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Remember when | was crawling around the attic, ilepkor my old

Planters-peanut-man Halloween costume? | didn'tationt to the
children’s theater, like | told you. | salvaged tm®nocle, top hat, and
cane, combined them with a swallowtail tuxedo, atole away to a
midnight screening of the underrated masterpidee League of
Extraordinary Gentlemen[...] No, | won't take off my topcoat. And
that's exactly my point. | understand your confasi®he nascent trend |
have latched onto is difficult to define. (Kaye 390

I n introducing this special issue WEo-Victorian Studiesn the subject of

steampunk, we find ourselves faced with a predietdiut difficult task:
defining steampunk. Our epigraph’s speaker, theofial star of one of
McSweeney’'simagined Monologues’, observes, if comically, wheve
been considered the key characteristics of steaknpums “nascent” and
“difficult to define”, evocative of various, sometes conflicting traditions
(Kaye 2008). That being said, one common elemeaqniadnly shared by all
steampunk texts, objects, or performances is tieeoorwhich this journal is
predicated: the invocation of Victorianism. In taey culture, this can mean
a narrative set in Victorian London; one set invaufistic world that retains
or reverts to the aesthetic hallmarks of the Vietorperiod; a piece of
speculative historical fiction that deploys Victmi subjects; or a text that
incorporates anachronistic versions of nineteertittoy technologies. In
material culture, the Victorian-ness of steampurdually involves the
incorporation of stylised Victorian-era objects oostumes. As such,
steampunk is, in many ways, exemplary of the nezievian impulse that
this journal is committed to investigating. The f\dotorian enterprise is,
of course, expansive, but it is necessarily hisedhy conscious and very
often includes what Marie-Luise Kohlke describes“agltural memory
work” (Kohlke 2008: 9). Steampunk seems precisd@yillustrate, and
perhaps even perform, a kind of cultural memory kwowherein our
projections and fantasies about the Victorian eretmhe tropes and
techniques of science fiction, to produce a gehat tevels in anachronism
while exposing history’s overlapping layers. Insthintroduction, we will

Neo-Victorian Studies
3:1 (2010)
pp. 1-45



2 Rachel A. Bowser and Brian Croxall

examine steampunk (literature and culture) pripavik its aesthetics of
time, technology, and materiality, connecting buttthe genre’s Victorian
aspirations and its contemporary relevance.

1. (Neo-)Victorian Temporality

The curiously hybrid temporality of steampunk iscag its most
compelling characteristics, as well as the feathe# makes it such an apt
subject for a special issue odfeo-Victorian StudiesLike most science
fiction, it takes us out of our present moment; Imstead of giving us a
recognisably futuristic setting, complete with fustic technology,
steampunk provides us with anachronism: a pastigsharrowing from the
future or a future borrowing from the past. Theme anany different
iterations of this: the actualisation of CharlebBage’s analytical machines
within William Gibson and Bruce Sterling'Bhe Difference Engin€l990);
the reversion of one future, nanotech-enabled tigb¥ictorian-era social
organisation with the result that they actuallyl dhbemselves ‘the neo-
Victorians’ in Neal StephensonBhe Diamond Ag€1995); or the actual
nineteenth-century aesthetics that inform bothnsgemk modifications of
machinery and fetishisations of gadgets. If, ass@ibsuggests in a 2008
interview, science fiction most often understaridgresent by looking to a
future (gtd. Parker 2008), what does it mean wheuabaenre and a cultural
phenomenon looks to the past to understand motemgorary anxieties?

As a literary move, this concern with the pastagainly not without
precedent. While some Victorian-era science fictienfuturistic (H.G.
Wells’s The Time Machingl895] may serve as a canonical example), the
Victorians were no strangers to backward-lookingtlagtics, from Thomas
Carlyle’s Past and Preser(tLl843), to Alfred Tennyson’s Arthurian poems,
to John Ruskin’s engagement with ruins and mediavehitecture. Texts
like William Morris’'s News From Nowherg1890), with its utopian
imagining of a futuristic socialist society, whestability has been achieved
through a kind of reversion to an agrarian (butlieegéan) mode of the past,
may be said to fuse aspects of such forward- anckwierd-looking
impulses. In each of these examples, the auttmenrme degree, look to the
past to make sense of the present. Whether to igighthe relative
advancements and progress of the nineteenth cewturas was more
common, to wax nostalgic for the order and hierahof the past,
Victorian writers frequently understood themselvweth respect to cultures
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of the distant past, a paradigm not radically défe from the contemporary
reader’s interaction with the Victorian within steunk.

Steampunk does not, however, consistently sef wsets stories in
the past — or even consistently in a future thakdolike the past — but
overtly blends various time periods. Moreover, déineangement of blended
anachronisms is relatively unimportant. The settingld be a nineteenth-
century England where technologies are more addanes in The
Difference Enginer S.M. Peters’8Vhitechapel God§008); or it could be
a futuristic and potentially alien world where soteehnologies or social
structures have not advanced beyond the ninet@emtiory, as is the case in
The Diamond Ageor Philip Pullman’'sThe Golden Compasfl995). In
other words, steampunk does more than simply inwkdistant past: it
creates a new paradigm in which technologies, aBsl) and ideas mark
different times simultaneously, instead of signpastdifferent historical
periods; anachronism is not anomalous but becohngesdrm.

In many ways, the Victorians provide an ideal seu€ inspiration
for these revised temporal paradigms. Nineteentitucg England was the
site of major upheavals in how people understoatktidue in part to
technological innovation. In both paradigmatic amabtidian ways, the
Industrial Revolution accelerated the shift fromaagn time to factory time
and rewrote the relationships between time andymtodty. In The Railway
Journey Wolfgang Schivelbusch has written persuasivelyouabthe
inception of “railway time”, which severed the caations between time
and space by ushering in an era where larger swafthand could be
traversed in shorter spans of time; Schivelbusdtrniges this effect as the
“annihilation of time and space” (Schivelbusch 1988). Such perceptual
shrinking of space or lengthening of time produeediifferent way of
feeling one’s self in time while travelling. Patedviurphy, inTime is of the
Essence describes how the standardisation of time wasregduby the
demands of the railways schedule. Mechanisation atehdant techno-
temporal innovations radically shifted how time wed and felt for
Victorian subjects (Murphy 2001). That is, while chanisation and railway
travel may have changed the way time was meastiieg, also radically
changed the way time wdslt. We see a version of this upheaval for the
viewer or reader of steampunk, for whom an expegesf Victorian fiction
and culture, one that has been shaped by our cpotany constructions of
‘Victorian-ness’, is blended with impressions amnperience of science
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fiction, themselves also shaped by the culturatalisse that constructs
‘science fiction’ as genre. The apparent incomplétés of Victorian
literature and science fiction (high literature stes popular literature;
canonical fiction versus genre fiction) are smodtlogit in steampunk art
and literature. The temporal aesthetics of both tovianism and
anachronistic technologies are mashed togetheseptiag a new and
somewhat disjunctive aesthetic experience

Yet industrial upheaval was hardly the only forermulating time
during the period. The scientific discourse of theeteenth century also
shifted perceptions of time and perhaps plays @&m evore substantive role
in the temporality of steampunk culture. Charleselly three-volume
Principles of Geology(1830-1833) lengthened the planet’s timeline to a
degree that staggered the Victorian imaginatiorlllsywork created a kind
of catastrophe for the nineteenth-century subjeatslerstanding of the
earth’s history by insisting that there had bearfact, no catastrophe. Prior
to Lyell’'s work most geologists subscribed to thedry of catastrophism
for explaining the origin of the earth and its fatmn. Jerome Buckley, in
The Triumph of Timenotes that

the orthodox theory of the earth, through the @ghtthirties
and even into the forties, remained catastrophieenotion
that sudden cataclysms of nature, violent uphea\atsl
inundations, had given the world its shape andcsira.
(Buckley 1966: 27)

Catastrophism seemed to support the Biblical nagabf the earth’s
formation and development. The theory endorsed amephry age that
mapped onto the Genesis account, and it allowedmeagents such as the
Great Flood to determine the planet’s physicaldnyst

In contrast, Lyell built on the earlier work of degist and chemist
James Hutton to develop a theory of uniformitaganiLyell’s supposition
was that without any indisputable physical evideofecatastrophe, one
must instead proceed under the assumption thaatik’s history could be
extrapolated from the available evidence: fossitords, sedimentary
deposits, and landscape features. From that eveddrecconcluded that the
earth was in fact much older than had been thoagttthat slow, gradual
changes — not catastrophic events — accountedhforptanet's present
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condition. Lyell proposed that the “assemblage eriegal causes” apparent
to the geologists surveying their planet

may have been sufficient to produce, by their waio
combinations, the endless diversity of effectsywbich the
shell of the earth has preserved memorials, ansistently
with these principles, the recurrence of analogdhanges is
expected by them in time to come. (Lyell 1997: 26)

Accordingly, James A. Secord summarises Lyell'sfarmitarianism as
“the doctrine [...] of slow change wrought by sucheglagents as erosion
and sedimentary deposit, forces everywhere stilleat” (Secord 1997:
xvi). By focusing on changes that are “still evitfenLyell’'s theory
suggested that the forces that shaped the Eattte ipast continued to work
within in his — and our own — times. This emphagiontinued, observable
forces at work in the present is signalled by Lgesdubtitle to the text: “An
attempt to explain the former changes of the Earshrface by reference to
causeiow in action” (emphasis added). In fact, Lyell's eatparadigm is
often summed up as ‘the present is the key to déisé.p

Lyell's invocation of causes “still in action” resates with what
many scholars say about speculative fiction: tharsdeties which inform
the moment of a text’s production are those thiarim its representation of
its projected temporal settings; the causes optheent are “still in action”
in the future. In other words, the present is thg to such texts’ particular
futures. Of course, Lyell's uniformitarianism adtyaproposes that the
present rather than future, is the key to the past. Idgdeteampunk looks to
the present to illuminate the past, the past tamihate the present, the
future to illuminate the past, and the past toniilbate the future: its most
defining feature may therefore be the jumbling airkers from different
time periods in order to illuminate compatibilitgatastrophism troubles the
relate-ability of the past to the present, insgstom such radical changes that
geological periods cannot be legibly connected doheother unless an
unseen (and un-evidenced) catastrophe is invoked. paradigm resonates
with the more contemporary concept of technologsiaularity, which
itself informs so much science fiction, especidlig cyberpunk novels that
dominated speculative fiction in the 1980Burthermore, catastrophism
does not insist on the primacy of visible evidentmiformitarianism
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suggests that the past, present, and, impliciilg, future, no matter how
incompatible they seem, can be linked via causesowe see in action.
M.R. Leeder, in his analysis of the “foundationsseflimentology”, notes
that

[Lyell] saw all Earth surface processes as aimadtds one
or the other of [reproduction via sediment depaosit
destruction via erosion], with the resulting bakmeing the
state of the Earth as we see it now, or at any tinke past.
Thus it was Lyell’'s philosophy that as we look balctough
the Earth’s history we should look for a similarldree.
(Leeder 1998: 98)

The geologic record, containing visible data tharks distinctions between
geologic ages, can be understood through a lens ftltaises on the
commonalities.

Steampunk is premised on these temporal connecespgcially in
visible manifestations. Steampunk asks us, perkiggp#s material culture
even more than through its fictional instantiatiotwsconsider the apparent
disjunction of a turn-key starter and a laptop catap(see Figure 1).

Figure 1: Detail, Datamancer’s Steampunk Laptop.
© Richard Nagy, reprinted with kind permission of the artist.
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Then steampunk asks us to look harder and apprettexid aesthetic
compatibility. Calling it aesthetic compatibilityay, in fact, understate the
point. In the laptop, modded by the technical afbiatamancer (Richard R.
Nagy), the compatibility is operational: turningetkey actually boots the
machine.

We might say steampunk takes the paradigm onefstéper and
asks what happens when the markers of various figneds are estranged
from their contexts and made simultaneous. Steakipemacts key
principles of uniformitarianism by forcing the apeatly disjunctive
markers of time periods — laptops and brass lide&t — to reveal their
affinities. The point of modding your laptop to lodike a turn-of-the-
previous-century machine is not to create an olgeatadically mashed-up
that one cannot discern its functionality, but tscdver their aesthetic
commonalities, to blend them in a way that verges cancelling the
difference.

While the staging of this uniformity is most immatdéily apparent in
steampunk objects, we discover it in literaturewasl. Stephenson’3he
Diamond Ageprovides a particularly apt world, a futuristiceoim which the
members of the most powerful social and econommadgaphic, the neo-
Victorians (or ‘Vickys’, as they are called by thevel's more irreverent
characters), have decided that modelling theiradogtructure, education
system, aesthetic modes, and parliamentary monancttie Victorians of
the past is more conducive to success than any ogten. In other words,
they identify the “causes still in action” — thelwas, goals, and methods
applicable to both the Victorian-era and this ‘newvorld of
nanotechnological tribalism — and string them tbgeto form an identity-
narrative that explains the two periods in relationone another. The
novel’'s protagonist engineer, John Percival Hacklwoobserves that his
tribe’s insight and achievement consist of “lookfinto the nineteenth
century for stable social models”, while having tgnown much of the
ignorance and resolved many of the contradictitrad tharacterised that
era” (Stephenson 2000: 24). The novel very explicpositions the
nanotechnological revolution that precedes the Fowaetion as analogous
to the Industrial Revolution of the Victorian ewith the neo-Victorians in
control of the technological advances and therefrine top of the global
food chain.
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The geologic debate, itself relevant to the shgftivictorian
temporality that is so important to steampunk, verdy referenced in
another foundational text for the steampunk ge@ibson and Sterling’s
The Difference Engindn the novel’'s alternate Victorian world, the ]
players in the field of Victorian geology — Charlegell, William Buckland,
Georges Cuvier — are all mentioned at some poime Of the novel's
protagonists, Edward (Ned) Mallory, is a pioneersegentist (he discovered
the “brontosaurus” in North America) and Catastisphwho makes
frequent mention of the associated debates, patigwvith reference to his
rivals in the scientific community. In explaininiget distribution of influence
within that community, he tells a friend who hirés Mallory’s likely
elevation to a Lordship, “You don’t know the patdiof the Royal Society.
I’'m a Catastrophist. The Uniformitarians hold swashen it comes to the
granting of tenures and honors [sic]. Men like lLLyahd that damned fool
Rudwick” (Gibson and Sterling 1992: 85). (Mallorgtaally imagines that
Lyell himself is actively sabotaging him throughdbe novel; see Gibson
and Sterling 1992: 200.) When arguing about thepgrevay to display the
brontosaurus skeleton he brings home, Mallory sstggéhat decisions
about its posture are in fact arguments aboutvwentorldviews:

The Uniformitarian faction wish these creatureseéem dull
and sluggish! Dinosaurs will then fit their slopk gradual
development, a slow progression to the present day.
Whereas, if you grant the role of Catastrophe, 3amit a far
greater state of Darwinian fitness for these macgmit
creatures, wounding as that may seem to the varuofi¢us]

tiny modern-day mammals [...]. (Gibson and Sterlir@92:
124)

The power struggle Mallory refers to is represemeadf how the paradigms
are depicted throughout the novel; the narrativesitpms Lyell's
uniformitarian insights as divisive but increasingbminant. They are also,
surprisingly enough, somewhat boring. Benjamin & who in this
novel's world is both a ghost writer and an autbbr‘sensation-novels”
(Gibson and Sterling 1992: 120), reminds Malloryragch while they work
on a book about the latter's American adventuresofding to Disraeli,
catastrophism
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[m]akes a fine climax, that business with the gsatshing
comet, and the great black dust-storm wiping olutegitilian
life and so forth. Very dramatic, very catastrophitat’s
what the public likes about Catastrophism, Mallory.
Catastrophe feels better than this Uniformity drafgout the
Earth being a thousand million years old. Tedious laoring

— boring on the face of it! (Gibson and Sterlin@29195)

Counterintuitively, catastrophe “feels better” thatiformity. Disraeli is
probably right, in terms of explaining history iroth a marketable and
comfortable way. Catastrophe, after all, seemsllawafor all the divine
interventions of a Bible-driven reading of histognd it certainly makes
things more exciting by condensing the timeline argilsting that systemic
changes can happen (and have happened!) in thedflan eye. As Mallory
puts it, “Nature does leap [...]. Complex systems can make sudden
transformations” (Gibson and Sterling 1992: 125igioal emphasis).
Indeed, catastrophism is the paradigm that lersidfimost to a belief in
exceptionalism, whether that exceptional thing WWegtern) humanity, the
Industrial Revolution, or the British Empire.

In keeping with actual geologists, Mallory comes aodifferent
perspective, if only gradually, by the end of tlowel:

Envision Edward Mallory in the scholarly office of
his palatial Cambridge home. It is late. The great
palaeontologist, his field-days long behind him ahid
Presidency [of the Royal Society] resigned, nowodes the
winter of his life to matters of theory, and to tkabtler
outreaches of scientific administration.

Lord Mallory has long since modified the radical
Catastrophist doctrines of his youth, gracefullaratoning
the discredited notion that the Earth is no momntkthree
hundred thousand years old — radioactive datingingav
proven otherwise. It is enough, for Mallory, that
Catastrophism proved a fortunate road to highetoggzal
truth, leading him to his greatest personal triumge
discovery, in 1865, of continental drift. (GibsomdaSterling
1992: 319-320)
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In Mallory’s shift from catastrophism to uniformitanism, we see a mirror
for steampunk’s unigue and definitive invocatiorterhporality. Steampunk
assembles a new temporality, one that relies orfasur details of
anachronism, incompatibilities, and non-lineariyd yet this approach to
temporality, for all of its novelty, has the simarleous and paradoxical
effect of minimising the categorical differencestviieen time periods.
Steampunk illuminates the compatibility of laptogsd brass, of steam
engines and nanotechnology. Steampunk insists,thar ovords, on our
continuing status as ‘other Victorians’ and does isopart through a
manipulation of temporality that in its very maddilons invokes the
temporal revisions and reversals of the Victoriem e

2. Why SteampunkNow?

Mallory’s inclination to read history as a seriek aatastrophes
informs many of the scenarios in cyberpunk fictioms previously
mentioned, but also resonates with some recurtiegnés in the cultural
reaction to steampunk. There is a tendency to iijeshd define this new
phenomenon (or any novel phenomenon) as radicaly, i categorical
break from preceding forms of science fiction arah fculture. While
tempting, this view steampunk culture as a kinceafptive event, whose
mashup of time periods, art forms, and high and ¢oNture, manifests an
exception to established science fiction norms, lesn shown by many
scholars to be short-sighted (Hantke 1999; NevBG382 Onion 2008). We
may look at some evidence that signals a mete@acto prominence (more
on this below), but if we look with an eye for caations, a network of
predecessors and influences becomes apparent.

That being said, one could reasonably concludestesmpunk is a
recent phenomenon. For all intents and purposesimgunk appears to
have been barely a blip on the collective consciess until 2007 — at least
insofar as the collective consciousness can be uredhsby worldwide
Internet traffic and can be reported by Google @isefsee Figure 2).
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Gox ngﬁ trends [seampunk VoaTe

Tip: Use commas te compare multiple search terms.

Searches Websites

Scale is based on the average worldwide traffic of steampunk in all years. Learn more

steampunk 1.00

Search Vakima ingdax

.00

Rank by |steampunk |

Figure 2: Detail, search of “Steampunk” on Google Trendseased 9 July 201D.
© 2010 Googlereprinted in accordance with ‘Google PermissiGaoidelines,
http://www.google.com/permissions/

As this graph illustrates, from 2007 on, steamptekame increasingly
visible online. Internet-based publications, sushtt®e group blog ‘Boing
Boing’ and the blogs d#Vired magazine, began covering the do-it-yourself
(DlY) and maker culture’s increasing fascinationthwia neo-Victorian
design aesthetic. But steampunk perhaps becomgsptrblic with a May
2008 feature story iThe New York Timesee La Ferla 2008). Later that
same year, the GOGBOT Festival in Enschede, TheeXlands, embraced
a steampunk theme, and in October of 2008, thegumal ‘California
Steampunk Convention’ (since renamed the ‘Nova @kibiSteampunk
Exhibition’) took place in the San Francisco medred’ Such events have
continued to the present, with — to cite only thesamples — September
2009’s initial ‘The Asylum: The UK Steampunk Festivin Lincoln,
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Lincolnshire, and the first of both the ‘Steampuwikorld’s Fair’ and
‘Victoria Steam Exposition’ taking place in May 2ZDin Piscataway, New
Jersey, and Victoria, British Columbia, respectveMedia coverage of
steampunk has proliferated as well: major artioleshe subject appeared in
Time (US), The GuardianUK) and The Ottawa Citizein December 2009,
February 2010, and May 2010, respectively (seerbs§€nan 2009; Barnett
2010; Petrescu 2010). The prominence of the movemas such that
Oxford University’s Museum of the History of Scienhosted ‘Steampunk
Art and Design’ from October 2009 to February 20t@ecame the “most
popular exhibition” in the history of the museurngarding to its curatof.
What this recent coverage of steampunk maker amdudlure often
belies, however, is that the larger (sub-)culturelvement of steampunk
grows out of a literary tradition that is at ledéisirty — rather than three —
years old. As others writing about steampunk, idicig Steffen Hantke and
Jess Nevins, have noted, steampunk novels firsirbagpearing in the late
1960s and early 1970s wiRonald William Clark’sQueen Victoria’'s Bomb
(1967), Michael Moorcock’3he Warlord of Ai{1971), Harry Harrison’&
Transatlantic Tunnel, Hurrah(1973), and K.W. Jeter'$lorlock Night
(1979), in which the Morlocks of Wells'§he Time Machineuse the
eponymous device to time-travel to and then menMacwrian England”
Other steampunk stories appeared throughout th€@s]l98cluding Tim
Powers’s The Anubis Gateg1983); James Blaylock’s “Lord Kelvin’s
Machine” (1985, novelised in 1992) aktbmunculus(1986); Bob Shaw’s
The Ragged Astronaut§l986); and Jeter'dnfernal Devices: A Mad
Victorian Fantasy (1987). Interestingly enough, these novels, which
constitute the first decade or so of steampunk.eweeatedbefore the
moniker ‘steampunk’ itself was. By all accountscluding the Oxford
English Dictionary ‘steampunk’ was first used by Jeter in a 198ite
Locusmagazine to describe the work that he, Blaylockl Bowers, who
met one another at California State University)dfton, had been creating:

Personally, | think Victorian fantasies are goimg ke the
next big thing, as long as we can come up withttnd
collective term [...]. Something based on the appabe
technology of the era; like ‘steampunks,” perhap@leter
1987b: 57, original ellipse$)
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In all likelihood, Jeter's neologism was a tongoezheek reference to
cyberpunk. Cyberpunk had emerged as a literary mewé around the
same time as steampunk, but it found its name -aad@nce — sooner. But
there appeared to be more in common between cytlergod steampunk
than simply the genres’ etymologies when Gibson &terling — two
authors who were arguably the most visible reprasees of cyberpunk —
co-wrote The Difference Enginén 1990, bringing steampunk to wider
attention. Gibson and Sterling’s steampunk noveaflenanly more apparent
what previous stories by Jeter, Blaylock, Powersl athers had already
limned: steampunk, as Nevins puts it, “rebels agjdime system it portrays”
(Nevins 2008: 10). Like cyberpunk, steampunk cuiig this system’s “lack
of mercy” and how its “cutthroat capitalism” tredusth the haves and have-
nots (Nevins 2008: 10). Rather than focusing orear riuture, however,
steampunk echoed its Victorian cultural and sdientbots by examining
the past that appeared to have produced the conslitf the present.

For most of the twenty years since Gibson and iStgsl novel was
published, steampunk has continued largely asesaty endeavour. The
1990s saw many of whom Nevins calls the “first gatien of steampunk
writers” turn their attention elsewhere, althouglayBock publishedLord
Kelvin's Machinein 1992, a substantially reworked novelisatiomisfshort
story of the same name. New authors, however, beyatoring neo-
Victorian cultures and technologies. Paul Di Fibfg The Steampunk
Trilogy (1995), the first book with ‘steampunk’ in its &tlcontained three
novellas, the first of which places a humanoid newthe throne, while its
scientist-naturalist hero searches the London wvalédt for the missing
Queen Victoria. Philip Pullman’s trilogyis Dark Materials(1995, 1997,
2000), takes place in alternate universes, whete@ated versions of
nineteenth-century transportation technologiestet@ngside sorcery. And
Neal Stephenson followed Gibson and Sterling’s leadransitioning from
the cyberpunk oSnow Crash(1992) to the nanotech-driven steampunk of
The Diamond Agé1995). The decade ended with the appearances dir
volume of Alan Moore and Kevin O’Neill’s graphic viel The League of
Extraordinary Gentlemei1999), which combines characters and situations
from H.G. Wells, Jules Verne, Bram Stoker, Riderggtd, Louis
Stevenson, Edgar Allen Poe, and more in a postmquiestiche.

The production of steampunk literature increaseploegntially in
the most recent decade, as a glance at even Wiaipeavoefully
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incomplete “list of steampunk works” will attésChina Miéville’sPerdido
Street Station(2000) is set in New Crobuzon, which incorporateshba
grungy, gritty East-End London feel and technoledieat resemble those of
the Industrial Age. Subsequent Miéville novélse Scar(2002) andiron
Council (2004) are set in the same world. Philip Reewtgstal Engines
Quartet(2001, 2003, 2005, 2006, known Bise Hungry City Chronicles
the United States) is set many millennia in theurkeit in a post-nuclear-
apocalypse world, where most electrical technobdiave been lost and
London and other cities have been mounted on ggyaohtinuous tracks.
The world is run by the principles of Municipal Danism, whereby
stronger cities literally run down and devour seralnd slower towns and
villages. Fittingly for a society that resurredi® tscience, technology, and
class strata of the Victorian era, the first nanaihe seriesMortal Engines
(2001), opens in a favourite Victorian space —rthtural history museum —
and features those most Dickensian of protagonisghans. Moving from
the future to the past, Reeve’s other steampunlelaoy thelarklight
trilogy (2006, 2007, 2008) — are set in a ninetear@ntury where Britons
have been exploring space for more than a centBygythe first novel's end,
the protagonists have travelled to Mars, befriensgigés and pirates, and
foiled interstellar spiders who, among other thjngsve turned the Crystal
Palace at the 1851 Great Exhibition into a mecl#nimenace. As
steampunk has become more broadly visible in poputure, still more
novels have appeared: Stephen Huiit® Court of the Ai(2007) is the
first of four novels (to date) in his Jackelian issy S.M. Peter’s
Whitechapel Godgresents its titular London neighbourhood ruledtlyg
mechanical deities; Cherie PriesBoneshaker(2009), nominated for the
2010 Hugo Award for Best Novel and winner of thd@@Qocus Award for
Best SF Novel, moves the spatial location of mutlsteampunk to the
American West in the 1880s, while the Civil Wasidl on-going; and Scott
Westerfeld's Leviathan (2009) moves the temporal location of the
steampunk genre to 1914, where the First World Wsarabout to
commenceé’ At least one ‘high’ literary postmodernist appetarfiave been
paying attention to steampunk during the new miliem: Thomas Pynchon
opens his 2006 novelgainst the Day with the so-called ‘Chums of
Chance’ taking to the sky in their airshionveniencat the 1893 World’s
Columbian Exposition. While novel-length texts haveen dominant in
steampunk literature through the last 30 years; tepresent by no means
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the only format. Two anthologies of shorter steankpfiction published in
2008 sought to demonstrate this point, as well caslraw the public’s
attention to the literary roots of steampuhkThe Internet has provided
other new venues for the publication of shorter/anderialised steampunk
fiction. SteamPunk Magazinéaunched in April 2010, publishes several
stories in each of its PDF-native issues, &elmpunk Talesiakes short
steampunk fiction mobile by offering its eight issu(to date) as iPhone
apps, MobiReader eBooks, or formatted for Amazan:sKindleX" Phil
and Kaja Foglio’s webcomiGirl Genius which won the 2009 Hugo Award
for Best Graphic Story, is published online thrieees a week, with books
printed after every 100-150 comics, and is just oheeveral steampunk
themed webcomic¥!

Of course, the recent rise in steampunk literatpagallels the
material culture that has grown up around steampuarike last few years.
Determining which of the two phenomena began fustld be complicated
and, more importantly, would obscure a much moter@sting question:
why is steampunk in both its literary and fan-cidtumanifestations
emerging into the mainstreanow? After all, as our brief and necessarily
incomplete history of steampunk literature showws,allmarks of the genre
have been around for at least 30 years. What, thethe last four or five
years has led more authors to dress their chasactdsrass goggles, more
craftsmen like Datamancer or Jake Von Slatt of $teampunk Workshop
to modify laptops, keyboards, or light switch pftenore artists such as
Paul St. George or Tim Wetherell to create andalhgieces such ashe
Telectroscopeor Clockwork Universen cities and museums around the
world, and an increasing number of fans to attemthyaa growing number
of conventions dressed in their (neo-)Victoriarefiy?"

To understand the emergence of steampunk in tiseprenoment, it
is useful to return to Jeter's 1987 lettelLtwcus in which the word itself is
first used. In this document, he suggests thatetra for the fiction that he
and his friends had been writing should be “basedtlee appropriate
technologyof the era” (Jeter 1987b: 57, emphasis added)s $tatement
suggests that it is perhaps the technology thattemsatmost within
steampunk. If, given the wide range of physical &mporal locations in
which literary steampunk has been set, the easvest to characterise
steampunk is that one knows it when one segzaitgUS Supreme Court
Justice Potter Stewart), then we recognise steakngenerally because of
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the Victorian technologies — real or imagined —sge within it: dirigibles,
steam engines, and difference engines built obtadgs rods and cogs, cogs,
cogs. Since, as Gibson suggests in a 2008 intervigsience fiction is
necessarily always about the day in which it wastewr”, the emphasis on
technology within steampunk suggests that the ¢erpepularity says
something about our experiences of, unease withdasires for technology
in the present (qtd. in Parker 2008)Indeed, steampunk’s preoccupation
with technology echoes similar concerns in the dargeo-Victorian
enterprise in which steampunk finds itself.

What has happened with technology in the last 20sythat we have
been living with steampunk? A key technologicalanation of the 1980s
was the personal computer, which soon changed mgtveork places but
also homes. In the 1990s, the public’s discovershefinternet meant that
wires began to be associated not only with elattribut also with
information. (It is telling that the pre-eminentkemagazine of the 1990s
was namedVired) Since 2000, technological objects have triebdoome
invisible. Personal computers shrank from occupyngentire desktop and
became portable or embedded within other objeatscauld suddenly carry
a computer on our backs and one in each pocketilgnpbone and mp3
player). The wires of the 1990s were disposed dhasworld increasingly
became wireless; the result was that we literaltgdme surrounded by
invisible information flows and the unseen techggidhat made possible
these flows and their navigation. This drive towamd aesthetic of
technological invisibility could perhaps most epdie represented by the
designs of Apple Inc. For example, Apple’s MacBdokis a computer that
is less than an inch thick, that all but disappedren viewed head-on, and
Apple’s ubiquitous iPod continues to shrink in siaead weight while
continuing to increase its capacity. Making objexgssmall and compact as
the iPod and the MacBook Air necessitates compresnisuch as batteries
that users cannot replace because they are sedthth whe device.
Replacing the batteries on one’s own voids the aesiwarranty. Therein
perhaps lies one of the reasons for the contempdescination with
steampunk: for while many of us desire the latglsiniest gadgets (having
come of age in a consumer culture that is itsgdfauct of the Victorian
era), we are equally aware that we are constrdnyethese objects of our
desire. When a device like the iPad has only orttobuand is a sealed slab
of glass and metal, we face becoming alienated fsantechnology"" It is
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no longer easy — if even possible — to modify i@d that we depend on,
because we cannot get at the inner workings ohéndware, which may be
sealed or even invisible to us (such as a wiretesser placed out of
sight)X™" And this says nothing about the difficulties ofrking with either
the software that enables such devices to run eretid-user licensing
agreements (EULAS), to which users must agree beduen beginning to
use particular software. Ironically, personal cotepsihave stopped being a
technology that initially attracted garage hoblsyistich as Apple founders
Steve Jobs and Steve Wozniak, having been transtbimto tools that can
only be repaired by a guild of highly trained warkeWhile Apple’s
products certainly represent how we have becomtargied from our
everyday technology, this alienation is not unitméheir products. Indeed,
it is difficult to repair one’s automobile theseydasince problems may as
easily occur with the car’'s onboard computer systamwith its mechanical
parts™™ Undoubtedly, computers — tme plus ultraof ‘technology’ in our
contemporary moment — have greatly improved oueslivYet computer
design and complexity have also made it all butassgble for most of us to
interact effectively with the structural componerdt these basic and
important building blocks of our globalised econoamg culture.

If the technology of our present tends toward tnasible and the
inaccessible, technology within steampunk is vafiecent indeed. Where
today’s computers are as small and light as passdifference engines in
steampunk literature are extremely large and heBg.ones in Gibson and
Sterling’s novel are each as “big as rail-carsoseénd” and must be housed
in a room with a thirty-foot ceiling “alive with gming pulley-belts [and]
lesser gears drawing power from tremendous spdigadhéels on socketed
iron columns” (Gibson and Sterling 1992: 137). Whenuch of our
technology today embraces a clean, glossy, or hmdisaesthetic, the
technologies within steampunk are often dirty amsdehrough edges. In
Blaylock’'s story, those helping to assemble thellait Lord Kelvin's
Machine — a massive device the size of a barnvitidhopefully reverse the
earth’s polarity and prevent its collision with antet — are described as
“grimed machinists” who are “grimed with oil” (Bléock 2008: 31, 34).
Where today’s technologies tend to be electrida@arapunk technologies
are mechanical. Because the tools of steampunkatarge, heavy, dirty,
and mechanised, those using them are always abfriskury, as opposed to
enjoying the promise of technological transcenddheg is offered by the
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present’s ever-revolving array of gadgets. In shetgampunk technologies
aren’t invisible; instead, they are eminently tduhgi— although getting
touched by the machines themselves can be hazardous

The danger of these neo-Victorian machines perleaptains why
goggles — more than any other object — appear squéntly within
steampunk literature and fan cultdfeWhether one is producing the
“complicated alchemical reaction which can drivehgp through space far
faster than the speed of tardy old light”, as tbeng girl Myrtle Mumby
does inMothstorm (2008), the third book of Reeve’s Larklight trilggor
simply piloting an airship as Agatha Clay doesGml Genius “smoked-
glass goggles” work to keep the steampunk protageafe (Reeve 2008: 3,
2). But the ubiquity of goggles and mechanised dangthin steampunk
points to another important difference between teaghnologies and those
of steampunk: the characters within steampunk iakerers. While today
we are penalised by the makers of our gadgets dpem and modify them,
protagonists like Myrtle or Agatha amhemselveshe makers of their
gadgets. They build and adapt their tools to $wetrtown needs. Thus, if
steampunk, as defined by Jeter, is broadly abeutappropriate technology
of the era”, it appears that the characters whaat@ethis “appropriate
technology” are more often than not treatorsof it rather than merely its
beneficiaries?

One finds an excellent example of the tinkerer ils@uin the
opening moments of Katsuhiro Otomo’s filsteamboy2004). In his spare
time from his job as a maintenance boy in a textil$, Ray Steam works
on perfecting a monowheel, a one-wheeled trangjpmmtdevice that he sits
within rather than atop (see Figure 3). From cont@xevidence in the
opening montage, the viewer determines that Rayokaa working on the
monowheel for quite some time, trying to scroungethe correctly sized
parts for the vehicle. When he prevents a boilehatmill from exploding,
he gets “a bit scalded”, as he tells the forema,he also nicks the final
brass valve that he needs to complete his pro¢etgets the monowheel
running just in time to make his escape from a grad anonymous,
menacing men (some of whom are naturally wearirgglgs) that converge
on his home and try to steal a mysterious packlgehas just arrived for
him, propelling Ray into the film’s central contlicThe protagonist’s
monowheel sputters at first, but it eventually dite life as he pulls it into
gear, allowing him to outrun those chasing him, bef-built, steam-
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powered vehicle’s technology being tested agaiastl (visually compared
to) the devices of his pursuers and of the trairwkmse tracks he runs
parallel (see Figure 3).

Figure 3: Frame fronSteamboydir. Katsuhiro Otomo© 2004 Katsuhiro Otomo, Toho,
and Sony Pictures Entertainment Reprinted in accordance with fair dealing guides.

In this opening sequence we see that Ray is a modkeérer. The

monowheel does not work correctly at first, but Ra&gps working on it,

until it runs according to his design. He idensfiproblems with the
device’s functions and makes changes quickly. Aaidtly, there is no

problem of access or voiding warranties, sincefithe monowheel’s parts
— the gears, the steam engine and boiler, theirghifhechanisms — are
always already visible and attainable, ready tonoelified (see Figure 3).
Ray proves adaptable throughout the rest of thm fithenever he is
confronted with a new tool or technology, quickisemilating the new into
what he already knows. The tinkering that Ray deemmblematic of what
most steampunk heroes (and practitioners) do irfame or another.

In some ways, tinkering seems dependent upon témiiee that are
more mechanical than those of our present. Withhawgical technologies,
one mayseewhat is wrong or what may be improved in a way thanuch
less possible with electrical devices. It is thisngiple of mechanical
visibility that allows Anna Fang iMortal Enginesto build an airship out of
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spare parts, while she is a slave in a town’s girghrds, “sneak[ing] an
engine here, a steering vane there, until she heikelf thelenny[Haniver
and escaped” (Reeve 2003: 95). It is merely by rmbsen of the
mechanical objects around her that the enslaved Agsrns not only how
to build an airship but also how to pilot it to sf since slaves were not
taught how to fly. The same principles of tinkeriagd observation come
into play later in the novel, when Anna has beetiedi and Tom
Natsworthy, the protagonist of the story, deciadepilot theJenny Haniver
When asked if he knows what he’s doing, the teenag® has only flown
in an airship twice and a balloon once, nods andeptl used to build
model airships when | was little, so | understdmalgrinciple” (Reeve 2003:
251). Tom learns all he needs to know from modsisce the models
operate on the same simple, mechanical princigéseareal device.

Steampunk makes heroes not only of those who kb#idt own
devices, but also those who discover and develegstience behind them.
Accordingly, Thomas Edison or Nikola Tesla are aotisual characters to
include in steampunk texts, such as Matt Fractiod §teven Sanders’s
graphic novelThe Five Fists of Sciend@006) or Christopher PriestEhe
Prestige.And it is no accident that the only person in Digfo’s ‘Victoria’
who can save England in her moment of crisis prowese Cosmo
Cowperthwait, the scientist-naturalist, who notyonhderstands how to
grow humanoid newts but also develops a uraniumepedvsteam engine,
which runs on “only a few ounces of fuel” and rersdebsolete Robert
Stephenson’®ocket- the most advanced locomotive of its day andotiee
which provided the model for all steam engines ughwut the Victorian
age (Di Filippo 1995: 215"

With the regularity of the rotor, steampunk preseit$ audience
with technologies that are open to modification ave literally being
invented by its heroes. The recurrence of the tmgg makes plainer the
contrast between the relationships individuals hath technology in
steampunk literature and in our real-world pres&teampunk presents us
with a world in which individuals are masters ogkithtools, rather than
being restrained by warranties, EULAs, and DRMThe genre’s appeal,
in part, emerges from an individual’s autonomynira science that does
not require massive funding, and a world in whicisexconsumption exists
but products themselves are still frequently bhbyt hand. It is this DIY
ethic, something that in today’s climate of teclogyl looks very much anti-
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authoritarian, that earns steampunk its ‘punk’pssi In the early twenty-
first century, then, steampunk stages a rejectioreceived notions about
how technology should be treated and who shouldoder, make, or
modify it. As Bruce Sterling described it for th@@ GOGBOT festival,
steampunk embraces “punk’s do-it-yourself aspeutsii@ determination to
take the means of production away from big, mindeg®ing companies
who want to package and sell shrink-wrapped cultpraduct” (Sterling
2008). Steampunk, like punk rock before it, workshock the mainstream
into questioning its behaviours and values, speadlff around the notions of
technology. Granted, steampunk tends to be a biergenteel than punk
rock. It doesn’t need mohawks or safety pins siafer all, it is shocking
enough to drop a computer into the nineteenth cgrduto come face-to-
face with someone wearing a topcoat and derby h02Well-tailored
clothes notwithstanding, steampunk’s rise in th& faw decades — both
within literature and as a broader cultural phenoone— has everything to
do with this punk sensibility regarding technologypolitics of taking back
control.

In this interpretation of what is ‘punk’ about stgaunk, we differ
somewhat from Jess Nevins, who wrote an insightftroduction to the
2008 Steampunlkanthology edited by Ann and Jeff VanderMeer. Nevins
argues persuasively that one should locate theceahats of steampunk
even earlier than the 1970s. To this end, he paintse nineteenth-century
genre of the Edisonade, American dime novels andlsgin which

a young American male invents a form of transpmaand
uses it to travel to uncivilized parts of the Ancan frontier
or the world, enrich himself, and punish the enanaéthe
United States, whether domestic (Native Americans)
foreign. (Nevins 2008: 3-4)

This genre had largely declined within the openyegrs of the twentieth
century, but Nevins sees steampunk as a “reaati@md conversation with
many of the assumptions and biases” of the Edissmate “technological
optimism, exploitative capitalism [...], and theaiious exercise of bigoted
wish-fulfilment” (Nevins 2008: 7, 9). Steampunk tens, Nevins suggests,
“are all too aware of the realities which the Ed&de writers were ignorant
of or chose to dismiss” and produce worlds thatcaresequently “polluted,
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cynical, and hard” (Nevins 2008: 10). Yet Nevinsoatecognises that recent
steampunk does not operate exclusively along thesg and as a result he
draws generational lines. The first generationwhiées, begins in the late
1970s and culminates in 1990 willhe Difference Engind-rom that point
on, he claims, steampunk entered its second gemeravhose authors
“changed steampunk from an argument to a style amqubse, even an
affectation” (Nevins 2008: 8). What Nevins critiguén contemporary
steampunk, then, is that it does not go beneathsthéace details of
tinkering with anachronistic technology. Secondegation steampunk,
Nevins concludes, “is not true steampunk — thelétis to nothing ‘punk’
about it", because “[tlhe politics of the punk pgas1 have largely
disappeared” (Nevins 2008: 10). In our view, howeXevins is somewhat
short-sighted in claiming that contemporary steamkpuhas been
“emasculat[ed]” by abandoning its ideology (Nevig808: 11). While
recent steampunk might not critique imperialismon@lism, class, race, or
gender issues in quite the same way that 1980mpte& did — and those
who think it does none of these should read Stesrés The Diamond
Age Moore and O'Neill'sThe League of Extraordinary Gentlem&eeve’s
Mortal Engines or Rachel E. Pollack’s ‘Reflected Light’ (2007) sas to
redress their misconception — the contemporaryirfason with steampunk
technologies, style, and surfaces is not merel-iagcription of the values
of the Edisonade. Viewed in the light of today'slat®nships with
technology, tinkering or building your own devicas, we've claimednust
be read as ‘punk’. In fact, one might say that émgphasis on tinkering with
technologies is even more ‘punk’ than Nevins’stfgeneration steampunk,
since instead of “rebel[ling] against the systempdrtrays (Victorian
London or something quite like it)” (Nevins 20083)1the technological
tinkering within steampunk rebels against the sysie which it currently
finds itself, namely our present day. Remakingtdahnologies of the past,
in other words, must be read as a politics of rengakur relationships with
the tools of the present. This isn’t to say thaviNg's generational divide
isn’t useful; instead, it seems that he has tocomdy judged the usefulness
of a steampunk imaginary and has, as a result, gitggly “mourned” its
passing (Nevins 2008: 11y’

Having already discussed the differences betweertdbhnologies
of steampunk and those of our present, it is wpdimting out that at least
one commonality exists between the two. While thevard appearance of
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the imagined technologies is radically opposedtsé of our present day —
large, heavy, rough, dirty, and mechanical as opgds small, light, glossy,
clean, and electrical — tHfanctionsof the devices tend to be identical. The
characters in steampunk texts frequently employ prders, airplanes,
automobiles, mobile phones, and more. It is oné/ribme and the outward
appearance of the objects that differ significafriyn the present. Thus, the
tools of steampunk are, as Paul J. McAuley and Jolute write inThe
Encyclopedia of Fantasy‘technological anachronism[s]” (McAuley and
Clute 1997: 895§ As the tinkerers of steampunk are in the procdss o
inventing, building, and modifying devices that\eethe same function as
our own technologies, we are once again presentédan opportunity to
consider what it would be like to be in control tethnology — and not
simply any technology, but the technologies thatame ourselves depend
upon most heavily in the twenty-first century anet yeem so alienated
from: technologies of communication, transportati@md computation.
Encasing steampunk technologies in different estersignifies that they
should be handled, played with, or worked on in svélyat we do not or
cannot use them in 2010.

Thus, the present turn to steampunk owes sometioingow we
‘other Victorians’ (as well as we neo-Victorians)derstand our present-day
relationships with technology, as well as our fams about human-
machine interactions in the nineteenth centurys Important to remember
in this context that steampunk is very mucfaiatasyabout the past. Yet it
is a fantasy that creates a ‘useable past’ (orabisalternative past’) that
proves potentially helpful in re-shaping the preésérhe tinkering and
tinker-able technologies within steampunk invitetasroll up our sleeves
and get to work re-shaping our contemporary world.

3. The Surfaces of Steampunk
This preoccupation with tinkering and tinker-ablechinologies

suggests that there is a particular emphasis wgteampunk culture on
materiality writ large. Such a stress has of counsele steampunk a rich
site for DIY enthusiasts and scholars of matendduce alike, but it is also
among the genre’s more apparent connections t@Nacia. The Victorian
period looms in our collective cultural imaginatias one dominated by
ornate surfaces, from the furnishings of drawingme to the layers of
fabric in the fashions of the day, to even the auefregister of social
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conventions. These surfaces, in other words, dg yparticular cultural
work. Our sense of how Victorian surfaces ‘work’ ssipported by
bestsellers likeMrs. Beeton’s Book of Household Managemgif61),
which instructed readers on the presentation of lbmmestic and bodily
surfaces as aspects of ‘managing’ one’s placearwtbrld, and by sites like
The Crystal Palace, which made a glittering showprelsenting England’s
place in the world via the wonder of its manufaetlobjects. If, as Rebecca
Onion has persuasively argued, steampunk enthsisateimpt in the main
to “re-access what they see as the affective valube material world of
the nineteenth century” (Onion 2008: 138), we capdpctively consider
how literary scholarship has theorised the affectivork of material
surfaces as represented in the fiction of and atheuperiod.

Paradoxically, while ornate surfaces litter our stamctions of the
Victorian period, figures of depth are most oftétaehed to the literature of
the period. The Victorian realist novel arguablyabshed the dominant
modes of the period, and its most significant iratmn and aesthetic
achievement, according to much scholarship, ishdeptcharacterisation.
These qualities are often connected to the reprasem of psychological
interiority — the narration of emotional states amental activities — which
foundational scholars like lan Watt and Georg Likdrave argued
constitute the lynchpin of the novel form. Wattrfarlates this innovation as
the reader’s opportunity to “get inside [the ch&ex] minds as well as
their houses” (Watt 1964: 175).

More recent scholarship has read the representafiorteriority in
Victorian fiction as an ideological device that i@ up the identity of the
rising middle-class. In botbesire and Domestic Fictioand How Novels
Think for example, Nancy Armstrong has argued that tftdeep
characterization” of Victorian fiction enacts a gocultural shift, in which
markers of identity ideally become dissociated fremteriority, such as
material indicators of rank or the labouring capaoi the body, and more
closely associated with the immaterial aspects ef, such as values,
beliefs, and emotions. With a rising middle-clagsl attendant legislative
attempts to establish a political voice for thassl (here we are thinking,
with Armstrong, primarily of the Reform Bills of B2, 1867, and 1884,
which gradually extended voting rights beyond thended gentry),
interiority competes with exterior markers for paay in determining public
identity as well as subjectivitf."
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The recognition that underpins these and analoggyusments is that
the representation of interiority does ideologieairk. Indeed, one could
construe the deep characterisation of Victoriatidiicas an attempt to make
interiority visible, to bring the ‘depths’ of psyology to an observable
surface. Critical readings have argued that theesgmtation of material
surfaces within Victorian fiction (objects, haiftpthes, etc.) often evidences
the burden of representing depth, as well as theepnthat depth and
surface cannot be reliably separated (see Loest#86§; Badowska 2005;
Bowser 2008). We might, in fact, take the populaemmpmenon of Victorian
sensation fiction, a genre that revolved around rdp@esentation of the
sensuous surfaces of its heroines, and the contanyparitical reaction to it
— one that may be summed up with the word ‘scaseldli— as a useful
body of proof texts for the notion that the fictioh the period is in part
characterised by anxiety about the significatiorsaffaces. Interiority may
comprise the real stuff of identity, but it require set of external signifiers
for legibility. ™" Objects, fashion, and bodies can be asked toaelatink of
exteriorising identity, but when the significatiohsurfaces is so noticeable
as to be totalising, surfaces end up obscuringhdept, worse yet, revealing
depth as a construct.

Coincident with these literary phenomena, scientiiscoveries and
advancements also formulated surfaces in veryqodaiti epistemological
ways. Lyell’s already discussé&tinciples of Geologwnd the even more
famous texts it inspired — Darwin@n the Origin of Specig4859) andlrhe
Descent of Man(1871) — are in many ways entirely about how iitles
depths (of time, of species’ histories) can be madible (via the earth’s
surface and its fossil records). Darwin explicitfprmulates deep
evolutionary history as legible on man’s surfadesing The Descent of
Man with the reminder that “[m]an still bears in hi®diy frame the
indelible stamp of his lowly origin” (Darwin 200489). Of course, this
version of ‘reading depths’ hardly functions to wesg$e anxieties about
psychic wholeness or human experience. Ratherfdmsulation insists on
the significance of the surface in evidencing idgrbut in a manner that
evidences ignoble origins. The surface signifieg,ibdoes not tell us what
we want to know.

These complicated networks of material surfaces dhdir
signification within Victorian culture and literat give us insight into the
privileging of tinker-able surfaces and materialtithin steampunk culture.
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The foregone overview of scholarship on the retetiop between material
surfaces and more intangible aspects of Victoridtural identity helps us
understand steampunk as a uniquely neo-Victori@n@menon. We might
read the tinker-ability of steampunk technologiesparticular as deriving
from the deployment of Victorian surfaces to thel edf doing cultural

work: steampunk’s DIY surfaces brush off the appadecorative function

of Victorian surfaces in order to overdetermine $igmificance of surface
functionality in response to the contemporary sepbff of technological

innards. We might read the ornate, quasi-functiomaimoded and forward-
looking, heavy and malleable surfaces of steam@sbkoth exemplary and
celebratory of the surface/depth collapse that gmgimies much Victorian
fiction. The steampunk surface is used, then, aahge for an ontological
problem that originates in invisible depth.

4, Textual Cyborgs

These forays into temporality and materiality halpto theorise a
particularly interesting aspect of steampunk andatwik both ‘neo’ and
Victorian about the genre, but they do no necdgsarove us any closer to
defining it. This hedging has much to do, of coursgth the inherent
hybridity of the genre’'s features. One part Vicori one part science
fiction, one part noir, steampunk tempts us tonelahis blendingis the
definition, and in part we are going to give inttaat temptation. Many
definitions of steampunk have focused on its hytyidteffen Hantke, for
example, has argued that steampunk literature bisichyn nature but also
preoccupied with troubling its own hybridity, sugtjiag that it concentrates
on “its own hybrid nature as a fiction of many iedients. In other words,
its game is first and foremost ontology” (Hantk€d29248). One figure for
hybridity that has much traction in both steampuamd wider academic
scholarship is the cyborg. We find many examplescyborgs within
steampunk art, including the inventor father of gnetagonist of Otomo’s
Steamboyand the central figure in an early Victorian musatl song, ‘The
Steam Arm’, which is discussed in a short piec&lgtie Blair within this
issue. In her analysis of steampunk, Onion alsoudses the relevance of
cyborgs (in relation to steampunk’s revolt agaithst invisible and smooth
aesthetics of contemporary technology, as epitahbgeApple):
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Though steampunk cyborgs provoke the same kinds of
questions about  bodily modification as do more
contemporary computerised cyborg objects, they ,tend
through their visual appearance, to remind the grevf what
used to be conceptualised as the mechanical nafutiee
human body. The moving parts of the machine aréogoas

to the moving parts of the body, making visible tyhia the
actual flesh, remains hidden behind a smooth, iiked-
surface. This visibility empowers the human mind,
which seeks to be reassured that the functiondhe@fbbdy
have a visible, comprehensible (and thus medically
controllable) logic of their own. (Onion 2008: 149)

The kind of exteriorisation of interiority that Qmi refers to here is similar
to the earlier discussed phenomenon of Victoriagtioin’'s deep
characterisation that shores up psychological iorigy. But a breaking
down of boundaries is also invoked in this disoussan acknowledgement
that the gulf between body and machine, organiciaadyanic, interiority
and exteriority, is not actually that wide.

The cyborg’s ability to break down dichotomies ibaw invests it
with the radical feminist potential that Donna &rélvay highlighted in her
influential essay ‘The Cyborg Manifesto’ (1991).relaay identifies three
major dichotomies which, in the wake of scientihaovations, have begun
to break down: human and animal; organism and magtphysical and
non-physical. For Haraway, the violation of thesghdtomies presents an
opportunity to imagine modes of identity that amn+oppositional, non-
hierarchical, non-essentialised: in a word, nomigathal. The ultimate
example of this kind of identity is the cyborg, whiblurs boundaries and
refuses ontological wholeness, embraces partiahty un-intuitiveness in a
way that presents radical feminist possibilitiekeTyborg figure, precisely
because it lacks a narrative that traffics in o@gy unity or fullness,
authorises a myth that, Haraway contends, is abt#nsgressed
boundaries, potent fusions, and dangerous pos&bili(Haraway 1991:
363). Appropriately, Haraway notes that the cybooges to us from early
science fiction, noting that perhaps Frankenstemamster is our first well-
known example (Haraway 1991: 375).
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As so many scholars have noted, cyborgs are figimreblending.
Cyborgs refuse systemic categorisation and unsgittheotomies; similarly,
while steampunk objects may seem to strengtherbdlbedaries between
the material and immaterial, they simultaneouslyfqgrate temporal and
aesthetic boundaries. Steampunk invokes the nimiétesentury and the
future; it draws on Victorian realism and postmadgraphic novels; it
incorporates Queen Victoria and the newt versiothefsame. Our earlier
discussion of steampunk’s temporality addressedgaitly in the use of the
uniformitarian paradigm. Possibly the fact of stpamk’s emerging in part
from the Victorian period specifically grounds i ian always-already
hybridity. In Dickens in Cyberspacday Clayton argues that, additionally,
the Victorian period was defined by a peculiarlyoguctive kind of
intellectual and creative hybridity:

The largest common structure shared by the figurabis
book is their similar investment in what | am aaji
“undisciplined culture.” In looking at the fortune$ an early
scientist such as Mary Somerville, | discoveredt thlae
thrived in an atmosphere that might be described as
predisciplinary, a world in which the professional
characteristics of science as a discipline had yebtbeen
codified. The same was true, in different ways, otlier
hybrid scientists, engineers, and figures of gdnegrning
such as Charles Babbage and Joseph Paxton. Thesanche
women had an irreverent attitude toward boundaares$ an
impatience with anything resembling intellectuastraint.
They mixed science, engineering, and the arts a&y th
pleased. (Clayton 2006: 9)

Few phrases are more aptly descriptive of the gteak oeuvre than “an
irreverent attitude towards boundaries”. In a latdrapter aboutThe
Difference EngineClayton discusses how Gibson and Sterling’s “exaifer
hacking of nineteenth-century science” is evocatiek the blurred
boundaries between science and entertainment inVib®rian period:
“Their novel reflects the spirit of an age when bBoeindary between science
and the rest of culture was not so firmly estal@iSh(Clayton 2006: 109).
Perhaps the binary-perforating qualities of steamkpare uniquely informed
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by its neo-Victorian-ness, its anachronistic invawa of a period with less
rigidly defined intellectual boundaries.

We might also consider these perforated and loopogndaries
with respect to the actual development of the spesrk phenomenon. The
current resurgence in steampunk has been fuelletheanmain by DIY
steampunk makers and people drawn to the visuafithe culture. Those
aesthetics are embodied and circulated more vianthge-based media of
film, graphic fiction, and the Internet than byastgunk literature (a point
emphasised by Ann and Jeff VanderMeer and discustsgekater length in
Mike Perschon’s article in this issue). These filamsl graphic novels were
in turn inspired by the original steampunk narmgivof the 1970s and
1980s. Now new steampunk fiction is being developetlin response to
these works of the 1980s but in response to tle Rtbculture, which is
obsessed with the material and physical naturdeaingpunk. These series
of returns, revisions, and combinations destabthgepossibility of pinning
down a precise origin or definition, or even a ohaii influence, which may
put us in mind of Haraway's observation that cylsoaye “illegitimate
offspring of militarism and patriarchal capitalisrahd as such are often
“exceedingly unfaithful to their origins” (Haraway991: 363). What we
have instead is a series of contingencies, defmstithat reveal themselves
to be dependent on other definitions, which arendedves rooted in a
vision of the past that, like steampunk itselfeaftollapses the fictional and
the real.

Steampunk as a genre and a paradigm resists aefinit is a
cyborgic phenomenon because of that resistancealbatbecause of the
instability the resistance reveals. For Harawag, ¢lgborg is a figure of
liberation, because it is “resolutely committed [tts own] partiality”,
thereby exposingll identity categories as partial (Haraway 1991: 363)
this capacity, steampunk is a cyb@ay excellancelt is no accident that all
of the articles in this issue contain, early initteguments, definitions of
steampunk, nor is it a coincidence that the desonp often differ widely.
The only definition that seems adequate is one pinaits on partiality:
steampunk is part this, part that. It makes nondaioward inhabiting the
artistic or historical categories it draws on hather straddles them all and,
in so doing, perforates their boundaries. As Harftas noted, steampunk
“has no pretentions of passing itself off as eitigenuine or organic”
(Hantke 1999: 250). As such, steampunk is more tainstability than any
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other single characteristic. It resists fixednegsuhsettling the categories
from which it cribs. Steampunk novels and steampartkinsist that the
aesthetics of disparate time periods can be mastyadher, that brass can
be put on the outside of your iPod, that a key baninstalled on your
laptop, and that such hybridity can be functiofide creation of a new
context for these signifiers reduces each to a compt of a pastiche,
thereby evacuating any claim to ontological whos=ne

Through its own instability, enacted via nonlingamporality and
blended surfaces, steampunk reminds us of the bitista and
constructedness of our concepts of periodisatioth laistorical distance.
Steampunk additionally reminds us of our confligtolesires as consumers,
both of the Victorian period and of our own momenite subversive and
radical components of steampunk aesthetics, whacise historical gender
relationships, imperial relationships, and thetreteships between man and
machine may seem like a fantastical correction adraservative period, but
the top hats and corsets simultaneously indulgelesires to experience the
period. The instabilities of steampunk extend, th&n the question of
whether it merely repeats the past and its problemshether it subverts
the past in a useful and legible manner. Negotiasinch tension is at the
heart of steampunk — and the whole neo-Victoriaerpnise — as we reveal
just how many similarities we find between that arad our own. This
tension, the inevitable by-product of a genre thlatrs the lines among
fantasy, repetition, and subversion, makes steaknpoth compelling and
vexing, and presents us with a phenomenon in wivielrecognise what is
familiar about the Victorians and what is ‘otheboait ourselves. We may
well enjoy being neo-Victorians but simultaneousbntinue to be, as the
argument goes, ‘we other Victorians'.

5. Further Adventures in Steampunk

We are pleased with the generically and topicalyporgic’ nature
of the contents of this special issue: some essaysbine literary and
cultural analysis, others interpret fashion andhjécts, still others evaluate
films and film legacy. This diversity evidences theessing need for this
very collection and for further scholarly analysis steampunk in all its
iterations.

Three of the articles in this collection focus dmee of the most
canonical texts of steampunk literatufére Difference Engine The
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Diamond Age and The League of Extraordinary GentlemeRatrick
Jagoda’s essay examines how Gibson and Sterlimgisagining of the
nineteenth century makes use of the same intemestchnology and the
structures of control that populate their cyberpumvels. But Jagoda
claims that the novel goes beyond mere explicatioifie notions of power
and control articulated by Michel Foucault, Williagh Burroughs, Gilles
Deleuze, and Alexander Galloway. Instead, the ddimsing
anachronisms of steampunk — both technologicaltexidial — provide the
reader with a chance to consider the contingencyoaih history and
historiography — and these practices’ reliance upanicular technologies,
just as it “juxtaposes actual and fictive histories

Stefania Forlini’'s essay orhe Diamond Ageombines an analysis
of steampunk material culture with a reading obxt that often seems to
luxuriate in its own descriptions of the materialtare of its world. Forlini
finds that the artwork displayed at the Anachrotetatishism exhibition
and the circulation of objects within Stephenson&vel both speak in
similar ways to the relationships among ontologgstary, technology and
object relations. Forlini’'s argument invites usread steampunk within a
posthuman paradigm, one that offers insights amgioms about the impact
of technology on the formation of community, forthd/ictorians and neo-
Victorians.

Turning to graphic novels, Jason Jones establishgsoductive
paradigm for reading steampunk’s engagement withpteality, history,
and desire. Jones focuses on two of Alan Moore’strfaamous co-authored
texts, Lost Girls (with Melinda Gebbie) and’he League of Extraordinary
Gentleman(with Kevin O’Neill). Using the former text to fnae issues
germane to Moore’s and his co-writers’ work andsteampunk writ large
(in part, the dramatisation of the relationshipsoag) storytelling, history,
desire, and fiction), Jones applies his framdhe Leagugefocusing more
explicitly on the depicted networks of bodies amgices. Ultimately, Jones
synthesises these psychoanalytically-informed regdwith the particular
aesthetics of steampunk fiction to make the caag thther than merely
revisiting the Victorian era, steampunk promote&eamefin[ing] [of] our
cultural spaces and identities.”

Shifting our focus to steampunk’s iteration of plgpicultural icons
and recognising the difficulty of defining steamguas one static thing at
the outset of his essay, Mike Perschon suggedtsvihanight instead focus
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on identifying “an array of visual markers which,hen combined,
constitute the look popularly understood as stearkpuBuilding his
analysis on a group of images and models of chemadrom George
Lucas’s Star Warsfilms that have been reinterpreted within a staamkp
style, Perschon grapples with the paradoxes withat style, ultimately
arguing that steampunk technologies are more lirtkefantasy than to
science fiction. Turning to history, he considdrs problematic invocation
of Orientalist stereotypes within this artwork alioks the aesthetic of
steampunk to a nostalgic view “of what the Victariera represents, rather
than how it actuallyvas” Perschon closes his analysis by investigatirgy th
many different ‘Steam Wars’ depictions of Princéssa, many of which
mix masculine and feminine clothing, brass gogghesl guns, as evidence
of the license that the neo-Victorian imaginatisardgs women, if not racial
others.

In an analysis that is pointedly focused on theluarice of
steampunk on contemporary art, Caroline Cason Baeeamines the
representation of the body moving through time I twork of Tim
Hawkinson and Arthur Ganson. In her analysis of #ngsts’ ‘kinetic
sculpture’, Barratt argues for the (previously umagked on) resonance of
steampunk in their work, largely by examining ttegaligm of history that
Is advanced via the representation of highly meisieainbodies. Drawing on
a philosophical framework from Jean-Francois LydtaBarratt examines
the hybridised temporality of the steampunk aesthetconnection with the
hybridised bodies of Hawkinson’s and Ganson’s@#duggest that a kind of
steampunk vision allows the artists to sound a imgrabout an increasingly
technologically mediated future. While Barratt reathe artworks as
embodying anxiety about a loss of humanity, she &lsds steampunk’s
influence in the promise of redemption within nemtalogical categories
“between the human and inhuman.”

Lisa Yaszek contributes an interview with Paul Dippo, author of
the groundbreakingteampunk Trilogyl995), conducted specifically for
this special issue. In it, she raises questionsutalloe timing of the
steampunk literary explosion, the genealogy ofdgbere and its ability to
weather the deluge of mainstream attentions. Flipgiscusses the
relationship between and definitions of cyberpunkl ateampunk, but also
reflects at length on the suitability of Victoriasulture as a source of
inspiration for science fiction and cultural pasg¢weaving in commentary
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on William Morris, Victorian naturalism, and ribafla in the nineteenth
century.

Two briefer ‘Notes’ within the issue amplify theeampunk archive,
providing a broader view for how we may considee thcope of
steampunk’s heritage and influence. Kirstie Blaiesamination of ‘The
Steam Arm’, a popular song from the early Victorjariod, persuasively
identifies many of the themes and tropes of conteany steampunk texts —
cyborgic subjectivity, the relationship between lams and technology, the
seductiveness of tinker-able technologies — withisong that circulated
widely in Victorian mass culture. In tracing thectilation history of the
song, as well as its intertextual components athatioaship to material
culture, Blair's analysis demonstrates the “coritigof fantasy steampunk
Victorian futures with popular Victorian fantasiesJoseph Good’s
consideration of the first steampunk graphic no&tant Morrison and
Steve Yeowell'sSebastian 0O(1993), finds (again in a previously un-
theorised text) a blending of the modes of the &fiah and twentieth-
century fin de siecles. Good reads the eponymootagonist of the series
as evocative of the Wildean oeuvre, making the dasea connection
between the modes of the Victorian decadents andtecmorary
steampunks.

6. The Future of Steampunk

While this special issue covers a wide range ofesi —control,
technology, sexuality, imperialism, the bodgrd several different formats
— novels, sculpture, modified objects, fan artnfiland graphic novels —
many aspects of steampunk have yet to be explé@mdexample, we have
only briefly touched on the material culture asatal with steampunk, that
“object-based work of its fans” to which Onion fdrawn attention (Onion
2008: 139). More work can be done to examine theespondences
between the work of someone like Datamancer andAit® and Crafts
Movement. To what extent do contemporary steampsgeksthemselves as
participants in and adherents of this Victorian eraent, again levelling the
temporal boundaries between the present and th@ paswhat degree can
we consider the modification of industrial objediike Datamancer’s
laptop) in tension with William Morris’s principlesf self-made, agrarian
objects?
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Looking beyond the maker culture, other scholarghinreasonably
investigate steampunk fan communities. As mentipseshmpunk-themed
conventions and gatherings are on the rise, ane@ratahding how these
self-staged neo-Victorians play out their hybridesocan teach us much
about how the Victorian period is understood, ragmed, fantasised and
put to use in the present. Live-action role-play(hgRP) events such as
‘Die Reise nach Tunguska’, held from 25-27 SeptemP@09 in the
Wolkenstein Train Hotel, Germany, represent an dppdy to revisit such
constructions by way of player interactions, costutiesign, and narrative
structure”™" The game-like atmosphere of such conventions -then¢hey
are cast explicitly as LARP or not — invites furthguestions as to what
people are playing at when taking on anachronisnmother words, what
does it take to ‘win the game’ of ‘being steampihkow do participants
judge the authenticity of fellow participants whtreir performances are
purely simulacra of a past that never was?

A third aspect of steampunk that has yet to betadeavithin a
scholarly framework is its music. It is not unconmmi@r music to spawn
subcultures, but in the case of steampunk the seveeems to be true. In
recent years, an increasing number of musiciansbamdls have aligned
themselves and their music with the steampunk comitgnuBut it is not
clear exactly what would make music ‘steampunkdelad, groups such as
Abney Park and The Cog is Dead have vastly diffesennds: the former’s
roots in the goth/industrial scene are readily appisand the latter sounds at
times like barbershop ragtime, for instance on rgsiike ‘Loverboy’ ™
While the website of Vernian Process states they #mbrace “Deathrock,
Trip-Hop, Dreampop, Cabaret”, and many more stylHse Clockwork
Quartet sounds more like folk music (Vernian Precesd.)”™ This
hybridity is part and parcel to the project of stpank as we have discussed
it. At least the lyrics of these groups often refleoncerns that are
recognisably steampunk: problems of technologyamtasies of being air
pirates. But the lyrics of The Extraordinary Coptrans are not informed
by any concerns more Victorian (neo- or otherwigepn simple
interpersonal relationshigs! Primarily, the alignment of all these groups
with steampunk seems to rely on their stage costuane website design.
The members of these groups all dress impeccablwhat passes as
steampunk fashion at conventions and other gatherifiheir websites are
impressively decked out in sepia and brass. Barang more coherent
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connections than these, it initially appears thas,ionce again, the (neo-)
Victorian surfaces of steampunk that signify mastcally.

It seems very unlikely that modifying one’s laptepl ever surpass
watching football as a national pastime. It is dlguanlikely that Philip
Reeve or Abney Park will sell more books or CDs1thanathan Franzen or
U2, respectively. Yet steampunk appears even mordyfentrenched as a
subculture than when we began work on this spessake in the autumn of
2008. Our own anecdotal experience observing thebeo of people
engaged in steampunk cosplay at the annual Dragam*&nvention in
Atlanta (see Figure 4) confirms that steampunk ajgp® an increasing
number of people each year.
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Figure 4: Steampunk cosplay a

In the image’s playful costuming, we see steampunkvestment in
reclaimed technology, blended temporality, and fpilgyolitically-charged
hybridity. In the essays that follow, the contritmst to this special issue
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consider these same concerns in different configuns, only occasionally

overlapping. In other words, the analysis of steamkpwithin this issue

of Neo-Victorian Studieperforms the definition that we have argued ftw: i
refusal to be — or be classified as — any one tlonganother. This

introduction itself might be said to partake oftteame spirit in the course
of our consideration of steampunk’s often divergamilution, assessing the
numerous springs it has come from and the manibitddes it has been.
Having concluded with a brief and speculative |émikvard, we now turn to

the contributors’ individual takes on and respongeshe phenomenon,
helping us to further track what steampunk is enphocess of becoming.

Notes

i. See James P. Hogahhe Two Faces of Tomorro(t979); Stanislaw Lem,
Golem XIV(1981); William Gibson,Neuromancer(1984); Vernor Vinge,
Marooned in Realtim¢1986); and William Thomas Quickreams of Flesh
and Sand(1988). More recent singularity fiction includes &les Stross,
Singularity Sky (2004) and Accelerando (2005), and Rudy Rucker,
Postsingular(2007).

ii. Datamancer’'s modifications to keyboards, marsifscanners, and more can
be seen at his websitettp://datamancer.netdccessed 8 July 2010.

iii. For a larger version of this Google Trends areh, see
http://www.flickr.com/photos/briancroxall/477724 799

iv. See ‘GOGBOT 2008 Steampunk’, (no date), acaksd® August 2010,
http://2008.gogbot.nj/and ‘The Nova Albion Steampunk Exhibition’, (no
date), accessed 8 July 20hé@p://steampunkexhibition.com/

v. See ‘The Asylum’, (3 August 2010), accessed 2Xugust,
http://steampunk.synthasite.cqnirhe Steampunk World’s Fair’, (no date),
accessed 8 July 201Bitp://steampunkworldsfair.comand ‘Victoria Steam
Exposition’, (no date), accessed 31 August 2010,
http://victoriasteamexpo.blogspot.com/

vi. See ‘Steampunk Art @ Oxford’, (no date), acees31 August 2010,
http://www.steampunkmuseumexhibition.blogspot.com/

vii. Nevins chooses to distinguish Clark’s and Mmmk’'s novels as part of a
“proto phase” to steampunk (Nevins 2008: 3). Hesdoet specify what
differentiates these novels from ‘real’ steampunk.

viii. Ruth LaFerla’s 2008 article ilfthe New York Timegacorrectly attributes the
origin of “steampunk” to “Paul Di Filippo, the awth of The Steampunk
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Xi.

Xii.

Xiii.

Xiv.

Trilogy [1995], the historical science fiction novellasitient the culture its
name” (La Ferla 2008) Instead, Di Filippo’s novppears to be the first text
to use ‘steampunk’ in its title.

See ‘List of steampunk works’, (13 Sept. 2018cessed 24 Sept. 2010,
http://en.wikipedia.org/w/index.php?title=List ofeampunk works&oldid=
384576801

As Onion notes, space exploration “in Victoridimes” constitutes “a
common steampunk scenario” (Onion 2008: 141). Bhinario is not only
visible in Reeve’d arklight trilogy but also in the role-playing gangpace:
1889(1988) designed by Frank Chadwick.

One might debate whether or not Westerfeldsiathanshould be accepted
as steampunk when it is set at the opening of @nnalte version of the First
World War. One of the principal reasons for makinig connection is that the
Central Powers use steam-powered battle machiloegy with those powered
by kerosene and diesel. Germany and the Austro-&hamg Empire are
consequently imagined as ‘Clanker’ nations, whasmemies as well as their
war machines depend upon the mechanisation ofrtiestrial Revolution.
Strengthening the connections to steampunk anitterian period are the
illustrations that, according to Cory Doctorow'siev on ‘Boing Boing’, are
“lavishly illustrated [...] ink-drawings of the bescenes from the book,
executed in high Victorian style by Keith ThompsdBoctorow 2009). One
may, of course, further observe that the First WoMar resulted from the
expansion of Empires within the. Finally, it beaating that the setting of the
narrative has done nothing to prevent almost exevriew of the novel from
asserting that iis steampunk; if the reviewers on Amazon.com are not
authoritative enough (see ‘Amazon.com: CustomeridRes: Leviathan’,
Amazon.com[n.d]), one may refer to reviews ifhe New York Timesr
Booklist(A. Grossman 2009; Chipman 2009).

While Nick Gevers’ Extraordinary Engines: The Definitive Steampunk
Anthology (2008) included all-original stories, Ann and Je¥finderMeer’'s
Steampunk2008) collects and reprints stories to show ‘pleemutations of
steampunk over the past thirty years” (VanderMeer\danderMeer 2008: x).
A second volume,Steampunk Il: Steampunk Reloadestited by the
VanderMeers will be published in November 2010.

See SteamPunk Magazinéttp://www.steampunkmagazine.cqrsteampunk
Tales http://www.steampunktales.com/

SeeGirl Genius accessed 8 July 201tttp://www.girlgeniusonline.comSee
also Bill Baker, ‘The Essential Sequential Steankuior recommendations
of more steampunk comics and graphic novels.
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xv. See Datamancer.net accessed 8 July 201Gttp://datamancer.net/The
Steampunk Workshpaccessed 8 July 2010,
http://www.steampunkworkshop.comfhe Telectroscopeaccessed 8 July
2010, http://www.talktalk.co.uk/telectroscope/Tim Wetherell: clockwork
Universe accessed 8 July 2010,
http://www.platypusart.com/wetherell/sculpture détwork.ntml The reach
of steampunk is much broader than the contenthigfiitroduction — or this
issue as a whole — can encapsulate. We considgrboiefly the material
practices of the steampunk subculture, includingftiorg, fashion, and
performance. For more on “steampunk in everydagtjpel’, see Onion 2008.

xvi. Brian McHale, building on the work of Frederdameson, suggests tidie
Difference Enging in particular, “helps us historicize our presedmy
reimagining it asan alternative future for a past that never actyall
happened;it makes us aware of our historical situation byagming the
historical past otherwise” (McHale 1992: 223, anmiemphasis).

xvii. Of course, the interface of the iPad and fieedecessor, the iPhone,
complicate the notion of the intangibility of comtgorary technology because
it is designed to be usday touch The completely smooth and reflective
surface of these devices might suggest thatnoeheouch them, yet this is the
only way to use the tool. That being said, the iBad iPhone remain sealed
devices, and what one touches is not their innerkings but rather the
interface that Apple has designed for the usern@ing that interface in any
way other than the options that Apple has alreadyiged for the user voids
the EULA and warranty.

xviii. For more on the problematic design and inmpeability of contemporary
technology, see Onion 2008: 143-145.

xix. See, for example, the recall of “approximatély3,000 2010 Model Year
Prius vehicles to update software in the vehiclargilock brake system
(ABS)” (Toyota 2010).

xX. For more on the fascination with dangerous netdgies within steampunk
and the connection of danger with the concept ef sbblime, see Onion
2008: 149-151 and 153-155.

xxi. The tinkering ethic of steampunk is perhapstbeeen in the DIY/maker
culture where enthusiasts like Datamancer or Vatt $hodify computers
(see http://www.datamancer.net/steampunklaptop/steamppidg.htm
accessed 8 July 2010, ahttp://steampunkworkshop.com/daveveloz.shtml
accessed 8 July 2010) or even motorbikes (see
http://steampunkworkshop.com/steampunk-motorbikenshaccessed 8 July
2010) to have them run differently than they hasl/musly.
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XXil.

XXiil.

XXIV.

XXV.

XXVi.

XXVii

Di Filippo’s insertion of an actual and fan®steam engine into his narrative
as a foil to the uranium-powered engine Cowperthdesigns is reflective of
a common trend in steampunk (and postmodernism rhosadly) of a
pastiche of historical and fictional elements. Dippo’s historical borrowing
in connection with th&kocketdoes not end at this comparison, however. The
maiden journey of Stephensonfocketat the Liverpool and Manchester
Railway in 1830 “was marred by the death of Willidruskisson, the
Member of Parliament for Liverpool, who was struankd killed byRocket
(‘Stephenson’s Rocket’ 2010). Similarly, Cowpertlitigafission engine’s
first journey results in a nuclear explosion tleafels an entire town.

As Onion writes about steampunk crafting giee, “[a] large component
of the steampunk project of human reintegratiomwlte machine lies in the
ability of the bystander or self-taught tinkerernaster important pieces of
machinery that, in the current technological laags; would be the exclusive
province of specialists” (Onion 2008: 151).

It bears noting, of course, that cogs alooendt a steanpunkmake. Covering
one’s iPod with a steampunk skin or using a steapaotary dialler on one’s

iPhone (see
http://www.gelaskins.com/store/skins/ipod_and_nip8d Nano_5th_Gen/St
eampunk and http://itunes.apple.com/us/app/steampunk-rotary-

dial/id316967667?mt=8&uo=6espectively) may very well, as Onion puts it,
strip steampunk “of its meaning” (Onion 2008: 15&).the same time, such
customisation of one’s slick devices — even if ordy surface-level
transformation — points to the desire for a differeslationship between us
and the technology of the present.

When distinguishing steampunk from gaslighinamce, Roz Kaveny and
John Clute write that the “principal plot-driver’nithe former “is
technological anachronism” (Kaveny and Clute 19%R1). It seems
significant that in this definition, as well aseles 1987 letter, technology acts
as the defining characteristic of steampunk.

Similarly, in The Novel and the PoliceD.A. Miller argues that the
exposure of characters’ interiority (enacted thfowgneric conventions of
realism, detective fiction, sensation fiction, agdthic fiction) worked to
confirm the existence and inviolability of the regd own interiority.

. This is an interpretive angle that has exted well into the Victorian

canon. To take one example, Eva Badowska’'s worlCharlotte Bronté’s
fiction finds that a subject’s interiority is sustained,rentenuously, through
an engagement with objects: “The novel suggeststli@gabourgeois subject,
though it comes into being through its relationghwhings, is defined by the

Neo-Victorian Studies 3:1 (2010)
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nostalgic notion that its true interiority has bdest under the pressure of
things” (Badowska 2005: 1510). She goes on to cwieclthat the lesson
of Villette (1853) is that “[p]sychological interiority is ahws a lost object,

something one imagines one used to have in a misénp, less object-

ridden, form” (Badowska 2005: 1518).

xxviii. See the blog dedicated to the ‘Reise nach Tungusiait,
http://tunguska.clockworker.dedccessed 9 Sept. 2010. For English-language
information about the event, see ‘First German8frmk Con “Die Reise
nach Tunguska™, (28 Sept. 200@)lockworker accessed 9 Sept. 2010,
http://clockworker.de/cw/2009/09/28/first-germarainpunk-con-die-reise-
nach-tunguska/

xXix.  See ‘Abney Park | Steampunk Band’, (no datefessed 10 Sept. 2010,
http://www.abneypark.com/flash.htpiThe Cog Is Dead on Myspace Music’,
(no date), accessed 10 Sept. 20tth://www.myspace.com/thecogisdead

xxX. See ‘Vernian Process | www.vernianprocess.cgm date), accessed 10
Sept. 2010http://www.vernianprocess.conilhe Clockwork Quartet |
Home’, (no date), accessed 10 Sept. 201t0;//www.clockworkquartet.com/

xxxi.  The lyrics to each of The Extraordinary Qamitions’ songs are available
when clicking on individual song titles at ‘The Eadrdinary Contraptions |
Music’, (no date), accessed 10 Sept. 2010,

http://www.theextraordinarycontraptions.com/#/music
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