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Science Fiction Kritik
Links 
Science fiction is otherizing.
Sardar & Cubitt, 02, Ziauddin, London-based scholar, writer and cultural-critic who specializes in the future of Islam, science and cultural relations. Sean, Director of the Program in Media and Communications at the University of Melbourne and Honorary Professor of the University of Dundee, Introduction, Aliens R us, the other in science fiction, 6/24/11, EG
In science fiction, the ‘other’ as ‘alien’ is deployed to concretise the deeply divisive dichotomies of race and gender embedded in the repressive structures and relations of dominance and subordination. Modernity remains intact, the moral guardian of the future, whilst the ‘other’ emerges demonised and thus can be justifiably annihilated. ‘The centre,’ as John Rutherford has argued, ‘invests the “other” with its terrors. It is the threat of dissolution of self that ignites the irrational hatred and hostility as the centre struggles to assert its boundaries, that constructs self from not self.’2Of all the categories of cinema, ‘alien invader’ films are the most prolific and conservative for, as Susan Hayward notes, ‘They point at otherness as threatening to life and/or social mores’ and ‘represent the most “worrying” category of all with their innate potential for misogyny, racism and nationalistic chauvinism’.3  

Fireflies creates gendered dichotomies. 

Rowley 07 (Department of Politics, University of Bristol,)
I understand gender, sex and sexuality to be socially constructed categories: ‘men and women are the stories that have been told about “men” and “women” ’ (Sylvester 1994, 4). Masculine and feminine are attributes that can be applied to concepts, policies and institutions just as readily as to bodies, and they intersect with the dichotomies male/female and heterosexual/homosexual to form the basis for complex hierarchies of multiple gendered identities. Gendered concepts form an integral part of mainstream International Relations (IR). IR conventionally defined constructs a gendered dichotomy between the international (masculine) and the domestic (feminine) spheres. International Relations just is about the interactions between states; what goes on within states is the concern of political scientists rather than scholars of IR. Although it is occasionally acknowledged that the two spheres are separated for purposes of analytical clarity rather than to denote an empirically accurate representation of the world, the distinction nevertheless functions to obscure the complex interconnectedness and gendered constitution of all political practices and identities, be they local, ‘national’ or ‘international’. In F/S the domestic/international divide does not exist in the same way. Rather than (our) one solitary planet of ‘Earth-That-Was’, the F/S 'verse consists of multiple earths, many planets and hundreds of moons that have all undergone ‘terraforming’ to make them habitable to humans. These planets and moons can be seen as allegories of modern-day states. However, it is also possible to inhabit the spaces between planets: spaceships—housing just one or two people, or many thousands—transgress the domestic/international divide. They do so through being simultaneously domestic (homes), multinational (consisting of people from a variety of cultural backgrounds) and transnational (spaces/vehicles for travelling between planets, as opposed to being tied to one specific one). The everyday existence of Serenity's crew and passengers is a nomadic one in which they alternate between living for days at a time in outer space and spending periods ‘docked’ (based) on a variety of moons and planets, as well as travelling frequently between them. However, even when they are not flying, the spaceship remains their home, where they sleep and eat. While a nominal distinction is made between crew and passengers, it is clear from the interactions of the longer-standing crew members that they consider themselves a family, and not a particularly unconventional one.

Gendered Language promotes Violence
Rowley 07 (Department of Politics, University of Bristol,)
F/S is much less critical with regard to exploring the potential for using persuasion rather than violence to achieve one's aims. Without fail, in every episode the crew is ‘forced’ to resort to violence to resolve a dispute or get themselves out of trouble, while the narrative is established in such a way that it is difficult to feel anything other than empathy for the crew, or to critique the inevitability of violence, even where our heroes are first to use physical or military force. In this respect F/S replicates other mainstream science fiction texts, such as Star Trek, which espouses pacifist and/or non-interventionist principles while constantly finding justifications to violate them (Weldes 1999). Violence is a gendered concept, associated with masculine characteristics and with male actors; that women are portrayed as equally capable of and prone to using violence may be an egalitarian statement but it is a problematic representation because the concept itself remains unchanged. As noted above, women can be good soldiers too, but broader social structures have not undergone any radical changes. Five hundred years in the future, soldiering is not a significantly different occupation from its 21st-century equivalent; military institutions do not appear to have undergone any radical changes in their gendered construction; and, far from becoming obsolete, wars have not changed much either. Violence at the personal level is, if anything, also more prevalent in the 26th century. At the end of ‘Hearts of Gold’, the prostitute shoots the father of her newborn son, implying that there was ultimately no other way of dealing with him. Zoë does not argue that killing federal officers is morally problematic, only that it is stupid because the Alliance will come looking for them. Saffron, the supposedly downtrodden woman who marries Mal, turns out to be a bounty hunter who uses physical force as well as seduction to deceive him and leave them all to die in space. And although the crew are like a family, individuals frequently resort to violence in disputes with one another. Anarchy and the consequential pervasiveness of violence are naturalised as unquestioned facts of life on the Outer Rim, which is portrayed very much like conventional realist accounts of contemporary international relations, as a Hobbesian struggle for survival in a vicious, dog-eat-dog world.

Impacts
If humanity continues to degrade the other, it will result in extinction. 

Zimmerman 02 [Michael E. Zimmerman “Encountering Alien Otherness”, ed. Rebecca Saunders (Lanham, Maryland: LexingtonBooks, 2002), 4-5 (PhD, Tulane, 1974) is Professor of Philosophy and former Director of theCenter for Humanities and theArts at CU Boulder.]
Recently, concern about foreign immigrants has grown in Western countries to which people from poorer countries (including former colonies) are flocking to escape political oppression and to find work. For many tourists, encountering otherness--distinctive clothing, different skin color, odd cultural practices, unusual cuisines--is the whole point of traveling. Having those exotic others immigrating to one's own country is another matter altogether, however. Politicians frequently try to gain political power by turning foreigners--and even citizens who can be portrayed as sufficiently other--into scapegoats for the country's woes. In the U.S., for example, immigrant-bashers play on the fears that some people have about losing their jobs to immigrants, even though job loss is more often due to decisions taken by powerful transnational economic interests. Even people not immediately threatened by outsiders will often join in disparaging or expelling them. People tend to project mortality and evil onto outsiders, aliens, others. By dominating or even destroying the death- and evil-bearing other, the dominant group feels as if it has conquered death and evil.10 Due to surging human populations, rapid shifts in capital investment and economic structures, environmental degradation, and greater ease of travel, mass migrations will only increase. Given the destructive capacity of current weapons, humanity may either have come to terms with otherness, or else risk destroying itself. Just as people have used differences in skin color, religion, gender, cultural practices, language, ideology, and economics to justify violence against other humans, people have also used differences between humans and other life forms to justify needless violence against plants, animals, and entire ecosystems. For centuries, people have claimed that one trait or another--from tool using to linguistic ability--demonstrates human superiority over other life. The nineteenth century doctrine of Manifest Destiny proclaimed that a united American people (white, of European descent) was bound to "develop" the continent's natural resources from coast to coast. Modernity’s ideology of anthropocentric humanism, which “others” nature by depicting it solely as an instrument for human ends, generates enormous ecological problems. In recent decades, the “dark side” of modernity has come in for deserved criticism. Despite its undeniable problems, however, modernity has also made possible great improvements in political freedom, material well-being, scientific knowledge, and human lifespan.

Science fiction inherently translates the alien into the other, and therefore justifies anihilation and dehumanization. This turns their case and perpetuates all of the harms of the 1AC

Sardar & Cubitt, 02, Ziauddin, London-based scholar, writer and cultural-critic who specializes in the future of Islam, science and cultural relations. Sean, Director of the Program in Media and Communications at the University of Melbourne and Honorary Professor of the University of Dundee, Introduction, Aliens R us, the other in science fiction, 6/24/11, EG
In science fiction, the ‘other’ as ‘alien’ is deployed to concretise the deeply divisive dichotomies of race and gender embedded in the repressive structures and relations of dominance and subordination. Modernity remains intact, the moral guardian of the future, whilst the ‘other’ emerges demonised and thus can be justifiably annihilated. ‘The centre,’ as John Rutherford has argued, ‘invests the “other” with its terrors. It is the threat of dissolution of self that ignites the irrational hatred and hostility as the centre struggles to assert its boundaries, that constructs self from not self.’2Of all the categories of cinema, ‘alien invader’ films are the most prolific and conservative for, as Susan Hayward notes, ‘They point at otherness as threatening to life and/or social mores’ and ‘represent the most “worrying” category of all with their innate potential for misogyny, racism and nationalistic chauvinism’.3 

Impacts

Science Fiction helps to perpetuate racism, 

Bleasdale 11  (John, Bleasdale, a writer, and movie and culture critic, PhD.) http://www.electricsheepmagazine.co.uk/features/2011/04/24/illegal-aliens-racism-in-science-fiction/

Science fiction has the tendency to show up the limits of the imagination starkly. All those invented Tomorrow’s Worlds can’t help but look like cut-and-paste jobs from existing worlds; 2001 looks like 1969, 1984 like 1948,Metropolis like New York and Blade Runner is set in a still recognisable Los Angeles via Tokyo. So when it comes to aliens, it is hardly a surprise that writers and directors start flicking through back copies of National Geographic to find some inspiration. The Alien is rarely alien (except perhaps for Alien); it’s simply other. The Romulans are ancient Romans, wookies are walking dogs, Orcs speak Turkish and look like Rastafarians and the Nav’i from Avatar are Navaho cross-bred with stretched Smurfs. This is not necessarily a failing of science fiction, but in fact its function: the reimagining of the universe rather than the creation of new universes. And so, as it reproduces notions of the other, it does so from an existing cultural perspective and carries with it the prejudices and assumptions of its own time and place and, of course, of the race that produces it. The great Flash Gordon serials (1936-1940) give us Ming the Merciless, the oriental despot, in keeping with and reinforcing the prejudices that would see, among manifest historical injustices, America intern its own citizens of Japanese origin. When racism becomes the subject matter, science fiction is frequently cack-handed. Wolfgang Petersen’s 1985 film, Enemy Mine, is a case in point. This reworking of Robinson Crusoe via Hell in the Pacific (Boorman, 1968) sees Dennis Quaid as Will Davidge, a gung-ho, Han Solo-type fighter pilot gleefully waging war against the evil Dracs, a humanoid/reptilian alien race. Stranded on a planet, with an enemy Drac played by Louis Gossett Jr., the erstwhile foes learn to cooperate and become friends. On the surface, it has an impeccably liberal credo, but why does the alien have to be played by a black actor? Gossett Jr. at this point had name recognition since his scene-stealing and Oscar-winning role in An Officer and a Gentleman (Hackford, 1982), but he is the one with an eight-hour make-up job and [SPOILER] becomes irritatingly pregnant. Davidge eventually turns against his own race/species in a way identical to Kevin Costner’s cavalry officer in Dances with Wolves and Sam Worthington’s character in Avatar. This ‘going native’ in itself, however, rests on racist assumptions as old as Tarzan, Lord of the Apes. The white man who realises his complicity in an immoral form of oppression against an ‘alien race’ invariably ends up leading the given community in their resistance, or at least contributing in some vital way. Kyle MacLachlan’s character in David Lynch’s Dune (1984), Paul Artreides, becomes the messianic leader of a marginalised tribe of indigenous people. In District 9 (Blomkamp, 2009), Wickus Van De Merwe, despite going native in an involuntary way (he sees his condition in terms of a disease and longs for a cure), facilitates the escape of the aliens. Of course, from the narrative point of view, each of these characters represents an avatar themselves, a way of inscribing the white audience into an experience of the alien other. But it also realises a white fantasy of superiority, even as it ostensibly assuages white guilt. The problem is the identification with any alien as non-white: the exception that proves the rule might be the über-white David Bowie in The Man Who Fell to Earth (Roeg, 1976). The black actors who voiced Jar Jar and the Nav’i, and Louis Gossett Jr. play opposite white actors. The alien is a tempting analogy for racism, but, in the analogy, a lot is given away. Even as pleas for toleration are voiced, the central tenets of racism are upheld: these beings are resoundingly different, monstrous, etc. The ‘prawns’ of District 9 live in townships and are subject to a racism that the film on one level is explicitly condemning, but the liberal attempt to negotiate racism via the talking head interview with a sociologist is likewise ridiculous: ‘What to them is a harmless pastime such as derailing a train is to us a highly destructive behaviour. Call it the Caliban Conundrum. We learn to love the alien, pity the monster, and even as we do, we admit our racist notions of the other as essentially alien, monstrous, non-human. In Shakespeare’s The Tempest, Caliban is at once a monster to be despised and a creature to be pitied: ‘not honoured with human shape’. He is the other, conjuring fears of miscegenation but also a voice of protest with his own post-colonial voice of political resistance: ‘You taught me language and my profit on it is I learnt how to curse.’ But Caliban, for all that, is still not human. Of course, there’s the danger of being over-literal here.  I get that Caliban’s monstrosity could be portrayed literally, or as a racist projection of the white European colonials. Likewise, science fiction can have something valuable to say about race via attitudes to difference. In fact, District 9 is valuable perhaps because it is not so much against racism as about racism. It appears unabashed, for instance, in its own stereotyping of the Nigerians as the criminal underclass of South Africa and its protagonist doesn’t exactly ‘learn’. Illegal aliens appear in the Men in Black films (Sonnenfeld, 1997, 2002) as little more than a happy pun, but the meaning is explored more interestingly in John Sayles’s 1984 satire, The Brother from Another Planet. Here, the alien is a mute three-toed black man who takes refuge in Harlem, but, in one of the many reversals, the white men in black who pursue him (played by the director, John Sayles, and David Strathairn) are aliens too. In Harlem, the black patrons look after the alien (thinking him an immigrant: ‘half the city is illegal immigrants’) and are immediately hostile to the alien whites. ‘White folks get strange all the time,’ one notes.
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