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Abstract: Iz Lame Fate (Chromaja sud’ba), 4 novel by Arkadij and Boris Strugackij
written between 1965 and 1966, a secondary narrative—a novel within a novel—unfolds
alongside the main storyline. This embedded narrative, titled Ugly Swans (Gadkie lebedsi),
was initially rejected by censors due to its political undertones but was later published in a
Latvian magazine in 1987 under the title The Rainy Season (Vremja dozdja).

Set in an unnamed town subjected to relentless rainfall, Ugly Swans explores the
catastrophic consequences of a great flood, which is widely attributed to the actions of
the mokrecy (clammies), mysterious beings confined to a leper colony. The incessant
rain is primarily perceived as a manifestation of divine retribution. Notably, only
children remain unaffected by its destructive force, instead experiencing the rain as a
natural, protective, and nurturing element. The rain, depicted as both a tangible and
symbolic menace, ultimately compels the adult population to abandon the city. In doing
50, it cleanses the accumulated corruption of civilization, evadicating any remnants of
the old world. However, after the deluge subsides, a new era emerges—one bathed in
sunlight, signifying renewal and the birth of a new world.

This paper aims to examine the motif of rain in Lame Fate through an ecocritical
lens, identifying not only its fundamental thematic implications but also the broader
environmental consciousness evident throughout the Strugackij brothers’ body of work.
By contextualizing the rain motif within the novel, this study seeks to illuminate its
significance within the Authors’ broader philosophical and literary vision.
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The New World After the Flood. The Rain Motif in the Novel Lame Fate
by Arkadij and Boris Strugacki: Proposal for an Ecocritical Analysis

1. Introduction: the ecological theme in
the novel Lame Fate and the rain motif

The intricate, frequently contradictory relationship between humanity and its
natural or urban environment is a recurring theme in many of the novels published
by the Strugackij brothers during the 1960s and 1970s. This era was characterised by a
blend of philosophical and fantastical themes, which were consistently viewed through
a satirical lens, and by introspective reflections on the encounter with the Other.

In the novel The Inhabited Island (Obitaemyj ostrov, 1969), the relationship
between man and the environment is synthesised in the cosmos and in a starry sky
that is never visible; in The Dead Mountaineers Hotel (Otel’"U pogibsiego al pinista’,
1970), it is embodied in the mountain and its pitfalls. In Zhe Snail on the Slope
(Ulitka na sklone, 1971), the forest is the setting. In Roadside Picnic (Piknik na
abocine, 1972), the limited areas of the contaminated earth are the setting. In Zhe
Doomed City (Grad oboZjennyj, 1975), the city and a dark sky without stars or
moon are the settings.

The image that symbolises this relationship in the above-mentioned novels is
neither a mere background nor a mere accessory frame, but a motif that is precisely
structured: firstly, a realistic motif*; secondly, an authentic hooking device that
promotes connections between the various possible semantic levels of the narrative
itself. Each of its occurrences, in its original or modified form, evokes further
secondary associations, which in turn activate a continuous process of reflection.
The realistic motif is also a structural and narrative element of significance,
explaining and consolidating the theme to which it is linked by providing concrete
details (Daemmrich, 1985). It is evident that within the corpus of Arkadij and
Boris Strugakij's oeuvre, specifically the titles that fall within the “third phase”
(second half of the 1960s) and the “fifth phase” (1980s)?, Lame Fate (Chromaja

sud ba) is notable for its utilisation of a compelling realistic motif: the rain motif*,

*Boris Tomasevskij identifies the realistic motif as the illusory function of all narrative, particularly
in the context of prose within the fantasy genre. The realistic illusion is expressed in the experienced
reader as a demand for truthfulness, which the realistic motif must satisfy precisely. The connotation
of truthfulness is frequently attributed to the incorporation of extra-literary elements within the
structure of the realistic motif, with references to social, political and moral issues “which have a life
of their own outside literature” (Tomasevskij, 1965: p.152).

3'The periodisation proposed by Kuznecova (2009) is adopted for the analysis.

*It is evident that the rain motifis inextricably linked to that of water, a subject that has been exten-
sively explored within the domain of ecocritical studies, specifically within the framework of the Blue
Humanities. The contemporary world, as Lowell Duckert observes, emerged from a deluge, and he
proposes an intriguing reflection on the perception of rain as a literary or theatrical reworking by
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which is intricately woven into the fabric of the novel, resonating across both its
narrative levels.

It is intriguing to note the publication in 1950 of Ray Bradbury's short story
Death by Rain, set on the planet Venus, where a perpetual, murderous rain falls.
The narrative follows a group of four astronauts traversing the planet in search of
refuge, with only one of them ultimately finding solace within the Sun Dome, a
structure constructed long ago by Earthlings’.

Lame Fate is a notable work by the Strugackij brothers, a unique feature being
its exclusive focus on the figure of the writer in the Soviet era, and its distinction as
one of the few novels to employ a dual narrative structure. The novel can be regarded

as a work within a work®, with the former bearing the title Ugly Swans (Gadkie

different civilisations and in different epochs. Furthermore, Duckert hypothesises that a deluge is
likely to be the eventual conclusion of the world (Duckert, 2017).

The element of water, when placed in the broad context of History, is invariably associated
with power (Obertrajs, 2019). The social and political context, in which the utilisation of
water and, most significantly, its procurement, is situated, endows this resource with a
distinct cultural significance. The construction of large dams and hydroelectric power
stations in the Soviet Union during the 1950s and 1960s played a significant role in the
development of a pervasive national identity (Obertrajs, 2019). The social value of water
served as a fundamental pillar of Soviet power, both as a tangible symbol of its influence
and as a means to strengthen the relationship between the state and its citizens, thereby
fostering a greater degree of consensus within society (Obertrajs, 2019). For instance, in
the 1960s, the Soviet Ministry of Health initiated a research project with the objective of
establishing novel quality standards for drinking water (Cerkinskij, 1967). This initiative,
as Cerkinskij (1967) noted, served to underscore the significant advancements made in
the Soviet Union within the domains of health science and medical practice.

> The story was first published in Planet Stories magazine. Subsequent publication occurred under
the title The Long Rain. In Russia, it was published in 1964 in a translation by Lev Zdanov.

While Bradbury was an important model for the two brothers, the thematic similarities between the
American writer and the two Soviet writers can be explained by the common ideological and artistic
context of the time (Burcev, Kazakov, 2020).

¢ Feliks Sorokin, a member of the Union of Writers of the USSR and author of numerous novels
dedicated to the military and the army, having served as an interpreter with the rank of lieutenant
during his youth, receives an invitation from the secretariat of the Union of Writers. The invitation
requires him to submit either a manuscript or selected pages of one of his texts to the Institute of
Linguistic Research in Bonnaja Street in Moscow. The literary essay will be subjected to a special
examination carried out by an experimental machine: the Talent Meter. The result of the experiment
will be the formulation of a judgement on the value of the production in question and, therefore, on
the writer's talent.

Sorokin methodically reviews his unpublished works until he identifies a significant blue folder that
contains an unfinished novel which the writer holds in high regard. Immersing himself in the manu-
script, Sorokin initiated the second story, entitled Ugly Swans (Gadkie lebeds). The protagonist of the
novel-within-a-novel, Viktor Banev, is also a rather well-known writer, but now tired of his work. He
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lebedi). It was written between 1966 and 1967, and published in the volume Zhe
Waves Extinguish the Wind (Volny gasjat veter), which also contains the novel of the
same name and the povest' The Snail on the Slope (Ulitka na sklone). The latter was
published in 19897 by Sovetskij pisatel, the organ of the Union of Soviet Writers.
The work is characterised by a variety of themes, and is marked by a complex,

returns to an unknown authoritarian state, to the city of his childhood, where his ex-wife Lola and his
teenage daughter Irma live, and checks into a hotel. Banev experiences a sense of alienation, exacer-
bated by the incessant rainfall that has been falling on the city for an extended period. Domestic an-
imals have disappeared, and most strikingly, there are mokrecy, strange-looking creatures whose eyes,
affected by a mysterious pathology, are surrounded by a yellow circle. These creatures appear to lack
emotional response, yet they are endowed with intelligence and intuition. Water and books are vital
to them. The townspeople perceive the mokrecy to be responsible for the corruption of children and
adolescents, encouraging them to emulate their example. They also attribute climate change to the
mokrecy. Two decades before, a leper colony had been established on the periphery of the town, where
the lepers reside. Although special permission is required to enter, the mokrecy are permitted to leave.
The pivotal moment in the narrative is the abrupt and seemingly unexplained exodus of the children
and adolescents to the leper colony, where they proclaim their irreversible decision to alter the course
of their lives. In response, their parents, overcome with concern, hastily embark on a journey towards
the leper colony amidst the pouring rain, endeavouring to reach their children and dissuade them
from their newfound plans. The crowd is addressed by a voice, which delivers a stern and solemn
speech, instilling a sense of calm. A subsequent development in the narrative is the mass movement
of the people of mokrecy towards the town centre, constituting an exodus in the opposite direction
to that of the adults. Those remaining in their homes, including Banev and the other hotel guests,
are compelled to depart, as the mokrecy invade all physical and institutional spaces in the city, appar-
ently intent on establishing a new regime. Concurrently, a novel sequence of events commences: the
clouds part, the rain ceases, and the sun emerges. Banev returns to the city in a state of profound
transformation. He is reunited with his daughter Irma, who is exiting a jet fighter in the company of
her friend Bol-Kunac. The conclusion of the novel Ugly Swans is enigmatic: Banev bids farewell to
the characters and the narrative by uttering the sentence: “Bce 310 nIpexpacHo, HO TOABKO BOT YTO
— He 3a6bITb 661 MHe BepHyThes” (Strugackij, 1989:p.191); in the English translation: “This is well
and good, but here’s the thing — I'd better not forget to go back” (Strugatsky, 2020:p.404). Concur-
rently, on a separate narrative level, the story of Feliks Sorokin is being narrated. He elects to submit
his manuscript to the Institute of Linguistic Research for evaluation by the PNRT (Probable Num-
ber of Readers of the Text) machine. However, the rating assigned to the manuscript is not determined
by an impossible measure of talent, but rather by the number of potential readers. It is notable that
Sorokin does not submit the contents of the hidden blue folder to the machine, but instead presents
some of his translations. The evaluation yielded by the machine, articulated by an unidentified indi-
vidual, is noteworthy for its unanticipated conclusion: namely, that the author, Feliks Sorokin, har-
bours no interest in the valuation of his own oeuvre. The evaluator, who is benevolent, conveys a
cryptic message: he urges him not to accept the score handed to him by a peculiar-looking man. The
title is unnerving and potentially illuminating: The Trumpet of the Last Judgment.

7 Ugly Swans, contained in Lame Fate, completed in 1967, was intended for publication in an antholo-
gy to be published by Molodaja gvardija in 1968. However, the Glavlit (the main censorship body in
Soviet times) did not approve its publication. Consequently, the manuscript was disseminated through-
out the country via samizdat, and it was only in 1972, when it was printed in Munich by the Posev
publishing house, that it was made available to a wider audience. The Posev publishing house itself was
founded in 1945 by a group of Russian emigrants belonging to the Union of Russian Solidarists.
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articulated and inexhaustible philosophical reflection, conducted on the internal
narrative level, and surrounded by thematic clues arranged on the external narrative
level. The central theme is the intergenerational conflict between fathers and sons,
in this case teenagers. This intricately woven narrative features a contraposition
between collective subjects, where adults are depicted as the embodiment of a
morally and psychologically degraded humanity, while the young are portrayed
as being animated by a strong constructive energy and harbouring a deep-seated
resentment towards the adult world. The marginalised and infected by an eye
disease are the mokrecy, serving as a transparent metaphor for the inzelligencija,
the educators of the new generation. Finally, the character of Viktor Banev is given
the role of mediator between the three factions (Svitenko, 2021).

2. Characterisation of the rain motif:
its association with the characters

The opposition between fathers and sons corresponds to the dichotomous
vision of the present and future of the city as a result of the immoral attitudes of
the adults, which now condemns it to destruction.

The rain, which is associated with the downfall of a morally corrupt society
and generation, is contrasted with the conflict between the generations, which is
seen as a symbol of the superior intelligence and greater sense of justice that the
young possess. This conflict has been described as “one of the most courageous
confrontations in world fiction with the youth movement of the 1960s” (Suvin,
1988:p.161). As previously discussed, it is the rain that causes the relentless
devastation, thus consolidating and explaining the theme of generational conflict
and the contrast between the two different temporal dimensions. The semantic
relevance of this motif is indicated, on the one hand, by a second title, Vremja
dozdja [ The Rainy Season], under which a variant of the novel was published in the
magazines Daugava (1987, issues 1-7) and Priroda i celovek (1988, issues 9-11),
and, conversely, by the considerable number, approximately one hundred, of precise
occurrences and terms with similar or related meanings®. This motif can therefore
be the subject of ecocritical analysis—as Cheryll Glotfelty already stated in 1996:
“Ecocriticism is the study of the relationships between literature and the physical
environment” (Glotfelty, Fromm, 1996: p.XVI)—in order to examine, for example,

the representation of nature in the text under consideration. The objective of this

#The Corpus Management and Text Analysis software Sketch Engine was utilised to identify instanc-
es of the term “rain” and related terms.
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study is to ascertain the role that the natural environment plays in the economy of

the narrative. In addition, the study will determine whether the values expressed are

consistent with ecosophy or ecological wisdom (1996)°. Furthermore, Lawrence

Buell asserts that the concept of “environment” itself expands its boundaries to

include urban spaces and the interaction between “built” and “natural” (Buell

2005). In the novel Ugly Swans, the prevailing urban environment is evident. The
unnamed city, as previously observed, is subject to a continuous downpour.

In its initial appearance, it appears to underscore the disagreeable discourse
between Banev and his former spouse Lola: “3a oxkHoM TemHeA0, M TO-TIpeXXHEMY
AMA AOXAD, KPYTIHBIH, TSXKEABIH, HETOPOIIAUBBII — AOXKAD, KOTOPOTrO OBIAO OYCHD
MHOTO H KOTOpBIH IBHO HUKyAa He Toporuacs (Strugackij, 1989: p.18). A little
further on, he highlights the blue and gold illuminated signs on some buildings,
which resemble the commandments of a secular decalogue: “I'lpesuaent — orens
Hapoaa’, “Aernonep Co6oab! — BepHblii cbit [ IpesupenTa’, “Apmust — Haia rpos-
Has caaa’ (Strugackij, 1989: p.21)"". The deleterious effects of the rain are evident:

“Yaniipl 651AH MOKpBIE, CepbI€, ITYCThIE, B TAAHCAAHUKAX TUXO THOAH OT CBIPO-
cTH s16A0HK. BUKTOP BriepBble 06paTHA BHUMAHHUE HA TO, 4TO HEKOTOPbIE AOMA
3aKoA04cHbL. [OPOAOK BCe-TaKkU CHABHO IIEPEMEHHUACS — TIOKOCHAHCH 3a00pBI,
TOA KAPHU3aMH BBICBINAAA 6€Aast TIACCEHD, BBIAUHAAU KPACKH, 2 Ha YAMIIAX
6e3pasACABHO LIAPHA AOXKAD. AOKAD IAAAA IPOCTO TAK, AOXKAD CESACS C KPBILL
MEAKOH BOASIHOM IBIABIO, AOKAb COOMPAACS Ha CKBOSHSKAX B TYMaHHBIE KPY-
TALMECs CTOAGBI, BOAOYAIIHECS OT CTEHBI K CTEHE, AOXKAD C YPYAHHEM XAECTAA
U3 PXKaBbIX BOAOCTOUHBIX TPYH, AOXKAD PA3AHBAACA 10 MOCTOBOIL M bexan 1o
IIPOMBITBIM MEXAY OYABDKHUKOB pycaaM. YepHo-cepble TY4H MEAACHHO TOAZAU
HaA CaMbIMH KpblmaMu. JeAOBek GbIA HE3BAHBIM TOCTEM Ha YAHLIAX, U AOXKAD
ero He xanosaa. (Strugackij, 1989:p.99)"

?The novel genre facilitates reader immersion in the depicted natural environment, allowing identi-
fication with the varied ways in which characters perceive and introject it (Clark, 2019).

19Tt was getting dark out there, and still pouring rain—a heavy, deliberate rain, coming down in large
drops. There was a lot of it and it was obviously in no hurry” (Strugatsky, 2020:p.48).

"*The President is the father of the people} “The legionnaire of freedom: faithful son of the President,
“The army: our mighty force. (Strugatsky, 2020:p.55).

12“The streets were wet, gray, and empty. In front-yard gardens, apple trees were quictly perishing
from the damp. For the first time, Victor noticed how many houses were boarded up. It was true that
the city had changed quite a bit—fences sagged, mold splattered the sides of houses, every colour
looked faded, and rain reigned undivided over all. Rain fell as simple drops, cascaded down roofs in
afine mist, accumulated inside gusts of wind, twisting into foggy, whirling columns that trailed from
one wall to the next; it shot out of rusty drainpipes with a growl and poured out onto the street,
running through grooves it had worn in the cobblestones. Grayish-black clouds crept slowly along,
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The rain motif is closely linked to the character of Viktor Banev, who is
tasked with perceiving the impending catastrophe and the division in the human
microcosm of the city between those who are drowned and those who are saved.
The character's arduous existential odyssey, characterised by a labyrinthine array
of challenges to be surmounted, enlightening encounters and dialogues, archaic
recollections and dreamlike visions, culminates in the acquisition of a heightened
state of consciousness, thus positioning him as one of the select witnesses to the
emergent world.

Banev is also a liminal figure, a connecting subject between the two generational
dimensions of fathers and sons, and is endowed with a peculiar inner visual acuity
through which he perceives future changes in situations: the evocation of visions
of the past, probably derived from his literary creations, allows him to understand,
for example, the different relationship that adults and children establish with the
phenomenon of rain. This is exemplified by the following passage, which evokes

a poignant reminiscence:

‘A AeTH AU OECKOHEYHOMH CEpOi KOAOHHOH IO CEPLIM PAa3MBITHIM AOPOTaM,
IIAH, CITIOTBIKASCh, OCKAAB3bIBASCH U MAAAS IIOA IPOAUBHBIM AOXKAEM, LIAH,
COTHYBIIHCh, IPOMOKIIME HACKBO3b, CKUMAasl B IOCMHEBUINX AAIIKaX )KAAKHE
IMPOMOKIIHUE Y3€AKH, IIAH, MAACHBKHE, 6eCcroMOIIHbIE, HETOHUMAIOIHE, AU

AQYa, IAM MOAYA, IIIAH, OTASIABIBASICh, IIAH, ACPIKACh 32 PYKH U 3a XAﬂCTI/IKI/I.,IS

Which is contrasted is contrasted with a joyful and sunny vision:

‘OHH YXOAMAH PAAOCTHO, U AOXKAD OBIA AASL HUX APYTOM, OHH BECEAO IIACTIA-
AU I10 AY)KaM TOPSIYUMU OOCBIMU HOTAMH, OHH BeCEAO OOATAAM, U IIEAU, U HE
OTASIABIBAAMCD, IIOTOMY 4TO YK€ BCe 3a0bIAH, IOTOMY YTO y HUX OBIAO TOABKO
6y,A,yLuee, IIOTOMY 9TO OHHM HaBCETAQ 3a6BIAH CBOH XParsuui U CONAMIMM Mpe-
AyTpeHHHI ropo.” (Strugackij, 1989:p.141)™

hanging so low they almost touched the rooftops. Out here, man was an unbidden guest, and the
rain made sure he knew it’ (Strugatsky, 2020: p.214-215).

13‘As for the children, they were walking in an endless gray column down a gray, muddy road, walk-
ing, stumbling, slipping and falling in the pouring rain, walking, huddled, soaked to the skin, clutch-
ing pitiful wet bindles in little blue paws; they were little themselves, helpless, understanding nothing,
crying as they walked silently, looking back as they went, hand in hand or clinging to each other’s
coats’ (Strugatsky, 2020:p.296-297).

14“Their departure was joyous, the rain was their friend, they splashed through the puddles with warm,
wet feet, they chattered happily, singing, never looking back, because they'd already forgotten
everything, because only the future lay ahead, because theyd banished all thought of their snoring,
snuffling, predawn city. (Strugatsky, 2020: p.297).
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It is intriguing to observe the correlation between the motif of rain and
the character of Diana Baneyv, a subordinate character in the narrative who is
distinguished by her bravery, clarity of thought, and firm resolve. She is capable
of defying the forces of nature in order to direct a group of men and women to
the leper colony, where the population has congregated to seek refuge from the
impending flood (Strugackij, 1989:p.141-142). The latter is foretold by Golem,
the chief physician of the leper colony:
‘A AOKAB OYACT IIAAQTD Ha ITYCTON TOPOA, Pa3MbIBATh MOCTOBBIC, COYUTDCSI CKBO3b
KPbILIH, CKBO3b THUABIC KPBILIH... IOTOM OH CMOET BCE, PACTBOPHT TOPOA, B IIEp-
BOOBITHOM 3eMA€, HO HE OCTAHOBHUTCSL, a OYACT [TaAQTh, U TAAATD, M [IAAAT... |...]
Aa, anoxaauncuc...byaer mapats 1 napath, a HOTOM 3eMASI HAIIUTACTCSL, U B3OMAET
HOBBIII I1OCEB, KAKHX PaHbILE He OBIBAAO, M HE OYACT ITACBEA CPEAH CIIAOLIHBIX
3aaxoB. Ho He 6yaeT 1 Hac, 4TGB! HACAAAMTBCS HOBOJ BeceaeHHOH. (1989:p.26)"
The secular prophecy corroborates the observation that the apocalyptic creed
disseminates in periods and locations where the precariousness of the prevailing
order is perceived in terms of society, constituted power and individual life
(Thompson, 1996). It is therefore interesting to note that the Strugackij brothers'
working notes reveal that in an early version of the novel Lame Fate, the original
epigraph quoted a passage from the Apocalypse of John. The Golem's proclamation
appears to draw upon both the biblical account of the Flood' and the image of the
lush Eden. However, this Eden is characterised by a distinct symbolic significance,
as outlined in the creation account: “The Lord God took the man and put him in
the Garden of Eden to work it and take care of it” (Genesis, 2—15)". In the Golem's

vision, the new earth will be devoid of human presence.

3. A discussion of the metaphorical significance of the rain motif

The gradual destruction of the city, a potential metaphor for the annihilation
of civilisation, is also presented in the theory of the abyss developed by the health

'5“Then the rain will fall on an empty city, eroding the pavements, seeping through the roofs, the
rotting roofs . .. and in the end, it will wash everything away, dissolving the city into primordial silt,
but it won’t stop there, it’ll keep falling and falling and falling . . . [...] Yes, apocalypse . . . It'll keep
falling and falling, and then the earth will become saturated, and a new crop will grow, one never
seen before, with nary any chaff among all that wheat. But nary a person, either, to enjoy this new
universe. (Strugatsky, 2020:p.64).

16T am going to bring floodwaters on the earth to destroy all life under the heavens, every creature
that has the breath oflife in it. Everything on earth will perish.’ (Genesis 6-9, Internet).

17“The Lord God made all kinds of trees grow out of the ground-trees that were pleasing to the eye
and good for food.” (Genesis 2-9, Internet).
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inspector Pavor, who illustrates the dramatic situation to Viktor: Mankind will fall
into the abyss because it has failed. This failure is evidenced by a biological collapse,
marked by declining population, the spread of disease, and self-destruction through
druguse. The theory posits that humanity is a victim of its own degeneration, having
destroyed its true nature and consequently being destroyed by the artificial nature
it has created. Pavor further contends that this failure is also ideological, asserting
that the moral systems adopted throughout history have since been abandoned
and discredited, and humanity has remained the same uncultivated mass it always
was. The conclusion drawn is one of great tragedy, and the abyss, propast™, is seen
as an inevitable conclusion.

The concept of apocalypse, as introduced by Golem in his prophecy, is realised
at the conclusion of the novel® (Strugackij, 1989: p.26). The city will burst like
an abscess: it will shed its purulent matter (justice and the police, industry and
commerce, the courts and finance, national education, the post office and the
telegraph) and its blood (the people).

The motif of rain is associated with 7okrecy, creatures that are evidently linked
to moist or wet environments™. The figure of Jul Golem, the self-proclaimed first
physician of the leper colony, is one of enigmatic and elusive nature. He provides
a description of the species of m20krecy, which are beings affected by a genetic eye
disease that results in conspicuous changes to the epidermis and the appearance of
furuncles, pustules and purulent ulcers. If they are prevented from reading, they
starve to death. These enigmatic beings are confined to a specific and peripheral
area of the city, a situation that is evidently disapproved of by the mayor, who has
reportedly employed leghold traps to catch them. These creatures are the object of

fear and prejudice, accused of spreading disease, casting the evil eye, bringing war,

18 The term propast'—repeatedly used by Pavor when questioned by Viktor Banev (chapter six)—is
interesting for its cultural and symbolic value. It corresponds to the translator's “abyss”: “as much
topless as bottomless, one of joy and light as well as of misery and darkness” (Chevalier, Gheerbrant,
1996:p.3). However, historically, the sense of the abyss of Hell precedes that of Heaven. It is found in
all cosmogonies as the beginning and the end of an evolving universe. It is noteworthy that the abyss,
in the dimension of verticality, synthesises the reconciliation of high and low, origin and end of evo-
lution. This can be identified with deep water, which is both the source of life and a powerful destruc-
tive energy, originating from an apocalyptic deluge (Chevalier, Gheerbrant, 1996). The English version
employs a phraseologism (“to go to hell in a handbasket”) that serves to soften its tragic connotations.
Y1t is possible that this reference is alluding to the narrative of the destruction of Babel: “Then a
mighty angel picked up a boulder the size of a large millstone and threw it into the sea” (Revelation,
18, 21, Internet).

2'The term mokrecy is a taxonomic term denoting a family of insects belonging to the order Diptera,
specifically the suborder Ceratopogonidac. These insects are characterised by their hematophagous
nature and their prevalence in aquatic environments, including lakes, ponds, estuaries and marine shores.
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death and famine, and even of being able to make toys. Writer Viktor Banev reflects,
“IIOTOAY OHH ACARIOT, U ACTCH OHH IICPEMAHUBAIOT |[...], M KOLICK OHHU BBIBEAH |[...],

¥ KAOmBl y HEX 3aaeTasn...” (Strugackij, 1989: p.97)2".

‘BApyr Bech 3aa mopHsACs. DTO OBIAO COBEPIICHHO HEOKUAAHHO, U y Buktopa
MEABKHYAA CYMACIIEAIIAs] MBICAB, YTO €MY YAAAOChH, HAKOHEI, CKa3aTh HEYTO
TaKoe, 4TO IIOPa3UA0 BooOpaxkeHHe caymareacii. Ho oH yxe Buaea, 4to ot
ABEPEN UAET MOKPEL], TOIUH, AETKUH, TOYTH HEMATEPUAABHBIHN, CAOBHO TEHb,

M ACTH CMOTPSIT Ha HEro, M He IIPOCTO CMOTPAT, a TSHYTCA K Hemy. (Strugackij,

1989:p.67)*

It could be hypothesized that the mokrecy impart to children and young people a
profound yet enigmatic understanding, embedded within books that are frequently
seized by the local authorities, as well as a heightened sensory awareness of the rain,
evoked in Viktor Banev’s indistinct recollection. The rain, incessant and violent,
washes and purifies the city, serving as an expression of the old world that the young
generation has no intention of destroying. This ideal ambition is revealed by a high
school student to Banev:

‘Mb1 cobrpaeMcst HOCTPOUTD HOBBIIL. BOT BBI — 5>KECTOKH: BBI HE IIPEACTABASIETE
ceOe CTPOUTEABCTBO HOBOTO 63 paspyIueHust cTaporo. A Mbl IIpeACTaBAsieM cebe
3TO OYEHb XOPOIIO. MBI A2XKe TOMOXKEM BalleMy IIOKOACHHIO CO3AATh 3TOT Balll
paii, BBLIUBAITE U 3aKychIBaiiTe Ha 3A0poBbe. CTpouTs, rocrioant baxes, Toas-

ko crpountb. Hudero ne paspymars, Toasko crponrts.’ (Strugackij, 1989:p.67)*

The contemporary vision of humanity, as developed by the vunderkindy—
the prodigies of the gymnasium where Banev himself was educated—is entirely
analogous to that of the Golem: “Brr coxxpaan ce6st, mpoctute, noKaAyicra, Bbl
pacTparuau cebs Ha MEXAYycOOHbIE APAaKH, Ha BpaHbe U Ha 60pbOy ¢ BpaHbeM,

KOTOPYIO BBI BEACTE, IPUAYMBIBast HOBOe Bpanbe...” (Strugackij, 1989:p.66)*.

2 “The weather, for one thing, plus luring our kids to their side (why?), plus getting rid of all the cats
(again, why?). They even made the bedbugs fly... (Strugatsky, 2020:p.211).

22‘Suddenly, the whole room was on its feet. This was completely unexpected, and Victor had the
crazy thought that he’d finally managed to say something that thrilled their imagination. But he could
already see the clammy walking toward them, gaunt, light, almost immaterial, like a shade. Victor
watched the children gazing at him—more than gazing, they seemed to stretch toward him. (Stru-
gatsky, 2020:pp.147-148).

2 “We're going to build a new one. Youre the cruel ones: you can’t imagine building the new without
first destroying the old. But we can, and quite well, too. We’ll even help your generation create your
version of paradise, so you can drink and eat to your heart’s content. All that matters are building,
only building. We’re not destroying anything. We're only building.’ (Strugatsky, 2020:p.148).
*“You cannibalized yourselves, you wasted your lives fighting with cach other, wasted them on lies
and a war against lies that you wage by inventing still more lies...’ (Strugatsky, 2020:p.145).
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After the rain ceased and the clouds dispersed, the sun reemerged, casting intense
and unrelenting radiation upon the ruins of the city. The new world emerged at
dawn, the day after the great exodus caused by the flood. The black clouds gradually
dissipated, and Viktor Banev, alone and surrounded by absolute silence, experienced
a new sense of peace and tranquillity as he admired the sun and the dark sky, with
everythingaround him illuminated. Golem, who materialises suddenly in a jeep in
which Diana is also travelling, confirms the arrival of the new world: “~ Hy uro,
Toaem, rpsiaeT HOBBII MupP? — Aa, — ckasaa Toaem” (Strugackij, 1989:p.190)%. It is
revealed to him that the mokrecy are not there, thereby suggesting that... “Mosxe-
Te c4uTaTh, TO HX He 6b180. M He Gyaer” (Strugackij, 1989:p.190)%. Certainly!
Here's another refined version with alternative word choices: in the new world,
the air remains pristine and pure, while the intense sunlight harshly illuminates the
desolate and abandoned city, whose deteriorating structures resemble a landscape
afflicted by a severe eczema. Consequently, it is the sun, rather than the rain, that
ultimately brings about the city's destruction: “Bce Boxpyr motpecknBaso, THXOHBKO
LIHIICAO, IIEACCTEAO, ACAAAOCH TIOPUCTHIM, IPO3PAYHBIM, IPEBPALIAAOCH B CYTPO-
651 rpsisu u nponapaso” (Strugackij, 1989:p.190). The land is gradually covered
with young grass, with new life. The writer Viktor Banev and Diana walk across
the land, exploring the new landscape, and Banev discovers a Diana beside him.
“Eme oaHa Anana, coBceM HOBasl, KAKOH OHa HUKOTAQ IPEKAE He ObIAQ, OH U HE
IPEATIOAATAA AQKE, UTO TaKast Anana BoaMoskHa, — Auana Cuactausas’” (Strugackij,
1989:p.191)*. Nonetheless, the new world may not represent the ultimate reality,
but rather another dimension in which Viktor Banev experiences transient periods
of contentment. He is cognisant of the fact that he has another mission to fulfil:
“U [...] moaymaa: ‘Bce 9T0 mpeKpPacHO, HO TOABKO BOT YTO — He 3a0bITh ObI MHE
BepHyThest (Strugackij, 1989:p.191)%. The advent of Irma and her betrothed,
Bol-Kunac, in the new era and new world, has been met with a mixture of surprise
and acceptance. The four survivors are profoundly changed; they are happy beings,
perhaps ready to build a new society with values different from those that caused
the destruction of the old world.

»‘So, Golem, is the new world coming?’ - Yeah, - said Golem. (Strugatsky, 2020:p.401).

%“You can assume they never existed. And never will” (Strugatsky, 2020:p.401).

7 ‘Everything around was crackling, hissing faintly, and rustling, turning porous and transparent,
transforming into drifts of dirt, and disappearing’ (Strugatsky, 2020:p.402).

#‘Another Diana, a totally new one, one he’'d never seen before. He'd never even suspected that such
a Diana was possible—Diana the Joyous.” (Strugatsky, 2020:p.404).

#‘And then he [...] thought, “this is all well and good, but here’s the thing—I'd better not forget to
go back” (Strugatsky, 2020:p.404).
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4. The rain motif and the image of the new world: a proposal for
ecocritical reflection

In consideration of the trajectory traversed in the context of the primary
occurrences of the rain motif, it may be feasible to propose a series of ecocritical
reflections, commencing from the propositions for reflection advanced by Glotfelty
(1996) and referenced in this paper.

A primary object of analysis is the representation of nature, which in the novel
is neither a simple scenic backdrop nor an accessory decorative motif, but a genuine
theme, if considered from the perspective of the reader's reception, as an invariable
element of the reader's own experiences, representations and ideological positions,
and which becomes evident in the process of reading the text (Zolkovskij, S¢eglov,
1996:p.28).

In Lame Fate, as previously mentioned, the natural environment® is associated
with the New World, characterised by a primeval, silent, tranquil landscape
seemingly devoid of human—except for a select few characters—and animal
presence. This reborn nature is characterised by delicate herbaceous vegetation,
which gradually green the deserted spaces and seems to herald a new era, or perhaps
a new civilisation. The landscape in which Banev and Diana traverse, a state of
contentment and spiritual rejuvenation, is perceived as a re-envisioning of Eden,
not as an act of creation ex nihilo, but as a liberation from the oppressive and
fatalistic atmosphere of the metropolis. This vision, however, is not without its
ambiguities; it may be a metaphorical image or a vision that does not offer complete
solace. The notion of child prodigies, expressions of a superior wisdom and bearers
of a precious ethical-moral message, is not present in this landscape, and mokrecy
are also absent. Banev, the author who has the privilege of bearing witness to their
existence, perhaps in a literary work, is aware that he must return to his own origins,
to the old world. This luminous, sun-drenched, and temperate landscape, with its
gentle breezes—in the rain-soaked city, Golem had accentuated the plight of the
inhabitants, compelled to breathe water like fish or amphibians, foreshadowing the
mass exodus—is reborn after a cruel work of destruction wrought by nature itself,
but caused by humankind, who, as health inspector Pavor elucidates, has destroyed

3The natural environment is understood here as “the natural, physical environment in which human
life takes place. Some would call it nature, our living planet, life on Earth or the geophysical world
[...]. The natural environment is all that is created by nature, that surrounds people, where they live,
where they go about their daily lives, work and activities, and from which they use elements.” (Lauesen,

2013:p.1735).
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itself, annihilating its own physiological and moral being. The reborn nature, thus,
emerges from the cataclysm caused by man's evil actions.

It therefore seems appropriate to situate the novel within the “environmental and
radical ecological discourse” (Garrard, 2004:p.85), where the concept of “ccology”
refers firstly to the spiritual and cognitive dimension of man and secondly to the
context in which his interactions with the surrounding society and environment
are activated (Garrard, 2004). A small community, depicted within the microcosm
of the novel, is cognisant of the values that define a culture inspired by the tenets of
ecology, signifyinga high civilisation. The children and adolescents, in conjunction
with the mokrecy, are endowed with wisdom and aspire to a new world where the
preservation of essential wisdom within the human population, and the provision
of physical, aesthetic and creative gratification to humankind, will be attainable
(Bateson, 2000:p.54). The students of the gymnasium have been known to voice
their disapproval of the characters created by Viktor Banev, citing their failure
to emulate the qualities of their real-life counterparts. These critics have asserted
that the characters are negligent, desperate, and, most notably, unwilling to
embrace change. The prevailing perspective asserts that the contemporary world
is characterised by an absence of the requisite adaptability to transition from a static
and decadent civilisation to an ecologically sustainable system (Bateson, 2000).

It is noteworthy that the deluge is not the cause of destruction; rather, it is
solar heating. The rainwater, despite its abundance and unstoppable nature, its
overwhelming virulence, performs a purifying function.

The rain, seemingly imbued with volition and cognition, compels all corrupt and
corruptingentities to retreat, while sparing the innocent and morally uncorrupted
beings, the mokrecy, who are exiled to the leper colony, followed by the children.
The edifices of the forsaken metropolis, vestiges of a society once decadent yet now
fallen, bear witness to the unveiling and subsequent eradication wrought by the
flood. The violent primeval heat, emanating from a blinding sun, completes the
reclamation and the final work of devastation. The skeletal remains of the city are
then incinerated, liquefied and extinguished in perpetuity. The two stichija, (the
primordial forces of water and fire), serve to restore the conditions of the nascent
state and offer the chosen ones the opportunity to rebuild a new civilisation in
the new world.

While Lame Fate may be regarded as a precursor of cli-fi literature, in which the
cataclysm comprises two interconnected events, it is notable that the catastrophic
event is not attributed to human interference in the environment, but rather to

self-destructive ethical and moral behaviour. Furthermore, numerous examples of
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works dealing with climate change belong to the category of dystopian narratives,

asadepiction or prefiguration of a negative or undesirable future (Putra, 2016). In

contrast, Lame Fate presents the scenario of a new beginning, the dawn of a new

world that will offer a new opportunity to those who are willing to seize it and
create a new civilisation.

The role of the natural landscape is to reveal a new context, which is essentially
a return to the origins, to a pre-civilisation that has not yet been colonised. This
environment facilitates interactions characterised by a Batesonian wisdom,
underpinned by a profound respect for the individual's physiological entity and
moral identity.

It is likely to be a post-apocalyptic novel (Putra, 2016) in which the effects of
the catastrophe are only briefly outlined and are left to the reader's imagination.
Alternatively, it could be argued that the narrative functions as an example of eco-
dystopia®, a genre which typically presents apocalyptic scenarios and the subsequent
collapse of civilisation. However, the text could be interpreted as contextually
heralding a new palingenesis. The apocalyptic event, therefore, marks the climax
of history, to be followed by rebirth, that is, the birth of a new world and a new
human community, which will make possible the redemption of the sins that caused
the apocalypse (Malvestio, 2022).

In relation to the coherence of the values articulated in the novel with the
foundational principles of ecosophy, it is noteworthy that the depiction of the
city, predominantly characterised by the movements and transfers of the primary
characters amidst incessant rainfall, does not embody an ecosophical urban
physiognomy (Antonioli, 2017). This is distinguished by the concept of “urban

nature’, signifying the presence of communal spaces that facilitate dialogue and

3!In the context of the intricate issue of the definitions of “utopia’, “dystopia” and “science fiction”, a
subject which has been extensively discussed in Peter Fitting's essay (Fitting, 2010), it is important
to consider the implications of these concepts.

1989, the philosopher Vjaceslav Serbinenko advanced the argument that the Strugackij brothers'
novel Ugly Swans does not represent a utopia, but rather the dream of a utopia, utopianism, which
imagines a future that, definitively devoid of human traits, regards humanity as an unpleasant obstacle
(Serbinenko, 1989). This observation is of considerable relevance when considering that the novels
published in the 1950s and early 1960s were characterised by a utopian vision of the future, the future
of communism, of which the Soviet people would be the advocates and protagonists. In 1956-1957,
the harbingers of a bright and extraordinary future appeared unmistakable: the 20th Congress of the
CPSU; the launch of the first Soviet satellite into space; the publication of Efremov's novel Tumannost’
Andromedy (Andromeda Nebula) (Kaspé, 2018). Serbinenko's The Snail on the Slope (1988, completed
1965) captures the transition from utopia to anti-utopia. (Serbinenko, 1989), while Fredric Jameson
considers the later Roadside Picnic, published in 1972 but completed in 1971, to be “one of the most
glorious of all contemporary utopias” (Jameson, 1982).
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shared appropriation (Antonioli, 2017). In consideration of the ultimate evolution
of the narrative, wherein Banev assumes the role of the protagonist—the city's
disappearance and the revelation of the natural landscape—in the context of the
imperative ecosophical assertion: “There is no going back, no romantic return to
the natural world. We need an unprecedented earthly shift in how human beings
relate to others on the planet” (Farrell, 2022:p.116). The fictional scenario portrays
an apocalyptic metamorphosis that functions as a grandiose and idealistic metaphor
for the future evolution of urban spaces. Rather than predicting the destruction
of nature, as was the case at the time when the Strugackij brothers wrote the novel
(Komarov, 1978)*, the narrative anticipates the reappearance and genesis of a new
civilisation. It is noteworthy that the notion of a new civilisation arising from the
ashes of the old one is one that remains at the forefront of scientific discourse,

despite the paucity of evidence to support such claims:

‘Natural equilibriums will be increasingly reliant upon human intervention,
and a time will come when vast programmes will need to be set up in order
to regulate the relationship between oxygen, ozone and carbon dioxide in the
Earth's atmosphere. (Guattari, 2000:p.66)

5. Conclusions: The Rain and the Last Judgement

The image of the flood, with its biblical connotations, foretold by Golem,
constitutes an intriguing link with the oeuvre of the writer Feliks Sorokin. The
overarching theme of this narrative appears to be judgement: the protagonist is
preoccupied with the fear of being unable to reach the headquarters of the Institute
of Linguistic Research, where the machine that will evaluate his manuscript is
located; he fears the judgement that will be pronounced and, above all, he finds
himself in possession of a score entitled The Trumpet of the Last Judgement. The
motif of the flood thus serves as a unifying thread, drawing parallels to the Old
Testament context while concurrently proposing a non-divine, more secular
interpretation of punishment, ascribed to the mokrecy, who are held responsible
for climate change, the disappearance of all cats, and the attraction of children.
Another intertextual clue that confirms both the link between the two narrative
levels and the semantic value of the rain motif, which refers to the concept of
judgement and the consequent condemnation and punishment, is Dante's quotation

32 However, it is important to note the activity of independent social movements for environmental
protection that arose in pre-Stalin times and survived the years of terror (Weiner 1999; Weiner 2000).
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of two tercets from Canto VI of the Inferno, reproduced as an epigraph on the title
page of Feliks Sorokin's novel, Ugly Swans:

‘41 B TpeTbeM Kpyre, TaM, TA€ AOXKAB CTPyUTCst,/ [ IpOKASTBIIL, BeUHBII, TPY3HBI,
AepsHOM;/Beeraa Takort xe, OH Bee Tak e AANTCA [... ]/ XOTS IPOKASITBIM ATO-
ASIM, 3Aech KUBYIINM,/ K mpsiMmoMy coBepuiercTBy He npuiith,/ Mx skaeT noanee

6brtre B rpsiaymem.” (Strugackij, 1989:50p.16)%

Feliks Sorokin's narrative concludes with yet another intertextual reference, as he
engages in discourse with Michail Afanas'evi¢, a virtual representation of the writer
Michail Bulgakov. Michail Afanas'evi¢ exhorts Feliks to complete the novel, the
manuscript of which is contained within the blue folder. From the novel Ugly Swans,
Michail Afanas'evi¢ reads the description of the desolate city, haunted and punished
by the great rain. The final image in Sorokin's narrative features an inexpressibly
happy man in the restaurant of the Club joining his guest, “nosomea x xkpacusoii
JKCHILMHE B 9ACTAHTHOM KOCTIoMe IecouHoro useta’ (Strugackij 1989:p.177)3.
The two writers, Feliks Sorokin and Viktor Banev, are united by the prospect of
change, of a new and unexpected horizon in their respective personal destinies.
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Byanja bazeanxa

Yuusepsurer y Topuny

Aenaprman 3a cTpaHe jesHKe U KEIDKEBHOCTU U CABPEMEHE KYATypE

HOBH CBUJET HAKOH ITOTOITA. MOTHUB KMIIE Y
POMAHY XPOMA CYAbHHA APKAANJA 1 BOPHCA
CTPYTALKOT: ITPUJEAAOT 3A EKOKPUTUYKY AHAAN3Y

Pesume

YV pomany Xpoma cydbuna (Xpomas cydvba) Apxapnja u Bopuca
Crpyranxor (Apkaauit 1 Bopuc Crpyraukwuii), Hanucanom usmeby
1965. u 1966. rosnse, ceKyHaapHa Hapaljyja - POMaH y POMaHy - OABHja
ce ynopeao ca raasHOM paawoM. OBy yrpabyeny Hapannjy moa HacaoBoM
Pyscrn 1ab6ydosu (Iadxue sebedn) nensypa je npobutHO oabanmaa 36or
MOAUTHYKHX KOHOTALUja, AAH je KACHHjE 06jaBmeHa Y JEAHOM AE€TOHCKOM
vaconucy 1987. roaune noa HacaoBoM Bpujene xkume (Bpems doncos). Pasma
Pyycnux 1a6ydosa cMjelrTeHa je y HSMMCHOBAHH IPaA KOJH je M3AOXKCH
HENIPEKHUAHNM KHUIIaMa. POMaH HCTpasKkyje pasopHE MOCAHCANIIE BEAHKE

IIOIIAABE, KOja. CC YTAABHOM HpI/IHI/ICij AjeAOBaH)y MOKpCIa, MUCTCPHUO3HHUX
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6uha sarBopeHnx y xoaonuju ry6asana. Henpecrana knua yraasHom
ce AOKHBAABA KA0 MaHUecTaluja on(je KasHe. 3Ha‘{ajHO je Aa jeAuHO
Ajena ocTajy HeomteheHa ycmes BEHOD ACCTPYKTHUBHOT YTHLIRja, OHU
KHILy AOXKHB»ABajy KA0 IPHPOAHH, 3AIUTUTHUYKY U Beryjyhu eaement.
Kuua koja je npukasana kao OnMIAUBA 1 CUMOOANYHA [IPHjETHbA HA KPajy
HPHCHUAABA OAPACAO CTAHOBHMINTBO Ad HamycTu rpaa. Ha Taj mauun, ona
YMCTH HATOMHAQHY MCKBAPCHOCT LIMBUAM3ALIHje, YHUIITaBajyhu cBe ocTaTke
CTapor cBujeTa. I'lo oxonuamwy noroma, I0jaBAyje ce HOBA epa, 06acja1—la
cyH4eBoM cBjeTaomhy, mro osHadaBa 06HOBY u pabame HOBOr cBHjeTa.
OBaj pap nMa 3a LUd AQ UCIHUTA MOTHB KHILe y poMany Xpoma cydbuna
KPO3 EKOKPUTHYKY IPU3MY U Ad MACHTHQHKYje HE CAMO HErOBE OCHOBHE
TeMaTcKe MMIIAUKaLuje Beh U Iupy eKOAOIIKy CBHjeCT KOja je IIPUCyTHA y
ujesokynHoMm omycy Crpyraukux. Konrekcryaausarujom MoTiBa Kuuie
YHyTap pOMaHa OBaj paA HACTOJU AQ OCBUjETAH HETOB 3HA4aj y OKBUPY LIKpPe
¢uro3odcke U KibIKEBHE BU3HjE ayTOPa.

» Kwyune pujenn: coBjeTcka KIbH)KEBHOCT, COBjE€TCKA HayYHA GaHTACTHKA,

Crpyrauxu, Xpoma cydbuna, xuma.

Preuzeto: 2. 12. 2024.
Korekcije: 3. 2. 2025.
Prihvaceno: 1. 3. 2025.
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