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young models that look like grown infants and spell the same mixture of desirability
and vulnerability that helped make the world in Uglies as so-called better place.

A less regarded fact, however, is that the plot of Uglies is not innovative in terms of
speculating a dystopian future where not wanting to be beaudful is a sign of rebellion
and the symptom to becoming a misfit. The Beantiful People, Charles Beaumont’s 1952
short story (later turned into a Tiwilight Zone episode), tells the story of a young teenag-
er named Mary who does not want the Transformation that would turn her into a woman
“like Mother and like the others in the room,; slender, tanned, shapely, beautiful women,”
the perfect match for “men with large muscles and shiny hair. Women and men, all
looking alike, all perfect and beautiful.” Her encounter with the doctor that is to perform
the surgery is considered crucial in the character’s expelling rebellious thoughts. While,
as Virginia L. Blum pertinently argues, a teenager’s experience of learning that their “recal-
citrant” body came out wrong is inscribed in one’s mind and body as a story of imper-
fection that “requires” correction, it also emphasizes the guilt of not intervening in its
flaws and, thus “compounding the original failure.” “Your body,” she adds, “Your body
is heading in a certain direction that threatens to make ‘you’ worthless unless you rise
up in resistance—unless you intervene. With surgery. It is important to remember that
if you don’t intervene now while there’s still time, you will lose. Something. Everything”
(Blum 2003, 5). When Mary faces the surgeon with her decision of not being operat-
ed, he serves her an explanation of why her mind is biased into thinking this beauty-aim-
ing society wishes nothing but the best for its inhabitants. Beauty is skin-deep, and so
is an unaware self. Her decision, connected with her father’s suicide as a result of
regretting his own Transformation and blaming it for loss of identity, is based on the
thought that what society wants is not beauty, but uniformity, a case in which beauty
becomes an irrelevant term, as it is counterparted by a fading memory of one’s own imper-
fect self (““Where are these people?” Mary asked half to herself. ‘What has happened to
them and don’t they miss themselves, these manufactured things?” She stopped, sudden-
ly. “Yes! That #s the reason. They have all forgotten themselves!”). The plastic surgeons
view themselves “as healers of cosmetic defects and emotional desperation” (Blum
2003, 13), they justfy their practice through the claim of aesthetic necessity. Healthy, but
otherwise ugly bodies, are seen as diseased: conforming to beauty would be, in the
case of both Mary, Shay and Tally, a means of eradicating their inherent ugliness.

Criticized for its fundamental lack of political correctness—presenting a twelve year
old as an ugly individual—Westerfeld’s book reinterprets uniformity and alienation in
terms of the superficial accounts on nowadays’ standards of acceptable being. The dream
of extreme makeover is glanced as utopian and fully desirable. The body is a landscape
to be tamed and a story to be rewritten in a more achievable form. Cosmetic Surgery
Reality Shows already go that far into promoting before and after bodily experiences
as exploitable subjects. A show of the structure of Extreme Makeover, as Victoria Pitts-
Taylor indicates, involves cosmetic surgery makeovers “granted as prizes to partici-
pants who had competed to win by writing applications, which were essendally stories
about their desires for bodily improvement” (Pitts-Taylor 2007, 43). Furthermore, “Extreme
Makeover would pay a team of experts—surgeons, dentists, dermatologists, and so
on—to suggest and perform procedures, ranging from surgeries to teeth whitening






