an ‘ape-like mon-
key’, or gibbon) everywhere (UP, pp.7-8§;
41, 44, 47) like a baby (UP, p. 56) — he is
a surgeon and the son of a prophet of the
underpeople, with great psychic powers
(UP, pp. 22, 36); Jessica is with child,
carrying Alia-of-the-Knife, which Paul
perceives (DN, p. 255); Alia is Paul’s full-
blood sister, and due to Jessica’s inges-
tion of raw Spice, will become strangely
gifted psychically, prenatally (DN,
p- 365). Rod is to be taken to the Down-
deep-downdeep of the Underpeople (PB,
p- 150); Paul is taken to the sietches — the
underground caverns of the Fremen
(DN, pp. 293ff).

In the tubes of Spaceport pillar,
C’mell suddenly bares her breasts to Rod,
and asks if he would like to take her (UP,
p. 40). In Dune, a passage redolent of the
Song of Solomon occurs, the first meeting
of Paul and Chani: Chani ‘moved like a
gazelle, dancing over the rocks” — Paul
and Jessica had come up stairs cut into
the rock cliff face (DN, pp. 277ff) to a
secret place of the Fremen, under ‘the
hoop-wheel face of the second moon’
(DN p. 286) — and Paul recalls the dream
of Chani’s face back on Caladan’, as he
meets her ‘above his concealing cleft’
(DN, p. 294).15

C’'mell follows up with a question:
‘Do you trust me, Rod?’ (UP, p. 41) and
speaks of a ‘friendliness [. . .] more than
sex’ (UP 43). After some sexual tension
between Jessica and Stilgar of the Sietch
Tabr (described here, respectively, as
having ‘feline prudence’ and as ‘cat-
stalking”), Stilgar proposes a ‘friendship
(- . .] without demand for the huddlings
of sex’, and asks “Do you trust me?” (DN,
pp.- 302, 306).

Rod is ‘the hope of the Underpeople’,
says Lord Jestocost (UP, p. 40); he has ten
doubles (see PB, p. 136), and is reported
by Jestocost to be many places at one time
(UP, p. 83). Paul is the Lisan al Gaib, the
‘hope of the Fremen’, says Stilgar (DN,
P- 299); he is also the Kwisatz Haderach,
‘one who can be many places at once’
(DN, p. 519).

Lavinia, Rod’s future wife back on
Norstrilia, fears Rod is dead;
aunt/cousin Doris gives her a ‘small
spoon’ of ‘Paradise VII honey’ mixed

with Stroon to give her clearer extra-
sensory perception (UP, p. 26); ‘half-
refined stroon [. . .] never sold off-planet’
(PB, p. 11). Chani, Paul’s future mate (to
whom he inadvertently proposes here),
gives him his water marker rings,
measured in ‘drachms’, down in the
sietch with the “dark honeycomb lattice’
(DN, pp. 324-6). In recalling this night
somewhat later (DN p. 394), Paul remem-
bers the song Chani sang for him, includ-
ing the line: ‘Have no taste for Paradise
this night’ — under the influence of the
‘smell of the pre-Spice mass’ (DN, p. 395).
Rod, awaiting his revelatory meeting
with the Catmaster C'william in Hate
Hall, a sort of theatre-in-the-round, has a
sudden craving for ‘fish” (UP, pp. 50, 67).
Paul, before his awakening in the am-
phitheatre, his“theater of processes’ (DN,
p. 390), feels the Fremen ‘fishing for him’
(DN, p. 356). ‘Get the food’, Paul says.
‘I'm hungry’; and Harah — the wife he
inherited — “brings food” (DN, p. 357).

The Cave of Birds, Far Underground
This plot sequence involves two fights —
one minor, one major (involving poison)
— which in Norstrilia come in between
Rod’s visit to Hate Hall and E’telekeli’s
cavern in ‘Birds, Far Underground’, and
which in Dune bracket Paul’s journey
deep into the Cave of Birds. Each is the
only man ever to survive a visit to the
depths. Each has abandonment issues
with his parents. Each weds an under-
class woman who bears children — a
non-legal marriage to a concubine. The
protagonists end by empowering the
underpeople, but somewhat reluctantly;
they cannot control their own destinies,
but must direct them to less harmful
ends. The E’telekeli (entelechy) and the
Kwisatz Haderach each represent the
end result of a special breeding program,
premature and more powerful than
anticipated.

Rod’s experiences in Hate Hall, a “cir-
cular’ space with a ‘high ceiling” (UP, pp.
68-74) — a sort of theatre-in-the-round
wherein sound thunders and bright
images appear — closely resembles
Jessica and Paul’s first experiences with
the Water of Life, ‘Kan’, in the “acoustical
horn’ of the Sietch (DN, pp. 359-453), a
‘dome-ceilinged space’ (DN, p. 430) that
can produce ‘[a] deafening roar’.'® In
Dune, ‘hate’ appears four times in this
sequence (DN, pp. 353, 390), reiterated by
Paul twice later when he describes his
feelings of abandonment regarding his
parents (DN, p. 445). In Norstrilia, Rod
repeats the verb ‘hate” six times in refer-
ring to his abandonment by his parents.
He recalls the “artificial drownings’ of his
rebirths, and comes to see ‘[h]is own
naked life [lying] before him like a freshly
dissected cadaver’ at the end of the expe-
rience; Jessica, with Paul present,
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becomes aware of the worm drowning
process in the making of ‘Kan’; late in this
sequence, as Paul changes the Water of
Life, ‘[h]e appears dead to the untrained
eye’, his “skin [looks] waxen, rigid’, his
‘features so peaceful in this rigid repose’.

Jessica experiences an ancestral re-
gression of the Fremen, even before their
immigration to Dune, as does Rod of his
Norstrilian ancestors. He ‘felt blind [in
the beginning] as though he had never
seen’; staring ‘onto the nothing which
was bleaker than blindness’ — even as
Jessica falls into a ‘pit of blackness’. Rod
sees, in the human regression, the ‘rain-
men of Amazonas Triste’, one of whom
— Tostig Amaral — is to attack him later
on; similarly, lost in the Spice reverie,
Paul sees the future, sees Feyd-Rautha
‘[flash] toward him like a deadly blade’.
Both Rod and Paul end their first encoun-
ters in the depths in tears.

Later, Rod and Paul will go deeper
into the Cave of Birds — Rod to E’telekeli
the Eagle-man’s realm in ‘Birds, Far
Underground” — but first we'll examine
the protagonists’ fight scenes, which
share astonishing parallels.

A reiteration of Rod’s earlier fish dinner
is closely followed by a knife-fight in the
‘Upshaft’ tube (UP, pp. 95-7), wherein
the combatants are harnessed in close
quarters by ‘magnet-belt[s] around their
waists; ‘Red-cloak’,”” Rod’s ‘arrogant’
assailant, dies with ‘his head at an odd
angle’; a companion ‘float[s] upside
down, his [. . .] limp legs swinging out at
odd angles’. This sequence closely
matches Paul’s knife-fight in a “ring’ with
the ‘sneer[ing]’ Jamis, they wearing only,
respectively, ‘fighting trunks” and a ‘loin-
cloth” (DN, pp. 309-14), wherein Paul
kills his opponent with a ‘thrust up-
ward’. Jamis falls ‘like a limp rag, face
down, gasp[s] once and turn[s] his face
toward Paul’.

The second fight stages nearly identically
in the two novels. Dune separates the
outcome and the presence of poison from
the main staging with the antagonist
from the ‘theatre’ vision, but otherwise
the incidents play out identically.

Rod finds C'mell held hostage in
Room 9 of the Hostel of Singing Birds
(which both evokes Dune’s Cave of Birds
and Rod’s imminent journey to the Cav-
erns of E'telekeli far underground) by
Tostig Amaral, a rainman from Ama-
zonas Triste, who looks like “a bundle of
wetrags’ (UP, p.87) froma police surveil-
lance camera. He has a knife. C'mell
stands immobilised, unable to speak or
use her psychic talents (UP, pp. 101-8).
‘Rod spoke with deliberate calm’; he
gives Tostig Amaral one warning: ‘I
hereby put you in danger’. ‘Amaral
stared at him, the evil knife point flicker-

ing in his hand like the flame atop a
candle” (UP, p. 104). Rod encounters (in
fact, later cannot rid himself of) the
‘sticky sweet rotten smell’ of Amaral,
when Amaral ‘quivers’ and “tenses’ his
skin of mucus membrane.

Rod cuts Tostig Amaral ‘from clavicle
to clavicle’ with Amaral’s own knife.
Amaral just stands there, and does not
act. “The “wet black suit” collapsed as
Amaral died on the floor.’

Gurney Halleck, a ‘rolling’, ‘ugly
lump of a man’, a man of “humors’ (DN,
pp- 39-40), holds Jessica hostage, with a
knife, in a room of ‘hangings’ and
‘[d]raperies” (DN, pp. 442-5) — the ‘rags’
of Tostig Amaral (who has his own ‘hu-
mors’). She is immobilised and unable to
use her special talents — the Voice,
prana-bindu muscular control — on
threat of sudden death. ‘[Paul] spoke in
deadly quiet [. . .] the monotone stillness
of his words [. . .]: “If you harm my
mother [...] I'll have your blood”.” Paul
continues to argue with Gurney, both
their knives drawn: ““You have not seen
her eyes stab flame [. . .]”” (DN, p. 444).
““[Y]ou could tell a Harkonnen trick by
the stink they left onit” [...]," he reasons,
as Gurney’s ‘arm tighten[s] against [Jes-
sica’s] throat’, ‘trembles’ and ‘cease[s] its
trembling’.

Gurney capitulates: he “stood in the
samespot [...] pulled the robe away from
his breast to expose the slick grayness of
an issue stillsuit [. . .]: “Put your knife
right here in my breast,”” says he, ““I've
besmirched my name.””

In Dune, the major fight culminates in
the encounter with Feyd-Rautha, who
has poisoned Paul (a la Hamlet) with a
blade from the Emperor’s armory.
Gurney calls Feyd ““abeast [. . .] contami-
nated”.” Paul counters ““But this being
has human shape, Gurney.”” Paul “cat-
footed” forward during the fight, and a
knife thrust upward under Feyd’s chin
ends it all. Paul had become aware of
humankind, at this moment in history,
‘experiencing a kind of sexual heat that
could over-ride any barrier’ (DN,
pp- 492-4).

In Norstrilia, Rod ‘could sense the
kinds of pleasure and cruelty which
Amaral had experienced [. . .] — this
monster from the stars, man though he
might be, of the old true human stock’.
Rod feels a ‘fury rising in him’, ‘hot’,
‘quick’ and ‘greedy as [. . .] love’. He
breaks free of Tostig's toxic paralysis
when he sees C'mell blanch. ‘Is this what
people call love?” he wonders (UP, pp.
103-5).

An intoxicating water imbues the Cave
of Birds, Far Underground at the culmi-
nation of this episode (UP, pp. 116-37;
DN, pp. 358-458), a water that makes one
‘stumble” and ‘stagger’. Both protago-

nists take foolhardy and precipitous
actions that render them unconscious, in
asuicidal attempt to reach depths that no
man has ever achieved. A marriage of
youth and the revelation of the under-
people as thereal government and power
of the known political landscape also
play a part. The messiah controls the
wealth of the universe.

In Norstrilia, Rod travels with C'mell
through cavernous storerooms on his
way to the Aitch Eye, the E’telekeli in the
depths of the earth, ‘close to the Moho'.18
C’mell tells him that ‘[a]ll men die here’;
and yet, Rod is “the first human ever to
getinto the depths’. At Rod’s request, the
E’telekeli shuts out worshippers’ chants
by drawing a mathematical formula in
the air. Rod ‘stumble[s] to his feet’, and
‘on his feet’, and takes several drinks
from ‘a beaker of very cold water’ —
which (oddly) becomes ‘a carafe’ in sub-
sequent iterations. After his second
drink, Rod will ““have [C'mell], in a
linked dream, her mind to [his], for [. . .]

i

about a thousand years”,” says E'telekeli,
who explains to Rod the ““immensity of
time before we all pour into a common
destiny”’. During this sequence in the
sacred underground, a winged canopy
covers Rod, the wings of E’telekeli, fol-
lowing a poem fragment from Swin-
burne:

Here now in his triumph where all
things falter,

Stretched out on the spoils that his
own hand spread,

As a god self-slain on his own
strange altar, [...]’

The poem closely mimics Paul’s expe-
rience in Dune as he ‘lay alone in the Cave
of Birds beneath the kiswa hangings of an
inner cell’ (DN, p. 449, epigram) as one
dead ‘beneath heavy draperies’ — most
likely like the ones in the outer room,
‘[w]oven hangings with the red figure of
a hawk’, the heraldic emblem of the
Atreides. To arrive here, ‘Paul [had]
pressed [. . .] toward the depths of the
cavern’ into a ‘storeroom’ off the old
Sayyadina’s alcove in the Cave of Birds.
Paul takes unrefined Spice, and falls un-
conscious. As the Reverend Mother
Ramallo reminds Jessica in the first en-
counter with the Water of Life,19 having
discovered the life force of Alia inside
Jessica: ‘“This would have killed a male
fetus.” Very early on, Paul had discussed
the Kwisatz Haderach — the male Bene
Gesserit — with the Reverend Mother
Gaius Helen Mohiam and Jessica. ““She
said those who tried for it died”” (see DN,
pp-19,33). And yet, Paul has changed the
Water of Life and survived — ‘the raw
Water of the Maker’, ‘the sacred water’.
““He is a man, yet he sees through the
Water of Life.”” After Paul’s first encoun-
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ter with the water, ‘[h]is legs [are] remote
and rubbery [and he] stumble[s]’, due to
a gush of the sacred water from a “horn-
spout of a watersack’. As the beaker of
Rod’s experience becomes a carafe, so the
watersack of Paul’s earlier experience be-
comes ‘the ewer’ from which he “drank
the sacred water’ and transformed its
poison. He “dip[s] his hand into the ewer’
again and in his reverie forces ‘a rapport:
a sense- sharing of the entire being’” upon
Jessica — after which Jessica ‘stagger([s]
up and back’. Like the rapport of the
Reverend Mother ‘pour[ed] out through
[Jessica’s] memories [. . .] the memory-
mind encapsulated within her’, so Paul
and Jessica share the history of all
humankind.

At the beginning of the protagonists’
descent into the Cave of Birds, both feel
used by their red-haired, green-eyed
cohorts: Rod ‘can’t believe’ C'mell is
using him for the Insurgency, ‘the secret
government of the Underpeople;” that
the ‘underpeople are [. . .] getting to be
the master of men!” They give humans
back their past, through the Archives of
the Musée de Mali, and the Rediscovery
of Man. Similarly, Paul comes to the real-
isation that ‘My mother is my enemy’
(DN, p. 330) — as she later admits, ‘I've
used you and twisted you and manipu-
lated you to set you on a course of my
choosing . . . [sic].” The epigraph ‘Muad’
Dib’s Secret Message to the Landsraad’ in
part asks: ““Who are the rabble and who
are the ruled?”’; the Fremen, at Paul’s
behest, study ‘shigawire orbs’ of ancient
history from ‘the Golden Age of Earth’
(DM, p. 106). Paul notes later, when he is
Emperor, ‘My Government is the eco-
nomy’ (DM, p. 173) — the Spice Trade
that he can destroy, thereby effectively
controlling it. The Fremen rule the uni-
verse.

Which brings us to the ‘E’telekeli” of
Norstrilia and the ‘Kwisatz Haderach’ of
Dune: E'telekeli is a bird-man, an eagle,
who is the divine, whose name cannot be
said aloud; the name suggests ‘en-
telechy’, ‘the final achievement’, ‘the end
result’ or ‘full realization” — just as the
Kwisatz Haderach represents the end
product of Bene Gesserit eugenics, and is
an Atreides, whose heraldic emblem is
the red hawk, who (in the person of Paul)
has aquiline features, who is a prophet,
and a god. The Greek roots of “entelechy”
— tele and ekhion — come from the Indo-
European roots k"el and segh, respec-
tively,20 which very well could give us
‘Kwisatz'.

Coda: The profits of doom and the
prophet of Dune

As is characteristic of the Dune saga, it
treats through ‘lengthy narrative” (U. M.
Kaufmann) what Norstrilia covers with
brevity. Dune/Dune Messiah as one novel

(in four ‘Books"), following Paul Atreides
from youth to death (U. M. Kaufmann),
is two-and-a-half times as long as Nor-
strilia. So it should come as no surprise to
see elements of the last two chapters of
Norstrilia, 35 pages, strewn across 250
pages of Dune Messiah, as we do.

Paul gives a short oath to ‘Gods be-
low!?! (DM, p. 27), The Maker, Shai-
hulud; E’telekeli is that god [Lewis], “the
bird beneath the ground,” ‘the Holy
Insurgency’ itself (UP, p. 120), the ‘master
of the underworld” (UP, p. 142) — whois
the embodiment of the Tleilaxu Theorem
that heads the second chapter of Dune
Messiah, the ‘unconscious force which
can block, betray or countermand almost
any conscious intention” (DM, p. 27).

In ‘His Own Strange Altar’, as Rod
sees E-ikasus (L: ‘He who is cast
down’),22 ‘stark naked and completely
unembarrased” in close proximity, and
does not recognise him as the trans-
formed A’gentur (L: “secret police under
the Empire’) of his earlier adventures
(UP, p. 127), so Paul sees his sister Alia
(L: “from a different way’) in her own
temple, the Fane of the Oracle, ‘naked’
(DM, pp. 89, 91), and ‘conscious of her
nudity, [she] found the idea amusing’
(DM, p. 92); but Paul ‘found it odd that
he could look at a person who was this
close to him and no longer recognize her
in the identity framework which had
seemed so fixed and familiar’ (DM, 92).

As E'telekeli speaks to his daughter,
E-lamelanie, who laments Rod’s absence,
about ‘the world of the sign of the Fish,
which none of us controls” (UP, p. 150),
so Duncan remembers the words of Paul,
‘remembering a day when he’d taken the
child Paul to the sea market on Caladan’
and ‘recalled Paul’s words” — ““Thereare
problems in this universe for which there
are no answers”” — when ‘[m]emory
music faded’, ‘Gurney Halleck playing
music of the baliset’ (DM, p. 250). Before
E- lamelanie plays her “ancient’ ‘stringed
instrument’ (UP, pp. 150-1), she speaks
of “the Promised One’ that ‘the robot, the
rat and the Copt all agreed [. . .] would
come’ (UP, p. 150): Duncan had been
reconfigured as a Ghola (read: golem)
mentat, with metal Tleilaxu (Ixtian) eyes:
a robot, in all but name; Paul Muad'Dib
was named for the ‘kangaroo rat’, the
desert rat; and Stilgar was of the people
of the Misr (DN, p. 360, says the Rev.
Mother Ramallo), which is Egypt,
wherein live the Copts (DM, pp. 250—2).23

In Norstrilia, as they approach the
Garden of Death to see how their twins
fared, Rod warns Lavinia — who had a
‘mad lost father” (PB, p. 85) — not to run,
that ‘McBans never run — from nothing,
and to nothing!” (UP, pp. 145, 159). In
Dune, Paul’s mate Chani — whose father
Liet-Kynes died mad in the desert (DN,
p. 285) — has just died bearing their

twins (DM, pp. 236, 238ff; ‘she carried
twins,” DM, p. 192); and Duncan Idaho
warns Paul, as they stand outside in the
garden of Sietch Tabr, to run from immi-
nent danger (his own conditioning as
Hayt to kill Paul): ““We will not run [says
Paul]. We'll move with dignity. We'll do
what must be done”” (DM, p. 237; see
DM, p. 249 for more of the garden). Rod
and Lavinia have lost a son, as had Paul
and Chani at the end of Dune (DN, p.
467), but have their daughter Casheba
who passed the test before (UP, pp. 158-
9); Paul is left with twins Leto II and
Ghanima, a boy and a girl (DM, p. 246).

Rod’s Stroon wealth controls the In-
strumentality, and has set up ‘the One
Hundred and Fifty fund’, a foundation
administered by E’telekeli and his son
and daughter, E-ikasus and E- lamelanie
(UP, p. 130). Paul’s Spice wealth and
Quizarate control the Empire, for which
Alia becomes regent until the majority of
Leto II and Ghanima (DM, p. 253).

Conclusions

It seems no two texts could have such
close identity of setting, structure and
detail and have come together simultane-
ously by chance. Though I argue for a
common precursor, it seems to me now
— given the synchronous composition
and the sheer number of concurrences of
plot and detail — that were there in fact
extant a common source, a quelle; both
authors by necessity must have lifted it
whole from the source, for so many truly
idiosyncratic details of narrative setting
and plot to concur.

One might say, given a particular in-
tellectual climate, that two intelligent
authors interested in the politics and the
sociology of oppressed groups, or the
political economics of a scarce resource,
might write similarly themed narratives
at a given point in history. For those two
narratives to follow a similar prehistory
and narrative frame, setin a desert world,
and include such marvellous and outré
elements as ornithopters and giant regur-
gitant fauna that produce a geriatric and
consciousness-altering drug economi-
cally vital to a space-faring feudal
society, would strongly suggest a com-
mon genesis. Now add to this common
setting a protagonist who endures an or-
deal of venom from the central govern-
ment’s telepathic inquisitor — involving
a green box and an oblique warning from
a secret rose-garden — only to be at-
tacked by a mad, ravening killsparrow
upon possession of a new planet, and
who cavorts about the desert and the
underworld with a red-haired, green-
eyed feline concubine; a protagonist
whose eyes change colour when he takes
up the disguise of the underpeople —
and their cause; a protagonist thought to
be the Promised One from the Outer
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World, who mates in the underworld,
but legally marries in his own fief of
Doom/Dune, has twins, has lost a son,
and ends up with a girl and a boy; a
protagonist whose wealth and cunning
control the known universe at the end of
the narrative.

To invoke Lord Raglan or Joseph
Campbell, given all the close congru-
ences, nearly identical phrases, and
unique (though shared) details, would
seem disingenuous at this point, even
given the authors’ own assertions. The
similarities argue for a common tem-
plate, to be sure; but the Hero Myth
paints with too broad a stroke. The simi-
lar details of these narratives share an
idiosyncrasy, and yet a near-identity. The
differences must be laid at the feet of the
individual authors.

It is conceivable that, as Paul Line-
barger had converted Arthur Rimbaud’s
poem ‘Le bateau ivre” into the short story
‘Drunkboat’, with * Artyr Rambo” as pro-
tagonist (C. Smith, Prol., p. 10; Elms,
Intro., p. x; Suvin, p. 207), and as Frank
Herbert, according to his son, author
Brian Herbert, once demonstrated how
Dune had emerged from Japanese verse
forms (B. Herbert, p. 208), the authors
could have adapted a long poem, whose
phrases or words suggested the many
details common to both novels. Their use
of poem and song in the texts would
support such a premise, and may pro-
vide a promising lead. As The Under-
people contains a Swinburne fragment,
and that poet admired Baudelaire and
the Symbolists, as well as the Pre-
Raphaelites, this direction may provide
the better lead in determining a possible
precursor to Norstrilia and Dune in the
annals of poetry, rather than prose narra-
tive or mythology.

Failing that, we must accept the un-
canny in the phenomenal world to ex-
plain such a synchronous coincidence of
texts.

— Harry Hennessey Buerkett 2006

Notes

1 “Yes, I knew both Frank Herbert and
Paul Linebarger (aka Cordwainer
Smith) pretty well, and truthfully I
cannot think of much they had in
common — other, that is, than the
great gift for writing they shared [. . .].
I'm pretty sure they never met. Paul
wouldn’t have allowed it” (Pohl).

2 ‘Ornithopter” has been attested since
1908 in the OED. And though exam-
ples of flapping-wing craft appear in
nineteenth century SF (for example,
George Griffith (1857-1906)), I have
yet to find any called ‘ornithopters’.
Samuel Delany (p. 286) attributes
them to Cordwainer Smith (which
might surprise the fanatical Fedaykin

of Dune).

The ‘episodes’ (in caps) represent sub-
headings of this paper, which will be
examined in detail below — used here
for ease of reference.

Other cross-fertilisation incidentals
include: multiples of 18 at the incep-
tion of each novel (in Norstrilia, an
1800 ton sheep’ that is near a ‘little
town eighteen kilometers away’ (PB,
p. 22); beer boosted to 108 proof (PB,
p- 34); 18 kinds of Norstrilian knowl-
edge (PB, p. 77); in Dune, Paul was
‘born in the 57th year of the Padishah
Emperor, Shaddam IV’ and is 15
when the narrative begins: 57 + 15 =
72 18 = 4; the Orange Catholic Bible
given to Paul by Dr Yueh has 1800
pages (DN, p. 46 — a cognate to Rod’s
McBan computer, his mentor, which
is ‘red” (PB, p. 14) and has “66 panels’
(PB, p. 70) — the Holy Bible has 66
Books); Dune Messiah brings in the
tarot (DM, p. 11), and in the Chinese
tarot, the Moon is the XVIIIth Major
Arcana and represents deception, ob-
scurity, intuition, disillusionment,
danger, bad influence, ulterior motive
and false friends (Kaplan, p. 9); Yueh
[yue) in Chinese means ‘moon” (Eber-
hard, p. 193)); while Norstrilia has an
Australian shepherd society, Dune
has two characters caught in contem-
plative ‘woolgathering’ (DN, pp. 37,
65), ‘sheep-faced’ members of the
Houses Minor (DN, p. 338), ‘cloud
fleece’ on Dune’s horizon (DN, p.
447), and ‘the wolf among the sheep’
(DM, p. 29), who is Paul; the Padishah
Emperor hails from the House of Cor-
rino: a conflation of the names of the
world’s two most popular sheep
breeds: the Corriedale and the Merino
(‘Merino cross breeds’); a “Duncan’
would be at home with “‘MacArthurs’
and ‘McBans’; Wellington Yueh's
given name is the capital of New Zea-
land; going the other way, Norstrilia
evokes the middle-eastern milieu of
Dune in the ‘Palace of Khufu
(Cheops)” (PB, p. 61), ‘the Copt” and
‘ziggurats’ (UP, pp. 84-5), and a
‘harem’ and ‘turban’ (UP, p. 88),
C'mell’s hair ‘tied [. . .] up in a turban’
(UP, p. 118); the Palace of Khufu had
been modeled on ‘the great temple of
Diana of the Ephesians’ (PB, p. 63);
Gurney Halleck sings ‘Galacian Girls
toPaul early on (DN, p. 40): Ephesians
is the tenth Epistle of the Apostle
Paul; Galatians is the ninth.

Herbert based his desert world in part
on the Gobi, the Kalahari and the Aus-
tralian Outback (B. Herbert, p. 181;
O'Reilly, ch. 3); ‘Norstrilia, however,
like all of Paul’s [Cordwainer Smith’s]
work, was a sort of political satire, [. .
.J largely Egyptian or general Middle
Eastern [. ..]" (Pohl).

6 The number 15 also plays a role: both
protagonists are 15, Norstrilia's
Queen has been gone for 15,000 years
(PB, p. 14); the “green metal cube’ of
Paul’s ordeal is ‘fifteen centimeters on
a side’ (DN, p. 13). The XVth Major
Arcana of the Chinese tarot is the
Devil (Kaplan, p. 8).

7 ‘[A] green light flash’ passes Rod into
‘a garden [of] bright green plants [. . .]
green plants [that] were roses” (PB, p.
25), guarded by a snake-man with a
‘green complexion’ (PB, p. 33).

8 We first encounter ‘St. Alia-of-the-
Knife” (DN, p. 28 epigraph) before we
even know Jessica carries her, just be-
fore the Atreides exodus to Arrakis;
we first encounter her cognate in Nor-
strilia, A’gentur the surgeon, just be-
fore Rod’s exodus to Earth (PB, pp.
102-3).

9 A ‘glassy worm of a river-cover’
courses through the Station of Doom,
‘the humped long barrel-like line
which kept the precious water from
evaporating’ (PB, p. 76).

10 The Kingfisher, which the Chinese
call fei-cui, a bird associated with the
felicities of the bed-chamber (Eber-
hard, p. 155): a symbol Linebarger
would have known from his years in
China and his study of Chinese lan-
guage under Madame Sun (Elms,
Creation, p. 266). See also ‘King-
fishers'.

11 I hardly need point out that ‘attack
sparrows’ do not, in ornithological
fact, exist. 'Would you be afraid of a
hawk with a sparrow’s beak and
claws?’ (A. Kaufmann).

12 This allows for a closer examination
than I feel warranted for the previous
three (shorter) episodes, or the fol-
lowing two episodes — a technique
that could prove overwhelming if
overused.

13 See Brian Herbert on Dune as Mars —
of course, Arrakis = Ares (L. bor-
rowed word) = aresco, ‘to become dry”
(W. Smith).

14 Earlier, when they had just arrived on
Arrakis, Jessica sees ‘spice silos [. . .]
with stilt-legged watchtowers [. . .]
like so many startled spiders’ (DN,
p. 83).

15 Compare: Song of Solomon (KJV) 2:8-
9: “The voice of my beloved! behold,
he cometh leaping upon the moun-
tains, skipping upon the hills. My be-
loved is like a roe [most versions have
‘gazelle’] or a young hart: behold, he
standeth behind our wall, he looketh
forth at the windows, shewing him-
self through the lattice” (DN, pp. 294,
298, 326); 2:14: ‘O my dove, that art in
the clefts of the rock, in the secret
places of the stairs, let me see thy
countenance, let me hear thy voice
[. ..] (DN, p. 277, 294); 4:5: “Thy
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breasts are like two young roes [ga-
zelles] thatare twins|[...]’; seealso 7:3.
The “hoop-wheel moon’ of this pas-
sage (DN, p. 286; (you will not find the
adjective in any dictionary) suggests
the hoopoe of Solomon and Sheba’s
amours, the bird that carried their se-
cret messages — and like the kooka-
burra is a near-relative of the
kingfisher (‘Hoop’; ‘Hoop Wheel’;
‘Kingfishers’).

16 Both novels curiously pair deadly
danger with “milky’: Norstrilia with
‘Bright-eyed robots [. . .] their milky
eyes glowing’ (UP, p. 54), repeated
later in a vigilance robot’s ‘dreadful,
milky eyes, always ready for disorder
and death’, watching Rod (UP, p. 92);
in Hate Hall, Rod had watched his
parents die, ‘gone milky’, vaporised
in the vastnesses of space (UP, p. 73):
Dune has the ‘milky blade’” of the
crysknife (DN, p. 440) and the fright-
ful ‘tumescent white shapes
flow[ing]” which Jessica sees in her
vision of the place where only the
Kwisatz Haderach may go (DN, p.
456); earlier, ‘[a] predatory bird [. . .]
brought a stillness [. . .] so unuttered
that the blue-milk moonlight could
almost be heard flowing[...]" (DN, p.
278); and earlier still, Duke Leto,
knowing his days are numbered,
“look[s] out the windows [. . .]. Milky
light picked out a boiling of dust
clouds that spilled over the blind can-
yons [...]" (DN, p. 110).

17 Red-coat = British soldier, during
English Civil War caused by the arro-
gance of James I = ‘Jamis’ ("English
Civil War').

18 The Mohorovicic discontinuity, about
20 miles down, separating the Earth’s
crust from its mantle (‘Moho’).

19 Wherein ‘[w]hirling silence settled
around Jessica. “Why is time sus-
pended?” An entire chain of molecules
confronted her, and she’ performs a
complex chemical equation (DN, pp.
364-5).

20 American
(“Entelechy’).

21 ‘Gods below!” In Norstrilia (PB, p. 41),
Rod swears “For sheep’s sake, sir
[. . ] Beasley admonishes him:
““Never use the Lord’s name unless
you are talking to the Lord.”” Beasley
is the Guan-di of Chinese folklore and
theater, “portrayed [...] on horseback’
(PB, p. 44) and “instantly recognisable
[sic] by his red face” (PB, p. 43) (Eber-
hard, p. 135).

22 E-ikasus: eicio — ‘to cast out’ + casus
— ‘fall; downfall’ (W. Smith, Latin-
English Dictionary, for this and sub-
sequent Latin derivations). Any
errors of interpretation are mine.

Heritage Dictionary

23 The rat, the Copt and the robot also
appear as a textual cross-reference in
the Fremen leaders ‘Chatt, Korba and
Otheym’ (DN, p. 441), in that ‘chatte’
is French for ‘cat’ (cross-referencing
Rod’s Australian ‘cat-man’ to Paul’s
‘kangaroo rat’ again), ‘korban’ (Gk)
refers to an ancient Hebrew Temple
rite, and the Coptic Church retains
certain Mosaic practices, and an ‘Oth-
man’ is an Ottoman Turk =‘automan’
='automaton’ (Am. Her. Dict.).
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