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Abstract 
This article theorizes a poetics of cyborg characterization in Philip K. Dick’s Do Androids Dream 
of Electric Sheep? (1968), Ubik (1969), and A Scanner Darkly (1977) by tracking how four 
narratological modes—monologue, dialogue, landscape, and portrait—jointly construct and 
destabilize posthuman identity. I argue that Dick’s androids and cyborg-adjacent figures are 
not defined by visible prosthesis but by performative and ethical legibility: interior focalization 
(monologue) stages crises of empathy and self-recognition; interrogative exchanges (dialogue) 
function as para-Turing procedures in which cadence, wit, and affect become evidence for or 
against the “human”; material environments (landscape)—dust-choked postwar cities, entropic 
retrogressions, and surveillance-suburban banalities—externalize ontological precarity; and 
descriptive imaging (portrait) withholds or misdirects surface markers, forcing readers to read 
behavior over morphology. Close readings show how Deckard’s shifting interiority, the half-life 
chatter and advertising patter of Ubik, and Arctor’s split consciousness in the scramble suit 
recalibrate the human/machine boundary as a moving target indexed to empathy, memory, 
and consent. Comparative soundings against William Gibson’s surface minimalism, Marge 
Piercy’s communitarian cyborg humanism, Pat Cadigan’s neural interiorities, and Annalee 
Newitz’s biopolitical ethics clarify Dick’s distinctive synthesis: a poetics of mimetic ambiguity in 
which tests, talk, and terrain author subjectivity as much as circuitry does.  
Keywords: cyborg; android; posthumanism; empathy; monologue; dialogue; landscape; 
portrait; cyberpunk; identity; simulacrum; Turing test; surveillance; entropy. 
 
Philip K. Dick (1928–1982) was a visionary 

science fiction author whose novels grapple 

with what it means to be human in a world 

of advanced technology. A recurring motif in 

Dick’s work is the presence of cyborgs, 

androids, and other human–machine 

hybrids, which he uses as mirrors to reflect 

human nature and its frailties. In classics 

like Do Androids Dream of Electric Sheep? 

(1968), Ubik (1969), and A Scanner Darkly 

(1977), Dick portrays artificial humans or 

technologically altered people in ways that 

challenge readers’ assumptions about 

identity, empathy, and reality. This study will 

undertake a literary analysis of Dick’s 

depiction of cyborg characters – broadly 

defined to include androids, hybrids, and 

posthuman beings – with a focus on four 

key narrative and poetic elements: 

monologue, dialogue, landscape, and 

portrait. By examining how Dick employs 

these elements, we can discern the 

“poetics” – the aesthetic and narrative 

strategies – behind his cyborg characters. 

Moreover, to situate Dick’s approach in 

context, the analysis will include 

comparisons with other novelistic 

depictions of cyborgs, highlighting how 

different authors use monologue, dialogue, 

setting, and character description to explore 

the boundary between human and 

machine. 

Dick’s cyborgs are not mere gadgets or 

antagonistic “killer robots.” Often, they are 

mailto:gopporovagulmira02@gmail.com
mailto:u.n.karimov@gmail.com


 TLEP – International Journal of Multidiscipline 
(Technology, Language, Education, and Psychology) 

ISSN: 2488-9342 (Print) | 2488-9334 (Online) 
 

Open Access | Peer-Reviewed | Monthly Publication | Impact factor: 8.497 / 2025 

 

Vol 2. Issue 5 (2025) 

Pa
ge

5
6

 

indistinguishable from real humans on the 

surface – a point Dick emphasizes 

repeatedly. In his 1975 essay Man, Android 

and Machine, Dick wrote that androids (in 

his idiosyncratic usage) “do not differ from 

us” morphologically; any difference lies in 

behavior and empathy. In Do Androids 

Dream of Electric Sheep? for instance, the 

androids (or replicants, as later termed in 

Blade Runner, the film adaptation) look and 

sound fully human, yet they lack the 

empathetic response that defines true 

humanity in the novel’s moral universe. This 

tension – outward human semblance 

versus inward emotional deficit – is central 

to Dick’s portrayal. Conversely, some 

human characters in Dick’s stories display a 

chilling lack of empathy, effectively 

rendering them “android” by his definition. 

By blurring the line between human and 

machine in this way, Dick forces the reader 

to ask: if a being acts inhumanely, does it 

matter whether they were born or built? 

What truly defines a “human” – biological 

origin or behavior and feeling? 

Underlying Dick’s treatment of cyborg 

figures is a philosophical inquiry into 

authenticity and “the very nature of reality 

itself”. His protagonists frequently struggle 

with uncertainty about their own identity and 

the reality of their world, creating a 

pervasive sense of paranoia. In the case of 

android characters, this manifests as a 

profound insecurity about who is truly 

human. Unlike more straightforward 

science fiction tales by his contemporaries, 

Dick’s android stories carry an unsettling 

twist: the tests designed to tell human from 

machine are themselves fallible or ironic, 

sometimes implicating the humans. As one 

critic observes, “Androids are common in 

science fiction, and so are plots in which 

androids cannot be told from people. Only 

Dick produces plots in which the test to 

distinguish human from android is so deeply 

infected with the bureaucratic mentality that 

even people are likely to fail and be 

eliminated”. For example, in Do Androids 

Dream…, the Voigt-Kampff empathy test is 

used to identify androids by their lack of 

emotional response – yet in Dick’s paranoid 

world, there is always the haunting 

possibility that a false positive or a soulless 

human could confound the test. This 

narrative strategy makes Dick, in the words 

of the same critic, “the poet of paranoia” in 

science fiction. It also establishes the poetic 

framework in which monologues, dialogues, 

settings, and character portraits all serve to 

question the boundary between human and 

artificial. 

In the following sections, we will examine 

how monologue (the inner voice or internal 

perspective), dialogue (speech and 

interpersonal exchange), landscape (the 

physical and social environment), and 

portrait (the description and 

characterization of the cyborg figure) each 

contribute to the depiction of cyborg 

characters in Philip K. Dick’s major novels. 

We will focus on key works – notably Do 

Androids Dream of Electric Sheep? Ubik, 

and A Scanner Darkly, among others – to 

illustrate Dick’s techniques. Alongside, we 

will draw comparative examples from other 

science fiction novels and authors (such as 

Isaac Asimov’s robot tales, Marge Piercy’s 

He, She and It, William Gibson’s cyberpunk 

narratives, and more) to highlight how 

Dick’s approach to cyborg character poetics 

is distinctive. Through this comprehensive 

analysis, we aim to shed light on how Dick’s 

literary artistry – his poetics – not only 

entertains with futuristic speculation but 

also probes enduring questions of human 

identity, empathy, and the soul in an age of 

machines. 

One important way authors reveal character 

is through monologue, whether in the form 

of first-person narration or the third-person 

narration of a character’s inner thoughts. In 

Philip K. Dick’s work, we often encounter 

the inner reflections of characters grappling 

with reality – and this includes those who 
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are not quite human. Although Dick seldom 

writes from the direct first-person 

perspective of an android, he masterfully 

uses close third-person narration to let us 

into the minds of both human and artificial 

characters. Through these interior 

monologues, the psychological and 

existential dimensions of cyborg characters 

are laid bare. 

In Do Androids Dream of Electric Sheep?, 

the primary point of view is that of Rick 

Deckard, a human bounty hunter tasked 

with “retiring” rogue androids. Yet through 

Deckard’s inner voice, we indirectly explore 

the inner lives of the androids as well. 

Deckard constantly muses on what 

separates himself (a human) from the 

androids he must kill. In a key internal 

monologue, he reflects on the empathy gap 

that supposedly distinguishes humans: 

“Empathy, evidently, existed only within the 

human community, whereas intelligence to 

some degree could be found throughout 

every phylum… Evidently the humanoid 

robot constituted a solitary predator”. Here, 

Deckard’s thoughts articulate the novel’s 

thesis that androids lack the group instinct 

and fellow-feeling that human (as social 

animals) possess. His inner reasoning even 

justifies killing androids as “You shall kill 

only the killers”, casting them as predatory 

outliers to be eliminated for the collective 

good. This stark, almost biblical formulation 

is filtered through Deckard’s psyche – a 

testament to how deeply the ideology of 

Mercerism (the novel’s dominant moral 

religion of empathy) has shaped his 

consciousness. But as the narrative 

progresses, Deckard’s internal voice grows 

conflicted. He begins to doubt the 

absoluteness of that human/android divide, 

especially after developing empathy for 

certain androids. In his private thoughts, he 

wonders if androids may have their own 

form of aspirations and inner life: by the 

end, he even admits feeling empathy 

toward the androids he’s hunted. Thus, Dick 

uses Deckard’s shifting internal monologue 

to trace an emotional journey from certainty 

to doubt, forcing the reader to likewise 

question the facile categories of “human” vs 

“machine.” 

While Deckard is human, Dick occasionally 

gives us a peek into the minds of characters 

who turn out not to be human at all. One 

subtle example is the android opera singer 

Luba Luft in Do Androids Dream…. 

Although we don’t get Luba’s own first-

person narrative, Dick narrates her 

reactions and hesitations in a way that 

evokes sympathy. During Deckard’s testing 

of Luba, she exhibits fear, indignation, and 

even wit (at one point accusing Deckard 

himself of being an android for his lack of 

empathy). The narration of her behavior – 

her “elongated lashes shuddering” and her 

voice fading with anxiety as she says “I’m 

not an android. I’ve never even been on 

Mars!” – provides an indirect interior 

portrait. We perceive the android’s inner 

desperation and survival instinct, even if we 

are not privy to a soliloquy in her own words. 

Dick’s narrative choice here is telling: by not 

giving the androids a direct internal 

monologue, he maintains a degree of 

otherness and ambiguity about them. Yet by 

carefully describing their behavior and 

subtle emotional cues, he hints at an inner 

life that may not be so different from a 

human’s. This creates a powerful irony – the 

very test designed to expose Luba as a 

machine (the Voigt-Kampff empathy test) 

ends up revealing her apparent humanity, at 

least to the reader’s eyes, through her 

terrified responses. 

Dick’s exploration of interiority extends 

beyond androids to other hybrid or 

posthuman entities in his oeuvre. In Ubik, 

for example, the character of Joe Chip is a 

living human, but much of the novel occurs 

in a strange limbo state where people are 

half-dead and mentally linked. As reality 

breaks down around Joe, we are privy to his 

increasingly disoriented thoughts. He 
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experiences what might be called 

technologically mediated consciousness – 

essentially a man’s mind caught in a 

decaying simulated world. The monologue 

of confusion that runs through Ubik (“Why 

are my cigarettes disintegrating? Why am I 

aging backwards?”) externalizes the dread 

of a mind losing its grip on reality. Although 

Joe is not a cyborg in the literal sense, he 

occupies a liminal state between life and 

death thanks to technology (the cryonic 

“half-life” chambers), which parallels the 

cyborg’s liminal state between human and 

machine. The way Dick writes Joe Chip’s 

interior struggle – in plain, everyman 

language peppered with bewildered 

questions – draws the reader into an 

intimate identification with a posthuman 

condition. We feel what it’s like to be not 

fully alive, sustained by artificial means, 

desperate for a spray of the mysterious Ubik 

to stabilize reality. In a way, Joe’s 

monologues of existential panic serve as a 

stand-in for how an intelligent machine 

might feel if it were aware of its own 

artificiality and mortality. 

In A Scanner Darkly, Dick shifts focus to a 

different kind of cyborgian experience – one 

of human minds split and altered by 

technology and drugs. The protagonist, Bob 

Arctor, is an undercover narcotics agent 

who wears a “scramble suit” that constantly 

changes his appearance into a 

kaleidoscope of faces and features. Here, 

the internal monologue is fragmented and 

unreliable, mirroring Arctor’s disintegrating 

identity. Dick employs first-person and 

close third-person narration to show 

Arctor’s thought processes as Substance D 

(a powerful psychoactive drug) damages 

his brain’s hemispheres. At points, Arctor 

doesn’t realize he is investigating himself; 

his internal dialogue (almost a duologue 

within his split mind) is tragically ironic. 

Through journal-like entries and 

introspective passages, we witness Arctor’s 

sense of self erode. This constitutes a kind 

of cyborg monologue – not of a man with a 

mechanical body, but of a man whose mind 

has been technologically scrambled, 

effectively turning him into a cyborg fusion 

of two identities (“Fred” the agent and Arctor 

the suspect). The poetics of monologue in 

this novel involve disorientation and dark 

humor. For instance, Arctor muses that “you 

are required to do wrong no matter where 

you go… the basic condition of life is to 

violate your own identity”, a thought that 

chillingly foreshadows his own fate. The 

interior narrative voice here illustrates a 

core Dickian theme: the enemy or 

“machine” within, the self as the ultimate 

uncertain territory. By letting us listen in on 

Arctor’s broken inner voice, Dick again 

humanizes the “posthuman” experience – 

we empathize with a consciousness under 

assault, a scenario that could be seen as 

analogous to an artificial intelligence 

grappling with conflicting programming. 

Comparatively, other authors have used 

internal monologue in varied ways to flesh 

out cyborg characters. Mary Shelley’s 

Frankenstein (1818) is a foundational 

example wherein the creature – an artificial 

being, though biological – delivers eloquent 

monologues about his loneliness and desire 

for love. Those speeches established early 

on that a constructed being could have a 

rich inner life. In more recent fiction, Marge 

Piercy’s novel He, She and It (1991) 

provides the cyborg Yod with something 

akin to an inner voice, expressed through 

his conversations and the narration of his 

learning process. Yod is an illegal cyborg 

created to protect a city, endowed with both 

intelligence and emotion. As Shira, the 

human protagonist, teaches Yod about 

human life, we indirectly access Yod’s 

internal development – his questions, his 

hesitations, even his burgeoning sense of 

self. Piercy at times narrates from Yod’s 

perspective, allowing us to see how this 

artificial man processes new experiences 

and grapples with moral decisions. The 



 TLEP – International Journal of Multidiscipline 
(Technology, Language, Education, and Psychology) 

ISSN: 2488-9342 (Print) | 2488-9334 (Online) 
 

Open Access | Peer-Reviewed | Monthly Publication | Impact factor: 8.497 / 2025 

 

Vol 2. Issue 5 (2025) 

Pa
ge

5
9

 

effect is to grant the cyborg full personhood 

in the eyes of the reader, as his inner 

thoughts appear caring and thoughtful. This 

contrasts with Dick’s approach, where 

androids like Roy Baty or Pris Stratton in Do 

Androids Dream… are not given direct 

viewpoint chapters; their inner lives remain 

more opaque. Piercy’s cyborg “wrestles 

with [his] existence because [his] primary 

purpose is to be a tool” and wonders how 

much free will he truly has – a dilemma one 

could imagine in any sentient AI. Dick’s 

androids, in contrast, often do not overtly 

agonize on the page about their purpose; 

their existential crisis is depicted more 

through action and the perceptions of 

human characters. This difference 

underscores a key point: Dick deliberately 

keeps the androids’ own monologues 

limited or indirect to maintain an air of 

mystery and otherness, whereas some later 

authors fully inhabit the cyborg’s mind to 

elicit empathy. 

Nonetheless, Dick’s work does include 

moments that hint at android interiority. In 

the short story “The Electric Ant” (1969), for 

instance, the protagonist Garson Poole 

discovers he is an android and conducts 

experiments on the reality tape that runs his 

artificial mind. The story is told from Poole’s 

viewpoint, immersing the reader in the 

consciousness of a being that realizes its 

world is a programmed illusion. As Poole’s 

subjective reality frays (when he punches 

holes in his perception tape), the narration 

becomes increasingly surreal and 

fragmented – a powerful use of internal 

narrative to portray a machine’s mind 

undergoing transcendence and dissolution. 

Although “The Electric Ant” is outside the 

scope of our main novel discussion, it is 

worth noting as a case where Dick does 

center an android’s inner experience 

directly. The result is one of the earliest 

literary depictions of something like a virtual 

reality and the subjective experience of a 

programmed being questioning its 

programming. This shows that Dick was 

certainly capable of imaginative 

monologues for cyborg characters when it 

served his theme. 

In summary, monologue in Dick’s cyborg 

poetics serves to explore empathy and 

identity from the human side, and to create 

ambiguity around the inner lives of the non-

humans. By leveraging the internal voices 

of characters like Deckard or Arctor, Dick 

brings the reader into intimate confrontation 

with the moral and existential questions 

raised by artificial people. We come to 

understand the yearning for a clear line 

between human and machine – and the 

terror when that line blurs, even within one’s 

own mind. At the same time, by refraining 

from full first-person access to android 

minds (with few exceptions), Dick sustains 

a crucial tension: the android remains, to a 

degree, an enigma, a mirror in which human 

characters see their own reflection and 

recoil. This careful balance in the use of 

monologue distinguishes Dick’s treatment 

of cyborgs from many others in the genre. It 

creates a poetic effect whereby we, as 

readers, feel the emotional weight of being 

human in a possibly non-human world, 

which is perhaps the most haunting “inner 

voice” Dick can offer. 

If monologue reveals the inner world, 

dialogue reveals how characters interact 

and how they perceive one another. Philip 

K. Dick is lauded as “a master of realistic 

dialogue” – his characters often speak in a 

natural, colloquial manner that grounds 

even the strangest scenes in a sense of 

reality. When human and cyborg characters 

converse in Dick’s novels, the language and 

tone of their dialogue become a 

battleground for authenticity and 

understanding. Through subtle cues in 

speech – word choice, emotional inflection 

(or lack thereof), timing of responses – Dick 

dramatizes the differences (or surprising 

similarities) between artificial beings and 

humans. 
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A prime example is again found in Do 

Androids Dream of Electric Sheep?. The 

Voigt-Kampff empathy test scenes are 

essentially dialogues with life-and-death 

stakes, structured as question-and-answer 

exchanges. When Rick Deckard 

administers the test to suspects like 

Rachael Rosen or Luba Luft, the reader 

witnesses a tense conversational 

performance. The questions are bizarre 

hypotheticals involving animal suffering or 

social situations, and the subject’s answers 

(and reaction times) determine their fate. In 

Rachael Rosen’s case, the dialogue is 

laced with deception and psychological 

chess. Rachael tries to outwit Deckard 

verbally, at one point snapping, “Is this 

testing whether I’m an android or whether 

I’m homosexual?” when faced with an 

uncomfortable question, which momentarily 

throws him off. Her sharp retort is darkly 

humorous and shows an android adept at 

manipulating conversational norms to 

create confusion. Deckard’s observations 

during this exchange – noted in narration – 

catch the telltale signs: when Rachael fails 

to react to a question about a calf-skin 

wallet, focusing on a different detail, 

Deckard notes to himself, “An android 

response… Her – its – mind is 

concentrating on other factors”. The very 

use of pronoun (“her – its – mind”) in his 

internal dialogue, bleeding into the 

conversation, signals the moment he 

discerns her true nature. Through this back-

and-forth of dialogue, Dick lets the reader 

hear the slight alienness in Rachael’s 

responses, even as she otherwise sounds 

perfectly like an intelligent (if somewhat 

cool) young woman. The poetics of the 

scene lie in its shifting registers: polite 

question, calculated answer, sudden 

barbed quip, and ultimately the revelation. 

Dialogue here is literally a test of humanity, 

and Dick’s ear for realistic yet fraught 

conversation makes it riveting. 

The dialogue between Deckard and the 

android opera singer Luba Luft offers a 

different tone – one of tragic 

misunderstanding. Luba, who appears as a 

polite, cultured artist, engages Deckard in 

conversation about Munch’s painting 

“Puberty” and other art, even as Deckard is 

trying to test her. She evades and prolongs 

the talk, showing curiosity and fear. At one 

point, when Deckard asserts that an android 

“doesn’t care what happens to any other 

android” as a rationale for why she’d turn in 

her fellow androids, Luba pointedly 

responds, “Then you must be an android”, 

since his job is to kill his own kind. This 

retort stops Deckard in his tracks; it’s a 

brilliant reversal delivered through dialogue. 

In that moment, the hunter and prey roles 

blur – the android suggests that Deckard’s 

lack of empathy (in killing androids) makes 

him the android, rhetorically flipping the 

script. Dick uses this exchange to plant a 

seed of doubt in Deckard’s mind (and in the 

reader’s). The naturalness of Luba’s 

speech, even her ability to joke under 

duress, creates a cognitive dissonance: she 

sounds so human – more humane, 

arguably, than the hard-edged bounty 

hunter. Thus, through clever dialogue, Dick 

exposes the moral paradox: the androids 

speak and plead for life like humans, while 

the human’s cold procedural language 

makes him sound machine-like. This 

inversion is a recurring poetic strategy in 

Dick’s dialogues. 

In Ubik, dialogue often takes on a surreal or 

disjointed quality due to the unstable reality 

the characters experience. Conversations 

start coherently and then slide into 

anachronistic slang or archaic phrases as 

time regresses around the speakers. This is 

less about human vs. machine interaction 

and more about the interface between the 

living and the half-dead. However, one 

could view the half-life communicators (like 

Runciter’s deceased wife, who can speak 

from cryonic suspension) as a form of 
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cyborg communication – humans speaking 

through machines across the threshold of 

death. The dialogues with these half-life 

entities are eerie: their voices fade in and 

out, sentences break off, as if the person 

were on a failing radio transmission. The 

halting dialogue literally embodies the 

landscape’s entropy (which we’ll discuss in 

the next section) in the form of 

conversation. It adds to the poetics of the 

cyborg theme by suggesting that when 

humans rely on machines to connect (even 

across life and death), their very speech 

becomes precarious. What is said, unsaid, 

or interrupted becomes critical. In one 

scene, the protagonist Joe Chip 

desperately tries to communicate with a 

colleague in half-life; the dialogue is 

fragmented and full of static, underscoring 

how technology mediates and distorts their 

encounter. While not a traditional cyborg 

scenario, these dialogues reinforce Dick’s 

broader motif: the fragility of genuine human 

connection in a technologically convoluted 

reality. 

Dick’s mastery of dialogue also serves to 

ground his stories in plausibility. Reviewers 

have noted that his characters’ banter about 

mundane things – jobs, marriages, TV 

shows – makes the wild concepts feel lived-

in. For instance, in A Scanner Darkly, much 

of the book’s first half is composed of 

meandering, often darkly funny dialogues 

among a group of drug-addled friends. They 

argue about trivial conspiracies (like 

whether someone’s gears on a bike have 

been subtly tampered with) and 

misremembered events. These scenes do 

not directly pit human against machine, but 

they establish Bob Arctor’s human life and 

relationships with authenticity. Later, when 

Arctor in his identity as Agent “Fred” speaks 

to his bosses while wearing the scramble 

suit, the tone of dialogue changes 

drastically. The scramble suit anonymizes 

his voice into a mechanical drone. 

Dialogues that occur with him in the suit (for 

example, debriefings at the police station) 

are marked by formal, detached language – 

“Fred” speaks in a monotone and the 

conversation is stilted, devoid of personal 

reference (since none of the officers know 

each other’s identities). Dick contrasts this 

with the lively, if confused, chatter among 

the housemates. The difference in dialogue 

illustrates how technology (the suit) 

suppresses authentic speech and 

understanding. In a sense, when Arctor’s 

voice is scrambled, he becomes more 

machine-like in dialogue, foreshadowing his 

loss of self. The reader can’t help but miss 

the warm, idiomatic exchanges from earlier 

chapters. By this contrast, Dick poignantly 

shows what is lost when human interaction 

is mediated entirely by surveillance tech 

and paranoia – an implicit commentary on a 

cyborg-like existence where one’s social 

interface is mechanized. 

Comparing Dick’s use of dialogue to other 

cyborg literature reveals some interesting 

distinctions. Isaac Asimov’s robot stories 

(like The Caves of Steel or the I, Robot 

series) often feature very logical, even 

didactic dialogues. Robots in Asimov speak 

formally, often addressing logical problems 

or the Three Laws of Robotics. Human 

characters quiz robots or converse about 

technicalities. The effect can be somewhat 

stiff (by design, as Asimov’s robots are 

programmed to be rational communicators). 

In contrast, Dick’s androids and cyborgs 

engage in colloquial and emotion-laden 

dialogue. There is often slang, humor, or 

anger in their words, making them seem 

less like programmed entities and more like 

persons with attitude. For example, 

compare Rachael Rosen’s sarcastic retorts 

or Roy Baty’s baiting of Deckard’s colleague 

in Do Androids Dream…, with an Asimov 

robot like R. Daneel Olivaw politely stating 

facts. Dick’s dialogues emphasize the 

performative aspect of being human. His 

androids try to pass as human in speech – 

sometimes successfully, sometimes failing 
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by a subtle slip (e.g., an inappropriate 

emotional register). This aligns with Dick’s 

theme that androids are “a thing...trying to 

pass as human”, and their speech is the 

main tool for their deception or revelation. In 

Asimov, the line between human and robot 

in dialogue is much clearer; in Dick, it’s a 

source of ongoing tension and suspense. 

Another contrast can be drawn with William 

Gibson’s cyberpunk works (e.g., 

Neuromancer, 1984). Gibson’s cyborgs 

(like the razorgirl Molly with her cybernetic 

implants) and AIs often speak in a very cool, 

street-inflected argot. The dialogue is 

stylish and clipped, reflecting a future 

subculture. Gibson’s AI Wintermute, for 

instance, speaks in riddles and borrowed 

personalities, but there’s always an 

enigmatic remove to its dialogue – it never 

quite sounds human. Dick’s androids, in the 

relatively earlier generation of SF, are 

conversing in more familiar mid-20th-

century idioms. They reference opera, 

movies, everyday concerns, which 

sometimes makes them more relatable than 

Gibson’s later cyborg figures. However, 

Dick and Gibson both use dialogue to 

underscore alienation: in Gibson, it’s the 

alienation of humans from each other in a 

high-tech society (characters often talking 

past each other, jacked into cyberspace); in 

Dick, it’s the alienation of human from 

almost-human, where the failure or success 

of dialogue becomes a test of true 

understanding. 

Marge Piercy’s He, She and It offers a 

positive spin: much of the novel’s emotional 

weight comes from dialogues between 

Shira and the cyborg Yod, through which 

Yod learns about humanity. Piercy writes 

these conversations with “philosophical and 

religious conversations on the nature of 

[the] task and what it means to be human,” 

woven organically into their exchanges. 

Yod’s earnest questions and Shira’s 

explanations gradually build a bridge 

between them. In this case, dialogue serves 

as the vehicle of humanization – the more 

they talk, the more Yod is treated as a 

person. Dick’s dialogues, conversely, often 

carry an undercurrent of distrust – the more 

the human and android talk, the more the 

human tries to discern a flaw or the android 

probes the human’s weaknesses (as Luba 

did). Both authors acknowledge that 

meaningful conversation is a path to either 

connection or exposure. Piercy’s is more 

optimistic (dialogue as education and 

bonding), whereas Dick’s is frequently 

adversarial (dialogue as interrogation or 

manipulation). 

In conclusion, dialogue in Dick’s novels is a 

finely honed instrument for exploring the 

human–cyborg divide. Dick’s realistic style 

ensures that these conversations feel 

credible, even as they discuss owl 

ownership, memory implants, or life on 

Mars. The poetics emerge in the subtext 

and tone: a too-quick answer, an oddly 

detached comment, a moment of genuine 

emotional pleading – these become clues to 

a character’s nature. By listening closely to 

his characters talk, we engage in the same 

activity as his bounty hunters and Voigt-

Kampff administrators: we perform an 

empathy test of our own. More often than 

not, Dick’s dialogues lead us to sympathize 

unexpectedly with the artificial beings and to 

cast a suspicious eye on the coldness of the 

supposed humans. In this way, the 

conversational exchanges in his fiction both 

drive the plot and enact the central theme: 

what does it mean to speak and be heard 

as human? 

The term landscape in literary studies refers 

not just to physical geography, but to the 

broader setting – the world in which the 

story takes place, including its social, 

technological, and ecological aspects. In 

Philip K. Dick’s novels, the landscape is 

often dystopian, reflecting both the external 

and internal crises of his characters. For 

cyborg and android characters, the 

environment around them is frequently 



 TLEP – International Journal of Multidiscipline 
(Technology, Language, Education, and Psychology) 

ISSN: 2488-9342 (Print) | 2488-9334 (Online) 
 

Open Access | Peer-Reviewed | Monthly Publication | Impact factor: 8.497 / 2025 

 

Vol 2. Issue 5 (2025) 

Pa
ge

6
3

 

symbolic of their own condition. Dystopian 

landscapes, decayed cityscapes, and 

artificial habitats in Dick’s work provide a 

context that shapes and mirrors the cyborg 

experience. The way these settings are 

described – the imagery and mood – 

constitutes a kind of poetic backdrop 

against which the drama of humans and 

machines unfolds. 

In Do Androids Dream of Electric Sheep?, 

the setting is a post-apocalyptic San 

Francisco, ravaged by World War 

Terminus. The atmosphere is literally dust-

laden and entropy reigns. Most animal 

species are extinct, many humans have 

emigrated to off-world colonies, and those 

who remain live among the ruins, coping 

with loneliness and decay. This landscape 

of desolation plays directly into the theme of 

artificial life. In the absence of real animals, 

people keep electric pets to cling to a 

semblance of normal empathy; in the 

absence of populous communities, 

androids can slip among humans 

unnoticed. The physical environment is 

described with a palpable sense of decay: 

empty apartments filled with “kipple” (Dick’s 

term for meaningless junk that 

accumulates). John Isidore, the novel’s 

most empathetic character (though a 

“special” of subpar IQ), lives in an 

abandoned apartment building overrun by 

dust and kipple. Dick’s description of 

Isidore’s world – silent hallways, scattered 

detritus, “pudding-like kipple piled to the 

ceiling” in vacant flats – creates a mood of 

entropy and nihilism. This is the landscape 

in which the android fugitives hide. The 

emptiness and disarray reflect the androids’ 

existential status: they are considered 

“dust” to be cleaned up by bounty hunters, 

and they hide in the cracks of a dying 

civilization. Yet the landscape also evokes 

sympathy for them; the world is so barren 

that one can hardly blame the androids for 

trying to carve out a life in it. 

Dick’s use of environmental details as 

metaphor is subtle but powerful. At one 

point, Rick Deckard muses on a lone toad 

he finds in the wasteland, hoping it’s real – 

it turns out to be electric, a manufactured 

creature. The sandy, sparsely alive desert 

where he finds it symbolizes the spiritual 

wasteland he feels after hunting androids. 

The distinction between the natural 

landscape and the artificial creatures within 

it blurs, underscoring the novel’s central 

ambiguity about authenticity. Even urban 

environments are tainted: the city’s skies 

are dark with radioactive dust, mirroring the 

moral darkness of a society that outsources 

its labor and companionship to artificially 

created beings, then destroys them without 

remorse. The landscape thus is integral to 

the cyborg narrative: a fallen world that 

gave birth to the artificial and is now 

inseparable from it. 

In Ubik, the landscape is at once futuristic 

and regressive. On one hand, we have the 

colonized Moon and gleaming space-age 

technology; on the other, as the plot 

unfolds, the environment around the 

characters starts devolving in time. Modern 

buildings morph into old architecture, 

contemporary products turn into vintage 

antiques, and entire city blocks slip into a 

1930s ambiance. Dick vividly describes 

how “Cigarettes he touches fall into dust; 

cream turns sour; mold grows on his coffee; 

even his coins turn out of date” around Joe 

Chip. This surreal deterioration of the 

physical world – what the characters call the 

“tomb world” – can be read as a 

manifestation of entropic decay, a favorite 

theme of Dick’s. For our purposes, it also 

resonates with the idea of the cyborg or 

posthuman in a state of decay. The 

characters in Ubik are neither fully alive nor 

fully dead; they’re sustained in cryonic half-

life and mentally linked. Their world quite 

literally reflects their condition: it’s an 

intermediate, decaying construct, not stable 

reality. The landscape becomes a direct 
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extension of their fragile ontology. In poetic 

terms, Dick externalizes the internal 

posthuman predicament (of being “in 

between states”) onto the very streets and 

objects around them. The need for the 

spray-can of Ubik to restore things to new 

again reads as a quest for restoring reality’s 

integrity, much as one might seek to restore 

humanity or soul in a mechanized 

existence. The richness of Dick’s landscape 

descriptions – from the gleaming consumer 

paradise advertised by Ubik (in faux 

commercials scattered in the text) to the 

crumbling present Joe Chip experiences – 

creates a canvas on which themes of 

obsolescence and artificial preservation are 

vividly painted. The world itself is a 

character in Ubik, one that acts upon the 

protagonists much like an oppressive 

system acts upon a cyborg. 

The Three Stigmata of Palmer Eldritch 

(1965), another Dick novel, offers a different 

but related landscape: colonized Mars, a 

hostile, barren environment where humans 

live in cramped domes. The brutal Martian 

landscape forces colonists to use a drug 

(Can-D) to escape into shared 

hallucinations of an idyllic Earth life. When 

Palmer Eldritch returns from deep space 

with a new drug (Chew-Z), the lines 

between reality and illusion blur further. 

Eldritch himself, as mentioned before, is 

described physically as part machine – with 

mechanized eyes, arm, and steel teeth. 

Tellingly, these artificial parts are said to 

have been acquired due to the harsh alien 

environment he encountered. The 

landscape literally cyborgized him (he 

adapted with machine replacements). 

Moreover, the hallucination landscapes that 

Eldritch’s drug creates become nightmares 

adorned with his cyborg visage – a metal 

landscape of the soul, so to speak. The 

Martian desert and the phantasmagoric 

inner landscapes serve to underscore how 

environment can drive humans to merge 

with machines or lose their humanity. Dick’s 

prose in these novel swings from the dust-

dry realism of Martian colonies to the 

feverish imagery of drug-induced dream 

worlds. Both reflect the states of the 

characters: physically mechanized or 

mentally colonized by an AI-like presence 

(Eldritch). 

In A Scanner Darkly, Dick presents a late-

20th-century (actually, set in a speculative 

1990s) Southern California – which on the 

surface is very familiar, not futuristic in the 

space-opera sense. The landscape is 

suburban houses, freeways, shopping 

malls. However, it’s subtly dystopian: 

surveillance is pervasive, and the blight of 

drug addiction is everywhere. There is a 

sense of societal decay beneath the sunny 

exteriors. This novel’s environment is less 

about grand technological change (no off-

world colonies or flying cars here) and more 

about psychological landscape. As Bob 

Arctor descends into drug-induced 

cognitive breakdown, even his home 

becomes alien to him – at one point he 

watches a recording of himself and doesn’t 

recognize his own actions. The scramble 

suit he wears is a kind of personal 

environment: a portable landscape of 

shifting features that cloaks him. It’s 

described as being made of “a million and 

one fractional representations” of people, 

effectively turning the wearer into a walking 

collage of the crowd. That image is 

profoundly landscape-oriented – Arctor 

becomes a moving piece of the human 

landscape, reflecting everyone and no one. 

It’s a poetic conceit: the cyborg condition 

here is being dissolved into one’s 

environment. The suit eliminates personal 

identity, making the wearer part of the 

anonymous mass (which is ironically 

isolating). In terms of description, whenever 

Arctor is in the suit, Dick doesn’t detail him 

physically – he describes the effect 

(shimmering, blending faces, etc.). The 

environment (the office, the room) interacts 

oddly with him; people around are unsettled 
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by the presence of a “man” with no single 

face. Thus, the social landscape of the 

narcotics agency – impersonal, suspicious 

– is embodied in the scramble suit’s visual 

effect. The Southern California setting also 

plays into the contrast: bright, ordinary 

neighborhoods versus the dark, brain-

fogged mental state of the protagonist. Dick 

based much of this on his own experiences 

in the 1970s drug culture, giving the setting 

an authentic grittiness. This realism of the 

landscape makes Arctor’s gradual 

transformation (arguably into a kind of 

automaton who can barely think for himself 

by the end) all the more tragic. Unlike the 

overt sci-fi landscapes of his other works, 

here the near-normalcy of the environment 

highlights how the transformation into a 

“machine” (via addiction and surveillance) 

can happen right next door in our world. 

Looking at other works for comparison, 

cyborg characters often inhabit worlds that 

emphasize their difference – or, conversely, 

worlds that have adapted to cyborgs as 

normal. For instance, in William Gibson’s 

Neuromancer, the landscape is the high-

tech Sprawl, a neon-lit urban expanse filled 

with cybernetic implants and digital 

landscapes (cyberspace). The environment 

is high-energy, information-saturated, and 

somewhat grimy. Gibson’s cyborgs (like 

Molly, with her implanted sunglasses-eyes 

and reflex enhancements) move through 

this world with ease; the cityscape 

accommodates and even celebrates the 

merging of human and machine. That’s a 

contrast to Dick’s environments, which 

usually underscore a tension or wrongness 

about the cyborg existence. Marge Piercy in 

He, She and It crafts a landscape of 

ecological ruin – an Earth with polluted 

zones and corporate domes. Her cyborg 

Yod lives in the free town of Tikvah, which 

is under environmental and military threat. 

Piercy’s detailed descriptions of acid rain, 

toxic oceans, and protective domes echo 

the condition of Yod himself: he is a creation 

borne out of a desperate need to survive 

hostile conditions (much as Tikvah’s 

innovations are). Piercy explicitly links the 

environment and cyborg theme by showing 

Yod and Shira seeking moments of solace 

in the damaged natural world – e.g., a 

scene of them swimming in a polluted 

ocean, trying to reconnect with nature 

despite its degradation. This poetic motif – 

longing for natural purity in a polluted, 

cyborg-filled age – resonates with 

Deckard’s longing for real animals in Dick’s 

novel. Both authors use the environment to 

represent what has been lost and what their 

artificial beings can never fully have (true 

nature, an unspoiled world). 

Another notable comparison is Katsuhiro 

Otomo’s Akira (a graphic novel, but also 

cinematic) or Masamune Shirow’s Ghost in 

the Shell – these depict urban landscapes 

overwhelmed by technology, where cyborg 

characters blend into the city. The towering, 

chaotic cityscape is almost a character 

itself. In those works, the vast city can either 

swallow individuality or be the playground 

for cyborg empowerment. Dick’s 

landscapes, by contrast, are often emptied 

out – depopulated Earth, decaying Martian 

outposts, etc. This emptiness serves to 

isolate the cyborg figures and highlight their 

existential loneliness. A replicant hiding in 

an abandoned building, or a telepathic 

mutant like Hoppy in Doctor Bloodmoney 

building his own domain amid post-nuclear 

ruins, stands out starkly. The scarcity of life 

in the landscape amplifies the poignancy of 

artificial life trying to assert itself. In Doctor 

Bloodmoney, Hoppy Harrington – a 

phocomelic (limbless) human with 

extraordinary psionic powers and 

mechanical prosthetics – thrives in a small 

post-apocalyptic community. The world’s 

devastation (nuclear war) literally created 

his opportunity to become powerful (he 

uses devices to compensate for his 

disability and eventually to dominate others 

telekinetically). The ruined landscape is 
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Hoppy’s stage to prove himself “more than 

human,” which turns morally dark. This 

again illustrates Dick’s pattern: catastrophic 

environments giving rise to ambiguous 

cyborg figures. 

To sum up, landscape in Dick’s fiction is 

never a passive backdrop; it is an active 

agent in the storytelling and thematic 

development, especially concerning cyborg 

characters. He paints his worlds with 

imagery of decay, entropy, and artificiality to 

reflect the inner states of his characters and 

the unnaturalness (or new naturalness) of 

their predicaments. Whether it’s the kipple-

filled apartments of Electric Sheep, the 

time-warped streets of Ubik, the Martian 

deserts of Palmer Eldritch, or the surveilled 

suburbs of Scanner Darkly, the 

environment echoes the key tensions: 

authentic vs artificial, life vs lifelessness, 

connection vs isolation. Dick’s poetics of 

landscape often lead to moments of 

profound melancholy – for instance, 

Deckard standing on a dark hill with an 

ersatz toad, facing the black sky of a dying 

Earth, encapsulates the sorrow of a world 

where even hope (symbolized by nature or 

animals) has to be man-made. That image 

stays with the reader as a powerful 

statement of the cyborg age: humans now 

live in the world they created, populated by 

the simulacra they made, and the question 

is whether meaning can survive in such a 

landscape. In Dick’s novels, the answer is 

tentative – it depends on the empathy and 

resilience of the characters – but the 

landscapes ensure that we never forget 

what is at stake. 

The term portrait here refers to how 

characters are described and depicted – 

their physical appearance, their demeanor, 

and the overall characterization the author 

provides. In visual art, a portrait highlights 

individuality; in literature, a character 

portrait can be assembled through direct 

description, metaphors, and the 

perceptions of other characters. For cyborg 

characters, portraiture involves a 

fascinating duality: they often look human 

(sometimes indistinguishable), but the 

author may drop hints or emphases that 

reveal something “other” about them. The 

poetics of portraiture in Dick’s work involves 

playing with this human/machine ambiguity 

– sometimes accentuating the uncanny 

artificial aspects, other times presenting the 

cyborg in disarmingly ordinary or attractive 

terms. Additionally, Dick often uses 

metaphors of masks, faces, and eyes in 

portraying cyborg characters, aligning with 

the theme of hidden versus true nature. 

In Do Androids Dream of Electric Sheep?, 

the androids are biologically engineered 

beings virtually identical to humans in 

outward form. There are no metallic limbs or 

visible circuit boards; their “portrait” is one 

of false normalcy. This was a deliberate 

choice by Dick, diverging from the clanking 

robots of earlier pulp fiction. Characters like 

Rachael Rosen, Pris Stratton, Roy Baty, 

and Luba Luft are described as youthful, 

attractive, or at least wholly unremarkable in 

appearance for humans. For example, 

Rachael is introduced as an elegant young 

woman with black hair; Deckard initially 

finds her appealing and certainly human-

seeming. The portrait is all in the behavior 

and aura: Dick notes a certain coldness or 

flatness in some androids’ expressions at 

key moments, a something missing. When 

Deckard first suspects Rachael during the 

Voigt-Kampff test, it’s not because of a 

physical tell (there is none), but because of 

her affect. Similarly, Pris (the android whom 

J.R. Isidore befriends) is described as 

physically akin to Deckard’s wife – a 

slender, pretty woman – which unsettles 

Deckard later when he meets her. Here 

Dick uses portraiture ironically: Pris 

resembles a human woman to the point of 

confusing identities, reinforcing how surface 

appearances can deceive. The only 

“portraits” that truly distinguish androids are 

technological – e.g., a bone marrow 
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analysis or a postmortem slicing of android 

flesh to reveal machinery (mentioned as a 

legal proof after retirement). But these are 

hidden portraits, only revealed off-page. 

Dick’s subtle approach is to have characters 

described in normal terms and then let 

dialogue and action paint the portrait of their 

soul (or lack thereof). When an android’s 

mask slips – like Roy Baty casually planning 

to kill Isidore’s beloved cat or Irmgard’s 

indifference to it – those actions fill in the 

portrait of an unempathic being. One line 

from the novel encapsulates this: “An 

android doesn’t care what happens to any 

other android. That’s one of the indications 

we look for.”. In other words, the portrait of 

an android is defined not by outward 

markers but by the absence of camaraderie 

in their behavior. And yet, this too is 

complicated: in the novel, some androids do 

show concern for each other (Roy and 

Irmgard Baty are a married couple, for 

instance, who stick together). Dick leaves 

the portrait somewhat open to interpretation 

– are they truly loving each other or just 

mimicking? The ambiguity is intentional, 

making the reader essentially the portrait 

artist, assembling clues to decide if the 

androids are depicted as monsters or 

misunderstood beings. By the end, 

Deckard’s own mental portrait of androids 

has evolved to something almost 

compassionate, as he projects onto the 

mechanical toad the possibility of care and 

significance. 

In stark contrast to the human-seeming 

replicants, Dick does give us one fabulously 

grotesque cyborg portrait in his fiction: 

Palmer Eldritch from The Three Stigmata of 

Palmer Eldritch. When Palmer Eldritch 

appears, his physical description is striking 

and memorable: “hollow eyeslot, the 

mechanical metal arm and hand, the 

stainless-steel teeth” – these are described 

as “the dread stigmata of evil”. Dick 

explicitly likens Eldritch’s appearance to a 

war-mask, something that hides the true 

face beneath. As a portrait, it’s symbolic and 

frightening. Eldritch’s cyborg 

augmentations (artificial eyes, arm, jaw) 

serve as outward signs of an inhuman force 

(potentially an alien presence) that has 

taken him over. Dick writes that he initially 

thought “the devil has a metal face” as the 

theme, but then reconsidered that these 

might be masks over a human face, and the 

true face is kind. This is a profound 

metaphor: the portrait of Eldritch is one of 

dual possibility – is he a human with a 

terrifying cyborg exterior (mask), or is he 

essentially a machine/devil hiding behind 

the vestiges of a human? The very phrasing 

“stigmata” evokes religious imagery, as if 

his mechanical parts are marks of a 

demonic or unholy transformation. This 

represents the nightmare extreme of cyborg 

portraiture in Dick’s works. Notably, 

Eldritch’s portrait is described from the 

perspective of another character who has a 

hallucinatory vision of him towering in the 

sky, blocking the sun with that metallic 

visage. The fear and awe in that description 

convey how a cyborg entity can appear to 

those who encounter it: as something 

sublime and terrifying, beyond ordinary 

human scale. 

Dick’s portrayal of Eldritch, however, also 

flips to empathy when he suggests “under 

the metal and helmet, there is… the face of 

a man. A kind and loving man.”[32]. This 

encapsulates a recurring motif in cyborg 

characterization: the notion of a mask. 

Many cyborg characters in literature wrestle 

with the idea that their human aspect might 

be a mask for something machine-like 

underneath, or vice versa. Dick literalizes 

this with Eldritch’s steel teeth and 

prostheses acting as a mask of evil – which 

might disguise a human core. It’s almost a 

rebuttal to his own earlier concept of 

soulless androids: perhaps the most 

seemingly evil cyborg (the “devil with a 

metal face”) could still harbor humanity 

inside. In Do Androids Dream…, we saw the 

https://dickiangnosticism.wordpress.com/2018/01/18/660/#more-660
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opposite – seemingly normal faces 

concealing a lack of empathy. With Eldritch, 

we see a monstrous face potentially 

concealing a lost humanity. This complexity 

enriches the poetics of the cyborg portrait: it 

is never one-dimensional in Dick’s hands. A 

character’s appearance might mislead, and 

only through narrative context do we 

assemble the full picture. 

Another character portrait worth noting is 

Hoppy Harrington in Doctor Bloodmoney. 

Hoppy is a human mutant rather than an 

android, but he becomes “cyborg” through 

technology. Born without arms or legs, he 

uses a motorized wheelchair and ingenious 

prosthetic extensions to function. People 

initially see him as a pitiable disabled man 

with a friendly demeanor. Dick paints him 

almost cherubically at first – small, smiling, 

eager to help via his “telepathic powers” he 

uses in magic shows. This portrait gains 

darkness over time: after nuclear war 

devastates the world, Hoppy augments 

himself further (connecting to electronics, 

amplifying his psi abilities) and grows 

megalomaniacal. His physical form remains 

that of a limbless human, but now always 

surrounded by devices – a sort of human-

spider at the center of a technological web. 

Other characters begin to perceive 

something sinister in his face, especially in 

his eyes which gleam with power. The 

portrait evolves from inspiring (overcoming 

disability) to frightening (inhuman power-

lust). Dick thereby uses Hoppy’s 

characterization to explore how power can 

change a portrait: is he still that earnest 

man, or has the machinery and power made 

him a monster? By the story’s end, the 

portrait of Hoppy in the reader’s mind likely 

resembles a supervillain despite his 

unchanged body – a testament to Dick’s 

skill in changing our perceived portrait of a 

character through their actions and the aura 

the narrative gives them. 

Turning to comparisons, how do other 

authors paint their cyborg characters? 

There is a spectrum. On one end, you have 

clearly monstrous or heavily mechanized 

depictions: e.g., in many comic books or 

action-oriented sci-fi, a cyborg might be 

described with gleaming red eyes, metallic 

limbs, etc., to immediately signal their 

artificial nature (think of the Terminator’s 

endoskeleton, or the “six-million-dollar man” 

with his bionic eye, or cyborg antagonists in 

various novels who sport weaponized 

implants). Dick largely avoids this kind of 

obvious visual cyborg trait for his androids – 

he wants them to pass as human. His rare 

forays into explicit cyborg imagery (like 

Eldritch) are done for thematic impact rather 

than plot utility. By contrast, William Gibson 

gives his cyborg characters distinctive 

features: for example, Molly in 

Neuromancer famously has mirrored lenses 

implanted over her eyes – a badass portrait 

that emphasizes her sleek, inhuman cool. 

Gibson describes her as having a harlequin 

face with featureless silver eyes, which 

immediately tells the reader she’s 

augmented. It’s stylish and intriguing, but it 

also serves as a barrier (you can’t see her 

eyes – the presumed windows to the soul – 

so she appears inscrutable). Dick’s Rachael 

has normal eyes but lacks the emotional 

spark behind them, which is a far subtler 

kind of inscrutability. Both approaches 

engage the reader: Gibson’s through visual 

cyberpunk flair, Dick’s through 

psychological uncanny valley. 

Marge Piercy’s portrayal of Yod in He, She 

and It is interesting because Yod is 

physically a perfect male specimen – 

strong, handsome, indistinguishable from a 

man (much like Dick’s androids). Piercy 

describes him as attractive yet oddly still, as 

if too controlled in movement. Yod’s creator 

designed him to blend in, so his portrait 

initially is that of an idealized human. Over 

time, little details signal his artificiality: he 

has no scent of sweat, his affect can turn 

oddly blank when he’s in “combat mode,” 

etc. Piercy consciously references the 
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golem myth, and indeed Yod is named after 

the golem of Prague story that is 

interwoven. The golem, like Yod, looks 

human when clothed but bears a mystical 

word on its forehead marking it as a 

creation. In He, She and It, one could say 

the “word on the forehead” of Yod is 

metaphorical – it’s in the knowledge we 

have that he was built, not born. Piercy’s 

narrator and other characters often remind 

us of Yod’s artificial origin even as they (and 

the reader) grow fond of him. The portrait 

that emerges is tragic: a being so humanlike 

and yet denied a real human life (a family, 

unscripted choices). This pathos is akin to 

Dick’s replicants – except Piercy leans more 

into sympathy by giving us more of Yod’s 

own perspective and explicitly 

acknowledging his feelings. Dick, in 

keeping with his more paranoid, ambiguous 

universe, stops just short of confirming 

androids have genuine feelings; he leaves 

it as a tantalizing question, painting their 

portrait in half-tints and shadows. 

In visual media influenced by Dick, such as 

Blade Runner (1982, based on Do Androids 

Dream…), the portrait of the replicants was 

made more conspicuous by certain cues (in 

the film, the replicants occasionally show a 

telltale red eye-glow in light – an invention 

of the filmmakers). But in writing our 

analysis, it’s important to note Dick’s 

original approach was minimalist in physical 

differentiation. One might say Dick’s cyborg 

portraits are drawn with an impressionist’s 

stroke: a light touch on physical detail, 

focusing instead on thematic contrasts like 

warmth vs. coldness, genuine vs. mimicked 

expression. He relies on reader inference – 

we construct the portrait of an android or 

cyborg by piecing together what they say, 

how they say it, and how others react to 

them. 

Dick also often uses names and allusions 

as part of portraiture. “Pris Stratton” and 

“Rachael Rosen” sound like ordinary 

names, which is the point – they could be 

your neighbors. “Rosen” is ironically 

reminiscent of “rosen, rozen” (German for 

roses), perhaps hinting at a beauty that is 

artificial (like a plastic rose). “Hoppy” 

Harrington’s nickname sounds cute and 

harmless, belying his later menace. “Palmer 

Eldritch” carries the word “eldritch” 

(meaning strange or unearthly), 

foreshadowing his uncanny transformation. 

These nominal details complement the 

character portraits. 

In summary, the portrait of the cyborg in 

Dick’s novels is a layered construct. 

Outwardly, many appear deceptively 

normal, even attractive, challenging both 

the other characters and the readers to 

discern the difference. Inwardly (through 

hints of thought and deed), and sometimes 

via stark visual metaphors (the “metal face” 

of evil), Dick unveils the philosophical 

essence of these characters. The poetic 

effect is that readers must confront their 

own prejudices: If it looks human and talks 

human, is it human? If it looks monstrous 

but might have a human heart, do we 

reconsider? Dick engages us in these 

questions by carefully controlling the 

portrait he provides – enough detail to 

suggest either humanity or its absence, but 

never so much as to remove all doubt. The 

ambiguity itself is the art. By the end of a 

Dick novel, we often realize the true 

“portrait” was not just of the android or 

cyborg, but of humanity as refracted in 

them. In Do Androids Dream…, Roy Baty’s 

dying words or Rachael’s final cruel act 

toward Deckard’s goat all add strokes to a 

portrait of us: how we choose empathy or 

cruelty. It’s telling that Dick’s own later 

reflections equated the android with the 

human who lacks empathy. The portrait of a 

cyborg in Dick’s moral universe may well be 

the portrait of a human who has lost 

something essential – a haunting notion that 

lingers like a face in a darkened mirror. 

Having analyzed Philip K. Dick’s distinctive 

methods of depicting cyborg characters 
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through monologue, dialogue, landscape, 

and portrait, it is illuminating to compare 

these with approaches taken by other 

novelists. While Dick was an early 

trailblazer in questioning the 

human/machine boundary, he was soon 

joined (and in some cases preceded) by a 

chorus of literary voices exploring cyborg 

and posthuman themes from different 

angles. These comparisons will help 

highlight what is unique about Dick’s 

“poetics of cyborgs” and what elements 

resonate across the genre. 

Isaac Asimov’s Androids vs. Dick’s 

Androids: Asimov’s robots (for example, R. 

Daneel Olivaw in The Caves of Steel (1954) 

and its sequels) are governed by the 

famous Three Laws of Robotics, making 

them fundamentally devoted to serving and 

not harming humans. In terms of dialogue 

and monologue, Asimov’s robots often 

speak in a polite, somewhat stilted manner, 

and we rarely get an internal monologue 

from them (except in logical puzzle terms, 

like a robot processing a contradiction). The 

focus is on rational thought and problem-

solving. Dick’s androids, in contrast, are 

free from such laws – they can lie, deceive, 

even kill. Dialogue with them is a minefield 

of manipulation and emotional tension, as 

we saw with Luba Luft and Rachael. Asimov 

often portrays robots as loyal machines 

misunderstood by humans, ultimately 

reinforcing a stable boundary (his humans 

learn to trust the good robots). Dick portrays 

androids as either misunderstood quasi-

humans or as mirror images of 

unempathetic humanity, destabilizing the 

boundary. In landscape terms, Asimov’s 

future Earths and Spacer worlds are 

relatively orderly and prosperous, using 

robots as tools; Dick’s worlds are chaotic 

and decaying, with androids as both 

symptom and response to that chaos. The 

portrait of Asimov’s android is typically 

mechanical or at least striking (Daneel is 

initially described as physically perfect but 

with a robotic demeanor that gives him 

away), whereas Dick’s androids are 

chameleons – visually indistinguishable 

until they reveal themselves behaviorally. 

Thus, Asimov uses robots to uphold an 

optimistic rationalism, while Dick uses 

androids to explore existential doubt and 

moral ambiguity. 

Cyberpunk’s Cyborgs (Gibson and 

beyond): The 1980s cyberpunk movement, 

spearheaded by William Gibson’s 

Neuromancer, shifted the cyborg 

discussion to a high-tech, information-age 

context. Monologue in cyberpunk is often 

the noir-like voice of an antihero (e.g., 

Gibson’s Case) who is a regular human 

interfacing with cyberspace – we don’t 

typically get first-person views from AIs or 

cyborgs themselves. Instead, dialogue and 

description emphasize cool, hard-edged 

style. Gibson’s Molly is essentially a cyborg 

(with enhanced reflexes, weapon implants, 

and those mirror eyes), but she’s portrayed 

through her actions and terse lines of 

dialogue, projecting confidence and danger. 

Unlike Dick’s often emotionally fraught 

dialogues, Gibson’s cyborg interactions are 

laconic and slick – they reflect a world 

where technology is ubiquitous and 

accepted, not an object of spiritual crisis as 

in Dick’s work. The landscape of 

Neuromancer and similar works is dense 

urban sprawl and virtual cyberspace; it 

normalizes the presence of cyborgs in a 

neon consumerist maze. Dick’s 

landscapes, as we noted, frequently 

foreground emptiness or decay, making 

cyborgs stand out as abnormal or 

symptomatic figures. In portraiture, 

cyberpunk tends to glamorize the cyborg: 

Molly with her mirrorshades is iconic, a sort 

of stylish superhuman. Dick, conversely, 

often undercuts glamor – his androids, 

when revealed, might scream or break 

down like Luba Luft, showing vulnerability, 

or in Eldritch’s case show too much of the 

horrific. In summary, cyberpunk authors 
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depict cyborgs as an integrated part of 

society’s fabric (for better or worse), often 

focusing on how humans adapt to 

augmentations, whereas Dick’s depiction is 

more about the friction and dissonance – 

the sense that something fundamentally 

human is at stake or being tested. 

Marge Piercy’s He, She and It (aka Body of 

Glass, 1991): Piercy’s novel invites direct 

comparison with Do Androids Dream…, as 

it explicitly grapples with what being 

posthuman means, and Piercy even 

acknowledges Donna Haraway’s Cyborg 

Manifesto in the text. Piercy’s cyborg 

protagonist, Yod, is crafted to protect a 

community and ends up engaging in a 

romantic/sexual relationship with a human 

woman, Shira. In terms of monologue, while 

the story is told in third person, Piercy does 

allow glimpses of Yod’s perspective and 

feelings, striving to show that he does have 

a rich inner life and the capacity for love and 

moral judgement. This is more akin to Blade 

Runner’s sympathetic portrayal of Roy 

Batty (who in the film has a famous 

monologue about his memories: “I’ve seen 

things you people wouldn’t believe…”). 

Dick’s book, however, did not grant Roy 

such an inward-looking moment; it kept the 

androids a bit more opaque. Dialogue in He, 

She and It is used to educate Yod and 

debate ethical questions (as noted earlier, 

dialogues about what it means to be human 

or Jewish or a free being are prominent). 

Dick’s dialogues seldom become openly 

philosophical discussions; the philosophy is 

embedded in the subtext or brief aphorisms 

(like Deckard’s thoughts on empathy). 

Piercy’s approach is more didactic – 

characters explicitly talk through the 

implications of cyborg existence, reflecting 

the novel’s feminist and moral inquiry. The 

landscape in Piercy’s novel (domed cities, 

toxic outdoors, cyberspace hacks) parallels 

Dick’s post-apocalyptic setting but with a 

1990s cyberpunk twist. Both authors use 

environmental collapse as motivation for 

creating artificial beings. However, Piercy’s 

free town Tikvah sees Yod as a savior figure 

defending them, whereas Dick’s San 

Francisco views androids as a threat or at 

best a nuisance to be managed. Finally, in 

portrait, Yod is consistently described in 

almost sensual, positive terms – his 

physicality is attractive and his emotions, 

though controlled, are genuine. Dick’s 

replicants can be beautiful (like Rachael) 

but are often undercut by a certain alien 

quality or by the narrative reminding us of 

their artifice. Piercy humanizes the cyborg 

fully, aligning with Haraway’s notion that 

“the cyborg deconstructs collective 

identities” and boundaries like male/female 

or human/machine. Dick, writing earlier, 

provocatively blurs those lines but stops 

short of erasing them; his androids 

ultimately do not get to transcend their 

status (most are killed or limited by four-

year lifespans, etc., at least in the 1968 

novel’s canon). 

Frankenstein’s Creature and Early 

Androids: Going back to the beginning, 

Mary Shelley’s Frankenstein (1818) can be 

seen as a prototypical story of an artificial 

being. The creature is not a cyborg 

mechanically, but an assemblage of dead 

body parts reanimated – essentially a 

“biotech” creation ahead of its time. 

Shelley’s Creature has one of literature’s 

great monologues when he learns to speak 

and confronts his creator, pouring out his 

anguish and demand for love. This early 

example set a template: the artificial being 

as eloquent, as emotionally profound 

(perhaps more so than some humans), and 

as a figure to evoke empathy despite 

fearsome appearance. Dick’s androids, 

particularly in adaptation or interpretation, 

follow that path – the idea that the “monster” 

might have a soul, might long to be human 

or to be accepted. In Shelley, the dialogue 

between Creator and Creature is central; in 

Dick, there is no literal creator figure on 

stage (the Rosens come close in Electric 
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Sheep), but one can view Deckard as a 

stand-in for societal judgement conversing 

with the being’s society made and enslaved. 

The landscape in Frankenstein – icy 

mountains, rugged nature – reflects the 

creature’s isolation; in Dick, the barren earth 

or suffocating city similarly amplify the 

loneliness of androids or other hybrids. The 

portrait of Shelley’s creature is grotesque 

yet essentially tragic (his hideousness is not 

his fault but determines his fate). In Dick’s 

work, the android’s lack of empathy is their 

invisible “hideous” trait, condemning them 

in society’s eyes, yet Dick makes us 

question whether this lack is innate or a 

result of how they’re treated. Thus, 

Shelley’s human-made being and Dick’s 

androids both engage pity and fear, 

suggesting a through-line in literature: we 

often project our hopes and anxieties onto 

the figures that blur the line between person 

and thing. 

Contemporary Extensions – e.g., Kazuo 

Ishiguro’s Klara and the Sun (2021): Even 

in modern literary fiction, we see echoes of 

Dick’s themes. Ishiguro’s recent novel is 

about an “Artificial Friend” robot girl named 

Klara who is purchased as a companion to 

a sick child. The story is told from Klara’s 

naive first-person perspective. Ishiguro 

here does what Dick mostly avoided: he 

fully inhabits the mind of the android with a 

monologue that’s quietly observational and 

touching. Klara’s voice is simple but 

earnest, illustrating devotion and a 

developing sense of spirituality (she prays 

to the Sun to heal her human friend). 

Ishiguro’s dialogues are marked by Klara’s 

polite, literal interpretations; unlike Dick’s 

sometimes combative or ironic dialogues 

with androids, here humans generally treat 

Klara kindly, and conflict is subtle. The 

landscape is near-future but not apocalyptic 

– the unease lies in social dynamics 

(genetically enhanced children, etc.), not 

environmental collapse. And Klara’s portrait 

is one of childlike innocence; she’s explicitly 

a machine (solar-powered, with some 

limited physical abilities), yet her demeanor 

is compassionate. Ishiguro’s approach feels 

almost like an inversion of Dick’s Electric 

Sheep: where Dick gave us human POV 

into androids, Ishiguro gives android POV 

into humans. Both converge on asking what 

qualities truly make someone worthy of 

moral consideration. Readers of Ishiguro 

might recall Dick’s pioneering work and how 

far we’ve come in openly empathizing with 

the cyborg perspective. 

Through these comparisons, it becomes 

evident that Philip K. Dick’s cyborg 

characters occupy a pivotal place in the 

evolution of the theme. He straddled the line 

between the earlier cautionary tales (where 

the artificial being is often a monster or a 

problem to be solved) and the later 

humanistic or posthuman narratives (where 

the artificial might be protagonist or equal 

partner). Dick’s poetics – his use of doubt, 

ambiguity, and empathy tests – added 

unprecedented depth to cyborg 

characterization. He was among the first to 

suggest that the difference between a 

human and an android could be as slight as 

a response to a question, or an ability to feel 

empathy, rather than any obvious physical 

marker. This idea has profoundly influenced 

how subsequent authors and creators 

handle cyborgs: consider how Blade 

Runner (1982) and Blade Runner 2049 

build on Dick’s concept that empathy and 

memory define personhood; or how 

Westworld (the HBO series) features 

androids gaining consciousness through 

the repetition of narratives, echoing Dick’s 

theme of self-discovery in artificial loops. 

In summary, where other works either 

reinforce differences or celebrate the 

cyborg, Dick’s work problematizes and 

questions. His androids are not readily 

heroes or villains; they are both victims and 

victimizers (as scholar Aaron Barlow titled 

an essay, “Androids: Victimized 

Victimizers”) – instruments of an oppressive 
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system yet capable of defying it, and also 

capable of cruelty themselves. This 

complexity is the hallmark of Dick’s 

contribution. It paved the way for the 

nuanced cyborgs of today’s literature, which 

often carry a touch of Philip K. Dick’s DNA 

– a lingering uncertainty about what is real 

and what is right. As the comparisons show, 

each author’s historical context and intent 

shape their portrayal of cyborgs: from 

Asimov’s rational optimism, through Dick’s 

paranoid empathy, to Piercy’s feminist 

reimagining and beyond. But across these, 

one can trace an ongoing conversation 

(almost a dialogue across texts) about the 

definition of humanity in a technological 

age, a conversation that Dick’s novels 

uniquely fueled with their blend of pulp 

excitement and philosophical depth. 

Conclusion 

Philip K. Dick’s novels present a rich and 

challenging poetics of cyborg characters, 

achieved through careful narrative craft and 

profound thematic questioning. By 

analyzing monologue, dialogue, landscape, 

and portrait in key works like Do Androids 

Dream of Electric Sheep?, Ubik, and A 

Scanner Darkly, we have seen how Dick 

weaves a complex tapestry that blurs the 

line between human and machine. 

Through monologues and inner 

perspectives, Dick exposes the anxieties of 

characters who themselves often wonder if 

they (or those around them) might not be 

truly human. The interior reflections on 

empathy in Do Androids Dream… or the 

fragmented self of A Scanner Darkly put us 

directly in touch with the subjective 

experience of Dick’s world – a world where 

the difference between person and 

simulacrum can be agonizingly unclear. 

These moments invite us to empathize with 

beings we might otherwise dismiss as 

“other.” In doing so, Dick’s work affirms a 

key idea: empathy is both the measure and 

the maker of humanity. As one critic 

summarized, Dick’s fiction suggests 

“humanness” is not about one’s origin or 

composition, but about one’s capacity for 

empathy and moral action. 

In dialogue, we observed how Dick stages 

encounters between humans and androids 

as subtle duels of identity. The realistic, 

often terse exchanges carry significant 

subtext. Whether it’s an android’s voice 

betraying a curious lack of affect, or a 

human character like Deckard faltering 

when his target turns the moral tables on 

him, these dialogues dramatize the novel’s 

central conflicts. Dick’s ear for natural 

speech grounds these scenes, but the 

content pushes us to question: if you can 

carry on a conversation with someone 

about art, love, or everyday worries, does it 

matter if they were manufactured? In Dick’s 

hands, a simple conversation becomes a 

crucible of personhood. The fact that “Only 

Dick has a hero giving himself his own test, 

having come to doubt his own humanity” is 

telling – his characters, and by extension his 

readers, end up interrogating themselves in 

the face of the Other. 

The landscapes Dick builds are far from 

mere backdrops. They actively interact with 

the narrative, reinforcing the sense of a 

world out of balance. The dust-choked cities 

and barren wastelands of Electric Sheep 

underscore the desperation and alienation 

that drive both humans and androids. The 

surreal entropy of Ubik’s environment 

externalizes the characters’ liminal state 

between life and death, making the 

strangeness of their condition palpable. And 

the surveillance-soaked suburbia of A 

Scanner Darkly brings the cyborg concept 

into our own backyard, suggesting that our 

modern world can erode individuality in 

ways as frightening as any sci-fi dystopia. In 

each case, Dick’s descriptive poetics – 

often plainspoken but evocative – make the 

reader feel the weight of these worlds. The 

worlds are sick, decaying, or distorted, and 

in them, artificial beings arise not as 

invaders from outside, but as symptoms 
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and responses to the world’s ills. The 

androids are both a product of and a coping 

mechanism for a dying Earth, much as 

cyborg enhancements or drug-induced dual 

identities are responses to the pressures of 

their respective societies. By tightly linking 

setting and character, Dick suggests that 

the question of the cyborg is ultimately a 

question about the world that created it. Are 

we making a world in which humans 

themselves become more mechanical 

(routine, unfeeling, isolated)? Or can we 

imbue our creations – and our environment 

– with our better qualities? 

Finally, in portraiture, we saw that Dick’s 

approach to describing cyborg characters 

balances the familiar with the unsettling. His 

androids can seem disarmingly normal in 

appearance, compelling us to recognize 

them as reflections of ourselves. Yet he 

sows hints of the uncanny – an out-of-place 

reaction, a too-perfect calm – that signal 

their difference. In more extreme cases, like 

Palmer Eldritch, he gives us vivid imagery 

of the cyborg as monster, only to subvert it 

by intimating a human soul behind the 

“metal face.” This dynamic interplay – 

revealing and concealing – is at the heart of 

Dick’s literary artistry. It engages us in the 

act of discernment: just as his bounty 

hunters and policemen peer into the eyes of 

suspected androids, we as readers peer 

into the narrative, searching for the soul of 

these characters. And often, Dick implicates 

us in an uncomfortable realization: the 

soullessness we fear in the machine may 

exist in ourselves. In Dick’s universe, a 

heartless human and a soulful android are 

both conceivable, even common. His 

memorable assertion that “a human being 

without the proper empathy… is the same 

as an android built to lack it” encapsulates 

this moral. The portrait of the cyborg 

becomes a mirror – sometimes dark, 

sometimes compassionate – held up to 

humanity. 

When we compare Dick’s contributions to 

those of other writers, we appreciate how 

influential and singular his vision was. Later 

authors like Piercy, Gibson, and others 

expanded on aspects of cyborg identity, but 

Dick provided a template of deep 

ambivalence and inquiry. He was neither 

fully celebratory of technology nor purely 

fearful; instead, he was inquisitive, Gnostic 

in his search for what lies behind the veil of 

material appearance. In many ways, Dick 

anticipated the posthuman discourse: 

questions of what happens when 

boundaries between human and machine 

blur, how power and empathy play out in 

such scenarios, and what new ethical 

framework is needed. Donna Haraway’s 

notion that “the cyborg deconstructs social 

oppositions” like human/machine is 

something Dick’s fiction dramatized years 

earlier in its own way, by literally having 

those categories confuse and collapse 

during the story. 

Technologically, the world has caught up 

with Dick’s imagination in eerie ways – AI 

and robotics are no longer distant 

speculations, and even the empathetic 

“Voigt-Kampff” tests have a real-world echo 

in our captchas and Turing tests. This 

makes Dick’s poetics all the more relevant. 

His work serves as a caution and a guide: it 

urges us to cultivate empathy (our “human 

essence”) in the face of rapid technological 

change, and to question the bureaucratic or 

dehumanizing impulses that may 

accompany that change. It also encourages 

a kind of humility – the machines we make, 

the cyborgs or AI, might in some respects 

surpass us or be more human than us, as 

his Nexus-6 androids in some respects did 

(out-thinking “chickenheads,” matching 

humans in emotional manipulation). The 

question then is not only “What defines a 

human?” but also “How must we evolve 

ethically when confronted with our 

creations?” Dick doesn’t give easy answers, 

but through his nuanced narrative 
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techniques he ensures we never stop 

asking. 

In conclusion, Philip K. Dick’s literary 

exploration of cyborg characters is as much 

an exploration of ourselves as it is of 

speculative beings. By skillfully employing 

monologue, dialogue, landscape, and 

portrait, Dick crafted stories that are thrilling, 

moving, and profoundly thought-provoking. 

They compel readers to step into the 

empathetic void – to feel for the android, to 

suspect the human, to sense the decay of a 

world and the possible transcendence or 

tragedy of those who populate it. In doing 

so, his novels achieve a rare feat: they 

entertain as science fiction while functioning 

as moral fables and philosophical 

meditations. The replicants, precogs, 

simulacra, and split-minds that wander his 

pages may not be “real” in a conventional 

sense, but their dilemmas have become 

ever more real in the contemporary 

zeitgeist. Dick’s cyborgs ultimately teach us 

about the fragility and preciousness of being 

human – a lesson delivered in electrifying 

prose and enduring metaphors. As we 

navigate our own age of AI and cyborg 

technologies, Philip K. Dick’s work remains 

an indispensable reference point, reminding 

us that the poetry of our empathy might be 

the key to our survival in a future full of our 

reflected selves. 
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