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1. Introduction

The brothers Arkady Natanovich and Boris Natanovich Strugatsky are indubitably the
best-known Russian science fiction authors. By the death of Arkady Strugatsky in 1991 they
had written twenty-five novels and novellas (moBecth), besides plays, articles, critical works
and numerous short stories, which have been translated into more than twenty languages
(including, interestingly, Esperanto!). They provided film scripts for Alexander Sokurov’s

Huu satmenus (Lenfilm, 1989), which is based on their short novel 3a munauapn ner n1o

koHua ceera, and Andrey Tarkovsky’s most famous film Crankep (Mosfilm, 1979), adapted

from their short novel [Tuknuk Ha o6ounne. Grigory Kromanov’s Otedb “Y norubuiero

anpnuaucta’” (Tallinfilm, 1979) is based on their novella of

the same title. They also wrote the script for the most
extravagant and costly Russian-German Co-production ever

- Peter Fleischmann’s Es Ist Nicht Leicht, ein Gott zu Sein

(Hard to Be a God), based on the novel TpyaHo 6bITh
6orom. This is, according to both Soviet and Western

science fiction critics (such as Darko Suvin and Franz

Rottensteiner, to name only two of the best-known), the first

Fig. I: Arkady Natanovich
Strugatsky (Aspopa; 1981, no. of the Strugatskys’ true masterpieces.
2,p. 150)

Arkady Natanovich Strugatsky was born on August 28, 1925 in Batumi, Georgia. He
was trained as a Japanese specialist in the Military Academy for Foreign Languages in
Moscow from 1943 to 1949. After his resignation from military service in 1955 he worked in

various research institutes. For most of his life he lived in Moscow.
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between Moscow and Petersburg -, in a café which now has a little sign saying “V Kopu u

Aprxawu’”, meaning Boris’s and Arkady’s Place (Rottensteiner, 1986:7).

This thesis will attempt to outline the development of the Strugatskys’ works, with
emphasis on the question of genre. As science fiction and fantasy/ the fantastic are rather
complex genres, it will be necessary to take a closer look at all varieties the Strugatskys offer
us. I will therefore have a close look at the period from 1961 to 1970 and illustrate the
development of genre in the works published during that time. I will also show that the
Strugatskys made careful choice of genre, or even created a mixture of genres in order to
achieve certain effects. Many of their novellas were thus encoded in an Aesopian manner,

conveying a rather dissident message to a dissident readership.

There is a seemingly endless number of definitions of the genres science fiction and
the fantastic, as well as numerous sub-categories such as hard and soft science fiction, Gothic
science fiction, absurdist science fiction, proto science fiction and different closely-related
genres, such as utopias / anti-utopias, fabulation, fantasy, magic realism, science fantasy (for
comprehensive definitions Microsoft Encarta Encyclopaedia is recommended); and to
categorise all of the Strugatskys’ works in this sense would be too large a task for this thesis. I
shall rather try to illustrate the diversity of their lifework with excerpts from their fiction, with
the help of interviews given by the authors, and with articles both by the Strugatskys
themselves and by critics. This diversity is of significance, inasmuch as their work always
received official approbation as long as it was categorised as science fantasy. Only after a
transition into a surrealist depiction of contemporary sociological problems were they
attacked by dogmatic critics. The divide between those critics and the audiences both in the

East and in the West then became particularly marked (Kasack, 1986:1246).
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What is of interest here is the Strugatskys’ ability to examine Soviet society from
different angles by carefully using a mixture of genres which the Soviet readership would be
able to read as a depiction of their society, and which — at the same time — would slip through
the net of official censorship. Particular attention will be paid to the following two short
novels, because they are mileposts of the Strugatskys’ development of genre:

e Craxepbl (The Apprentices; see chapter 4)

o Orenp “Y norubmero Anpnunucra” (Hotel “The Lost Mountaineer”; see chapter 5)

Although both were written and published between 1960 and 1970, they very clearly
show evidence of debt to a variety of genres. This is particularly interesting, since both of
them can be called science fiction novellas. However, the differences in plot and style are so
distinct that they can be regarded as parts of different phases. What the two have in common
is a strong moral message: in Ctaxephi the seeds for strong anti-utopian elements in the

works to come are planted. These are later developed into social satire,

a way of criticizing people or ideas in a humorous way, or a piece of writing or play

which uses this style. (from: http://www.onelook.com; accessed 27.July 2004)

These anti-utopian works were seen by the critics and the readership as “pomansI-
npexynpexaenue” — novels warning of future dangers for Soviet society. Although the
Strugatskys made clear in various published interviews that their intention never was to
openly criticise the Soviet Union as such, Soviet readers were clearly capable of reading their
works as brave social satires on Soviet society. These were very different from mainstream
Soviet science fiction, “which was — apart from the Strugatskys — rather dull” (personal

interview with Marianna Taymanova, 20. July 2004).



Husmann 9

Chapters 4, 5 and 6 will examine why the Strugatskys decided to write fantastic

literature, and what is the relationship between their work and non-literal reality.

2. Defining the literary fantastic and science fiction

2.1. The dilemma of definition

Reflecting on the literary genre of the fantastic brings one up against three major
problems concerning definition. Firstly, the content of fantastic literature defies definition by
nature, as it deals with the supernatural, paranormal, mystical and magical — something which
has not yet been explained or which is inexplicable, albeit recognisable. Secondly, these
problems have been the subject of debate amongst literary scholars since the beginnings of
literary criticism, as Cornwell (1990) outlines in Part One — Background and Theory - of The

Literary Fantastic. Consequently, there have been hundreds of attempts (and failures) to

define what is fantastic. Most of them are useful in themselves and they can be helpful
devices for analysing particular authors or specific literary works. However, they often
overlap with other definitions or partly contradict them. This means that one generic system
of definitions can agree with another one only in a few, specific areas, and very rarely do two
different scholars mean the same thing when they discuss science fiction and fantastic
literature. Thirdly, readers as well as publishers (see chapter 2.3.1.) have their own ideas of
genre and sub-genre and their definitions, and they have their own terminology. This is by
and large the result of marketing strategies. The problem we have here is that this terminology

also overlaps with academic terminology.
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In addition to these difficulties, the author is confronted with one further, linguistic,

10

problem in this thesis: the Russian terms ¢aHTacTiika and HayuHas ¢aHTactuka (which apply

to all of the Strugatskys’ works) are usually translated as fantasy and science fiction. One

should be aware that the English terms do not necessarily describe the same kinds of literature

as their Russian counterparts, for all the obvious reasons: the differences between Western
science fiction and Russian nayuHas ¢antacTika in terms of their publication, sociological
function, use of literary devices, etc., are enormous, and these will be clarified later on.
Curiously enough, an example of socio-linguistic “feedback’ adds to the confusion over
literary terms - the Russian language has adopted the term donTesn’ from the English
language. However, it sometimes refers to a different genre than the term ¢anrtacTuka (see

chapter 2.3.2.).

2.2 A short reflection on definitions by Tzvetan Todorov

and the French theoreticians

Caillois delivers a solid but arguable basis for the discussion of the definition of the
fantastic: according to him, the fantastic appears as a rupture in the universal order. The
impossible represents an aggression that threatens the security of a coherence which has by
definition banned the impossible (Caillois, 1996). Todorov, however, argues, that there are

two kinds of order: one of the real world (natural) and one of the supernatural. Therefore

Todorov only labels a literary image as fantastic if it is unclear to which order it belongs. If it

turns out to be natural, it can at best be described as uncanny. If it turns out to be supernatural,

it belongs to the realm of the marvellous:

For example in: @aHTacThbl XHUBYT B pealbHOCTH, an interview with Boris Strugatsky; interviewer: Tatyana
Khmelnik.
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Le fantastique occupe le temps de cette incertitude; dés qu’on choisit ['une ou l’autre
réponse, on quitte le fantastique pour entrer dans un genre voisin, l'étrange ou le
merveilleux. Le fantastique, c’est I'hesitation éprouveé par un étre qui ne connait que

les lois naturelles, face a un événement en apparence surnaturel (Todorov, 1970:29).

Whether Castex calls a fantastic image a “mystery”, Vax regards it as “inexplicable”,
or Caillois defines it as someting “inadmissable” (Todorov, 1970: 30-31) - most theoreticians
accept reality as the basis of a universal order, the idea of which can be violated by a fantastic

image.

In the following chapters “fantastic” is referred to in Todorov’s sense, as he appears to
provide a most comprehensive definition of the fantastic, which can be applied to the

Strugatskys’ works.

2.3. Western and Eastern fantastic literature

2.31. Science fiction and fantasy as publishing categories

In Western Europe and the USA, science fiction and fantasy constitute the two major
genres within the larger category of fantastic literature. Although there are fundamental
differences between those two genres (see chapter 2.3.2.1.) they have often been published in
combined editions and sold from bookshelves labelled “Science Fiction and Fantasy”. John

Clute and Peter Nicholls points out that



Husmann 12

[...] it [science fiction] is certainly a publishing category, and in the real world this is
of more pragmatic importance than anything the theorists may have to say about it.
On the other hand, the label "sf" on a book is wholly subject to the whims of
publishers and editors, and the label has certainly appeared on some very unlikely
books. An additional complication arises because some writers fight hard to avoid the
label, perhaps feeling that it might deleteriously affect their sales and/or reputations
(e.g., Kurt Vonnegut Jr, John Wyndham). Publishers apply similar cautionary
measures to potential bestsellers, which are seldom labelled as sf even when that is
exactly what they are (although this has been less true in the post-Star Wars period
than in, say, the 1970s), on the grounds that genre sf when so labelled, while normally

selling steadily, rarely enters the best-seller class (Clute and Nicholls, 1995).

Unlike Soviet writers, Western writers have always been prompted as well as
restricted by a powerful market’s taste. Whereas members of the Union of Soviet Writers
were under the thumb of official censorship, writers in the West had to fulfil the market’s
demands. Since the beginnings of popular science fiction and fantasy in 1937 (when John W.
Campbell became editor of the magazine Astounding Stories, which he renamed Astounding
Science Fiction in 1938), their readership has been largely dominated by 15 to 25-year-old
males with a huge appetite for adventure, galactic warfare and sword-and-sorcery. They
created a market which was then flooded with literature of largely conservative and
reactionary, sometimes even fascistic tendencies. In contrast, in the Soviet Union, writers

were ideologically bound by the official dogma of Socialist Realism:

Socialist realism is a teleologically-oriented style of realistic art which has as its
purpose the furtherance of the goals of Communism. Originating in the aesthetic
philosophy of Maxim Gorki, it was from its adoption by the Union of Soviet Writers in
1934 at the Congress of Soviet Writers the official policy of the Soviet Union:
"Socialist realism is the basic method of Soviet literature and literary criticism. It

demands of the artist the truthful, historically concrete representation of reality in its
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revolutionary development. Moreover, the truthfulness and historical concreteness of
the artistic representation of reality must be linked with the task of ideological
transformation and education of workers in the spirit of socialism.” [...] The art
produced under socialist realism is realistic, optimistic, and heroic.

(from: http://en.wikipedia.org/wiki/Socialist_realism; accessed 27.July 2004)

This meant a constant struggle with dogmatic critics and union secretaries which
restricted even the most prominent writers in their creativity and exposed them to censorship.
On the other hand, critics were equally restricted, and Brown (1993: 10) argues that their
struggle resulted in an “Aesopian language” - a technique of hinting and circumlocution
which was used by some sensitive critics to maintain a covert form of dialogue with both

libertarian authors and initiated readers.

2.3.2, Distinctions between science fiction, fantasy,

HayuyHas ¢paHTacTuka and cpaHTacTUka

2.3.21. Science fiction and fantasy

The preceding sections will have indicated that the author regards both science fiction
and fantasy as sub-genres of fantastic literature. In both cases there must be a novum - an
element of something unknown or impossible in the here-and-now reality - which contradicts
the reader’s common sense and real-life experience, or, as Suvin puts it, “empirical

environment™:

[science fiction is] a literary genre whose necessary and sufficient conditions are the

presence and interaction of estrangement and cognition, and whose main formal
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device is an imaginative framework alternative to the author's empirical environment

(Suvin, D., in: Clute and Nicholls, 1995).

Since this definition also fits the genre of fantasy, more accurate distinctions must be
made. One obvious approach lies in analysing the tension between the reader’s real
environment and the fictional environment created by the author. In the case of science fiction
we find very often a realistic setting, even though it is in most cases depicted as a futuristic
one or on a different planet. Science fiction does not preclude a realistic projection of society
into the future - on the contrary. In the majority of works of science fiction we can
immediately recognise sociological patterns (such as gender roles, hierarchical structures,
etc.) and the author’s real-life values. Space flight and even crossing the threshold of the
speed of light (which is, as far as we know, impossible) take place within an “atmosphere of
scientific credibility” (Moskovitz in: Thomsen and Fischer, 1980:28). As a founding father of

this genre Jules Verne should be named:

[He] developed his characteristic technique of inserting quasiscientific explanations
into a simply told adventure imbued with the romance of geography.

(Clute and Nicholls, 1995)

Scientific progress (regardless of whether its images are realistic or pure invention) is
the main means of explaining the fictional world to the reader of science fiction. In this
respect, the literary methods of many science fiction novels bear resemblance to those of
historical novels. Only if the reader’s imagination is not stretched too far by pure invention

does a future world (or a past world) remain credible.
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In fantasy, this scientific credibility is in most cases suspended right from the start: the
readers find themselves confronted with extremely alien settings (different galaxies,
alternative universes, etc.) and societies which do not bear any similarity to their own in real
life, in which magicians and semi-god-like warriors are popular characters, and the
impossible (magic) is normal. Whereas most science fiction plots take place in the future,

fantasy plots frequently take place outside our perception of time.

Nicholls argues:

Sf must by definition follow natural law whereas fantasy may and mostly does
suspend it. Fantasy need not be susceptible to "natural” or cognitive explanation,

indeed, supernatural explanation is at fantasy's heart (Clute and Nicholls, 1995).

This is important to remember when discussing the works of the Strugatskys, where it

is useful to pinpoint the departure from science and the entrance of the fantastic in each story.

2.3.2.2. Science fiction in the East and in the West

Although there are many differences between science fiction in Western countries and
the Soviet Union regarding their publication and their actual contents it can be argued that the
formal devices an author uses to create a credible environment are in fact very similar. There
are obvious differences in literary quality between, for example, an escapist space-opera
adventure story and a carefully constructed, subversive estrangement of a real society.
However, both works will employ similar techniques by which an effect of recognition of

real-life truths is achieved. In both cases, it is made clear why the fictional world is different
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from the real world. Badly written science fiction falls back on a scientifically unsound but
often highly entertaining techno-jargon, whereas science fiction of a higher literary value
offers explanations which afford insights into our very own society. The reader can view the
object of the author’s attention (e.g. our own society) through a set of filters: the society may
be projected into a future where certain sociological aspects like warfare or gender roles have
been eliminated, so that, as in a scientific experiment, any' particular problem can be focussed

upon:

Ona [HayuHas paHTacTHKa], c60600HO ONepupys ROHAMUAMY NPOCMPAHCIMEA U
8peMeHU, NPOU3BONLHO MEHAEM COOMHOUEHUA U NPONOPYUU ABNEHUU, YmOobbl Apye
8b10eUmb, 3a0CMPUMs 8e0YWUL peanbHbLll KOHGAUKM, OYUCMUB €20 OM CYYAUHBIX
HAcNoeHuu: Hanp., YCI08HbLI NePEeHOC OeliCmeUsl 80 8DeMeHU U NPOCMPAHCMEe 6
«Mapcuanckux xponuxaxy P. bpaobepu u ¢ nosecmu « Tpyono 6bime 6o2om» A. u b.
Cmpyeayxux no3eonsiem nokazams cogp. [COBpeMeHHbIE] 3emubie Npobrembl 8 Ux

enobanviom macuumabe. (P. P. Cypkos, 1968: 140; for translation see Appendix E)
2.3.2.3. HayuyHasn daHTacTuka and daHTacTmka
The accepted opinion in the Soviet Union was that HayuHas aHTacTHKa was more or

less daHTacTHKa with a scientific touch to it. In fact, many authors and critics, including the

Strugatskys themselves, use both terms synonymously. The Kpatkas nutepaTypHas

aHuukaoneaus (1968: 140-141) defines the terms as follows:

Hayunas panmacmuxa - ycnoenoe 0603nayenue obuupHot ompaciu cogp. xyooxic.

aum-pel [COBPEMEHHON XyNOXKECTBEHHOM IMTEPATYPhI] (Yacmuuno - meampa, KuHo,
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arcusonucu), H.¢p. 6azupyemcs na cosp. [COBPEMEHHOM| ypoeHe Hayy. [Hay4HOTO]
RO3HAHUS U OCMbICAEHUA OeTUCMBUMENLHOCTIU U WLUPOKO NOTb3YEMCsl MEMOOUKOH
cosp. [COBPEMEHHOMN | Hayku - MOOenuposanuem A61eHUN, NPUEMOM MbICAEHHO20
IKCHEepUMEHMA - 8 NPUMeHeHUU K Uck-8y [UckyccTBy]. B CIIIA 8o3Hux coomsemcms.
mepmuH - «science fictiony, npususwiutica u 6 Op. [Apyrux| cmpanax. Muozue
cuumalom 3numem «HAy4yHany Heoba3amenvHulM. Dnumem «HAYYHAsA) nomozaem
omepanuyums H.¢h. om 6onee wupoxozo noussmus panmacmuxu - 0m CKazox u
Mugog, om pomanmuy. [poMaHTHUECKOH | panmacmuru (nanp., .T.A. l'ogpmana),
om fantasy, wiupoxo 6eimyiowei ceiuac Ha 3anade, om camupul U 0m Qunocog.
[dunocodcekoii] nposzer, 20e panmacmuxa npumersemes kax xyooxc.
[XynoxecTBEHHBIH] npuem, 6e3 nonvimku ee A02uy. [JIOTHYECKOr0] 060CHOBAHUA U
momusgupoexu. H.¢h. onpedenunace kak maccosoe senenue UMeHHO 6 my n0Xy, K020d
HAYKQ CIMana uzpams peuaiowyyro poits 8 HCu3Hu obujecmea, yCro8HO 2060p5 - NOCIE
8MOPOU MUPOBOU 60TIHbI, XOms OCH. [OCHOBHBIE] Yepmel cogp. [coBpeMenHoi] H. .
Hamemunucsy yce 6 meopyecmee I'. Yannca u yvacmuuno K. Yanexa.

(for translation see Appendix E)

Like the above-mentioned Wells and Chapek, the Strugatskys use the tools of science
fiction to disguise their works. It is safe to assume that official censors would not have
allowed open criticism of the Soviet Union to be published (interview with Marianna
Taymanova, 20.July 2004). Nevertheless, the Strugatskys went against the mainstream of
Soviet utopian literature depicting a bright communist future, and most of their novels and
novellas must be seen as poMaHbi-NnpeaynpexaeHue — warning novels

(http://www .rusf.ru/abs/index.htm; accessed 27. July 2004).
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3. Brief overview of distinct phases in the Strugatskys’ works

The Strugatskys’ novels and novellas can be divided into phases according to the

schema laid out below, and the phases can be defined by the following criteria:

1. The time of writing (which might appear trivial at first glance, since the phases we have
postulated do not overlap time-wise; but those works that do not fit into these phases were
all written after the late 1960s and during the time of the fourth phase);

2. The characters and how well we are acquainted with them (several characters appear in
more than one book, e.g. Alexander Ivanovich Privalov in [ToneaenbHuk and in Tpoiika);

3. Plot and style.

The postulated four distinctive phases are’:

Phase 1 (written between 1959 and 1961): Ctpana, I1yts, [lonnens, Ctaxepsi;

Phase 2 (written between 1961 and 1964): [onsiTka, Pagyra, TpyaHo 6eite 6orom, Beiuwy;

Phase 3 (written between 1964 and 1968): [TonenensbHuk, Y nurtka, Hawwectsue, Tpoiika,

Jlebenu;

Phase 4 (written between 1968 and 1985): Octpos, Maneiw, [IukHuk, [1apens, 3a Munanapa

aet, Xyk, BonHbl.

[ base my categorisation on the first part of Martin Weber’s essay “Satire und Utopie
im Privalov-Zyklus der Briider Strugackij” (Weber, 1990: 3). He describes the four major
phases as follows:

1. the early “idyllic” futuristic/utopian stories written in the late 1950s and early 1960s;
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2. the more wistful and bleak period of the first half of the 1960s;
3. the extremely satirical and least realistic period from the mid-1960s to 1968;

4. finally the period starting with the first novella of the Maxim Kammerer cycle - Octpos.

Weber also mentions two novellas and three novels which do not fit into any of the

above phases: Oreins, I'paj, IloBects, XpoMas cyasba and OtdroueHnsle 310M. They were

all written after the beginning of the fourth and last phase; none of the characters appear in
any other work; their plots are independent with no links to other works, and in the case of

Orteab the same applies to style and genre.

It cannot be the task of this thesis to illustrate all the literary phases. Having looked at

one typical first-phase novella, in this chapter I will discuss in which way the genre of the a-

typical Otens is different from that of all the other stories.

Although several different versions of Otens exist, I shall be referring to the edition

TEKCT, Moscow, 1995, which to my knowledge is the latest publication and contains the

novella Otesnb (this version has no epigraph, which is of great importance to the question of

genre, as well as the scenario version [Otens (cuenapwuii), which includes the epigraph]).

? NB: short titles are given here; for full titles refer to Appendix D.
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4. Genre analysis of Ctaxepbi (The Apprentices)

4.1, Introduction

In the author’s opinion, it is perfectly appropriate to call the first phase of the

Strugatskys’ works a cycle, since all of the novellas (Ctpana, [Tytb, [Mongens, Craxepsl) and

several stories are set in the same universe, with the same group of protagonists. Although
some of those protagonists appear much later in Bewuu, this novella can be regarded as a part
of a different phase, as the final section of this chapter will show. Craxeps! marks the end of

the Strugatskys’ first cycle (1959 to 1961) of futuristic stories and novellas.

The universe described in Ctaxepsl is, in a physical sense, our universe. Our solar
system is described realistically in a Jules-Vernian or Wellsian manner - there is nothing
supernatural or even odd to be found here, even though the events take place a few hundred

years in the future.

Craxepsl is the story of the eighteen-year-old Yury, a vacuum-welder (a rather
charming remnant of Socialist Realism), who has lost his group of fellow travellers on their
way to Saturn. Since there is no regular connection to Saturn, he has to find some other
spaceship to take him there. In lucky circumstances he meets Ivan Zhilin, who works on the
Takhmastb and introduces Yury to his idols Yurkovsky, Bykov and Krutikov. They offer him
a quasi apprenticeship on board their spaceship and agree to give him a lift to Saturn. Their

journey, through space and to the planet Mars, is highly perilous.

During this journey we learn about the characters’ attitudes to life, work, society.

Through their eyes we see a future state, inhabited by people whose mindsets, ambitions,



Husmann 21

fears and ideas are yet all too familiar. While accepting a futuristic plot for the sake of a
readable storyline, the reader finds that the human condition has not changed much, and is
able to see here-and-now human life through the filter of science fiction. Again — this
technique allows the Strugatskys to write about a society which the readership is able to

identify as Soviet, yet official censorship is bypassed.

4.2, Techniques of mainstream science fiction

In Craxepni as well as in other works, the Strugatskys use techno-jargon sparingly.
They rarely indulge in descriptions of futuristic hardware. When they do so, it fulfils the task
of contextualising the fictional world. Frequent practice for many science fiction writers is to
use sets of conventional science fiction images, which are easily recognised by the reader as
futuristic, such as gadgets, weaponry, means of transport which have not yet been developed,
but with a firmly established place in science fiction literature and film: transporter beams,
ray guns, space ships. This has of course to be seen in a historical context. A videophone
(Craxepsl: 160) e.g. is not a science fiction term for a reader of the 21* century, but certainly
was in the 1960s. There are very few of these images to be found in the works by the
Strugatskys, and Craxepsl is no exception. Atomcars (Craxepsl: 157), cars with spread
wing-cases (Craxepsl: 159), photon rockets and planetliners (Ctaxepsi: 172) are only briefly

mentioned in order to provide a futuristic setting for the vicinity of the spaceport.

The only passages where the authors produce techno jargon can be found in chapter
five. This is the first chapter set on board the Takhmasib - a spaceship driven by a photon

reactor (Ctaxepsl: 210). Even here the image of an extremely sophisticated technology is
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used only in order to point out that humans are in complete control over it and how much

their mastery of technology is admired by the apprentice:

HAKunun nowegenin KOpOMKUM HOCOM.

«Yyro,» ckasan om.

fOpa mooice npuntoxancs.

«Kawa, umo nu?» cnpocun on HeygepeHHO.

«Hem,» ckazan Kunun. «33awanun nedybnuposanusiii pazoyuxnep. Yorcacuwiii
wanys smom Hedybauposanusiii ghazoyuxnep. Yy, umo cecoons e2o npudemcs
Pe2ynupoeams. »

FOpa ¢ comnenuem nocmompen na neeo. 3mo mo2no boims utymxou, a mMo2no bvimo

npaeooi. Kunun obnadan uzymumenvbHoim yymovem Ha HeucnpasHocmu (CTaxepbl:

203).

It turns out it is not a joke when Captain Bykov says on the next page:

«Hean,» ckazan Boikos, «nedybnuposanivlil pazoyuxiep mepsem HACMPOUKY.

3aiimucey. » (CTaxepnl: 204).

This little episode later turns out to be the introduction to a more profound statement
on mankind and technology. Zhilin successfully clears the malfunction and takes Yury to the

ship’s engine-room:

OH €0 360HOM OMKUOBIBA! U CHOBA 3AXAONbIBWI KAKUE-IMO KPbIUKU, omoosuzan

NOAYNPO3IPAYHBIE 3ACNOHKU, 3d KOMOPbIMU kabanucmuyecku Mepyana nymaduya
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neYamublx cxem, BKAIOYAL MANEHbKUE IKPAHbI, HA KOMOPLIX MOMYAC BOZHUKWIU
SAPKUE MOYKU UMHNYNILCOB, NPbL2AIOUUe N0 KOOPOUHAMHOU Cenike, 3aNyCKal Kpenkue
JI06KUE NATbYbL GO YMO-MO HEB00OPAIUMO CNIOJICHOE, MHO20YBEMHOE, 6CHbiXUsaroyee,
u Oenan OH 6Ce IMO HEOPEICHO, e2KO, He 3A0YMbIGAACH U 00 MO20 NIAOHO U 6KYCHO,
uymo IOpe 3axomenocsy cetivac sxce CMEHUMb CReYUAIbHOCHb U 60M MAK Jice
HeNnpUHYICOEHHO NOBENE8AMb NOPANCAIOUWUM 6000padiceHue 2U2aHMCKUM
OP2AHUIMOM (OMOHHO20 HYOq.

«Y mensn cmouxu mexym,» ckazan IOpa.

Kunun 3acmesnca.

«lIpasoa,» cxazan KOpa. « He 3uaio, 01 8ac smo ece, KOHeuHO, NPUBLIYHO U
6yOHuuHO, Modicem bbimb, 0axce HAO0eNo, HO IMO 8ce pasHo 300p086o. A nobnio,
K020a 6ORDULOU U CIOHCHBIU MEXAHUIM - U PAOOM OOUH YeN08eK ... nogenumenb. mo

300p06o, Ko2oa yenoeex - nogeaumens.» (Ctaxepsr: 210).

The above is a good example of the Strugatskys’ general attitude towards technology

in literature. For them, it is simply a vehicle to convey human values, and there is no blind

faith in technology, since it is humans who are in charge and responsible. Unlike 1940s’ US

American science fiction, where intergalactic wars were invented in order to feature

astonishing apparatuses and replace sociological ideas, the Strugatskys create technology as a

background or even as a means to make a moral statement on the meaning of life and one’s

own purpose in it.

There is still a lot of entertaining adventure motifs to be found in Craxepsl, which do

not carry a moral message. E.g. the scientists have some trouble with a Martian life-form

which they casually call a flying leech:
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H naxoney IOpa yeuden. [Tuasku 6biiu noOX0ICU HA UCNONUHCKUX CePO-JiCeIMblX
2onoeacmuxoe. I'ubxue, HeobbIuatinoO NOOBUIICHBIE, HECMOMPA HA C8OU PA3MEPDL U,
8ePOSAMHO, HEMANBLU 8EC, OHU CIPEMUMENbHO 8bICKAKUBANU U3 MYYU NbLIU,

NPOHOCUNIUCH 6 6030yxe HECKOJIbKO 0eCImKo8 Mempoe U CHO8Aa UcHe3diu 6 noliu.

(Craxepsi: 221).

However, since they are annoying pests rather than a life-threatening danger to the
scientists, this image must be regarded as too weak to be truly horrifying; and since there is
nothing supernatural or uncanny about them, they are a mere standard motif of mainstream

science fiction.

43. Fantasy motifs and absurdity

Craxepsbl is a landmark in the Strugatskys’ works, inasmuch as it introduces irony in a
large section in chapter 10, subtitled “The tale of the gigantic fluctuation”. Here the authors
seem to experiment with irony, which is an innovation to their works so far. It is in fact their
ability to ridicule certain characteristics of society (in the case of Ctaxepsl, it is faith in

science) which they will become famous for in the second half of the 1960s.

“The tale of the gigantic fluctuation” is a story within a story, told by Zhilin. The
Strugatskys frequently use this method in their later novels and novellas (for example in

Xpomas cyan6a, where half the book is a story within the story), in order to create a tension

between the frame story and the story within. Very often there is something fundamentally
different about these two levels. In the case of Ctaxepsl, it is an excursion into a completely

different genre: fantasy.
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In this tale Zhilin meets a stranger at a beach who is desperate to talk to him about his
own tragedy. He tells Zhilin about weird accidents which started in his childhood, such as his
shattering four glasses and a bowl in his violin classes. He gives a reasonable explanation:
acoustic resonance, created by him playing the violin, was responsible. The stranger continues
telling Zhilin about such accidents, always providing explanations: he would drop slices of
bread always with the buttered side up, which is not unfortunate in itself, the stranger would
explain, but it represents a fundamental violation of the theory of probabilities (Craxepsi:
283). His uncle was the first to realise that there was something wrong with him, and by

making him toss coins, he found his assumption borne out:

«B nepauiii pas s Opocun monemxy cmo pas, u 0a0sa cmo pas. ¥ Hezo open 8binai
namboecsim mpu pazd, a y MeHst 0e6sIHOCMO 8ocems. Y 0a0u, 3Haeme nu, 21a3a Ha 100
gvinesnu. My mens mooice. Ilomom st 6pocun moHemxy ewe osecmu pas, u,
npedcmasvme cebe, open y MeHs 8bINail CMO 0e8AHOCMO wecmb pas. Mue yoce mozoa
Cedo8aN0 NOHAMD, YeM makue ety 00NNCHbl kKonyumbs. » (CTaxepsbl: 283).

At first the stranger was merely amused. He describes the phenomenon as follows:

«f...] A amo omn0Ob He 4y00, MO 8NOJIHE PeAIbHbIH, HO HeODLIYAUHO

manogeposmubiti ghakm. Imo Ovina 6bi 2U2AHMCKAR GAIOKMYAYUSL - HUYIMONCHO

gepoamHoe omrkioHeHue om Hauboaee sepoamno20 cocmosnus.y (Ctaxepsl: 284).

But the incidences became even more incredible:

Yeudems, nanpumep, dsenadyamuxpamuyio paoyey 6ei10 018 He20 NYCMAKOM - OH

guoden ee wecms WU CEMb pas.
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« nobwio mobozo cuHonmuxa-noumens,» YyOpyyeHHo Xeacmaics oH. «AH euden
noaspuvle cuanun 8 Aima-Ame, bBpoxenckoe sudenue na Kasxaze u osaoyams paz
HAb0OAN 3HAMEHUMbLU 3eNeHbIll VY, Wi “Mey 2on00a”, kak e20 Hazvisaiom. A
npuexan 8 bamymu, u mam navanace 3acyxa. Toeoa a omnpasuicsa nymewecmeosams

6 1'06u, u mpuodicowvt nonan mam noo mponudeckui sugens. » (Craxepol: 284).

The stranger, a man of scientific education, fails to define the incidences in proper

scientific terms and turns to supernatural explanations:

«Mrne kazanoce ouens 3a6a6HbIM YyeCcMEoeams cebs cpedomoyuem ecex uyoec Ha
ceeme.»

«Yem» uzymuics a.

«3-2-3... cpedomoyuem yyoec. A ne mo2y Opy2020 cnosa nooobpamv, Xoms u

noimancs.» (Ctaxepsl: 283).

The Strugatskys introduce this story with fairly harmless (and easily explicable)
oddities. By intensifying the absurd aspects of the miracles and still providing reasonable
scientific explanation, they lure the reader into a materialistic trap. The resonance
phenomenon is widely known; and shattering glasses with high frequency sounds is easy to
explain. Whether or not the reader believes in twelvefold rainbows, tropical showers of rain
in the desert or the Brocken apparition, it is up to us to realise that our leg is being pulled. But
the question raised is not whether the story told by the stranger is true, but rather: are we able
or, for that matter, willing to accept miracles as something supernatural or do we believe that
everything can be explained by science? Towards the end of this story the Strugatskys reveal

their own opinion by reducing the incidences to utter absurdity:
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H€0()HOKpamH0 K HEMY 6 hallamkKy - OH MH0O20 nymewecmeosdqi - 3aiieman umapoevle
MOJHUU U Hacamy suceau nod nomonxkom. B KOHYe KOHYOB8 OH NPUBLIK K 3MOMY U

UCRNONB306AI WAPOBbIE MOJHUU KAK dNIeKmPpUudecKue 1amMnouku. Yumaii. (CT&)KCQBII

285).

The stranger also claims to have been hit by a small meteorite; that he had suddenly
become the source of a strong magnetic field for ten seconds so that he was hit by all kinds of
metal objects; and, finally, that an hour ago a friend of his has flown off (Ctaxepsi: 285 -

287). He even offers an explanation:

“Bul nonumaeme, amo sice coGeputeHHO HEBO3IMONCHO, ” Bopmoman geHomeH.
“Xaomuueckoe 0gudiceHUe MOJEKYL meid, OPOYHOBCKOe OBUIICEHUE YACMUY JCUBO20
KONOUO0a cmano ynopsaoo4eHHbIM, ee OmOPealo Om 3eMAU U YHECN0, COBEPULEHHO He
npedcmasnsio kyoa. QueHs, 04eHb MAN0BEPOSIMHO ... Boi mHue meneps monvko

ckadicume, oonsicet s cuumamsp cebs youtiyeu? ” (Craxepsbl: 287).

It is this tongue-in-cheek style of raising a philosophical question that makes this
passage stand out against the rest of the book. In later works we find this technique further
developed (IlonenensHuK, for instance, is a cavalcade of miraculous and absurd motifs and
characters) and taken to extremes (in ¥ nutka the whole world is made of fantastic absurdities

where normalities become something special).

“The tale of the gigantic fluctuation” is a special episode in Ctaxeps! and different

from the rest of the text for three reasons: firstly, it is a story within a story, told from Zhilin’s
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point of view. Secondly, it raises the philosophical question of the existence of the
supernatural in the tradition of fantasy literature and does not present a moral dilemma.
Thirdly, the technique by which the Strugatskys express their opinion is irony. Irony is used in

other parts of the novella as well, but not to express the Strugatskys’ own opinion.

44. Conclusion

Craxepsl is a “realistic” portrayal of a future universe. By “realistic” we do not mean
that it is probable that Saturn’s satellites will be colonised at any time in the future, or that
there probably are “flying leeches” on Mars. We now know for sure that there are not. But
Craxepnl was written in 1961, and the possibility of Martian life forms had not then been
definitely ruled out by science. By “realistic” we rather mean that the characters are credible

and their actions are justified by ethics that are at least familiar, if not acceptable, to us.

Craxepbl appears to provide a mixture of genres. We can find conventional science
fiction images (such as space travel in photon rockets), adventure motifs (hunting the Martian
flying leeches), and even fantasy motifs (the miracles in “The tale of the gigantic
fluctuation”). Nevertheless, there can be no doubt that Ctaxepsl is a pure science fiction
novella. Science fiction is the genre for the main frame of the novella, and all the actions take
place within this frame. The adventure plot and even more so the fantasy plot are merely

episodes within the main story.

For the Strugatskys science is a tool. In this sense, they differ from most western main
stream science fiction writers of the same era, where science fiction all too often describes
gleaming space armadas and a magnificent interstellar feudal empire at war with telepathic

creatures from outer space. The task of such space operas is to entertain the readership and let
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them escape into a future, fictitious world. In the case of Craxepsl, however, science fiction
is no more than a vehicle to convey rather common messages about the heroes’ moral values
and human relationships. Science fiction motifs like the spaceship Takhmasib are needed only

to create a plausible environment for the largely realistic plot.

Craxepsl is sparing with conventional hard science fiction devices (such as different
kinds of gadgetry). Its emphasis clearly lies in portraying the struggle between morally good
people (the main characters, including their differences to each other) and morally bad people
(such as the capitalist exploiters on board the Bamberga). In this sense, Ctaxxeps! resembles a
fairy tale. The title “The Apprentices” (note the plural) in my opinion implies that we all are

apprentices, both the characters in the novella and the readers who identify with them.

Since the Strugatskys put a lot of effort into creating the perfect picture of a morally
sincere and responsible scientist (Yurkovsky), one could easily think that he is set up as an
ideal character. But in the end it is the young ones who we really sympathise with. It is Yury
who realises that Yurkovsky’s and Krutikov’s deaths cannot be justified, that life itself is

most important:

IToogue - amo xopowio, Ho yenoeex donxcen sxcums. (CTaxepnl: 344).

Moreover, after all the adventures in space, it is Zhilin who finally has what is

probably the most important insight, the point that the Strugatskys most solemnly and

wistfully make, at the very end of the book:

“I'nasnoe — na 3emne... "(Craxepbl: 346).
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This last note is the end of the Strugatskys’ first and most idyllic phase, where
conflicts arise almost entirely between the good and the better — the main moral values within
Socialist Realism. However, in “The tale of the gigantic fluctuation” the Strugatskys have
also introduced techniques of irony and absurdity which they will fully develop in their later,

anti-utopian works.
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5. Genre analysis of Otenb “Y nornbwero AnbnuHUcra”

(Hotel “The Lost Mountaineer”)

5.1. The build-up to an apparent detective story

Orenb opens like a typical detective story, like, for example Agatha Christie’s play
The Mousetrap. Police Inspector Peter Glebsky arrives at the Hotel “The Lost Mountaineer”,
where he is going to spend his two week winter holiday. He is welcomed by Alec Snevar,
hotel manager and owner of Bottleneck Valley, where the hotel is situated. The hotel is
outside a fictitious town called Muir, and from the names of the characters (e.g. Olaf
Andvarafors, Luarvik L. Luarvik, and Brun - a possible short form of Brunhild) we can
assume a Scandinavian setting. The monetary unit is krona or krone (kpoHa) suggesting either
Norway or Sweden. Denmark can be ruled out as a setting since it has no slopes steep enough

for ski-runs.

Apart from the epilogue, which refers to a period more than twenty years after that of
the main part of the book (fifteen chapters), the plot covers a period of only three days. The
narrator of the story is Peter Glebsky himself - the protagonist. This character develops into a
tragic anti-hero in the second half of the book (see 5.2.). From the point of view of genre, this

is remarkable in itself, since Otens is the only story in which the theme of the anti-hero is

fully developed: Peter Glebsky turns out to be not only a poor detective with a lack of
imagination and wit, but also stubborn and narrow-minded to such an extent that he proves to
be less humane than the aliens who intrude upon his skiing holiday and whom we suspect of

being a gang of putative criminals (see 5.6.).
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The reader is not led to suspect Glebsky’s limitations right from the beginning, since
his “interrogating” Snevar immediately after his arrival at the hotel seems to be normal
behaviour for a policeman. He finds out that the hotel derived its name from an incident
which happened six years earlier, when a mountaineer died in an avalanche which had
possibly been caused by a rifle shot. The room where the mountaineer stayed has been kept
exactly as it was before his death and has been turned into a museum. Glebsky also makes
enquiries about the other hotel guests within the first five minutes of talking to Snevar - so far
it all looks like perfectly normal behaviour for a curious police inspector who finds it difficult

to detach from work.

The guests are Albert Moses, a thickset nouveau riche, and his wife Olga; Simon
Simonet, physicist; du Barnstokr, a famous hypnotist; and finally Brun, an adolescent of
indeterminate sex and du Barnstokr’s nephew or niece. The hotel staff is limited to the

landlord himself and Kaisa - we do not know whether she is Snevar’s wife or assistant.

The impression of a detective story is intensified when Glebsky, Snevar and all the
other guests have their dinner together at the end of day one (chapter 2): they talk about
“astonishing things” happening in the hotel. And - since nothing has indicated yet that Qrenp
is a science fiction novella — it is only the habitual Strugatsky reader who will be alerted by

the casual mention of UFOs:

-B KOHYE KOHYOB ydueumeﬂbuoe npoucxodum HE MONbKO 6 HAQWemM omene, ckazan o1
Eapncmoxp. —ﬂocmamouno BCHOMHUNb, HANpuUMep, 0 3aMeHUmblX jlemarowux

Heonoszuauuvlx o6vexmax ... (Otenn: 280).
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In my opinion this epigraph counteracts the effect of surprise by putting the reader on
the right track from the very start. A reader familiar with the earlier works by the Strugatskys
will take the mention of yellow-green manikins in the epigraph as a hint as to how the plot
will develop, and will know that the story will turn out to be about extraterrestrial beings and

not a Doylian detective story at all.

According to Boris Strugatsky, the epigraph was not meant to be more than a joke at

the expense of the official Soviet press:

To, umo Bui nazvieaeme “npeducnosuem” (“Kax coobwarom, 6 okpyze Buneu...” u
mak oanee) ecmv HA CAMOM Oejle WLYMIUBBLI INUZPAaQ, 8blCMEUBAIOUWUTI MO2OaUHUE
MaHepul cogemckux oQuyuansiuix opeanos neyamu. (Boris Strugatsky in a personal
letter to the author, 20.6.1998, see Appendix A for the full letter; for translation see

Appendix E)

Towards the end of chapter 2 we are again diverted onto the detective-story trail as the
dinner conversation returns to the “astonishing things”: apparently somebody had stolen du
Barnstokr’s slippers and placed them in the library the next day; Mrs Moses has seen
somebody staring into her window; Simonet claims he has found mysterious illegible notes in

his technical books. Glebsky tries to demystify the incidents a la Sherlock Holmes:

-A Oymaio, umo 3mo wymxu K020-mo u3 NPUCymcmeyiouux, omeemuu s.

-Cmpannas meican, HeoOobpumensHo ckazan Mosec.
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-Huckonvko, 6o3pazun s1. -Bo-nepebix, 60 6cex amux Oelicmeusax He ycMampueaemcs
HUKAKUX uHblx yene, kpome mucmugpuxayuu. Bo-emopuix, cobaka eedem cebs max,

c106HO 8 0ome moavko ceou. (OTenb: 283)

Later the same night (chapter 3) two more guests arrive: Olaf Andvarafors, who
Glebsky calls a Viking, and a certain Mr Hinkus, a solicitor. The mystery is deepened when
Moses reports his golden watch stolen. This is the first sign of happenings more serious than

the initial “astonishing things” (Otenn: 302).

The genre, at this point, is still uncertain, as this could be one of du Barnstokr’s little
tricks. He, for instance, produces a violet out of Glebsky’s buttonhole in the magician’s
manner (Oteinb: 274). However, when Glebsky finds an anonymous note in his room,
warning him about the dangerous gangster Hinkus, aka Filin, there can be no more doubt that
he is now involved in a criminal matter and that we are in fact reading a detective story

(Otens: 302).

From here on the story moves fast: Glebsky feels in his element and starts
mvestigating his new case. At the same time he is being developed into a more ludicrous
character: he compares himself to a “hero in a spy novel” (Orens: 303). He searches Hinkus’
room, but although he finds the stolen watch and a lady’s pistol, he comes to the conclusion
that someone else wants to throw suspicion on Hinkus. Even a murder threat probably written

by Filin and found in du Bamstokr’s room does not alarm him.

Omo onams 6vina 3anucka. Kopasvimu nevamuvimu 6ykeamu, ¢ opghoepaguveckumu

owubxamu, mam Ovi10 Hanucaro: “‘Mui eac Hawnu. H depoicy eac na myure. He
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noimatimecs bexcamo u He Oenatime 2nynocmei. Cmpensms 6yoy 6e3
NpedynpesCOeHUA.

‘l@ »on

Cmucnye 3ybamu cueapy, s nepevuman 3mo NOCianue 08axicobl U MpUNCObL.

(Otens: 305 - 306)

Suddenly, in the middle of the night, a mysterious one-armed stranger, covered in
snow, bursts into the hotel. More dead than alive, he asks for Olaf Andvarafors, but Glebsky
realises this must be the person Hinkus was waiting for. Earlier on another avalanche had
come down from the mountains, cut the valley off from the outside world (we find here
another frequently used detective story motif - the cut-off crime scene, as in Agatha Christie’s
The Mousetrap), and almost buried the one-armed man. When Glebsky goes to the rooftop,
where he suspects Hinkus is still waiting, he only finds a snowman dressed in Hinkus’
clothes. Now he is definitely convinced that Hinkus is planning a crime, although he is still in

the dark as to what kind of crime (Otenn: 322).

At this point the scene is perfectly set for a crime plot. A group of people including a
police inspector, a rather strange hypnotist (under threat of assassination) with his strangely
androgynous nephew/niece, a supposedly dangerous gangster, and a half dead one-armed
stranger - all cut off from the outside world and trapped in a hotel. This is the moment the
Strugatskys choose for the crime to happen. Snevar and Glebsky go to Andvarafors’ room to
tell him the stranger is demanding to see him. They find the room locked from inside (yet
another classic detective story motif), but Glebsky manages to force his way in and discovers

the Andvarafors’ body:
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On 6b1n1 51810 U beznadesicno mepms. (Otenb: 325)

It would seem that the Strugatskys have deliberately taken such a long time (60 pages

of a total 162) to develop the plot in order to convince the reader that it really is a detective

story.

5.2. The anti-hero investigating

Glebsky immediately starts investigating the murder by interrogating the guests. When
it is Simonet’s turn, Glebsky finds him in his room in a state of panic. He had just been to
Olga Moses’ room, only to find her dead. The fact that they later find her alive and well does

not make Glebsky suspicious:

-Ho eedv ona 6vina mepmea, llemep! Knanyce eam. Ona 6wina youma, u Mano mozo...

-Epynoa, ckazan st xonoono. -Bei 6vinu omepzumenvro nosusi. (Otenb: 340)

He realises that the mystery is too difficult for him to solve (Otenb: 355), and the

authors let the anti-hero describe his incompetence in his own words:

[...] 6ce Humu nuxyoa e gedym.
[...] Hem Hu 00HO20 NOOO3pesaemozo.
[...] HO HuKaxux ciedos HA NOOOKOHHUKE, HUKAKUX C1e008 HA CHe2Y, Ha KapHU3e.

(Otens: 368)
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Glebsky is not only an incompetent sleuth, but also lacks understanding of human
nature. However, he has an ally in Alec Snevar, the landlord, who is always offering him his
latest hypotheses. Unfortunately, they are not very helpful. For instance, he quite seriously
suggests that the allegedly murdered Olga Moses has come back to life as a kind of zombie.
And when the dog Lel brings in a gun loaded with silver bullets, which he has found outdoors

in the snow, the situation is, again, beyond Glebsky (Oresnb: 385).

5.3. The clearing up

The Strugatskys carry the ironic image of an utterly incompetent detective to
extremes, when Glebsky accidentally stumbles upon the true background of the story: he still
suspects Hinkus and interrogates him. He intends to get him in a corner. Glebsky bluffs and
tells Hinkus he knows everything and just needs a confession. The intimidated Hinkus comes
out with a bizarre story about his involvement with a gangster boss called the Champion:
Hinkus had been a member of a gang of criminals when someone with almost supernatural
powers, called Beelzebub, joined them. Rumour has it (in gangster circles, that is) that
Beelzebub and his woman have magic powers. Yet they are not allowed to kill, or their
powers would fade. This is why Hinkus is surprised that Olaf was killed all the same. At first
he thought du Barnstokr was Beelzebub in trickster disguise, but he found out later that
Albert Moses is Beelzebub and the incredibly strong woman is his wife Olga. Although he

believes in their powers he does not think they are omnipotent:

OH xomb u KONOYH, HO He 20CNo0b Jice boz. Jlemamsb, Hanpumep, OH He YMeem, MO
Yyoic mouHo useecmuo. Hepes cmenwvl npoxooums - modce... Ilpasoa, excenu

nooymams, 6aba sma e2o - ulU KMo OHA MAM eCMb - 110601 3061 Mo2na Obl
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packoswipsime 6 0sa cuema. Ipucobauun 6bi OH el 6Mecmo PYK KOBULU, KAK Y

axckasamopd, u 20mogo oeno...(Orenb: 404)

Thus, we see that in Orenb the genre is neither straightforward science fiction nor
classic detective story. The fact that the story is, as we learn only in its last part, set in a
universe where aliens exist and space-travel is possible does not mean that the reader
perceives the story as a science fiction story. The authors deliberately mislead the readership

and play with their expectations. Yet, Otens cannot be said to be a parody of the classic

detective story. At every turn the Strugatskys confound expectation. There may even have
been an element of political thriller, and it is worth mentioning that in a German translation of

Ortens - Hotel “Zum Verungliickten Bergsteiger” (Strugazki, A. and B., 1988), we find within

Hinkus’ confession a most detailed description of the Champion’s political background.

5.4. Digression: the Champion’s politico-criminal background in

Hotel “Zum Verungliickten Bergsteiger”

In the German version of Otenb Glebsky associates the Champion with “The Blue
Swastika” (which suggests a name for a fascist subversive gang) and the “bright-eyed

Senator”, suggesting his connections to corrupt politicians:

Der Champion, das war doch bestimmt das “Blaue Hakenkreuz”, und das “Blaue
Hakenkreuz’” war ganz bestimmt der helldugige Senator. Eine unruhige Zeit, eine
seltsame Zeit. Niemand kam heutzutage mehr klar, was Politik, was Verbrechen, was
Regierung war. Was konnte da ein ehrlicher Polizist ausrichten? (Strugazki, A. and

B., 1988: 166)
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[The Champion, that must be the “Blue Swastika”, and the “Blue Swastika” - that
must be the bright-eyed senator. Troubled times, weird times. Nobody can tell these
days what is politics, what is crime, and what is the government. And what can an

honest policeman do about that?]’

This “bright-eyed Senator” is later on named as Goldenwasser, which is German for
“golden water”. In this context of ultra-right wheelings and dealings, there can be no doubt
that this is meant to be Barry Morris Goldwater, the US senator at the time of first publication

of Orenp:

He was the leader of the extreme conservative wing of the Republican party during
the 1950s and 1960s. He ran for president in 1964 but was decisively defeated by

Lyndon B. Johnson. (The Microsoft Bookshelf '95, CD-ROM)

Senator Goldenwasser had ordered the Champion to rob the “Grénheim archives”™:

-Die Gronheim-Archive?

Ich wuflte in dieser Sache wenig Bescheid und hatte nie damit gerechnet, daf3
derChampion seine Hand mit im Spiel hatte. Grénheim hatte die umfassendste Kartei
von Nazi-Verbrechern angelegt, die nach neunzehnhundertfiinfundvierzig in unserem
Lande untergetaucht waren. (Strugazki, A. and B., 1988: 172)

[-The Grénheim archives?

? translation by the author
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1 did not know much about this matter and never thought the Champion was involved
in this. Grénheim had started the most comprehensive files on Nazi criminals hiding

in our country since 1945.]*

Also, the Champion has political motives himself:

Uberhaupt, wenn man bedenkt, daf3 der Champion eigentlich gar kein Champion,
sondern der ehemalige SS-Hauptsturmfiihrer Kurt Schwabach war, der sich bei uns

versteckt hatte...(Strugazki, A. and B., 1988: 173)

[Anyway, if you consider that the Champion is actually not a champion at all, but the
Sformer SS-Hauptsturmfiihrer Kurt Schwabach, who was hiding here in our

country...]5

The implication of high profile politicians involved in the cover-up of Nazi crimes
adds a politically explosive dimension to the crime story. [ was so intrigued that I wrote a
letter to Boris Strugatsky, and asked him why these passages are missing in the Tekcr edition
of 1995, which has been used for this research. As I had suspected they had been edited out in
order to make the novella less political, I was only the more surprised when I found out the

opposite is true:

Hopozoii mucmep Husmann!

* dto.
> translation by the author
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Poman “Omenv ¥ IIOI'UBLLIET O AJIBITHHHCTA” (asmopckoe nazeanue - “/Jeno
06 ybuiicmee. Ewe 00Ha omxoOnan demekmugHOMY JHcaupy ) Ha npomsisiceHuu

»

HECKONbKUX Jlem noogep2ancs ycunenHoMy “‘pedaxmuposanuio”’. OmeemcmeenHble
pabomHuKu pazHvix U30amenbeme U peoaKyuil 6CAYEKYU BbIKOPHEBbIBANU U3 HE20
“anonumuunocms ", a maxkyice cmpacme NEPCOHANCell K PACRUMUIO CHUPIMHbIX
Hanumxos. B pesynbmame nossunocs Heckonavbko pedaxyutl 3mo20 pomMand, 8 mom
yucie ¢ HeOpaWUCmamu 6Mecmo 2anacmepos U ¢ Koge emecmo epoea. bBnuoice ecezo
K UBHAYANLHOM) 8APUAHMY MOM, Umo onybauxoean ¢ uzdamenvcmee “Texcm”.

(Boris Strugatsky in a personal letter to the author, 20.6.1998; see Appendix A for full

letter; for translation see Appendix E)

The science fiction solution

As far as Inspector Glebsky is concerned the case is solved: Albert and Olga Moses

are dangerous gangsters and belong behind bars. He has Hinkus’ full confession but does not

realise that the most burning questions yet remain unanswered:

Who killed Olaf Andvarafors and why?
Was Olga really killed and revived?
How can Albert and Olga Moses’ magic powers be explained?

Who is the mysterious one-armed Luarvik L. Luarvik and what does he want?
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It is Simonet who does some investigation on his own initiative and finds the answers.
He admits that his solution sounds like science fiction, rather than science, yet, it explains

everything:

-Huraxux sypoanaxos. Huxaxou mucmuku. Cnnownas Hayunas panmacmuxa. Mosec
- He yenoeex, uncnekmop. Tym naw xo3aun oxasancsa npas. Mozec u Jlyapeux - amo

ne zemanre. (Orenb: 409)

Of course, Glebsky does not believe a word of it. Although this would explain Albert
and Olga Moses’ powers, Glebsky prefers to discard this incredible explanation, in an attempt
to justify his own actions, which are based on ignorance and narrow-minded bureaucracy. It is
obvious by now that he is not after the truth, but merely wants to prove he can do his job

(Orens: 410).

Simonet gives further explanations: the first people Moses came across after he had
landed on Earth were the above-mentioned gangsters. Since he did not know anything about
life on Earth, the gangsters were easily able to make the alien believe that they were fighting
for a good cause, and then began to exploit him. However, Moses eventually found out the
truth, left the gang and fled. He planned to leave Earth on his spaceship, but an accident
prevented this. Luarvik L. Luarvik turns out to be another alien - a kind of pilot - and Olga
Moses and Olaf Andvarafors are their robots. The accident had created some sort of power
drain for these robots and they had to be recharged by means of portable accumulators. Olaf
did not reach his accumulator (the mysterious suitcase found next to his “body”) in time. He

was not murdered at all - he simply ran out of power and needed recharging. Olga had made it
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to her accumulator, which explains why Simonet thought he saw her dead, and alive again a

few moments later.

It is only from this moment on that Otenb can be termed a science fiction novella.

Although the whole story is flavoured with all kinds of fantastic motifs (which all turn out to
be either jokes by du Barnstokr, or rumours), the authors have been convincing the reader
step by step that the book is a whodunit, until the very last chapter. And then - when no
realistic explanation (as Glebsky would say) is viable any more - they let the cat out of the

bag and offer us “pure science fiction” as a solution.

5.6. The moral conflict

Simonet’s hypothesis means that all of a sudden Glebsky’s case ceases to exist: there
is no murder, because Olaf Andvarafors is not even a living being; and the Moseses are not
gangsters, but victims. Although everything is explained Glebsky remains stubborn and hides

behind his bureaucratic duties (Otenb: 412).

In the following conversation with Albert Moses, however, we find a trace of a guilty

conscience in Glebsky. After Moses himself explains the situation, Glebsky knows what he

says is true. He just lacks the ability to admit it to anyone but himself (Otesnb: 413), and in the

end, Glebsky lacks the strength and dignity needed to take on responsibility:

-Omemansme 6ot om meHs. Bee evl 6onimynvl. Anex 3abomumcs 0 ceoem 3agedenuu, a

b1, Cumons, npocmo unmennexmyan Ha omowixe... (Orenb: 419)
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The Strugatskys deliver their moral message through Snevar: he equates the need to
be “paszymnuiid” (rational, possessing reason) with the requirements of “cosecmeo
yenogeveckas” (human conscience). If one can still have any sympathy for Glebsky it is
because he does not like the role he is playing. He knows he is a “menxas cowra” (small fry),

as Simonet calls him:

[...] H 20e-mo Ha camom Oonviuke Oyuiu crabo mueno uyecmeo obnecuenus -
cumyayus 601buie He 3a6UCENA OM MEHS, OMBEMCIMBEHHOCMb 831U HA cebs Opyeue.

(Orenb: 421)

5.7. The inevitable catastrophe

At first it seems that everything is going to end well: the aliens are given their
accumulator, Olaf is recharged, and they are ready to flee from the Champion (Otenp: 421).
In the end, however, the inevitable happens. As the aliens are skiing through the valley,
towards their spaceship, a helicopter overtakes them and opens fire. They all die in a hail of

bullets (Orenn: 422).

This dramatic ending emphasises the consequences of Glebsky’s incompetence. It
shows all too clearly that inactivity or rigid adherence to a certain set of rules - even to the
letter of the law - can be extremely harmful. Being civilised, therefore, means to be able to
discard these rules when necessary, and accepting responsibility. No law can possibly account
for all possible events at all times, which is why rational beings have to apply their own
common sense, combined with a sense of responsibility, to the critical situation in question.

In the case of Orens, this means showing sympathy for the aliens and letting them escape,
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even though they were criminals in the eyes of the law. Inspector Glebsky lacks the courage

and vision to take responsibility completely and acts in two primitive ways:

1. He does not see that his usual methods of investigation bring no positive results, and that
he is trapped in a restrictive set of rules which are not applicable to an unforeseen
situation.

2. When Simonet offers a perfect explanation (in the sense that everything is explained),
Glebsky instinctively knows what he says is true. Yet he will not admit he was wrong and
take the necessary step that would solve the dilemma. On page 415 he says he is not
authorised to negotiate with vampires and aliens, yet he is only too ready to apply “his”
law to the aliens. This is a much easier way out for him than taking the responsibility for a

humane solution.

In creating a human character less humane than an alien from space the Strugatskys make
a very ironic point. Moses for instance is ready to sacrifice himself in order to save Luarvik L.
Luarvik’s life; the aliens have disguised themselves as humans, and to show themselves in

their true form would be very dangerous.

5.8. The human dimension in the epilogue

In the novella’s fifteen chapters Glebsky has been portrayed as a philistine police
inspector. He is stubborn, parochial and unsympathetic. Nevertheless, this character’s psyche
is still credible. Whatever action he takes, Glebsky knows secretly he is wrong and feels

ashamed. In the epilogue, this feeling of shame is manifested at three different levels:
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1. Superficial denial: this is relatively unimportant for the message of the story -
Glebsky tells the story to his grandchildren and glosses things over when it comes

to the end:

C mex nop npouwno bonvuie 0gaoyamu aem. Bom yace 200, kax 1 6 omcmagxe.
MEHS GHYKU, U A UHO20a paACCKA3bIearo MaaduieHvkol amy ucmopuio. Ilpaeoa, @ moux
PAcckazax oHa 6ce20a KOHYaemcs 01A20N0AYYHO. npuwenbybl O1A20N0RVYHO
ombvieaiom 00Mo1 8 ceoell ceepratoujeli pakeme, a 6andy Yemnuona 61a20nonyuHo

3axeamuieaem nooocnesuias noauyus. (Oteinb: 423)

2. Self justification: after twenty years, part of Glebsky still needs to justify what he
has done. He had always been backed up by the authorities and he has retired from
his job with a good pension, but he realises that there is also another dimension to

the incident, namely, moral standards:

[...] MHoz2o-mMHO20 pa3 60 6pems CKyUHBIX Oexcypcme, 80 8pemsi OOUHOKUX NPO2YIOK U
npocmo 6ecCoOHHbIMU HOYamMu 5L Oymai 000 ecem clynusuieMcs U 3a0a8ai cebe
monbKo 00uH gonpoc. npas s 6vin unu Hem? [ ... ] Kozoa npu 6onesnu y mens
HNOOHUMaemcs meMnepamypa, s CHO8a U CHO8a 8uUdiCy 8 pedy amo ouxoe,
Heyenogeveckoe 3peaune u crvluly nedeHawul oyuty ceucm u knekom... Hem,

gopmanvHo eéce obounoce. (Otelb: 425)

3. The truly guilty conscience: it is only when Glebsky asks himself why he feels

really bad, although he has done everything according to the law, that he comes
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close to the truth. He has never admitted to anybody but to himself that he was

wrong:

Coeecmb y mens boaum, aom & uem oeno. Huxozoa co muoti maxozo He 6uino: 6ce
oenan npasuibHo, Yucm neped 6020M, 3AKOHOM U I00bMU, a cogecmb boaum. Hnozoa
MHEe CIAHOBUMCA COBCEM NI0X0, U MHE XOYEeMCs Hallmu k020-HUbYOb U3 HUX U

npocums, 4mobul onu npocmunu mens. (Otenn: 426)

This quiet contrition is sympathetically portrayed. Glebsky is only human after all. He
made a mistake which he could not iron out. He suffers terribly from pangs of conscience, but
there is no-one left alive to absolve him. The aliens are dead and Simonet, the only person
who fully understood what was going on, died during an expedition in the Bottleneck Valley
mountains. He wanted to find proof of the aliens’ visit and publicise them. Glebsky and
Simonet have met several times since that incident, but Simonet has never said a word to
Glebsky. It is Simonet’s contempt for his lack of empathy as well as the contempt for his
unforgivingness that make him suffer. Glebsky’s wife tries her best to comfort him, yet in

vain (Orenek: 427).

5.9. Conclusion

Orens is a science fiction novella, according to the definitions given in chapter 2. In
my opinion, it does not really matter that the readership realises this only in the last chapter
(except for readers familiar with other Strugatsky works, who might have found a clue in the

little epigraph in some versions of Otesnb; see 5.1.). The novella is set in a fictional
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environment, or a fictional universe in which extraterrestrial life-forms do exist and visit

Earth.

It would be insufficient, though, to argue that Otens is science fiction only from this
rather formal point of view. The motif of aliens is not only an astonishing science fiction
twist at the end after an apparent crime plot has been developed. If, hypothetically, there

really had been a murder with aliens turning out to be the murderers, Otens would in fact be a

crime novella. The alien characters are not merely a science fiction gimmick to break the
detective story convention or to satisfy the Strugatsky-fandom; the authors are rather making
a very strong point about moral standards, about what is humane - and who could be more
suitable as victims of a narrow-minded philistine police inspector than innocent

extraterrestrial creatures?

Ortenp works on various artistic levels. Unique in the Strugatskys’ fictional works, the
crime plot is carefully developed and takes up the bulk of the book, and the novella reads for
most of the time as a detective story jazzed up with motifs similar to Arthur Conan Doyle’s
Sherlock Holmes stories. Orean is also full of little mysteries (Moses’ golden watch and du
Barnstokr’s slippers disappeared), uncanny sujets (the seemingly androgynous Brun) and

gothic motifs (Olga turning into a Zombie).

We realise early on that Glebsky, with his all too conventional methods, is not up to
the case. Therefore, we watch him gradually making a fool out of himself and relish the
scathing irony the Strugatskys use to expose his efforts at detection as an example of
unintellectual police methodology. In no other work has the theme of the anti-hero been

developed as fully as in OTens.
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Orenb also stands out from other Strugatsky works of science fiction. If we compare

Ortens with Craxepsl, we find that science fiction in Ctaxepsi is the vehicle that carries the

moral message. In Otens, however, this is not the case. Here, science fiction itself has a
meaning. This meaning is understandable to Simonet’s open mind, which is able to accept the
unlikely truth. He is not as narrow-minded as Glebsky. Therefore, he is able to to solve the
puzzle and explain what does not make the slightest bit of sense to Glebsky. This truth only

comes out at the very end of the book as a revelation.

The main moral issue which the authors address in Orenb is the sense of
responsibility. The protagonist fails, because he is not ready to accept his responsibility. This
leads to devastating results: the aliens are shot, and pangs of conscience make Glebsky suffer
even twenty years after the incident. The genre of science fiction is used here to create the
picture of a threshold the protagonist had to cross. This threshold cannot be regarded as a
metaphor; it is, on the contrary, realistic, albeit improbable. In theory, anyone could encounter
aliens any time. Only a scientifically open mind would save us from going insane and

encourage us to make a leap of faith in order to accept something extremely unlikely.



Husmann 52

6. The functions of science fiction since 1961

There are genre similarities as well as differences in Ctaxeps! and Otenb. From a

formal point of view one could easily argue that both, like all of the other Strugatsky novels
and novellas, are science fiction (or “Hay4Has ¢anTacTika”, as the authors would say).
However, the interesting question is, for what reasons they chose the genre of science fiction
to deliver (or rather encode) their messages, since this genre seems to serve various different

functions within their own oeuvre.

In this chapter I shall attempt a comparison of Craxeps! and Orenb regarding their

genre and its functions, in order to highlight how important the right choice of genre is for the

Strugatskys. In addition, I will outline how these functions have changed since the publication

of Craxxepbl.

Due to the formal restrictions to this thesis, I shall only deal with the periods from
1961 - 1964 and from 1964 - 1968 (the second and third phases postulated by Martin Weber;

see p.18) in the latter part of this chapter.

6.1. Crtaxepsbl and Otens “Y norubwero AnbnuHucTa” - a

comparison

Craxepsl is set in a futuristic universe. Nevertheless, this setting is realistic in the
sense that the same values are valid as in our “here-and-now” universe. It has been created by
the authors in order to provide an alienated setting (the future; space; Mars) for an adventure

story, in which bold cosmonauts are still recognisably human beings. In outer space, the
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heroes’ ethics seem even more human than in a non-science fiction story. Science fiction

works here on two different levels:

1. It provides a setting for an adventure story in space - a “space opera”. This background
gives the authors an excuse for creating playfully entertaining images of photon rockets
and flying leeches.

2. It works as an amplifier for moral values. Since the setting is extremely alien, anything
human must stand out even more than in a physically more realistic environment. A motif
containing a moral dilemma, for instance, can be presented in a more isolated way, so that

the reader can focus on it.

The functions of science fiction in Otensp are different. Here, we find a fictional but
credible and realistic setting. The reader is led to believe till the last chapter that Oreins is a
detective story. All the other motifs of different genres (horror motifs; images of the
supernatural) conform to the tradition of the detective story. Unlike in Craxepeil, the fact that
we are in a “science fiction universe” (where aliens are on our planet) comes as a surprising
revelation. Whereas in Ctaxepsl the story, in which an ethical issue is developed, is set in

space right from the beginning, the science fiction motif in Ortene bears meaning itself. The

reader has the “aha-experience” the anti-hero fails to have, as soon as the genre “switches”
from detective story to science fiction and the reader suspends disbelief in the aliens. Without
the science fiction solution Simonet offers us, nothing that has happened in the apparent
murder case makes sense. Therefore Glebsky, by refusing to open his mind, must fail. In other
words, the story does not heighten our awareness of the importance of accepted morality, but
prepares us to take responsibility for breaking old rules if these no longer seem to accord with

reason and conscience.
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Both in Ctaxepsl and Otenb we find a mixture of genres. In Ctaxeps! we have “The

tale of the gigantic fluctuation” (see 4.3.), a little episode embedded in the rest of the story
and of a different genre (fantasy). It seems as if the Strugatskys needed to break away from
the structure of their story, which is restricted by science fiction conventions: credibility and
scientific explanation. In a way they step beyond these boundaries and have fun by
embedding this absurd fantasy tale in an otherwise rational narrative. The technique of letting
one of the “real” characters (Zhilin) tell the story is a neat trick by which the authors make

sure the credibility of their created universe is not threatened.

In Orens the mixture is different: the genre suddenly switches from crime to science
fiction. Although the protagonist refuses to believe in the existence of aliens, for the reader
(who has realised Glebsky is not up to the case because of his narrow-mindedness) the
perception of the whole universe suddenly changes. This shows that the Strugatskys exploit
genre for a specific purpose, be it for entertainment’s sake or, as in_Oreib, to create an

allegory for a flexible mind.

The most important idea Ctaxepsl and Otenb have in common is the moral dilemma

at the end. In Craxkepsl two brilliant scientists sacrifice their own lives for the sake of a
discovery. They are killed in the attempt to explore what they think is an alien artefact,
leaving their beloved ones behind, and a space apprentice who, astonishingly, has a more
mature attitude towards life. A profound question is raised: “What are the most important
things in life?”” In Otenp an ignorant and unsympathetic police inspector messes up
mankind’s first contact with intelligent extraterrestrial beings, who turn out to be more

humane and willing to make sacrifices than himself. Philip K. Dick wrote several novels and
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short stories about the same topic, which he calls “his grand theme”. In a comment on his

short story Second Variety he explains:

My grand theme - who is human and who only appears (masquerades) as human? -
emerges most fully. Unless we can individually and collectively be certain of the
answer to this question, we face what is, in my view, the most serious problem
possible. Without answering it adequately, we cannot even be certain of ourselves. |
cannot even know myself, let alone you. So I keep working on this theme, to me

nothing is as important a question. And the answer comes very hard.

(Dick, 1990: 490 - 491)

In Dick’s Second Variety soldiers in a future war face android killing machines, who
look exactly like human beings. In order to distinguish between them and living beings, the
men have to ask themselves constantly what is human. In Otens we find a similar sujet: we
ask ourselves what is ethically humane. We are not looking for a biological identity, but for
moral truth. Of course, it is possible to effect such a search by means of other genres. Science
fiction, however, allows the author to create as it were a sterile setting for experiment, to

focus on one specific question and treat one isolated dilemma at a time.

6.2. The 1960s

In my opinion, the decade starting with Craxxepnl and ending with Otenp marks the

most creative period of the Strugatskys’ literary life. After writing Craxepsl in 1961 and
completing their first, ideologically positive utopian phase, they took a new turn. Ctaxepsi

ends with images of doubt about the utopian future, which has been depicted throughout that
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first phase. The veteran cosmonauts Yurkovsky and Krutikov are killed in an attempt to
explore something which they think is extraterrestrial; so Zhilin comes to his conclusion that
the most important things are on Earth. This foreshadows a much bleaker and ultimately

pessimistic prevailing mood.

6.2.1. 1961 - 1964

6.2.1.1. MonbiTka kK 6ercTey (Escape Attempt)

and QJanekas Pagyra (Far Rainbow)

Within one year the Strugatskys produced the two novellas [lonbiTka and Pagyra,

which do not necessarily conflict with the ethics of the first phase. However, they examine

them from a different angle.

There is a strong shift in their views on scientific progress. This does not mean that
the Strugatskys changed their minds and are now disillusioned with science and technology.
On the contrary, in my opinion, what is being conveyed is that scientists should be more
responsible and aware of the consequences of their experiments. In Pagyra scientists do large-
scale physical experiments on a distant planet called Padyza (Rainbow). Only “zero-
physicists” (experimenting with the transmission of matter without moving it, called “zero-
transmission”) and their families live on the planet. Too late, the audacious physicists realise
a disastrous side-effect — a huge black wave which destroys everything in its way while it
surrounds the whole planet. This motif can be interpreted as a warning against nuclear
weapons, since it was still widely believed in the 1960s that a large-enough atom bomb could
trigger off an unstoppable chain reaction and destroy our whole planet. However, the

Strugatskys do not content themselves with this warning. They also create a more agonising
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parable: there is time left for the scientists to send one spaceship off the planet. They are now
faced with the ultimate dilemma — should they save the knowledge they have gained from
their research, or should they save selected lives? In the end they decide to fill the spaceship
with the children who live on the planet. The scientists realise that the most valuable thing for

them is neither progress nor their own lives, but life itself — their children’s future.

Whereas science fiction often aims at presenting a problem in an encoded and abstract
form, in Papyra it is unusually manifest. The powerful image of the black wave leaves the
reader with a strong sense of fear of either reckless research or nuclear weapons, or both. We

therefore regard Panyra as a typical example of pomaH-npenynpexaenue — a warning novel.

In [onseiTka the outlook on technology and society is even more pessimistic. Anton,
space pilot, and Vadim, so-called structural linguist, decide to go on holiday on another
planet. They are joined by a stranger called Saul, who pretends to be a historian and offers to
assist them on their journey. The opening of the story is good-humoured, and serves as a
contrast to the harsh reality of their holiday domicile, the planet Saul (they name the so far
un-mapped planet after the stranger): a brutal caste of Cmpasxcnuxu (Guardians) and warriors
rule over the IIpecmynnuxu (Criminals), the rest of the population, by means of high-tech

weaponry.

This picture serves the Strugatskys in two different ways. Firstly, it expresses their
doubt that a technically highly developed society is necessarily just. The Criminals are
mercilessly exploited, suppressed, and forced to “keep the engines moving”(IloneiTka: 80).
Nobody, not even the Guardians, know how the machines work or even who builds them.

However, their control over the Criminals is absolute. They force them to find out how to
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work the machines by trial and error (sticking their heads into holes or reaching into running
engines), even if it costs them their life (HoneiTka: 80). In my opinion, this is a powerful way
of showing how science and technology may be misused to serve tyranny and harm the
essence of life (Marsh, 1986: 228). Strong, anti-utopian images are used to warn us of a future

based on unethical use of technology in the tradition of warning novels.

Secondly, the heroes find themselves confronted with their own (human) history.
There have been similarly totalitarian times in Earth’s past, and here they are re-viewed from
an outsider’s angle through the heroes’ eyes. In this respect [lonbiTka resembles a historical

novel.

6.2.1.2. TpyaHo 6biTh 60orom (Hard to Be a God)

According to Suvin, [TonbiTka can also be seen as a preliminary sketch for Tpyano

6biTh 60oroM, which presents history as a cul-de-sac (Suvin, 1979: 66). TpyaHo Geith Gorom is

a more detailed description of a constantly scheming and intriguing feudal regime. The
foregrounded adventure story (half medieval cloak-and-dagger, half science fiction) makes it
a more organic book, and it is still one of the most popular works of science fiction in Russia.

However, the foundation of the main idea of TpynHo 6uiThk 60rom is laid in [ToneiTka,

namely, that any outside interference with a society’s struggle in history is futile. In the end it
is up to the individual within a society to overcome the enemy within this society and to
change history’s course. The attempts of the Earth heroes in both novellas to fight the unjust
systems fail. In [TonbiTka Saul turns to his “scorcher” and destroys some of the Guardians’

tanks. Rumata, the protagonist in TpyaHo 6biTk 6oroM (who is a member of a group of

scientists in a spaceship in orbit around a distant planet, observing the medieval unjust society
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from there) reaches for his sword in order to save some “good” people, namely friends, a
scientist, innocent people, from being killed in a brutal civil war. In both cases, the heroes
find it impossible to hold up the course of history. Saul in [ToneiTka sums it up in most

succinctly:

-[...] A 3naeme 8vi, ymo makoe ucmopua? 3mo camo uenosevyecmso! H nenv3s
nepenomume xpebem ucmopuu u He neperoMums xpebem yen0eeyecmay.

(HonwiTka: 84)

It is the framework of a science-fiction setting and plot which allows the protagonists

of TpynHo 6Tk G0roMm to scrutinise a whole society, as the orbiting spaceship receives their

audio/video-signals from the planet’s surface through video cameras built into their eyes. This
enables the reader to judge a whole civilisation at once — “live” — and take part in the mental

experiment the authors have set up.

6.2.1.3. XuuHble Bewun Beka (Predatory Things of Our Time)

Where Tloneitka, Pagyra, and Tpyaso 6eite 6orom have strong anti-utopian elements,

Beuwn goes one step further towards sociological criticism by spicing up anti-utopian images

with satirical overtones. The Merriam-Webster's Online Dictionary (10th Edition)® defines

satire as “a literary work holding up human vices and follies to ridicule or scorn”.

®Internet document URL: http://www.m-w.com/cgi-bin/dictionary?book=Dictionary&va=satire;
accessed: 3. August 2004
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Ivan Zhilin, the engineer of the Takhmasib, returns to Earth and to what he called “‘the
most important things” in Craxepsl. The world has finally got rid of wars, famines and other
scourges of mankind. In a conversation with a Doctor Opir, Zhilin lets his over-optimistic

effusion, reminiscent of Huxley’s Brave New World, wash over him, but stays critical of a

society enjoying epezozenepamopu: (dream manipulators) and wedpocmumynsmopet

(neurostimulators). (Beutu: 310)

Exploitation has disappeared, but private ownership still exists in some countries. One
of those is the cmpana dyparos (country of the fools) somewhere in Europe, where mankind
encounters a new danger - cree (translated as “slug”) - a powerful drug, which provides

perfect happiness for everyone. This sujet had also been introduced in Brave New World.

Huxley describes an anti-depressant drug (soma) which replaces religion and makes it easier
for workers to endure their emotional repression. Zhilin is charged by the UN Security
Council with finding out who produces “slug”, how it is distributed, and, above all, why a
society in which all demands are satisfied free of charge (free clothing, food, toys, books, etc.)
should want a new drug in addition to alcohol and narcotics. He learns that “slug” is the
ultimate drug in the sense that it completely satisfies the mind. To this society of fools which
has become utterly bored and sated with life it appears to be just as dangerous as war and
famine. The side-effects (for example death by nervous exhaustion) are insignificant
compared to serious sociological problems: in a state of total satisfaction the drug users feel
they have no problems which need solving. This stasis of the mind results in the rise of
gangster syndicates who attack whole cities in order to appropriate the profits to be had from
the new drug. The police and the rest of the population are too passive to defend themselves
against the gangsters. Society is plunged into chaos - war and destruction (the “predatory

things of our age”) once again devastate the country.
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Zhilin does not find any satisfying answers. The book ends with Zhilin’s decision to

stay in the country of fools until the problem is solved once and for all.

The questions the Strugatskys raise in Beuu are of philosophical nature:
1. Does the bourgeois ideology of satisfying everyday needs and providing a certain level of
luxury lead to spiritual death?

2. Does it really matter whether a country is devastated by war or by its own abundance?

In a scientific laboratory, scientists create perfect conditions and eliminate the
unwanted effects of a natural environment. They are then able to focus on the conditions
relevant to their research. In science fiction in general, and specifically in Beruu, the authors
conduct a philosophical thought experiment. The motif of a perfect drug is hardly realistic.

Yet, it is an important part of an invented society in the test tube of science fiction.

With Bew, the second phase of the Strugatskys’ works ends. Their utopian views on
science and technology of the first phase have been revised and they have proceeded into the
new field of sociology. By depicting the complex dynamics of history, they come to the
conclusion that the course of history cannot be changed by an outsider. Therefore, it is the
man or woman within society (i.e. every single individual) who is responsible and must not

rely on, or hope for, help from the outside.

The Strugatskys are tackling the question of the individual’s responsibility in Soviet
society. It is the element of alienation supplied by science fiction which enables them to do
this so effectively and circumvent censorship. Their works cannot be reduced to one country

or culturo-historical event. There is no doubt that the genre of science fiction is a powerful
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tool for focusing on major issues in society and, at the same time, setting something down in

terms which have a general applicability. In Tpyaso 6s1Tb 6orom the authors are criticising

the concepts of religion and imperialism, and in Bewu they are criticising a consumerist /
capitalist Western world and warning Soviet society against putting too much effort into

achieving a degree of prosperity.

6.2.2. 1964 — 1968

The tongue-in-cheek style is the most remarkable feature of the books written between
1964 and 1968. It reaches its peak with the Privalov cycle, consisting of [loHeaenbHMK and
Tpoiika. The authors’ sheer lust for jokes based on ancient Russian folk-tale motifs, paired
with the ironizing of pseudo-science and bureaucracy make the Privalov cycle in my opinion

one of the funniest works of fantastic literature, along with Mikhail Bulgakov’s novel Mactep

1 Maprapura.
6.2.2.1. NoHeoenbHUK HauyknHaeTcA B cy660Ty

(Monday Begins on Saturday)

Ionegenbuuk is the first part of the Privalov cycle, which is in turn the central part of
the third phase in the Strugatskys’ works. [ToHenenstuk is a novella in three successive parts,

and the novella Tpoiika reads as the fourth and concluding part of the cycle.

In the first part of [lonenenbHuk, “Cyera Bokpyr auBana” (Vanity around the Divan),

Alexander Privalov travels through the North of European Russia. He takes along two

hitchhikers in his car who, in turn, arrange accommodation for him in a wooden hut,
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belonging to the Research Institute for Magic and Sorcery, where they are employed. This is
the starting point for a series of jokes with Russian folk-tale motifs: the hut stands on chicken
legs and the landlady turns out to be no other than the legendary Baba Yaga - the old witch in
Slavonic mythology who is said to be the devil’s grandmother who eats small children
(Warner, 2002: 73); Privalov encounters the Talking Cat and the Pike who, according to
folklore, grants three wishes and who give Privalov a coin (which gets him into trouble later
on, since it returns to him after he has spent it); he takes a telephone message for Naina
Kievna Gorynych (aka Baba Yaga), an invitation to the annual meeting of republicans, which
is nothing else but a witches’ Sabbath which takes place on the “Bald Mountain”, the

witches’ traditional meeting-place, at midnight.

The absurdity of these jokes, the witches, and all the other motifs deriving from

folklore recall Mikhail Bulgakov’s Mactep u Mapraputa and the main character Woland’s

adventures. However, they are insignificant in comparison with the second part, “CyeTta cyer”
(Vanity of Vanities)’, and the third part, “Bcsueckas cyeta” (All Kinds of Vanity). These
titles are references to Ecclesiastes in the Old Testament of the Bible - the book in which man

speculates about life, which he declares, if it is devoted to earthly things, is vanity:

Cnosa Exrxnecuacma, cvina /lagudosa, yaps e Hepycanume.

Cyema cyem, ckazan Exxnecuacm, cyema cyem, - ece cyema!

’ Both the Russian and the English title are translations from the Hebrew; this title was found in: Scofield, Rev.
C. 1. (ed.) (1917): Holy Bible: Ecclesiastes, Oxford University Press, American branch, New York, p.696. The
section mentioned reads in English as follows:

The words of the Preacher, the son of David, king in Jerusalem.

Vanity of vanities, saith the Preacher, vanity of vanities; all is vanity.

What profit hath a man of all his labour which he taketh under the sun?
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Ymo nonv3wvl yenogeky om 6cex mpyoos e2o, KOmopsuiMu mpyoumcst OH noo coiHyem?

(bubaus: Knura Exkniecuacra, unm [ponosennuka: 666)

These chapters include caustic side-swipes at modern-day charlatanism in the
Research Institute for Magic and Sorcery, with its pseudo-scientists (or so-called magicians)
and false pretences. This tour de force of the satirical grotesque, which unsparingly exposes
materialism and consumerism, has a biblical subtext, as the chapter titles indicate. We have
already seen in Bemu that the Strugatskys are fond of satire. In [ToHenensHuk, however, the
style of commentary is extremely entertaining in its snideness, and, much like Bulgakov when

he was writing Mactep u Mapraputa, the authors abandon all former affiliations with

socialist realism. There is, for instance, Professor Ambrosy Ambruasovych Vybegallo, who
does research into happiness. He makes three anthropoid models: the first one is a completely
unhappy man who dies after a few days of dragging out his miserable existence. The second
one is only materialistically unhappy and achieves a state of happiness by eating huge
amounts of herring heads. With the third one the experiment finally gets out of control: the
universally happy man grabs and eats everything around him in order to stay happy. When he
threatens to eat up the whole cosmos and make time stop in order to stay perfectly happy for
ever, the mad scientists can only stop him by means of advanced magic - they unleash a

terrible jinni who finally destroys this monster.

In IoxenensHuk The Strugatskys use science fiction devices as omnipotent tools.
Anything goes; anything can be invented, cast a spell over, or spirited away. In the case of
[ToneaenbHuk this assumption is not just for amusement. It also provides the authors with
scenarios rich in opportunity to expose ruthless scientists as charlatans. Professor Vybegallo

poses as a scientist in charge of man’s welfare, but he only has his own profit in mind (proof
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for this assumption is the fact that his “ideal” anthropoid models resemble his person).
Vybegallo’s research is nothing more than the spouting of communist clichés by which he
tries to hide his incompetence. Vybegallo is the embodiment of institutionalised useless

science that has lost touch with reality.

The third part also includes a chapter which can be read as a spoof of H. G. Wells’
Time Machine. Privalov, who has managed to get a job at the Institute as computer
programmer, is asked to test the newly designed time machine. This one, however, will not

take him to another real time, but to a fictional one, as described in literature:

-[...] Bom amo pyas. Bom amo nedans cyennenus ¢ peansHocmsio. Imo mopmo3s. A
amo 2a3. Bei asmomobuns eooume? Hy u npexpacro! Bom xnasuwa... Bul kyoa
xomume - 6 6yOywee unu @ npouiioe?..

-B 6yoywee, ckazan 5.

-A, npousnec on, kak MHe NOKA3ANOCH, PA304aAPOBAHHO. -B onuceigaemoe 6yoyuyee...
Omo, 3navum, eécaxkue mam ganmacmuveckue pomansl u ymonuu. Koneurno, mooce
unmepecHo. Tonvko yumume, smo 6yoywee, nagepHoe, OUCKPEMHO, MaM, OONHNCHO
Oblmb, 02DOMHbBIE NPOBANI BPEMEHU, HUKAKUMY ABIMOPAMU He 3ANONIHEHHbIe.

Bnpouem, ece pagno... [...] (HoHenenbuuk: 137)

The authors have claimed H. G. Wells as one of their favourite science fiction writers,

and - apart from the above-mentioned homage to The Time Machine - they pay their tribute to

Wells in another novella: HamectBue (see 6.2.2.3.). However, the Strugatsky novellas are
much lighter in tone, and Wells’ darker anti-utopias are rendered with humour, thus

illustrating their fondness for coupling dystopias with satire.
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6.2.2.2. Ynwutka Ha cknoHe (Snail On the Slope)

After the Strugatskys are done with science, they change direction again. With
Yiutka they have created a piece of work of almost unsurpassed bleakness. YnuTka is a
novella in two relatively independent but interlocking parts, named after the protagonists
Pepper (translated here from the Russian Ilepeu) and Kandid. This name, of course, alludes to
Voltaire’s Candide and suggests the character’s sincerity of expression and openness, free
from any prejudice. It also serves as an indirect reference to Voltaire himself, thus suggesting
that YuTka is a satire of unjust arbitrariness®. However, the techniques by which the

Strugatskys achieve this are more Kafkaesque than Voltairian.

Providing the setting for Y auTka is the only obvious function of science fiction here.
The plot is rather short on action, and most of the book deals with the protagonists’
nightmarish experiences in an extremely estranged world. Both parts of the novella are set on
a foreign planet which is completely overgrown by a swampy forest. The Pepper part is set on
a plateau on a hill, overlooking the forest, while the Kandid part is set within this forest.
These two different perspectives; a bird’s eye and a worm’s eye, suggest that the forest itself

1s the authors’ focus of interest.

Science fiction often serves as a set of filters through which the “normal” is seen. For

example, in [TonbiTka and TpyaHo 61T 60roM we see our history through the filter of an

¥ There is yet another possible interpretation of the name: the genus of the Candida are yeastlike pathogenic
imperfect fungi; however, it is doubtful that the authors had this meaning in mind; we can assume that it is a
coincidence that Kandid - a fungus - is stranded in a world of fungi. Source: The Microsoft Encarta 96

Encyclopedia.
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alienated world. The “normal” is the heroes’ ethics which we can either question or identify
with . In the case of Yiutka, these filters present a picture which is distorted to such an extent
that the “normal” seems alien in the utterly hostile environment of the forest. Apart from trees
there are masses of poisonous fungi growing everywhere. Nothing seems to last long, because
everything simply rots or changes into something else. The undergrowth is crawling with

vermin, and there is a variety of dangerous beasts, such as the “cloaca’:

Knoaka wenunace. Ha ee nnockue bepeca nemepnenugoimu cyOopO’CHbIMU
monykamu 00uH 3a Opy2um cmanu uzgepeamecs 06pyoxu benecozo, 3616K0
830pazusaiouezo mecma, OHU 6eCNOMOWHO U CIeNn0 KAMWIUCs No 3emie, NOmMom
3amupanu, CHAIOWUBANUCH, BbIMASUCARU OCIMOPOICHBLE IOHCHO-HOICKU U BOpYe
HAYUHANU 08U2AMbCS OCMBICIEHHO - euje CYemaueo, eue moliacy, Ho yoice 8 0OHOM
Hanpaenenuu, pazbpedascy U CManKueasicCe, HO 6ce 8 OOHOM HANPABNEHUY, NO OOHOMY
paouycy om mMamxu, 6 3apociu, npoib, 0OHOU mexyyell b6enecou KONOHHOU, KAK

UCNONUHCKUE MeWKo8amble cCAu3Heno0obnsie mypasoi... (Y nurka: 95)

There are native people living in this horror world, but they lead a rather vegetable
existence. There is no work to be done, or any distraction from their painful existence. On the
contrary, they live in constant fear of the mepmesxu (zombies - walking dead with homicidal

tendencies).

Kandid lands in this forest only by accident: his helicopter crashes into the forest and
he is saved by the local people, who call him Monuyn (the mute), because at first he cannot
understand nor speak their language. He lives with a girl called Nava who takes care of him,

but he wants to get out of the village and get back to the “Administration” - the above-
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mentioned part of the world above the forest. This Administration (the Russian term is made
up by the authors: “odeporcanue”, a noun formed from the verb odeporcams - “to gain the
upper hand”) is the background for the Pepper part of the novella. The Administration is
responsible for “forest study and exploitation”, but is in fact totally absorbed in
administrating itself. The Administration is a bureaucratic monster which has lost touch with
its purpose. Its members are therefore unable to understand the forest. Pepper’s strongly
Kafkaesque story is an attempt to understand the Administration with all its statutes, which
are in incomprehensible bureaucratic gibberish (cf. following passage in chapter 10: “TIpoekt
JNHUPEKTUBBI 0 NPUBHECEHUN nopsika”) and are constantly changing their meaning.

Everything is expressed in a roundabout way:

-Umo npoucxooum? cnpocun Ilepey.

-Ymo nonazaemca, mo u npoucxooum, ckazan CIMAapux, He3aNHO NOCYPOBEs.
-IIpoucxo0um nonodicenue 3a HOMePOM wleCMbCom ceMvoecam namo 0pobw llezac.
To ecmv nobee.

-Kaxoii nobez? Omxyoa?

-Kaxkoii nonazaemcs no nonodxcenuio, makoi u nobee, ckazan cmapux, HA4YUHas

cnyckamscs no necmuuye. (Ynurka: 143)

Pepper suffers from not understanding anything that is happening around him:

A Jicugy, 8UdICY U He NOHUMAIO, 5L JCUBY 8 MUpe, KOMOPbIU KNO-Mo NPpUuoymMan, He
3ampyOHUSUUCE 0OBACHUMb €20 MHeE, a Modicem Guimb, u cebe. Tocka no
nonumanuio, 6opye nooyman Ilepey. Bom uem s Gonen - mockoil no noHUMAanuio.

(Yaurka: 99)
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The overall title is an image of the uncertainties of knowing: humanity climbs towards

knowledge as a snail climbs a mountain (Clute and Nicholls, 1995).

The manifold imagery of YauTka resists a conclusive interpretation. The collage of

details, each of which appeal to the readers’ emotions and their own experience with red tape

and its arbitrariness, is often more mysterious than clear, more atmospheric than concrete.

However, Suvin suggests the rough outline is obvious:

1.

Both Kandid and Pepper are intellectuals. They try to communicate, yet they suffer from
the lack of response. They both yearn to understand a world in which they are outsiders,
but removing the obstacles to understanding is beyond their control. Their positions in
their particular societies, however, are different. Pepper hates the Administration of which
he is part, because it is incomprehensible and does not make sense to him. Kandid, on the
other hand, is saved by the villagers and accepted in their society. He even climbs the
social ladder from being a strange mute to a slightly mad “holy fool” when he saves the

people from the mepmeaxu (Suvin, 1979: 71).

The Administration appears to be just that, although it is depicted in the most satirical
way: a bureaucratic institution which gained, by a stroke of genius in the past, almost
absolute power, after which it no longer cared for its original responsibilities or the people
in its charge. Its sole purpose has become self-preservation. It is this scathing portrayal of

administration which prevented YnuTka from being published in its intended form

(including both parts) until 1988, since both Russian and Western critics did not hesitate
to interpret the oderzhanie as the Soviet administration (see quote from the critic Lebedev
in: Suvin, 1979: 73). After the Kandid part was published in the magazine baiikan in

1968, the editorial board was dismissed (Marsh, 1986: 231). In 1980, Bantam Books
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editors went over the top (in the opinion of the Russian Copyright Office) by providing

their publication The Snail on the Slope with a blurb which implied the Strugatskys had

anti-Soviet intentions:

“Because of an inaccuracy in the cover copy of the Bantam edition of SNAIL ON THE
SLOPE, Bantam has decided to withdraw the book from distribution out of concern
for the authors until the cover can be corrected.” The book carries a cover blurb
which states the authors “are now in disfavour with the Soviet government for the

bold, outspoken ideas expressed in this novel”. (seen in: Locus, 1980:1)

3. The people living in the forest represent the masses of a society unaware of the
controlling powers. Although the villagers have no knowledge of their own history and
Kandid cannot get much sense out of them, they save his life and integrate him into their
society. These people are completely at the mercy of the Administration, the tasks of
which are partly directed against their interests. They include, for instance, an utterly
absurd “eradication of the forest” (Yautka: 171) and “turning it into a swamp” (YJiuTKa:
33). For a Russian readership this may have civic as well as ecological connotations.
Since Leonid Leonov’s Pycckuii nec, written between 1948 and 1953 (Kasack, 1992:
645), the forest has also served as the scene for numerous early Russian fairy tales as well

as a metaphor for “the people”

Once again, the genre of science fiction can be seen as a means of generalising a very
specific idea. Unlike investigative journalists, whose task it is to investigate and expose, the
Strugatskys are content with ridiculing and inveighing against a destructive administration.

Although an aware reader will of course read YauTka as a satire on Soviet administration, this
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alternative or the second version. The second part of the title (Diary of a Sane Man) is a pun

on Gogol’s 3anucku cymacieauiero {Diary of a Madman). This is another example of the

Strugatskys’ tongue-in-cheek style.

The book is written in the format of a diary and contains fourteen daily entries by the
diarist Apollon. In this period of two weeks Earth is invaded by Martians, but, as in the

beginning of The War of the Worlds, people do not realise immediately what is going on:

- A ecnu sotina? - cnpawusaio s. -Hem, amo ne sotina, 3asensem ou. - A 6vt 3nan.
-A ecau amo uzeepxcenue? - cnpawueaio si. O4 He NOHUMAem, Y¥Mo Maxoe

uzeepicenue, s bonvuie He mMozy u gemaro mpyory. (Hawecteue: 192)

The entry of the first day ends on the diarist’s worrying thoughts:

H mym 5 6ce nousin okonuamensho. Ilpoucxooam 6onvuiue goenHvle yueHus -
B03MOJICHO, 0adICe C NPUMEHEHUEM amOMHO20 opyicua. Cmouno 020pod 20pooums!

TI'ocnoou, ycuympo 6v1 meneps cnoroiino! (HawectBue: 194)

This leaves us with the suspicion that the diarist may not be as sane as the title

proposes, and that Hawectsye is in fact another satire.

In the following two days, Apollon spends more time worrying about his pension than
pursuing his thought of a possible war. However, this war fails to materialise, and instead,
there are rumours of a Martian invasion. Apparently they have seized power and destroyed all

the cornfields, otherwise there has been no violence. It turns out that the Martians are not
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interested in territorial warfare at all, nor do they want, as one earlier rumour suggests, to cut
the humans’ stomachs out. However, they plan to extract a small quantity of everyone’s
gastric juice, as this appears to be an energy source for them. They would pay for it, provide

the humans with excellent (though blue!) Martian wheat, and not interfere in any other way.

HauwiectBue satirises the humans’ non-resistance. After their initial half-hearted
balking they readily fall into line with their new economic dependence and put up with such
minor inconveniences as blue bread. They even turn against a handful of rebels (one of whom
is Apollo’s son-in-law Kharon) and treat them like terrorists. After a while, they willingly sell

their gastric juice to the Martians:

Kcemamu, cezoousn 6 nepeuiii pas coasan dicenyoounwiti cox. Huve2o cmpawnozo,
MOAbKO 210MAaMb HENPUSIMHO, HO 2080DsM, YO K IMOMY ObiCIIPO NPUBbIKACULD.
Ecau coasams edcednesno no ogecmu 2pamMmos, mo 3mo cocmasum cmo namboecsim

6 mecsiy. Oonaxo! (HawecrBue: 255)

The Strugatskys intensify the effect of satire by giving the characters ancient Greek
names: there is for instance Apollo - in Greek mythology one of the most important Olympian
gods, associated with philosophy, law and fine arts; Apollo the diarist is a retired astronomy
teacher and stamp collector, who spends most of his time worrying about his pension and a
nasty eczema; Polyphem - the Cyclops who imprisoned Odysseus, who later on makes him
drunk and blinds him - in HautectBue is a one-legged war veteran and Apollo’s drinking
companion; Laomedont - the first King of Troy who refused to fortify the town wall - is now
a corrupt mayor; Minotaur - the monster half-man, half-bull, who fed on human beings in the

Labyrinth - is now the town’s sanitation engineer (Kern, 1979: 1879 - 1883); Kharon - the
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ferryman who conveyed the dead to Hades over the river Styx - is the editor-in-chief of the
local newspaper who mistakes the Martian invasion for a fireworks rehearsal for forthcoming

festivities.

The human characters betray the magnificence of their mythical namesakes by being
weak and cowardly and easy prey to the Martian seducers. Yet the reader can often
sympathise with these humans who make lame excuses for not resisting the invaders. In my
opinion, the novella has a philosophical function: the authors make us admit our own

weaknesses to ourselves. The raise the following question:

What would you do if a superior power offered you money, security, democratic
Jfreedom, and even a tasty new bread and a less-filling new beer - all in exchange for
a small and regular “donation” of gastric juices, sweat, or some other renewable
body fluid? Is there any reader in any country who could state categorically that he or

she would forcibly oppose such sweet slavery? (Kern, 1979: 1879 - 1883)

For Hamectsue the Strugatskys simply had to “hijack” the title of H.G. Wells’ famous
novel to provide the readership with the science-fiction background which accommodates the

plot. However different this plot may be from that of The Time Machine, the latter serves as a

constant point of reference, which makes HawectBue an entertaining spoof.

Hauwectsue also has sociological implications. However, they are not as light-hearted.
The Strugatskys make us think over our own situation and principles, thus asking ourselves

whether we too are not happily accepting something we had better refuse. This is an
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unpleasant question, because we may come to the conclusion that we, in all our contentment,

are not spiritually free.

6.2.2.4. Cka3ka o Tpolike (The Tale of the Troika)

With Tpoiika the Strugatskys return to the more anarchic fun of the Privalov cycle.
The title itself is a likely allusion to Gogol’s Mepteie ayuim, where Russia is described as a
troika (Stender-Petersen, 1957: 164), as is the grotesque style of the novella, which is
reminiscent of Gogol’s later works. Tpotika reads like the fourth part of [TonenenbHuk, as it
1s set in the same town (Kitezhgrad) with the same group of main characters. This time
Alexander Privalov (the narrator) and his friends Fedya, Edik Amperyan, Roman Oyra-Oyra
and Victor Pavlovich Komeev visit the colony of unexplained phenomena. This colony is
ruled by the so-called Troika for Rationalisation and Utilisation of Unexplained Phenomena.
Its members are Rudolf Arkhipovich Khlebovvodov, Lavr Fedotovich Vunyukov and
Farfurkis, archetypal bureaucrats who have turned red tape into an art-form. This bureaucracy
achieves precisely nothing, since it does not actually handle anything of importance. All the
Troika’s “cases” are dealt with in an incomprehensible officialese and the facts are neither
acknowledged nor dealt with in any way. All that the three members do is make the cases fit
their forms, so that they can eventually refuse to deal with it any further and allocate it to
someone else’s responsibility. Judgements on the particular cases are pronounced by means

of the Big Round Stamp - a satirical symbol of administrative power and arbitrariness:

-3asnexy! eo33san Jlasp Pedomosuu.
Mos 3aa6Kka nezna neped HUM HA 3€/IEHOE CYKHO.

-Pesonoyual!
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Ha 3asexy nana pesomoyus.

-Teyamu!!!

C ns320M pacnaxHynace 08epo celgha, naxHyno 3amxaol Kanyeaapuet, u nepeo
Jlaspom Pedomosuuem 3aceeprana meovio bonvwasn Kpyenas llewams, H moeoa s

nowsut, umo ceuyac npousotioem. Bee 6o mue ymepno. (Tpoiika: 223)

The colony is teeming with the most extraordinary phenomena: there is, for instance,
the talking bed-bug Knon I'oBopyH, who is constantly ill-tempered and quarrels with
everyone (a likely reference to Vladimir Mayakovsky’s play Kiom, in which bourgeois
conformism among the Communist Party officials is heavily criticised; from: Kasack, W.,
1992: 717); there is also a philosophical octopus Cnupunon; a liquid blue alien. The Troika,
who are in charge of those unexplained phenomena, never attempt to explain them. On the
contrary, they go to great length to explain them away, or they declare them enemies of the
people. Take the case of Edelweiss Sakharovich Mashkin, who has constructed a so-called
heuristic machine, which can answer any kind of question. Not only are the members of the
Troika unimpressed, they flatly reject his machine, call Mashkin a killer of the mind and

demand his death:

-Ho o - y6uiiya, ubo on youeaem oyx. bonee mozo, on - cmpawnwiii yéuiiya, ubo ou
ybugaem 0yx 6cezo uenosevecmeqa. Ml nomomy Ham Gonvuie He MOJXCHO OCMABAMbCS
becnpucmpacmHbiMu Quribmpamu, a OOANCHO HAM BCHOMHUMb, YMO Mbl - 00U, U
KaK N100AM HaM OONNHCHO 3awuuyamscsi om youtiysl. H He 06cysxcoams OONHCHO HAM,
a cyoums! Ho nem 3axonoe ons makozo cyoa, u nomomy OONHCHO HAM He CyOumsy, a
becnowaono kapame, kak kapaiom oxeaieHnvie yycacom. H s, cmapuuii 30ecw,

Hapywas 3aKkOHbl U npasuaa, nepebiii 2080pio: cmepms! (Tpoiika: 219)
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The whole novel is full of the Troika’s acts of monumental dim-wittedness. There is,
for instance, Konstantin Konstantinovich Konstantinov, a stranded alien who asks for
technical assistance, so that he can return to his planet. He is denied this on the grounds he
does not have the right documents to prove that he really is extraterrestrial (the fact that the
four-eyed alien appears in front of them out of thin air and that he can read their minds does
not impress the Troika). Contact with an alien life-form would be desirable, but since there is
no evidence of anything alien, there is nothing they can do. They suggest Konstantinov fly

home to his planet and get the necessary documents.

The Troika is ignorant and hostile in the extreme: at one point, Vunyukov and
Khlebovvodov even beat up Farfurkis, who appears to be the weakest member of the Troika,
for no apparent reason. They only pretend to represent the people (Vunyukov’s catch-phrase
is “The people do not need this” when he really means he does not want it, be it support for

the alien or simply drawing the curtains).

Tpoiika is written in the same satirical style as [Tonenenapnuk. Here, it is not the
administrative approach to science, but administration itself which is ridiculed. The Troika is
the apotheosis of obsessive, blinkered bureaucracy, the members of which do nothing but
bureaucratise for bureaucracy’s sake. The function of Tpoiika is in fact similar to that of
VYiutka - a fundamental criticism of an inhumane administration which abuses power and is
out of touch with reality. Science fiction serves as an inexhaustible fund of ideas for

humorous and fantastic motifs, in order to take satire to an extreme.
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6.2.2.5. ragkue ne6enwm (The Ugly Swans)

In 1968 the Strugatskys completed their next novella, Jle6enu, which was never
published in Russia as a novella on its own, only in a German tamizdat edition in Russian in
Frankfurt, 1972 (seen in: Salvestroni, 1984: 34). but as one half (five chapters) of the novel
Xpomas cyan6a. The other half of Cyar6a was not completed before 1986. This part consists
of another five chapters, which make up the framework in which the protagonist, the writer
Felix Sorokin has written a fantasy novella, called Jle6eau. He has never published it, as he is
afraid of adverse criticism and possible repressive action on the part of the authorities. The
other five chapters are the novella itself, which is in turn about a writer called Victor Banev.
As only the Banev-chapters were written in 1968, i.e. within the period that this thesis deals

with, I will deal only with these and refer to them as JleGenu.

The setting of JleGenu is gloomy: the locale could be interpreted as the Soviet Union
(Moscow is mentioned as the capital), but it is somewhat defamiliarized. Banev, an exiled
writer, enters a former seaside resort. This formerly sunny place (as we imagine a sanatorium
and tourist town e.g. on the Black Sea) is now exposed to never-ending rain and fog. The
town has started to rot and some people have a mysterious genetic disease similar to leprosy.
Their faces are disfigured and wet, which is why they are called Moxpeysi (mokpbiii: wet,
soggy; the authors have coined the noun moxpeyer as a Russian-style colloquial name for the
ill, something like “wetlings” or “soggies”). They live in the “leprosarium”, an asylum solely
committed to the wetlings. They are not only well-educated scholars, but have also become a

kind of Homo Superior in intellectual terms.
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The wetlings have developed a new philosophy and ideology, the aim of which it is to
build a new world. This appeals to the children in town, who the wetlings educate until they
undergo a mental transformation. These enlightened “new children” are both highly
intelligent and intellectual, and devoted to the wetlings and their future in the most idealistic
way. One of these “new children” is Irma, Victor Banev’s daughter. While the children, who
are normal apart from their boosted intellect, are recognised as prodigies, the wetlings are
outcasts and seen as enemies who want to seduce and steal the children from their parents like

Pied Pipers. The citizens of the town fight them with legal and illegal methods.

Banev plays the part of the intellectual observer with sympathy both for the wetlings’
bright new future, and for the sceptical and conservative “normal” people, who see their
children taken away from them. It dawns on him early in the novella that something
magnificent is in the air - he is even proud of his own daughter Irma, who becomes one of the
wunderkinder. Yet he understands that there can be no place for himself in this utopian
future, although he sides with the wetlings, whom he sees as suppressed victims of a

conservative society:

Caught here between contending directions - the Mayor urging him to write a tract
against the rain-men [the wetlings], Zurmansor [the wetlings’ shadowy cult figure
and ringleader] urging him to do so also because such a tract will help his cause more
than hurt it - Victor acts in typical fashion: he never writes a word. (Slusser, 1979:

1488 - 1496)

The general mood, created by images of a rotting city soaked by neverending rain,

reminds us of YiuTtka, and indeed JleGenu takes up where Ynurka left off. Whereas in
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Yautka an utterly alien and repulsive world is depicted, devoid of anything familiar or
humane, Jle6enu offers us at least hints of reality. This tension between reality and fantasy -
Russia versus Utopia - makes us long for understanding or enlightenment and puts us, the
readers, in just the same position as Kandid in Ynutka. This technique of tension (familiar /
alien; here and now / far away in time and space) has already been applied in Tpyano 6biTh

Gorom and [MonsiTka in the context of history, where the heroes are stuck between an unjust

past and their own modern views on history and ethics. Banev in Jle6ea is able to visualise
the wetlings’ superhuman future and have some sympathy for it. He is, however, morally tied

to his own time and people - a convincing depiction of the intelligentsia’s dilemma:

Ha, nenasuoicy cmapuiii mup. Iiynocms €20 HeHABUICY, Hegexcecmso, (pauium. A
umo a 6e3 ece2o amo2o? Imo xneb Mol u 600a mos. Ouucmume 60KPY2 MEHS MUp,
coenaiime e20 MAKUM, KAKUM 5 XOuy e20 eudems, u MHe KoHey. Bocxeansme s ne
yMelo, HEHABUIICY 6OCX8ANEHUsA, a pyeamb byoem Heve2o, HeHaBuOemy Oydem Heve2o -
mocka, cmepms ... Hoeviii mup - cmpoeui, cnpageonugulil, yMHulll, CepuibHO-

yucmbill - 5 eMy He HYJiceH, 5 8 Hem - HYyb. (XpoMag cyasba: 310)

The title ['agkue nebeau can be translated either as The Nasty Swans or as The Ugly
Swans. The former title bears a strongly oxymoronic meaning and refers to the idea of a new
way of life which includes aspects hitherto considered as incompatible - like children
“liberated” from their parents. The latter takes up the idea of metamorphosis of the ugly
duckling (“raakuii yrenok”) into a beautiful adult swan (“npekpacHslii n1ebeap”), which takes
place at the end of the book: it finally stops raining, and first the moon and later the sun come

out. All the citizens leave their rotting town: administrators, policemen, businessmen,
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officials, fascists - the Strugatskys describe the scene as a burst abscess. In the end the town
itself dissolves in the new dawn and leaves no trace of its existence. Yet we feel that this is
rather a metamorphosis than destruction: there is fresh grass sprouting and the children are

still there, miraculously grown-up.

This positive yet enigmatic ending is probably the most optimistic the Strugatskys
have produced since they started their career. Although it leaves us with more questions than
answers (What happened to all the citizens? Are the wetlings still there? How will the now
grown-up children run their new world?) we are left with the impression of a paradise found -
or rather created by means of pure intellect. There has not been a revolution destructive to the
former society but a transition to a higher level of being. It does not come as a surprise that
this sujet was taken as a criticism of socialist revolution and society, and that the novel was
banned from publication until the end of official censorship and the beginning of perestroika

in 1986.
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7. Conclusion

For roughly three decades the Strugatsky Brothers were writing books that can be
found under nayunasn gpanmacmuxa in Russian bookshops. Literature written and published
in the Soviet Union, with its non-existent commercial market, had to satisfy other demands
than literature in the USA and Western Europe with their flourishing publishing industry (and
an especially lucrative science fiction market). We understand that science fiction in Russia -
nayunas pamacmuxa - and science fiction in the West do not mean exactly the same.
However, these terms have equally resisted clear definitions throughout the decades, and
naturally there are many similarities, the most obvious of which is that both genres deal with
something happening not here and not now. In many cases this means in deep space in the far

Sfuture.

The Strugatskys, however, refer to their own works as “realistic fantasy”, meaning
that the issue dealt with is somehow relevant to the here-and-now world. Even at the
beginning of their literary career, which was inspired by public enthusiasm for technology and
space travel, the authors did not fill their pages with hard science fiction techno-talk, but
rather put more effort into creating credible human heroes. These heroes are allowed to make
mistakes, they grow older and, sometimes, wiser with age, and eventually they die. Each is
involved in a very real moral dilemma, and the authors ask profound ethical questions that are

of a timeless relevance.

During the first phase (1959 - 1961) the heroes are articulate, and the lesson of each
novel is driven home with an admonishing finger. The science fiction in that period merely

provides the background for a readable adventure story. It is remarkable that within this plain
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and realistic period of their works, the Strugatskys already had the desire to break completely

free from any scientific logic and their hitherto sombre tone.

“The Tale of the Gigantic Fluctuation” in Craxeps! is their first step into the field of
fantasy. It pushes us beyond the scientific horizon, thus questioning science’s ability to
explain everything, and we have a vague foretaste of the Strugatskys’ skills in the use of the
absurd and irony, which only three years later will become the essential ingredients for the

Privalov-cycle.

In the period from 1961 to 1964, the overall optimistic attitude towards science and
technology of the earlier phase changes. The elements of doubt in Craxepsl have turned into
more serious warnings, and scientists are now exposed as rather ruthless (Pagyra) or callous

(Tpyano GeiTe 60rom). At the same time the Strugatskys turn to more politically explosive

topics, such as the question of outside interference in an underdeveloped society (in [lonsiTka

and TpynHo 661tk 6Gorom). Craskepsl thus marks the departure from the official dogma of

Socialist Realism, and potential dangers for the society, for example posed by amoral

scientists, are now foregrounded.

The Strugatskys deal with various sociological and philosophical issues by means of
science fiction. For example, they create a typical science fiction locale (a different planet) or
use motifs like space travel. Science fiction enables them to achieve a certain effect (like
isolating a moral issue and focusing on it as in Pagyra, where they appeal to scientists to
reconsider their ethics) and not to create a detailed science fiction world in which the story
carries no particular moral and has no hidden meaning. Here probably lies the largest

difference between the Strugatskys’ science fiction and (Western) space opera with the
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authors’ tendency to write endless cycles with repetitive plots (The Gor cycle by John
Norman® for instance consists of 25 novels). This means that the Strugatskys do not need to
draw a picture of a future world which is scientifically credible. Nor is there any speculation
about the future, one of the most frequently given justifications for writing science fiction,
simply because the Strugatskys do not write about the future. They do not see themselves as

modern prophets, but as observers of their own society:

Arkady Strugatsky:  Earlier we describe a society in which we would have liked
to have lived. But now it’s the society we fear.

Interviewer: That you fear or that you foresee?

Arkady Strugatsky: It is impossible to foresee anything.

Interviewer: All right, that you reckon will come about.

Arkady Strugatsky.  Even less can you calculate what will happen. [...]

(Bossart, 1990: 61 - 75)

This does not mean that the Strugatskys do not project issues relevant to the present
into a fantastic future. This technique of encoding delicate issues has been an important tool
for writers in a Soviet Union where any writer could be silenced with a stroke of the pen for a
too obvious criticism of the authorities. However, the Strugatskys never intended to openly
criticise the Soviet Union - or rather: their criticism is too universal to be limited to only one
country. The main issues the Strugatskys criticise in their phase from 1964 to 1968 are
arbitrariness, bureaucracy and petit bourgeois conformism; and who would deny that they are

issues within any society?

® Pseudonym used for his fiction by US writer and philosophy teacher John Frederick Lange; source: Clute and
Nicholls, 1995.
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In my opinion, the Strugatsky Brothers show their talent for varying style and genre
most clearly during this phase. Savage irony is used to expose useless bureaucrats and
administrators in [ToHenensHuk and later on in Tpoiika; mysterious images in the forest world
of Yautka go hand in hand with Kafkaesque sujets in the world of the Administration. Here
the authors’ sympathy with the intellectual’s longing for knowledge and understanding is
expressed in a powerfully enigmatic way. Arkady Strugatsky admits in an interview in 1981
that he himself finds it difficult to interpret the whole book conclusively (Kasack, 1984: 76),
yet we find that the point of the book is not to provide a satisfying answer to all the mysteries

but to activate the wish to understand. Nevertheless, after Ynurka, the Strugatskys apparently

felt the need to produce more accessible and less bleak stories. This explains why the

following novellas Hamectsue, Tpoiika and Jlebeau are set on Earth in the present or in a

very near future.

Whereas the setting in JleGeau creates an uncanny tension with reality, Haiecrsue

creates tension with another work of fiction - H.G. Wells’ The War of the Worlds. Those who

know their Wells will constantly compare the plot of the original novel with its spoof. This
makes it even more fun to read and makes the reader realise how spineless the characters in
Hawectue are. In addition to that we encounter the motif of the anti-hero for the first time.
The Strugatskys make us want to identify with a feeble character, lure us into a carefully set
trap: we find ourselves making excuses for the weak character, but, by the end of the book,
we are suddenly confronted with a question of the most profound kind, one which has already

been asked in Bewu - Are we ourselves spiritually free?

After the publication of Tpoiika, the Strugatskys in Jlebeau again show their talent for

creating atmosphere and a fantastic world full of symbolic sujets. Since the protagonist is a
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writer, it would seem likely that the authors have written a story partly about themselves. The
protagonist - half intellectual hero, half passive anti-hero — witnesses and sympathises with
the intellectual revolution in a country which has Moscow for a capital but is not explicitly
named Russia or the Soviet Union for obvious reasons — official censorship was still in place

at the time of publication.

With Orens, the Strugatskys prove their versatility in adapting to different fictional
genres. The book is largely a detective story, but in the end the authors reveal their faith in
their genre of science fiction by offering us a hair-raising science-fiction solution to the
mystery, which is the only one possible. The protagonist is a police officer who does not have
the intellectual capacity to perform the leap of faith (to believe in the existence of aliens)
which is necessary to solve the case. He is selfish and narrow-minded. For us, the readers, it
is as if we were trapped inside this anti-hero’s limited mind, which makes us want to shout

out loud “Can’t you see what’s going on, you fool?”.

With O6utaemslit octpos, the Strugatskys enter a new cycle known as the Maxim

Kammerer cycle. This also marks the beginning of their last literary phase, of which this cycle
is the pivot. This phase is remarkable in that it contains five novels and novellas which are
almost completely independent in respect of genre, characters and setting. These are Otenb

(analysed above in chapter 5.), 'pang o6peuenHblii, [ToBecTs 0 ipyx0Oe 1 Heapyx6e, Xpomas

cyaeba, and OTAroueHHbIe 370M.

It has not been possible within the constraints of this study to examine the entire
Strugatsky oeuvre. However, by an in-depth analysis and comparison of key works of their

most prolific and fruitful period, it is hoped that I have demonstrated convincingly the truth of
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my main hypothesis: that the Strugatskys’ particular brand of science fiction is neither pure
entertainment nor futurological “scientific” prediction, but that the genre is used to criticise
society by raising sociological, philosophical and political questions, as well as to warn their
society of dangers ahead. The device which they skilfully employ is to create an alienated
setting and populate it with credible characters which are near enough to reality, so that the
issue does not become purely abstract. The foregrounded adventure motifs and occasionally
grotesque satire make the novels hugely entertaining. However, the main purpose of the genre
of science fiction, in the case of the Strugatskys, is to avoid open social criticism and satisfy
censorship requirements. There are many profound observations on society which challenge
the reader - and the censor - with the disturbing question: exactly what part are you playing in

your society?

It is important to remember that the western concept of science fiction cannot be
found in the Strugatskys’ works. The Strugatskys employ an Aesopian technique in their
writing, allowing their works to be read at various levels — they can be either simple
entertainment or a challenge to the authorities. At their most profound, they are anti-Soviet

and highly subversive, written for a subversive readership.
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Appendix A: Letters from Boris Strugatsky to the author

1. First letter, 3. Miay 1996:

YpaxasMun Mapg!
S noayunn Bawe (BTOR0E) NHOLMO H CHEwY OTBETUTL HA BOMPOCH.

1. Mp HCNPOSOBAJAM BCE MHCIMMHE CNOoCOoBk ITUCAHWS BRBOEGM,
HanGonee IDPOeKTHRHHEM OKAIAJCH Tarkoih. Mu coBupacMcA B ORHOR TOUKe
npocTpaneTrsa (y MeHa, B JleHuHTpale, ¥ Apkalang, B MOCKRAaE., MAW B
KaKOM-HWEY AR JloM2 TBOPYECTBA), OAWH CANUTCA 3a MAWNABRKY . ADYIO#R -~
PRAOM, KTO-TO HpentaraeT ¢pasy, dpasza OSRYMNBAGTCA. NPABUTCH,
NEpRRCANRACTCE ¥ ~ AH60 OTEPACHBAETCH. AMBO IAHOTHTCH HA SYMary.
KTo-TOo npepgiaraerT casayioimyin ¢pazy... H rtarx - dpana za dpazof, adzal
3a aézaueMm, COTpaHMia 3a crpadHdued no 6-7 Yacor B AeHE, ©5€3 BHXOAHHKX,
2@ aHed noapsam (B HAWK Jyuyumse BpPeMeHa) .

2. 8 nepepyouufi. K coxazenu. BepymomeMy XMTE ropasic gerie
-~ ero oSoponsieT BOor. $ Bepw, 4UTO aAyumes, UYTO MoX&T YelOoBexy JaThb
XW3HL, ITO ~ APYIra, JMbokRb W PAaSoTy. Bce Npouce - HeoBABATEALHD,
Camoe CTPpAlHGE, YTO MOXeT CHYUYATHLEH C YeIORESKOM, 3TO -~ ADTEPAThH
Apyra. Wian Jwsoeb. Han JA0EUMY0 PasoTy. Mopaak M 3THRA KAXAOTO JOAKHA
CTPOMTLOS HA BTHH HEXUTRHX NPeRCTABISHNAX. CASAaTh NPaBMJIbHA
ITUUECKUA BHBOP ~ 3HAUNT He¢ HAPYUNTL BRHNECHOPMYAUPOBAHHKE
UpeACTaBAGHUS . ABOrAa 3TO CASNATE TRYAHO, HO BCRUAA - BOAMOXHD, i
3. 270 6yBaNo no-pazdomy. "MIMKHHUK Ha oSoupHe” BOIHWUK U3
BOBHO (IPUAYMAHHOTO 2NMA30Ra, & “OTATONEHHKHE 2A0M” - W3 HPABCTBEHHDH
HAEH .

4. CBOMMH yunTesndMmM cudTtald Mo I lUx. ¥aaaca u Adexcesd )
TonpcToro, A, TOACTUR HAYHUWI HAC PYCCKOMY A3MKY. ¥233¢ - AOKA3AL. UYTO
HacToRUAA hadTacTuka BCETIAA cucnieHa ¢ pealbHON XH3HEWL. YeM Raaswme OT
AMBHW - TeM XyXe JuTepatypa. JoSumMaX nucaTtenedl ¥ MeHg MHOXeCTRU:
M.ByxrakonB, & .Hcoraunzp, C.LosBaartces, K.BonHeryr, '.puH... BreX ne
Nepeyncanllib .

Bcero noépoio,
Baw

(B.Crpyradkui)

3.95.1994
C.NerepsSypnr
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2. Second letter, 20. June 1998:

HOoporor MHcTep Husman!

PoMaH "Otens ¥ NOMHBUErO AJNBIWKHUCTA" (aBTOpckoe
HaspaHue - "Jenmo ob ybuAcTBe. Ele OXHa OTXONHAS REeTEeKTHBHOMY
XaHPY") Ha NPOTAKEHHH HEeCKOJIbKHX JIeT AOABeprancs UCUNeHHOMY
‘penaxTUpoBaHHL". OTBeTCTBeHHsle pPaboTHHKH Pa3HLX H3OAaTeABCTB H
penakiuHi BCSUYECKH BHKOPYEBHIBAJIH U3 HEro "alNoNUTHUYHOCTL", a TaKxe
cTpacTh [epcoHaXed K PaclHUTHO CMHPTHHRIX HANHTKOB. B pesynsTaTte
MOABHIIOCH HECKONhKO pPelakuufl 3Tero poMaHa, B TOM UHCe ¢
HeodawHCTaMH BMECTO TaHTCTepoB H C Xode BMeQTe Ipora. BnHxe Bcero
X H3HaAvYanbHOMU BapvaHTy TOT, YTO ONYOGIMKOBAH B H3XaTenLCTBe
"TeKCT" .

To, 4ToO Be HasmBaeTe "mpenucnaoBueM" (“"XKak cooBumanr, B
okpyre BHHrH..." U TaK QHajee) ecTr Ha caMoM lelle WYTIuest 3rurpad,
BHCMEHBAWIHAHA TOrJAlHKe MaHEpPH COBeTCKHMX ObHUHANBHEX OpraHos
nevyarH.

Kesnaw ycnexa! Baw ﬁ;@
- E.CThiragiun)
20.06.1998

C.leTepbypr
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Appendix B: Complete chronological list of the Strugatskys’ fictional
works

In order to describe major changes as development in style and themes, it is
imperative to see the Strugatskys’ works as a process in a chronological context. Therefore a

list of their fictional works is provided."

All references in this thesis are given according to the Harvard method. Exceptions
are the works by the Strugatskys for which the shorter work title is given. All those titles refer

to the Cobpanue coUMHEHMIA.

Cnonransblii pediekc, pacckas; (Spontaneous Reflex); 1958; in “3uanue - cuna”, No. 8,

1958; Pedurexe.
U3BHe, noBecTs B Tpex pacckaszax; (From Without*); 1958; in “Texnuka - monoaexun”, No. 1,
1958; U3zBHe.

Benpnit konyc Anauja, pacckas; (The White Cone of Alaid); 1959; Moscow, “Momnoaas

reapaus”, in the anthology “3osoroit Jloroc”, 1961; Konye.

Crpana 6arpoBbIX Ty4, mosecTb; (Land of the Crimson Clouds); 1959; Moscow, in the series

“bubymoTeKka NPUKIIIOYEHHHUH 1 Hay4dHO# danTacTuku’; 1959; Ctpana.

IlecTh cumuek, pacckas; (Six Matches);, 1959, in “3nanue - cuna”, No. 3, 1959; lllectn

CIIMYCK.

1 Entries are given in the following order: Title, lit. genre; (English translation); probably written in the year;
place where published (if known), publisher, first publication in the year; work title to be used in this thesis. This
list is based on Yvonne Howell’s chronological overview of the Strugatskys’ prose fiction (Havell, 1994) and
Darko Suvin’s list given in his informative introduction toDie Schnecke am Hang"® (Strugatzki, A. and B.
Strugatzki (1994), but has been updated and revised. Where no version published in English could be found, the
Russian titles have been translated by the author and marked with an asterisk (*). Titles written by A. Strugatsky
only and published under the pseudonym S. Yaroslavcev are not included.
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3abbIThI dkcriepuMent, pacckas; (The Forgotten Experiment*); 1959; in “3Hanue - cuna”,

No. 8, 1959; 3xcnepumenT.

YactHble npeanonoxenus, pacckas; (Personal Assumptions*); 1959; in “3Hanue - cunma”, No.

8, 1959; Ilpeano/ioxkeHms .

Hcnwuiranne CKUBP, pacckas; (The SCYBS Test*); 1959; in “U3o6petarens u
paumonanuzarop”’, No. 3, 1959; McnbiTanne.

IlyTe Ha AManbTero, moBecTh; (Destination: Amalthea); 1959; Moscow, “Mononas reapaus”,

1960; ITyTs.

Bosspamtenue (Ionnens, XXII sek), mosects; (The Homecoming: Noon, 22™ Century);

1960; the chapters of the second part (Bosspawenue) first in the magazine “Ypan”, No. 6,
1961; the expanded and revised version containing all twenty stories in the series
“BubnuoTexa npuKUIIOUeHUH 1 Hay4yHol ¢danTacTukn”, 1962; IonxeHs.

UpesssluaiiHoe OpouciiecTBHe, pacckas; (An Extraordinary Incident*); 1960; Moscow, in the

collection “ITyTs Ha AManbTero. Hayuno-anractuueckas noBecTs M pacckaser’, 1960;
IIpoucmecrBue.

Craxepsl, moBecTh; (The Apprentices); 1961; Moscow, “Moinonas reapaus”, 1962;
Craxepbl.

[TonsrTka K 6ercTy, nmosecth; (Escape Attempt); 1961-62; in the collection “®@anTtacTnka”,

“Monopas rBapaus”, 1962; IlonbiTka.

Yenosek u3 [Tacudpuusl, pacckas;, (The Man from Pacifida*); 1962; in “CoBeTckuit BouH”,

1962; Yenonek.

TNanexas Pagyra, nosects; (Far Rainbow); 1962; Moscow, in the anthology “Hosas

curHanbHas”,’3Hanue”, 1963; Pagyra.
Tpynso GeiTh Gorom, nosects; (Hard to Be a God); 1963; Moscow, in “Jlanekas Pagyra”,

“Monojas reapaus”, 1964; Tpyno 6biTe Oorom.
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Xumsele Benmw Beka, moBecTh; (Predatory Things of Our Time); 1964; ibid. Moscow,
“Monopas rBapaus”, 1965 (together with [IKB); Bemu.

[onenenpHUK HaunHaeTcs B cy660Ty, moBecth; (Monday Begins on Saturday); 1964;

Moscow, “Jlerckas nureparypa”, 1965; IloHeaeabHHK.

Yaurka Ha ckJioHe, ToBecTh (in two independent parts); (The Snail on the Slope); 1965-66; in

the intended form including both parts only published in 1988 in the magazine “Cmena”, No.
11-15; “Perets”-part (chapters 2, 4, 7, 8, 11) in the anthology ‘“DnnuHckuit cekper”,
Leningrad, “Jleru3nat”,1966; “Candide”-part (chapters 1, 3, 5, 6, 9, 10) in the magazine
“Baiikan”, No. 1 and 2, 1968; Yaurka.

Bropoe HainecTBue Mapcuan, moBecTh; (The Second Martian Invasion); 1966; in the

magazine “Baiikan”, No. 1, 1967; HamecTtBue.

[MepBrle Mmoau Ha nepBoM IIIOTY, pacckas; (The First People on the First Raft*); 1967; as the

first chapter of a novella-bouts rimés in the magazine “Koctep”, No. 7, 1968; Ilepsbie nioam.

B namre uHTepecHOe BpeMs, pacckas; (In These Interesting Times*); dates of writing and first

publication (if any) unknown; only publication found: in the ond supplementary volume of the
complete works, “Tekct”, Moscow, 1993; HaTepecHoe Bpems.

Ckaska o Tpoiike, moBecTsh; (The Tale of the Troika); 1967; published in various versions,

first in the magazine “Anrapa”, No. 4 and 5, 1968; Tpoiika.

Tanxue nebean, moBectsh; (The Ugly Swans); 1968; to my knowledge never published

separately, only as part of the novel Xpomas cynrb6a (see below); Jlebenn.

O6uTaeMslii ocTpos, nosecTh; (The Inhabited [sland); 1967-68; Moscow, in the series

“BubiuoTeka NPUKIIOUCHUI 1 HayuHo# ¢antactukn”, 1971; Ocrpos.

Orteins “VY norubinero Ansnunucra’, mosectsb; (Hotel “The Lost Mountaineer”); 1969-70; in

the magazine “lOnocts”, No. 9-12, 1970; Oten.

Maunsin, nosects; (The Kid); 1970; in the magazine “ABpopa”, No. 8-11, 1971; Mabnn.
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ITukHHK Ha obouuHe, noBecTh; (Roadside Picnic); 1971; Leningrad, in the magazine

“ABpopa”, No. 7-10, 1972; Tinknuk.

I'pan ob6peuennslii, poman; (The Doomed City); mid-1970s; Leningrad, in the magazine

“Hesa”, first part in No. 9 and 10, 1988, second part in No. 2 and 3, 1989; ['paa.

[apens u3 npencnonneit, nosects; (The Guy From Hell); 1974; Leningrad, in the magazine

“ABpopa”, No. 11 and 12, 1974; [1apens.

3a MULIHAPJA JIeT 0 KOHIA cBeTa, noBecTh; (A Billion Years Before the End of the World);
1975; in the magazine “3Hanue - cuna”, No. 9-12, 1976 and No. 1, 1977, 3a muiiHapa Jier.

XKyk B Mypaseitnuke, oBectb; (The Beetle in the Anthill); 1978; in the magazine “3nanue -

cmia”, No. 9-12, 1979 and No. 1-3, 5 and 6, 1980; XKyxk.

[ToecTs 0 mpyxxOe u Henpyxbe, ManeHbkas mosecth; (A Story of Friendship and Distance*);
1979; Moscow, in the anthology “Mup npuxmouennii”’, 1980; [loBecTsb.

Mainuna xenauuii, cuenapuii; (The Wishing Machine*); 1980; Moscow, in the Science

Fiction anthology “H®”, issue 25, 1981; MammuHa.

[1a1e noxek ymukcupa, creHapuit; (Five Spoonfuls of Elixir*); 1984; in the magazine

“U3obperarens u pannonanusarop”’, No. 7 and 8, 1987; IIaTe Jioxkek.

Bounsl racsat Betep, nosecth; (The Waves Still the Wind); 1985, in the magazine “3nanmue -

cuna”, No. 6-12, 1985 and 1-3, 1986; Boanbi.

Xpowmas cyasba, poman; (A Lame Fate); the Victor Banev parts (The Ugly Swans; see above)

were written in 1968, the rest of the novel in this form was not completed till 1986;
Leningrad, “Hesa”, No. 8-9, 1986; Xpomas cyanba.

Ilens 3atMenus, cuenapwii; (Day of the Eclipse*); 1986; in the magazine “3nanue - cuna”,

No. 5-8, 1987; lens 3aTMeHHS.

Tyua, cuenapuit; (The Cloud*); 1986; in the magazine “Xumus u xu3Hp”, No. 8-10, 1987;

Tyua.
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OTsromeHHkIe 3/10M, WIH COPOK JieT cnycrs, poMan; (Burdened With Evil, or Forty Years
Later); 1987; in the magazine “lOnocts”, No. 6 and 7, 1988; Oraromensbie 3/10M.

Bennble 31p1e moay, pacckas; (Poor, Evil People*); 1988; passage of the story first in the

newspaper ‘“XKenesnonopoxxuuk I[oBomkesa”, 22. Nov. 1989; Jlwoau.

HoHenensHUK HaYMHAETCA B cy0060Ty, cienapuit; (Monday Begins at Saturday); 1989; in the

magazine “Y panbsckuii cienonsir”, No. 5, 1990; [lenenenbuuk (cmeHapHii).

“XKunpt ropona [utepa...”, niu Hepecenble Gecebl ipu cBevax, nbeca; (“Petersburg Jews”

or Sad Talks at Candlelight); 1990; in the magazine “Hesa”, No. 9, 1990; dKuasI.

Ortens “V morubmrero Anpnmuucta’, cienapmif; (Hotel “The Lost Mountaineer”); 1990;

under the title Jleo 06 ybuiicte in “ITaTh noxex amukcupa”, Moscow, 1990; Orenn

(cueHapuii).
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Appendix C: Translations of secondary Russian sources (by the author)

1. page 6:

Contemporary fantasy contains two basic trends. One of them deals with the vast range of
problems connected with the themes Man and Nature, Man and the Universe. This is what we
usually call science fiction.

The other trend is closely connected with the range of problems dealing with the themes
Man and Society, Man and Socium. This is what we are inclined to call “realistic fantasy”,

however paradoxical this term may sound.

2. page l6:

If it [science fiction] deals freely with the concepts of space and time, it changes at will
the correlations and proportions of the phenomena in order to emphasise them in a more
powerful way, to stress the main real conflict, clearing it of random deposits: for example, the

conventional transfer of action in time and space in The Martian Chronicles by Ray Bradbury

and in the novella Hard to be a God by Arkady and Boris Strugatsky allows to show present-

day, human problems on their global scale.

3. pagel6-17:

Hayunas ¢anTacrtuka is the conventional term for a large branch of contemporary fiction
(partly in drama, film and painting); Hayunas ¢aHTacTiKa is based on present-day standards
of scientific knowledge and a comprehension of reality and widely makes use of modemn
scientific methods, such as modelling events, or the method of a mental experiment, in
application to art. The corresponding term “science fiction” originated in the USA and is also
developed in other countries. Many regard the epithet “nay4Has” as unnecessary. The epithet
“HayuHas” helps to separate Hay4Has ¢anTacTuka from the wider concept of the fantastic,

from fairy tales and myths, from romantic fantasy (e.g. E.T.A. Hoffmann), from fantasy now
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widely spread in the West, from satire and from philosophical prose, where the fantastic is
used like an artistic device without its attempt of a logical basis or justification. Hayunas
(panTactuka was shaped as a mass phenomenon exactly at the time that science begins to play
a decisive role in society, generally speaking post-WWII, although the basic features of
contemporary HayuHas (aHTacTika already appeared in the works of H. Wells and partly in

K. Chapek.

4. page 35:

What you call “foreword” (“‘As reported, in the district of Vingi...” and so on) is in reality

a humorous epigraph ridiculing the manners of the official Soviet press of those times.

5. page 43:

Dear Mr Husmann!

The novel “Hotel Lost Mountaineer” (work title “The murder case” — another lament for the
genre of crime) underwent extensive “editing” during many years. Executives of many
publishers and editors rooted out in every possible way anything “apolitical”’, and with it the
characters’ passion for consuming alcoholic drinks. As a result, several versions of this novel
appeared, including neo-fascists rather than gangsters, and coffee instead of grog. Closer than

any other to the original version is the one published in the edition “Tekct”.




