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Yuri Andrukhovych,' one of the most significant writers in contemporary Ukrainian
literature, is the author of seven novels, as well as various collections of poetry and
essays.” Many researchers mark the beginning of contemporary Ukrainian fiction
with the appearance of Andrukhovych’s novel Rekreatsii (1992; Eng. trans. Recre-
ations, 1998), which vividly portrays the carnival-like experience of the collapse
of the USSR and the emergence of an independent Ukrainian state (Kharchuk
2008, 24). It also serves as a fictional reflection of the activities of the Bu-Ba-Bu lit-
erary group, which is associated with the emergence of Ukrainian postmodernism.’
The theme of Moskoviada (1993; Eng. trans. The Moscoviad, 2008), based on the au-
thor’s studies at the Higher Literary Courses at the Gorky Literary Institute in Mos-
cow, can be summarized (using the title of Olia Hnatiuk’s book; 2003) as a “farewell
to the empire”. Perverziia (1997; Eng. trans. Perverzion, 2005) is an exemplary post-
modern novel, with its central character bearing a striking resemblance to the au-
thor himself. No serious research on the topic of Ukrainian postmodernism is
complete without consideration of Andrukhovych’s work.*

Andrukhovych’s influence extends beyond the context of the formation of the post-
modern Ukrainian literary process and encompasses his representation of Ukraine
to the wider world, including his brilliant journalism that reconstructs the concepts
of Central and Eastern Europe (see e.g. 2018). Thanks to numerous translations of his
texts into Polish, German, English, and other languages, he has become a symbol
of Ukraine and its latest literature for a global audience, and has received numerous
literary awards both in Ukraine and abroad.’ Judith Leister has rightly called An-
drukhovych “the most important intellectual ambassador” (2008)° of independent
Ukraine, and Jorg Plath has claimed that “since 2003 Yuri Andrukhovych has almost
singlehandedly established his Ukrainian homeland on the literary map of Western
Europe” (2008).

Taiemnytsia. Zamist’ romanu (The Secret. Instead of a novel, 2007a) is Andruk-
hovych’s fifth and most autobiographical novel, whose subtitle deliberately distances
itself from the novel genre. The book (as the author prefers to call it) is written
in the form of an interview with the German journalist Egon Alt, whose proverbi-
al name clearly indicates a kind of author’s alter ego. Allegedly, this interview was
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conducted by Andrukhovych himself. Although Andrukhovych includes the tradi-
tional disclaimer in the preface that “all the characters of this work are fictitious, and
any coincidences in names or similarities in situations are accidental” (2007a, 12),
he immediately continues:

This is only for me, one of its accomplices, they can mistakenly seem different, not acci-
dental and not invented, but terribly close and real, as if this is the only possible life. [...]
[A]ll of us, and this world together with us, belong to another Author, much greater than
us, and are his not entirely accidental invention. (12)

The interview lasts seven days, and the seventh day is set aside for rest — a clear
biblical allusion to the creation of the world. The creation mirrors the personal
world of the book’s character, whose life story, according to Marko Pavlyshyn, “cor-
responds in almost all of its details to the verifiable biography of Yuri Andrukho-
vych” (2012, 188), and, more broadly, it reproduces a certain period of the history
of his country and its inclusion in a myth (or even reality) of Central Europe. De-
spite apparently belonging to the category of the autobiographical novel, The Secret
demonstrates an extremely ambiguous identification at the genre level. Therefore,
our main task in this article is to establish the suitability of such a genre definition
for the nature of this text.

THE AUTOBIOGRAPHICAL SPACE

OF ANDRUKHOVYCH’S WORK

As Philippe Lejeune once noted, the autobiographical genre is always associat-
ed with discussions about “the relationship between biography and autobiography,
the relationship between novel and autobiography” ([1975] 1994, 13). If we accept
the four categories to which, according to Lejeune, an autobiography should corre-
spond (14), The Secret by Yuri Andrukhovych fully aligns with the required param-
eters. The distinction between an autobiography and an autobiographical novel is
somewhat more complex. Lejeune’s attempts to differentiate between these genres
may not appear entirely convincing. In the end, he was forced to admit that “if we
stay at the level of internal analysis of the text, there is no difference. All the pro-
cedures that autobiography uses to convince us of the authenticity of its narrative,
the novel can imitate, and often has imitated” (26).

With his proposed category of “autobiographical space”, Lejeune parries the com-
mon statement, particularly in André Gide and Frangois Mauriac, that “a novel is
truer than an autobiography”, and makes a rather convincing assumption:

If they did not write and publish autobiographical texts, even “insufficient” ones, no one
would ever have seen what truth should be sought in their novels. Thus, these statements
are, perhaps, involuntary, but very effective tricks: [...] no one notices that, on the con-
trary, by the same movement the autobiographical pact extends in an indirect form to ev-
erything written. (42)

In this way, The Secret allows us to look once again at Andrukhovych’s other texts
through the lens of an autobiographical pact.
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Andrukhovych has never hidden, and even emphasized the autobiographical ba-
sis of his own novels:

From one novel to another I simply open myself more and more and still more talk about
myself. Recreations: a conscious dispersion of my own features unto four characters - that
is, when you cannot not talk about yourself any longer but at the same time do not dare
to disclose yourself. The Moscoviad: certain fragments are one-on-one autobiographical,
but the protagonist — on purpose — not I (in the gestalt understanding). [...] Perverzion:
about myself, but not so much “real” as “desirable for myself” [...] Twelve Circles: the pro-
tagonist is not alone, again, but this is not dispersion anymore; practically almost all of me
is concentrated in Artur Pepa, and the rest — that “almost,” which is more important —
in Zumbrunnen. (Hundorova 2019)

This gives Hundorova the grounds to claim, “All Andrukhovych’s novels are tau-
tological and auto-fictional” (2019), and for Serhii Borys to state that in these
novels, you can observe “self-creation of the identity” (2002, 141) of the artist.
The Secret can be considered as the completed stage of this process, surpassing
all previous autobiographical constructs of his texts while providing many new
interpretive keys to them. Although the writer himself warned in one of the in-
terviews against considering The Secret as a “code book” to all his other works:
“In The Secret, 1 really explain a lot or at least somehow comment on it, but
it would be wrong to call it a ‘code’. I want to say that The Secret itself is not
enough to understand my other things” (2007b). However, this does not prevent
it from being read in this way.

We will give only a few eloquent examples, the first of which refers to the poetry
collection Seredmistia (Downtown, 1989) and shows the biographical facts, events,
and people behind almost every poem:

To some extent, this is my hidden biography. That is, these are not actually poems but
events. “Lullaby of the First Day” is the first meeting with Taras, whom we have just
brought back from the maternity ward, and hence the foreboding of spring, the smell
of the first snowdrops at dusk. “Midnight Flight Down High Castle Hill” is one of my be-
trayals, but rather a lyrical one, when sexual excitement closer to dawn turns out to be just
an idiotic misunderstanding. “Her Coat is Happy and Red” is about Sophiika, on Wednes-
day evenings I usually brought her from kindergarten. [...]. “Football in the Monastery
Yard” is our wanderings with Nina in old Chernihiv. (2007a, 258-259)’

There is also a real-life example from the search for housing with his future wife,
who was already pregnant at that time. To describe that state, the writer quotes
fragments from Perverzion, although he clarifies: “Yes, this story itself is, of course,
something completely different from Perverzion, but those motives — homelessness
and vomiting - are an obvious echo” (137).%

The Secret contains not only many clues about the “correct” reading of the previ-
ous texts but also a reaction to their already existing interpretations, which in some
ways confirms these interpretations, and in some places, denies or clarifies them.
Thus, recalling the times of the literary group Bu-Ba-Bu, the writer notes: “Science
boys and girls even decided to classify us as a laughing culture. Later, I had to read
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Bakhtin in order to understand what we were all about. It turned out that our poetry,
or rather, our poems, is a kind of lyrical carnival. It sounded cool. We didn’t mind
at all. I will say even more — we believed it ourselves” (280).° This can be an emphasis
on a particularly successful reading, the possibility of which the author himself al-
legedly did not suspect, as in the case of the essay read by a young Italian boy at one
of the presentations: “So, according to his version, The Moskoviad is the destruction
of the vertical, the overturning from top to bottom. And no Andalusian dog - in-
cluding me - has ever noticed that the novel begins in heaven (the seventh floor
of the dormitory) and ends in hell (Moscow dungeons)” (313)."° When he mentions
the article by Yuri Shevelov (Sherekh) indicating the probable sources of his novel
Perverzion, it is not only as a possible reminder of the attention that an authoritative
literary critic pays to the Ukrainian tradition, but also to add certain clarifications
to his judgments:

Old Sherekh shot absolutely accurately. After the release of Perverzion, he wrote such
a hilarious article called “Ho-Hei-Ho” about three sources and three constituent parts.
Both “Ho’s” are an absolute hit, because they are Hohol and Hoffmann, your German
E.T.A. But Hoffmann would appear in my life a little later, during my student days.
The only thing Sherekh gets wrong is “Hei”, meaning Heine, Heinrich, yours too. I am
ashamed to admit, but to this day I have not held in my hands his Italian diaries, about
which Sherekh has such a hundred percent confidence. As if I had to come under their
influence. (64-65)"

Taking into account Egon Alt’s remark - “Be sure to read these diaries. You should
still like them very much today” (65),'* - we can casually assume that at the time
of writing The Secret, Andrukhovych did get acquainted with these texts written
by Heine.

In the case of the writer, his autobiography concerns not so much the events of his
actual biography as his texts. Obviously, here it is worth looking for a category that
would combine the author as a textual and non-textual reality. For example, we can
talk about the writer as a paradigm that includes both of these realities, as well as
the image that is formed by various receptive interpretations (see Dzyk 2012). Auto-
biographical texts take a special place in this paradigm and require special scholarly
attention.

From this point of view, The Secret is a unique research object. On the one hand,
it is an autobiographical text that tells about a real person - the writer Yuri Andruk-
hovych - and on the other hand, it is a kind of metatext that resonates with all of his
previously written texts. In this sense, there is an important episode in the preface
to The Secret, where the writer accepts Egon Alt’s offer of an interview, which ulti-
mately makes the appearance of this book possible:

He had with him a whole shoulder bag of my books - different ones, published in dif-
ferent years and different languages. I had to sign each of them differently. In the third
hour of our meeting, it turned out to be good fun, quite exhausting for me. That night we
couldn’t help but agree that we would definitely do it. It was supposed to become a book.
But not exactly the one you are reading now. (7)"
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We can interpret this as a certain symbolic act: involving various previous books
in a new book, adding something new, but also writing about the same thing.
The result is a book about books, so to speak.

THE GENRE POLYMORPHISM OF ANDRUKHOVYCH’S

NOVELS

Of course, The Secret must be considered in the context of the author’s entire
work, primarily his novels. The appearance of each of them became an important
event in the Ukrainian literary process and was accompanied by lively discussions.
Recreations was especially revealing in this respect. Roxana Kharchuk states that
the novel “caused a real scandal”: “One part of the readers, mostly from the diaspora,
accused the writer of destroying national ideals, of mocking the Ukrainian language
and literary tradition. Another, on the contrary, read the novel with pleasure, feeling
that Ukrainian literature is on the verge of change” (2008, 132). In his introduction
to the English translation of Recreations, the Ukrainian-Australian translator and
scholar Marko Pavlyshyn compares it with Ivan Kotlyarevsky’s mock-heroic Enei-
da (Aeneid, 1798): “In their transitional times, both works opened new possibilities
for Ukrainian literature” (Andrukhovych 1998, 11). Recreations initiated not only
postmodern but also postcolonial discourse in modern Ukrainian literature, and
Pavlyshyn helped to spread the postcolonial interpretation of Andrukhovych’s nov-
els, as Vitaly Chernetsky does, for example, when talking about “the radical para-
digm shift that Andrukhovych’s writing had triggered, ushering Ukrainian writing
into the postcolonial condition” (2007, 217). As Kharchuk emphasizes in particular:
“After Recreations in Ukrainian literature, reformulation of the canon begins, realistic
prose is replaced by carnivalesque, ironic, playful, outrageous, and moreover, interse-
miotic prose, which combines not only different types of art but also literary genres”
(2008, 132). This largely explains the critical attitude towards Andrukhovych’s texts
on the part of recipients whose worldview was formed by the previous literary tradi-
tion. In other words, the vast majority of critical objections to Andrukhovych’s prose
are related to the fact that it was approached with traditional ideas, while its primary
aim is to deconstruct these ideas.

The specified deconstruction is particularly evident at the genre level. One
of the principles of postmodernism is the blending of genres, and as we have already
seen, Andrukhovych’s novels fit perfectly into this paradigm. Even a cursory exam-
ination of the existing genre definitions of his novels confirms this thesis. To cite var-
ious scholars, Recreations “blends genres and text types such as novella, Gothic hor-
ror story, comedy of manners, inner monologue, lyrical verse” (Pavlyshyn 1998, 11),
The Moscoviad is a “novel-apocrypha” (Hundorova 2019) that combines “journalism
and anecdote with high poetry” (Kharchuk 2008, 132) and Perverzion is “an exercise
in postmodernism and the carnivalesque in the form of a whodunit” (Andryczyk
2012, 21). We should also point out the attempts to find a common genre formula
for Andrukhovych’s first three novels, for example, a “Menippean novel” (Boichenko
2003) or a “pastiche text” (Berbenets 2007).
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In general, there is a tendency to consider Recreations, The Moscoviad, and Per-
verzion as a certain unity: the “prose trilogy” (Hundorova 2019) or, perhaps, more
precisely, a “quasi-trilogy” (Chernetsky 2007, 217), while the next novel, Dvanadtsiat’
obruchiv (2003; Eng. trans. Twelve Circles, 2015), remains on the sidelines. At best,
it is assigned the role of “a kind of epilogue to the earlier quasi-trilogy, instantiating
a revision of earlier topoi” (Chernetsky 2007, 217). Hundorova believes that we can
observe “the destruction of the novel as a genre” in Twelve Circles, which “aspires
to be a meta-novel, and the author aspires to be a meta-author” (2019). Therefore,
Twelve Circles, despite the close connection with the previous novels, serves as a kind
of transition to a different type of literature in Andrukhovych’s work, post-carnival
or even post-postmodern, where the very genre of the novel is deeply questioned.
In the self-commentary to the novel Twelve Circles, Andrukhovych noted that
he planned to write a “fictitious biography” (2003, 30) of the poet Bohdan Thor Ant-
onych." The fictional autobiography in The Secret seems to be a natural development
of the technique used in the previous novel.

THE SECRET BETWEEN FICTION AND AUTOBIOGRAPHY

The reaction of critics to the release of The Secret was mixed. Many expected a new
novel from an already recognized classic, the “patriarch” of modern Ukrainian lit-
erature, and felt deceived, at least at the genre level, as it “is not a novel after all”
(Anonymous 2007). At the same time, the autobiographical nature of the book was
practically not questioned. Even its honesty was emphasized, which favorably distin-
guishes it from many other autobiographies (Havryliv 2007). However, it is clearly
an “insufficient” autobiography (according to Lejeune) or, more precisely, more than
just an autobiography, which is essentially the same thing. Since autobiography is
a correct but inadequate description of The Secret, the problem of a more adequate
definition of its genre arises. It is necessary to single out those elements that are not
characteristic of autobiography, but belong to the field of literary fiction, in order
to apply the definition of “fictional autobiography” to The Secret (Iakubchak 2007,
23).

A necessary condition for distinguishing autobiographical and fictional compo-
nents of the text is the distinction between the Andrukhovych-like author-writer
and the Andrukhovych-like character. This fundamental difference is well formu-
lated by Pavlyshyn: “What is added in Taiemnytsia is A’s vision of himself as if from
outside his body, a perception that announces a guiding structural principle of this
interview-like text: the uncanny proximity, but not quite identity, of A. and Andruk-
hovych, and therefore the mysterious, doppelgianger-like existence of the ‘real’ and
the ‘imagined’ and of ‘life’ and ‘art™ (2012, 189). This “the uncanny proximity, but not
quite identity” constitutes the essence of combination of autobiography and fiction.

Although this autobiography is completely true, it is constructed in a certain
way, so it is only one of its possible versions. In the “Preface”, which is defined as
“one of the possible ones”, there is a lot of talk about the “new novel’, the writing
of which the author “dreamt of taking on’, but he “didn’t want to come to it in any
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way’. In the end, he agrees to the interview from which this book is published, and
describes the “transcription” process in the following passage:

My processing of all the spoken material consisted in the fact that, firstly, I translated
it from German into Ukrainian, secondly, I removed the superfluous from it, eliminat-
ed content gaps, and simply the already mentioned groans, thirdly, I tried to write it
down in such a way, on the one hand, not to lose its colloquialism and immediacy, and
on the other hand, to make it suitable for reading, that is, to a large extent, I still artifici-
alized (literarized?) what was said. I would like to add to my sense of honor that I didn't
embellish my answers, didn’t make them in any way more reasonable or wiser than they
really were — so, the nonsense I uttered was left in plain sight. And fourthly. I could not
refrain from some self-censorship, that is, concealing, smoothing, and simply eliminat-
ing many moments that might seem particularly devastating or unfortunate about some
of the people mentioned in this book. (Andrukhovych 2007a, 11-12)*

In the spirit of Umberto Eco, whose “Postscript to the Name of the Rose” he care-
fully studied (Andrukhovych, Boichenko, and Drul 2018, 114), the author conceals
himself in several guises: the one who translated “chatter” into writing, who “artifi-
cialized (literarized?) what was said”, who subjected everything to “self-censorship”
It is Egon Alt, whom everyone rightly sees as the author’s alter ego, who most de-
termines the fictional component of The Secret and thus deserves special attention.

The image of Egon Alt allows for dialogizing the story, and makes possible the very
form of the interview. Behind him, you can see the universal image of the Other. Since
Egon Alt is a “stranger”, a foreigner, it allows us to talk about seemingly mundane and
obvious things. This Other can also represent younger generations of readers, for
whom the described realities that are distant in time are sometimes as incompre-
hensible as they are for foreigners. The writer’s father is also hiding behind Egon Alt
because he did not have time to tell him so much. In this perspective, the interview
turns into a kind of confession, in the sense that Lejeune had in mind when discuss-
ing “autobiographical confessions [...] which are read by everyone apart from the ad-
dressee. Or more precisely: who devote themselves to reading to everyone, without
being able to find their real recipient” (1994, 53-54). That is, it is not about “eras-
ing guilt (it is secondary), but about breaking communication” (54). The fact that
the writer’s father is not least hidden behind the image of Egon Alt is also graphically
confirmed in the book. All of Egon Alt’s lines are in bold font, and in the last frag-
ment, the father speaks in this font. After all, Egon Alt seems to take on the obligatory
role of the postmodern “death of the author”. According to his plan, the interviews
were to be published only after the death of the interviewee. However, it turns out
that it is his death that allows Andrukhovych to create this book.

CONCLUSION

Trying to outline the genre nature of The Secret, researchers have created a num-
ber of possible definitions, such as an “adventurous novel-interview” (Drozdovskyi
2007, 358), a “brilliant memoir” (Leister 2008), and a “literary act of (self)creation”
(Plath 2008). All of them capture one or another aspect of the text, but do not reflect
it completely. In general, one can notice how cautiously the word “novel” was used

116 ROMAN DZYK - LILIIA SHUTIAK



for The Secret at first, not least due to its provocative subtitle, “Instead of a Novel’,
which was often taken too literally. The opposite interpretation would be that denial
is a reverse form of affirmation: by denying something, we involuntarily acknowledge
its existence. This has been noted in several reviews, such as Drozdovskyi’s state-
ment, “In terms of genre, this is not a substitute for an autobiography, but neverthe-
less a substitute for a novel, for which fiction remains an attribute” (2007, 355), and
Havryliv’s observation, “The Secret bears the subtitle Instead of a Novel’ ‘Instead’
— but ‘of a Novel’” (2007). In the text itself, we have an ambiguous but literal answer:
“— Have you already got a name for this new novel? - It’s a secret” (Andrukhovych
2007a, 415).'¢

Although scholars now mostly consider The Secret as a novel, they do not have
a single opinion about what kind of novel it is. We would agree with Oleksandr Boi-
chenko’s well-formulated opinion, expressed in one of his interviews with Andrukho-
vych: “The Secret — despite unfolding in the form of a huge interview and the subtitle
‘Instead of a Novel’ - is actually an autobiographical novel ‘instead of an interview’”
(Andrukhovych 2008, 46). The problem with the genre of the autobiographical novel
lies in its fusion of seemingly incompatible things: truth and invention, reality and
fiction, and by proving the existence of one, we seem to deny the other. Only a rare
combination of both elements leads to the emergence of a new integrity, and the form
of interview used by Andrukhovych allows for the most accurate formulation of its
genre definition. Straddling the boundary between two genres, The Secret embodies
both at the same time, as an autobiographical novel.

NOTES

! Transliteration of the Ukrainian follows the Library of Congress system.

Andrukhovych is also a translator from English (William Shakespeare, The Beat Generation), Ger-

man (Heinrich von Kleist, Robert Walser), and Polish (Bruno Schulz) into Ukrainian.

Besides Andrukhovych, the group included Viktor Neborak and Oleksandr Irvanets.

* See e.g. Hundorova [2005] 2019; Chernetsky 2007; Kharchuk 2008; Andryczyk 2012; Kratochvil
2013; Hofmann 2014.

* In addition to the Ukrainian Blahovist, 1993, and the BBC Book of the Year for his novel Lovers of Jus-
tice, 2018, Andrukhovych has won the Herder Prize, 2001, the Erich Maria Remarque Peace Prize,
2005, the Leipzig Book Award for European Understanding and the Angelus Award, both in 2006,
the Hannah Arendt Prize, 2014, the Goethe Medal, 2016, the Vilenica International Literary Prize,
2017, and the Heinrich Heine Prize, 2022.

¢ Unless otherwise stated, all translations are by the present authors.

“Sxoroch Mipoio Lie Most mpuxoBaHa 6iorpadis. To6To 1e Hacmpaspi He Bipii, a moxil. ‘Komuckosa

HepIIOro JHA — Iie Ieplile modadeHH: 3 TapacoM, IKOT0 M LIOIHO IIPMBE3/IN 3 IIOIOTOBOTO i 3BifcK

HepefdyTTs BECHM, 3alax Meplix MposicKiB y sanajanHi cyTiHkiB. “OmiBHiuYHMII HOIIT 3 Bricokoro

3aMKy” - Ile OffHa 3 MOIX 3paJi, ajie MIBYU/LIE JIiPMYHA — 3 TUX, KOJIM CeKCya/lbHe 30y/KeHHA OmpKye

JI0 CBiTaHKY BUABIAETHCA MPOCTO ifioTChbKMM Hemoposyminuam. “Ii manmbredko papiche it 9epBo-

He” — e 1po Codiliky, o cepeax yBedepi s 3a3BMYAll MPUBOAMB 1i 3 AuTcagka. [...]. “Dyrbon Ha

MOHACTUPCbKOMY TOABip’T” — me Hami 3 HiHoto 6mykanus y ctapomy Yeprirosi” Taras and Sophiia

are Yuri Andrukhovych’s children; Nina is his wife.
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“Tak, cama 1151 icTopist 3 Ilepsepsii — 1ie, 3BiCHO, I[OCh LII/IKOM iHIlle, ajie Ti MOTVBYU — G€3MOMHICTD
i 6IOBOTUMHHSA — 1ie OYeBMAHE BiATyHHA.

“YueHi x/10n1i i1 AiB4aTa HaBiTh BUPIiLIM/IN BifHECTH Hac 10 cMixoBoi KynbTypu. ITi3Hile MeHi goBe-
nocs mpounTaTy baxrina, 06 3po3yMiTit, 10 4Oro HAC yce-TaKy BifjHeceHo. BuaBmmocs, mjo Haira
moesis, a TouHillle, Hali moesii € cBOepiFHMM NTipMYHMM KapHaBanoM. 3By4aso Ije KIacHo. Mu 3a-
rajIoM He MajIy Hi4oro mpoTi. 51 cKaxky HaBiTh Oi/blle — MU B Ije caMi moBipymn.”

10 “Tak o, 3a itoro Bepcier, Mockosiada — 1ie pyitHyBaHHs BepTUKali, lepeBepTaHHs BEPXY i HUSY.
I >xonen aHJAMysbKIUII TIeC — y TOMY YMCTI i A — HiKO/IM He 3BEPHYB yBary Ha Te, [0 pPOMaH IO04N-
HA€eTbCs Ha Hebi (cbOMMI IOBEPX TYPTOXUTKY), @ 3aKiHIY€ETbCs B ek (MOCKOBCBKI Hifsemernns).”
“Crapesnunii Illepex yce abcomoTHO TOYHO npocTpinus. ITicna Buxony y cBit Ilepsepsii Bin Hamcas
TAaKy BecCeIy-IpeBeceny cTarTio mif HasBowo “To-Tait-Io” - mpo Tpu mxepena i Tpu ck1afoBi YacTu-
Hi. O6upsa To’ - e abCcOMOTHE MOTPAIIAHHA B A6/1y4KO, 60 e [oroms i Todman, Bamr, HiMeLbKHIT
E.T. A. Ane TopmaH 3’ABUTHCSI B MOEMY SKUTTI TPOXMU IIi3Hillle, 3a CTYJeHTCHKMX YaciB. EiHe, B 4O-
my llepex nommnserses, — 1e ‘Tait, To6To Tasine, [atHpix, Texx Bar. COpoM BU3HATH, ajie 5 JOHUHI
He TPMMAaB Y PyKax J10ro iTaliiicbKuX WO HHNKIB, BiTHOCHO AKMX Illepex Mae TaKy CTOBiICOTKOBY
BIeBHeHicTb. Haue6To A MycuB IoTpanmTy iz ixHi BImBu.

“O608B’513K0BO IIpOYNTall 1Ii MOfeHHNKY. BoHM it cboropHi Mam 6 T06i Ayxe crogobarucs.”

“Bin MaB i3 00010 NIt HAIIEYHUK MOIX KHIDKOK — Pi3HMX, BUIAHUX Y Pi3HI POKM i pI3HUMU MO-
Bamut. KoXHY 3 HUX s 3sMyLIeHnit 6yB fioMy mifnucaTyt i KoxHy iHakite. Ha TpeTiit rogmsi Hauroi
3ycTpiui 3 IIbOro BUIIIIIIA Hes/la 3ab6aBa, I/Id MeHe JOCUTDb BYCHaX/Ba. TOoro Be4opa My He MOIJIN
He JJOMOBUTHCA HPO Te, 0 060B’I3KOBO 3p06IMMO Iie. BOHO MajIo cTaTy KHIDKKOW. Ajle He 30BCiM
Ti€to, 1o 1i Bu 3apas unraere”

'* Andrukhovych defended his PhD thesis on Antonych’s work.

“Most 06po6Ka BCbOrO HArOBOPEHOrO MaTepiajly IIO/ATaaa B TOMY, LIO s, HO-Iepllle, IIepeKIafaB
J10T0 3 HiMEI|bKOI Ha YKpaiHCbKY, IIO-IpyTe, BUMANAB 3 HbOIO 3aiiBe, yCyBaB 3MiCTOBI NPOTaayHU
i mpocTo - 3rafyBaHi B)Xe MUMpPEHHS, II0-TPETE, HAMATaBCs 3aMMCYBATH JIOT0 TaKMM YMHOM, 11100,
3 OfHOTO OOKY, He BTPATUTH J1Or0 PO3MOBHICTD i 6e3IocepeHicTp, a 3 iHIIOro — 3pobuTH IpUAAT-
HVM JU/I YUTaHHA, Ce0TO 3HAYHOIO MipOI0 51 BCe-TaKy OLITYYHIOBAB (O/iTepaTypIoBaB?) BUMOBJICHE.
Jo cBo€T yecTi X04y rofaTy, W0 A He MPUKpAIIAB CBOIX BifIOBifieil, He poOMB iX )KOZHUM YMHOM
PO3CYANMUBIIINMY Y1 MYAPIIINMY, HDK BOHY Oy/IM HACIPaBAi — OTXKe, BUC/IOBIEHI MHOIO [y PHMII
3a/IMUIMIICS Ha BURY. | mo-deTBepTe. S He Mir He BTpMMATHCA Bifl AesKOl aBTOLIeH3YpH, Ce6TO IpH-
XOBYBaHHAA, 3I7IaJKYBaHHA i IIPOCTO yCyBaHHA 6araTbOX MOMEHTIB, AKi MOITIM 3[JaTHCh 0COOIMBO
HUIIBHYMU 91 IIPUKPYMIU LIIOJ0 AESKUX, 3TaflyBaHNX Y Liil KHIDKI 0¢i6.”

16 “_ Tu B>Ke Ma€lll Ha3BY JyIA LIbOTO HOBOTO poMaHy? — TaemHMIA.”

)

@

REFERENCES

Andrukhovych, Yuri. 1998. Recreations. Trans. by Marko Pavlyshyn. Edmonton and Toronto: Canadian
Institute of Ukrainian Studies Press.

Andrukhovych, Yuri. 2003. “Orfei khronichnyi” [Chronic Orpheus]. Krytyka 9: 30-31.

Andrukhovych, Yuri. 2007a. Taiemnytsia [The secret]. Kharkiv: Folio.

Andrukhovych, Yuri. 2007b. “Dlia mene literatura — tse persh za vse spilkuvannia” [For me, literature is,
above all, communication]. The interview by Tetiana Tereshchenko. Berezil’ 7-8: 134-140. Accessed
on June 15, 2023. https://artvertep.com/print?cont=3907.

Andrukhovych, Yuri. 2008. “Nam usim strashenno poshchastylo” [We are all extremely fortunate].
The interview by Oleksandr Boichenko. Ukrains’kyi zhurnal 4: 46-47.

Andrukhovych, Yuri. 2018. My Final Territory: Selected Essays. Trans. by Mark Andryczyk and Michael
M. Naydan. Toronto: University of Toronto Press. DOI: https://doi.org/10.3138/9781487513801.

Andrukhovych, Yuri, Oleksandr Boichenko, and Orest Drul. 2018. Vorokhtarium: literaturnyi trialoh
z dialohom i monolohamy [Vorokhtarium: Literary trialogue with dialogue and monologues]. Kyiv:
Pabulum.

118 ROMAN DZYK - LILIIA SHUTIAK



Andryczyk, Mark. 2012. The Intellectual as Hero in 1990s Ukrainian Fiction. Toronto: University of To-
ronto Press. DOI: https://doi.org/10.3138/9781442695887.

Anonymous. 2007. “Interviu zamist’ romanu” [Interview instead of a novel]. Detektor media. Accessed
on June 15, 2023. https://detector.media/infospace/article/8659/2007-04-04-intervyu-zamist-roma-
nu/.

Berbenets, Liudmila. 2007. “Tekst-pastysh u tvorchosti Yuria Andrukhovycha” [Pastiche in the works
by Yuri Andrukhovych]. Slovo i Chas 2: 49-59.

Boichenko, Oleksandr. 2003. “Moskoviada Yuria Andrukhovycha iak monomifolohichna menippeia”
[Yuri Andrukhovych’s Moskoviada as monomythological mennipea]. Pytannia literaturoznavstva 10,
67:22-29.

Borys, Serhii. 2002. “Ironiia i samotvorennia identychnosty v romanakh Yuria Andrukhovycha” [Irony
and self-creation of identity in the novels by Yuri Andrukhovych]. [ 26: 141-154.

Chernetsky, Vitaly. 2007. Mapping Postcommunist Cultures: Russia and Ukraine in the Context of Glo-
balization. Montreal: McGill-Queen’s University Press. DOI: https://doi.org/10.1515/9780773576506.

Drozdovskyi, Dmytro. 2007. “Lovets ‘“Taiemnytsi’ Yuri Andrukhovych, abo Sim dniv, iaki zminyly svit”
[Yuri Andrukhovych “The Secret” catcher, or seven days that changed the world]. Kurier Kryvbasu
212-213: 354-359.

Dzyk, Roman. 2012. “Paradyhma pys'mennyk iak aktual’'na literaturoznavcha katehoriia” [The paradigm
of the writer as an actual literary category]. Pytannia literaturoznavstva 86: 3-17.

Havryliv, Tymofiy. 2007. “Literary Perspectives: Ukraine. Longing for the Novel.” Eurozine. Accessed
on June 15, 2023. https://www.eurozine.com/literary-perspectives-ukraine/.

Hnatiuk, Ola. 2003. Pozegnanie z imperium: ukraiiskie dyskusje o tozsamosci [Farewell to the empire:
Ukrainian discussions on identity]. Lublin: Wydawnictwo Uniwersytetu Marii Curie-Sklodowskiej.

Hofmann, Tatjana. 2014. Literarische Ethnografien der Ukraine: Prosa nach 1991 [Literary ethnogra-
phies of Ukraine: Prose after 1991]. Basel: Schwabe Verlag. DOI: https://doi.org/10.24894/978-3-
7965-3331-0

Hundorova, Tamara. [2005] 2019. The Post-Chornobyl Library: Ukrainian Postmodernism
of the 1990s. Trans. by Sergiy Yakovenko. Boston: Academic Studies Press. DOI: https://doi.
org/10.1515/9781644692394.

Takubchak, Natalia. 2007. “Yuri Andrukhovych. Taiemnytsia. Zamist’ romanu” [Yuri Andrukhovych.
The Secret. Instead of a novel]. Krytyka 6: 23.

Kharchuk, Roxana. 2008. Suchasna ukrains’ka proza: Postmodernyi period [Modern Ukrainian prose:
The postmodern period]. Kyiv: Akademiia.

Kratochvil, Alexander. 2013. Aufbruch und Riickkehr: Ukrainische und tschechische Prosa im Zeichen der
Postmoderne [Venturing forth and coming back: Ukrainian and Czech prose in the context of post-
modernity]. Berlin: Kulturverlag Kadmos.

Leister, Judith. 2008. “Egon Alt lebt nicht mehr” [Egon Alt is no longer alive]. Frankfurter Allgemeine
Zeitung. Accessed on June 15, 2023. https://www.faz.net/aktuell/feuilleton/buecher/rezensionen/bel-
letristik/egon-alt-lebt-nicht-mehr-1716064.html.

Lejeune, Philippe. [1975] 1994. Le pacte autobiographique [ The autobiographical pact]. Paris: Seuil.

Pavlyshyn, Marko. 2012. “Andrukhovych’s Secret: The Return of Colonial Resignation”. Journal of Post-
colonial Writing 48, 2: 188-199. DOI https://doi.org/10.1080/17449855.2012.658266.

Plath, Jorg. 2008. “Ein diskreter Plauderer” [Restrained chatter]. Deutschlandfunk Kultur. Accessed
on June 15, 2023. https://www.deutschlandfunkkultur.de/ein-diskreter-plauderer-100.html.

The Secret by Yuri Andrukhovych: An autobiographical novel in the form of an interview 119



The Secret by Yuri Andrukhovych: An autobiographical novel in the form
of an interview

The Secret. Yuri Andrukhovych. Modern Ukrainian literature. Genre. Autobiographical
novel.

This article examines the novel Taiemnytsia. Zamist’ romanu (The Secret. Instead of a nov-
el, 2007) by Yuri Andrukhovych, one of the most famous contemporary Ukrainian writers.
It analyzes the expressive autobiographical nature of the author’s entire work, particularly
in the context of his previous novels, which positions Taiemnytsia as the final stage in a pro-
gressive movement toward the genre of the autobiographical novel. It also examines the cen-
tral issue of this genre - combining truth and invention, reality and fiction - to establish that
combining both elements results in the emergence of a new genre, straddling the boundary
between autobiography and novel by using the form of an interview.

Roman Dzyk, PhD

Department of Foreign Literature and Theory of Literature
Yuriy Fedkovych Chernivtsi National University

2 Kotsiubynsky Street

58002 Chernivtsi

Ukraine

r.dzyk@chnu.edu.ua
https://orcid.org/0000-0002-0395-8850

Liliia Shutiak, PhD

Department of Journalism

Yuriy Fedkovych Chernivtsi National University
2 Kotsiubynsky Street

58002 Chernivtsi

Ukraine

Lshutiak@chnu.edu.ua
https://orcid.org/0000-0002-1408-1281

120 ROMAN DZYK - LILIIA SHUTIAK



