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Summary:

The article focuses on the problems of actuation of T. Shevchenko as outstanding figure in B. Hrinchenco’s crea-
tive practice in the context of cultural life of Ukraine around the turn of the century and its transformation in the na-
tional Ukrainian literature process at the end of the XIX — beginning of the XX centuries.

The article deals with the complex analysis of B. Hrinchenko’s translator activity and its role in Ukrainian literary
process at the end of the 19-th — the beginning of the 20-th centuries. Taking into consideration the analysis of the big-
gest part of the B. Hrinchenko’s translator creation we have the opportunity to clear up the matter of the reception of
European literature in the writer’s original creative work. B. Hrinchenko’s translations are perceived as active factors
of language, literature and nation creation, stimulus of the writer’s original creative work, world-view and aesthetic
evolution of the national writer around the turn of the century. Such approach helped us to emphasize the important
role of the writer’s translator activity in Ukrainian literary process at the turn of the cultural epochs.

National language, according to writer’s credo, was the main instrument of translator practice and at the same
time the basic for creation of the national Ukrainian literature, and as a result — the national consciousness. The most
important tasks of B. Hrinchenko’s translator activity was «to keep national language «alive» (B. Hrinchenko). Inter-
pretation was considered by the writer as powerful motive for creation of Ukrainian nationality.

One of the reasons of our referring to the investigation of B. Hrinchenko’ s translator practice is the problem of
on the phenomenon of stylistic syncretism in B. Hrinchenko’s original literary practice as an attempt to transform the
canon of narodnytstvo in the context of the national Ukrainian literature process around the turn of aesthetic epochs,
which is characterized by activation of modernistic tendencies (neoromanticism, symbolism, impressionism, decadence
etc.) in writer’s original literary practice and national art space.

Key words: Ukrainian literature, Ukrainian translation, national literature, creation of nation, narodnytstvo,
German romanticism, censorship.

VK 821.111-31.09
O.B. Yaiikoecvka

EJIEMEHTU OPAMATUYHOI IPOHII B POMAHAX B.C. MOEMA §1IK 3ACOBM
BrnJinBy HA YHATAYA TA BUPAXXEHHA ABTOPCbKOI NO3ulLlli

Y cmammi ananizyemocs ceoepionicme iponii 6 pomanax B. C. Moema. Cmeeposicyemocsi, o 8 KOHmeKcmi peaJi-
CMUYHOL Mpaouyii IpoHist GUCMYNAE SIK CUHME3 OPAMAMUYHO20 MA enitHo20 8 poManHomy mekcmi. Ilepeopicnmayis
3acao, Ha AKUX IPYHMYIOMbCs 6IOHOCUHU MIJC PO3n0GioaueM i yumavem, CmuMyI08ana QyHKYIOHY8AHHS eNeMEeHMI8
opamamuyHoi ipoHii.

Kniouoei crosa: opamamuuna iponis, uumay, po3nogioay, KYeHmpaibHa c8i00MICmb», KMOYKA 30py».

[HTepec 10 BUBUEHHS ipOHIi Ma€ JaBHIO TPaAUIIiIO He Juile y (inocodii, puropuii, a i y JIHTBICTHLI Ta JIiTepaTy-
PO3HABCTBI 1 TOSICHIOETHCS, 3/ICOLTBIIIOT0, CBOED YHIBEPCAIBHICTIO, 8JPK€ MOXKE CTBOPIOBATHCS 3aC00aMU Pi3HUX 3HA-
KoBHX crcteM. KoxHa siTepaTypHa Tedis HaJiae HOBHX aKIEHTIB Wil KaTeropii: BiJ «00’ €KTUBAL] Cy0 €KTMBHUX 3a]y-
MiB MHTII, CBOEPITHOTO BiMIY)KCHHS Ta JWCTAHIFOBAHHS aBTOpA IO BiJHOMICHHIO JIO 3aBEPIICHOTO TBOPY» Y NO0Y
POMaHTH3MY Ta «HaiBHIIOI JyXxoBHOI o3uwi» (E. ['opmaHn) i pi3HOBUIY «ITFOJCHKOI CIaOKOCTI» (B TOMY BUIAIKY, K-
1o Hero 3710BxkuBaroTh) (O. BIIoK) y MOCTpOMaHTHYHIHN JIITepaTypi 10 3ac00y «HapoIiifHOro MepeoCMUCICHHS MUHYJIIO-
ro» [2, ¢.76] y TBOPYOCTi HOCTMOIEPHICTIB.
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V xinmi XIX — Ha nouatky XX CT. ipoHisi BUCTYIIA€E SIK IHCTPYMEHTApiil pO3LIMPEHHS dKaHPOBUX KOPJIOHIB, 30Kpe-
Ma pomansoro TBopy. Ha nymky B. /1. /IHenpoBa, ipoHis cTtae 3ac000M «CHHTE3Y JIPUYHOTO Ta €MiYHOrO B POMaHi»
[3, c. 116]. Poman py0OixkHOTO Mepiomy MOCTYIOBO 3MIHIOE CBilf XapakTep: eliyHa CKJIaJ0Ba MePEeCTae rpaTh JOMIHYI0UY
POJb Ta MOCTYNAETHCS CBOIMH MO3UIISIMU Ha KOPUCTh JIIPUYHKUX Ta JPaMaTUYHHX €JIeMEHTiB. He BUKIIOUEHO, 110 T[T
JIpaMaTHYHUM €JICMEHTOM MOXKYTh PO3MJISIATHCS 1 MIEBHI OCOOJUBOCTI, IPUTAMAaHHI ApaMaTH4HiK ipoHii. {iakoMm HimMo-
BIpPHO, 1110 BUKOPHCTAaHHs B TEKCTI POMaHy €IEMEHTIB JpaMaTH4YHOI ipOHii MOYKE€ BUCTYIATH SK IHCTPYMEHTOM BHpa-
JKEHHsI aBTOPCHKOI MO3HIIi1, TaK 1 3ac000M BIUIMBY Ha 4YHMTada. Bifrak, MeTow Hamioi po3BiJKH € BHSBJICHHS Ta aHAII3
XapaKTepHUX JUIsl ApaMaTHYHOI ipOHiT 03HAK Y POMaHHHX TBOpaxX «MaicTpa rocTpoi ipoHii», SK PO HHOTO BHCIOBIIIO-
Bajuch 1 BitumsusHi (I, E. I710HI<iC, B. Cxoponenko, O. O. Jlerr, O.C. Cenopa, ®. A. Xyruz, [. B. Tpukosenko,
A. A. Tamnii) i 3apy6ixui gocninauku (E. Keptuc, P. Onginrron), B. C. Moema. CaM MHCbMEHHUK CBOE CTAaBJICHHS /10
ipoHiT mepe/iaB MOBOIO TepoiB: «Partipa ipoHil € eheKTHBHIIIOK 30poero, Hixk majuis HaxadbcTeay [6, c. 27].

BuBueHHIO ipoHIiTl 3 TOUKH 30py KOTHITHBHOI JITHTBICTHKM NpUCBsiYeHO aucepTauiiine gociimkenHs O. O. Bproxa-
HOBOI Ha Marepiasax TBOPIB aHMIIHCHKOI XyIOXKHBOI JIiTepaTypH, B TOMy 4Hcti onoiganHsx B. C. Moema. CmiBcTas-
JICHHIO KOTHITHBHHMX MOJEJeH ipOHIYHOro AWCKYpPCY B aHIJHCBKHX Tekctax XX CT., OHUM 3 SIKHX € pOMaH
B. C. Moema «Teatp», 3 IXHIMU POCIHCHKHMU TMEPEKIIaHUMK BepcisiMU npucBsiueHa podora C. M. banamosa. Sk 6a-
YMMO, JOCII/DKEHHIO JIITepaTypO3HABUOI'0 acleKTy (peHoMeHy ipoHii y TBOPYOCTI NMUCHMEHHHKA He OyJo MpHIJICHO
HanexHol yBaru. OKpiM TOT0, ipOHisS BUBYATUMETHCS B HE3BUYAWHIHN JUIs 1i€i KaTeropii QyHKIII: mepepomKeHHs po-
MaHHOTO YKaHPY, BUCTYIIAIOUM IHCTPYMEHTApieM JApamMaTn3alii XyJ0’KHbOI0 TBOPY B KOHTEKCTI aBTOPCHKOI MO3HUIIT Ta
BiTHOCHH MIXX aBTOPOM 1 UMTa4eM, 110 i aKTyali3ye TeMy HaIol PO3BiAKH.

3apyOiKHUMH JTiTepaTypO3HaBILAIMH OyJI0 po3pobieHo Kiacudikaiiro GopM ipoHii, 3TiHO 3 SKOI0 IS KaTeropis
TIOAIJISIETHCST HA: MOBJIGHHEBY, iIpPOHIIO XapakTepiB Ta JIpaMaTH4Hy, a0o, HIIMMH CIOBaMHM, «iOCEHIBCBKY IPOHIIO», SIK
HECIIBITAIaHHsT OYiKyBAHOTO 3 THM, IO BigOynoch (A. TOMIICOH), Ta Te, IO BiAY4yBA€THCS IIISAa4eM IIijl Yac «CIIPHii-
HSTTS €JIEMEHTIB 1HTPUTH, NPUXOBAHMUX BiJ MEpCOHAXa, sIKi HE JO3BOJSIOTH OCTAHHHOMY MISITH 31 3HAaHHAM CIpaBI»
(TT. MaBi). A Bixrak, MOBemiHKa, BUYNHKA Ta BHUCIOBIIOBAHHS TEPOIB, KOOMEXKEHHMX Y IOCTOBIpHIiM iH(opMamii», cTBo-
profoTh ipoHiuHHH edext, Kpim Toro, ipoHis BHUCTyNae «IpamMaTHYHOIO CHUTYAIi€l0 B HAMBHIIOMY CTYIIEHI, OCKUIBKH
TJIsiad TIOCTIMHO BiMUyBa€e CBOI TiepeBar Mo BiHOIIEHHIO JO CIleHiuHOro midictea» [7, ¢.127]. Tlepen Hamu mocrtae
MUTAHHA: KM YHHOM (hopMyIia IpaMaTH4YHOI ipOHil CIpaljbOBYe B MEKaxX POMaHHOT'O )KaHPY.

Haragaemo, 1o oxai€eto 3 ocodnuBocteit HapaTuBHOI Manepu B. C. Moema € BiqMOBa BiJl HENPUXOBAHOTO aHATI3Y
BHYTPIIIHBOT'O CBITY Te€pOsI, 00pa3 IKOro HeoOXixHO 310paTh 3 qpiOHMUX JeTalei Ta CKIACTH 3 OKpeMHuX Iii 1 perumik. Sk
pe3yabTat, BiAmana HEOOXiAHICTh V¥ «BCE3HAIOYOMY Hapatopi». Tak, CliodaTKy aBTOpPY BiABOAMIACS POIB PEECTpATOpa,
SIKAM «aKyMYJIIO€ CBiTUEHHS JYIIEBHOTO XUTTS repos» [3, ¢. 386]. Takwmit Tum Hapatopa OyB 3amisHuit y pomani «Ts-
rap JIOJICHKUX IpHUCTpacTei». Y IMeHTpl HapaTUBY — AyXoBHE nepepomkerns Pininma Kepi, une 6adeHHs, 1m0 TOCTIHHO
3MIHIOETBCSI, CKIIA/Ia€ 3MICT poMaHy. Alle HezabapoM oMy Ha 3MiHy TIpHiiie IICHTpaIbHa CBimoMicTh» (Tepmid I'eHpi
Jlxetimca) y pomanax «bapBucre MOKpUBAio» i «TeaTp», depe3 «Ipu3My GaueHHs K01 MepeoMITIOBaIoCh yee, PO 1o
moBitoMItstoch y pomani» [3, ¢. 386]. Unrau, 3HAXOASIHCE Y HEPO3PUBHOMY 3B "SI3KY 13 «IEHTPATTHHOIO CBIZIOMIiCTIO»
Kirri Ta [xymnii, ronoBHuX repomb «bapBucroro nokpusana» i «Teany» nepe6yBae B KypCl NPUXOBaHUX MOTHBIB,
3HA€ MMPO TAEMHMIII, HEBiZOMi peruTi repoiB. Tak, npamaTH4HOI ipOHIi CIIOBHEHI CLIEHH i3 cecTpaMu Ta HACTOSTENbKOIO
MOHACTHPSI, SIKi 31 CBSITOO HAIBHICTIO Ta MAHOONMBICTIO cTaBuiIKCs 10 KiTTi sk BIpHOTO MOMIYHMKA 1 HAIIHHOTO JIpyra
cBOro yojoBika. Ha 1oaTok, HOBUHA PO BAriTHICTH TOJIOBHOI IT'ePOTHI BUKJIMKAA AYXOBHE IiJHECEHHS B OXOIUICHOM Y
xoJeporo micti. Taka MoBeiHKa 1 BUCIOBIIOBAHHS MOHAXHWHB, sIKI HE 3/1aTHI MPaBUJIBHO TPAKTYBATH BUMHKH Ta peak-
LIIF0 MOJIOJO1 KIHKHU, CIIPHYMHEHI HecTa4yero MpaBArBoi iHGOopMalii 1010 3pajy 1, BIAMNOBIAHO, CIIPABKHIX HPUYHH Ie-
peOyBaHHs1 y Meli-nanb-Qy Ta 0aThbKiBCTBa HeHapopkeHol nutuHH. OTXke, IXHS MOBE/iHKA Ta BUCIIOBIIOBaHHS HaOy-
BAIOTh IPOHIYHOrO 3a0apBiieHHs. 30BCIM IHIIMX aKLEHTIB Ha0yBae paMaTuyHa ipoHisl y BUNaAKy noBepHeHHs KitTi 1o
I'oHkoHra, KoM i1 TOCTHHHO 3aMpoINyIOTh TOXKUTH B OynuHKY Taycenai. KitTi ogpasy momituia, mo rocoanHs Mae-
TKY 1 WICHH aHIJIIHCHKOI KOJIOHIT 3MIHHMJIM KOJHMIIHE 3BEPXHE CTABJICHHS Ha JPY)KHE Ta MPHUPIBHIOBAIH ii MOJOPOXK 32
YOJIOBIKOM JI0 T€pOTYHOro BUMHKY. HarmeBHO, nuIeMipcTBO, SIKUM OYyIo MPOCSKHYTE BIKTOpiaHChKE CYCIIIBCTBO TOTO
4acy, HACTUIbKU TJIHOOKO 3aHYPHIIOCS Y CYTHICTh T'€pOiHi, 10 MepeOyBaHHSI rOCTEI0 B OCENi KOXAHIIA HE 3MAEThCA TH
LUHIYHUM 1 00pa3IuBUM, Y MepIry 4epry, juist Hei camoi. LIst ipoHis Mexye i3 iIKuM capKa3MOM.

VY poMaHi THII CTOCYHKIB MiX YHTayeM 1 «IEHTPAJIBHOIO CBIZIOMICTIO», IIO IPYHTYEThCS Ha Oe3MEXHIN JOBIpI,
00YMOBIIIOE BUHHKHEHHS €JIEMEHTIB ApaMaTuyHoi ipoHii. JIume untad i «ieHTpanbHa cBigoMictb» JIkymii nepedysa-
I0Th Y KypCi TOHKOIIIB CTOCYHKIB T'OJIOBHOI I'€pOTHi 13 KOXXHUM OKPEMO B3ATHM rnepcoHaxeM. Otxe, J[xymis, a pazom 3
HEIO 1 YMTay CHOCTEPIraroTh 3a MOBEIIHKOIO MIP03aiyHOro Ta caMoBoBoIeHoro Malikia, KWl i BILTMBOM JIECTOLIIB
JPYKUHH 10pa3y «JIeb MOMITHO BTATYE UBIT Ta BUIHMHAE mimoopipms» [5, c¢. 158], monomoro cnoba Toma denuena,
Hommi, Yapasza Temepai Tomo. LlikaBum € ol ¢axT, mo Oyiau cnpoOH BU3HAYNUTH THII ipoHii B poMaHi, 30kpema, Eimi-
3aber boyeH Ha3Baia 11e «NEW irony», 1o mojsrajia y KOHTPOJ, TOJIOBHOIO T€POIHEIO 1, BiIIOBIIHO, YNTAUEM CHUTYAIIIT:
«here it takes new irony and — by Julia’s control of the situation from her disadvantageous position — a curious bold
grace». Jxymis ycBimomutioBana cBoro «eagerness for love and royal high — handedness expose her to a string of
humiliations from the recalcitrant, muddled and common Tom, avid for luxury but suspicious of being bought up» [9,
¢. 309]. Cxnaznaetbcsi BpaskeHHS, 10 TOJIOBHA T€POiHs BeJe IPY 3 KOXKHUM OKPEMO B3STHM IEPCOHAXKEM, BMIJIO IPopa-
XOBYIOUH KOXXKHHUH JKECT, CIOBO, JIif0. BoHA HE MPOCTO «IIeHTpalbHa CBIIOMICTB», BOHA — PEXKHUCEP CBOET BIIACHOI BUCTa-
BU Tij Ha3BO XWUTTA. «lleHTpanbHa cBimoMmicTb» J[xymii BHOynyBana «iHTHUMHI» CTOCYHKH 13 YHMTadeM, JOBIpUBIIN
oMy sIK BJIacHE CBOI, Tak i 4yXi TaEMHHUII. A BiATakK, 3 OHOro OOKy IpOTHCTaBHWiIa ceOe 1 yhuTadya «HeaKTOPCHKOMY»
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CBITY, y SIKOMY [Ii1 Ta CJIOBA MIEPCOHAXKIB JPaMaTH3YIOThCS 3aBJISKU €lIeMeHTaM JipaMaTuyHol ipoHii. Bonu, B cBoto uep-
'y, CTBOPIOIOTh €(PEKT IITYIHOCTI, HEPEATLHOCTI, POOJISITH IEPCOHAXKIB TTOIOHUMH J0 TepOiB JISUILKOBUX BHCTaB. [1pu-
XOJIMMO JI0 BUCHOBKY, III0 Y TIPOTHCTABJICHH] IIPUXOBAHE — CIIPABXHE» K 0a30BOT0 €IEMEHTY JApaMaTUYHOI ipoHii came
JIKyIist CTBOPIOE BpayKeHHsI €IMHOT pealibHOI MOCTATI Y TBOPI, YMM 1 MiATBEP/DKYETHCS Te3a FOJIOBHOI I'epoiHi Mpo Te, M0
«it's only we who do exist. They are the shadows and we give them substance. We are the symbols of all this confused,
aimless struggling that they call life, and it's only the symbol which is real. They say acting is only make-believe. That
make-believe is the only reality» [8, 117] («Cgirt — 1ie crieHa, i Bci Jr0¥ — TiNBKK aKTOpPH, 10 IParOTh Ha Hiil...Bce, 1o s
3apa3 Oady Tam, 1103is1, a peasibHICTh — I1e MU, aKTopH. Mu 6epemo ixHi HikueMHi JpiOHI emollii, BuI00yBaeMo 3 HUX Kpa-
Cy ¥ mepeTBOPIOEMO iX Ha MUCTEIITBO, 4 BOHH iICHYIOTh TUIBKH JUTS TOTO, 11100 OyTH Tiisnadamu, myomikoro» [5, c. 212]).

Came B KOHTEKCTi poMaHy «Tearp» BapTo A€TalbHIllEe 3yMUHUTHCS HA TAKOMY Ba)KIIMBOMY €JIEMEHTI JpaMaTH4-
HOT ipOHii, SIK «XMacKyBaHHi». ¥ TBOPi MH Ma€MO CIpaBy HE 3 MEPEeBSIraHHAM y mpsMoMy cenci (outer disguise), o
Oyno npuramanue Ounbiiocti 1’ ec llekcnipa, a 3 TPUXOBaHOK MAcKOI0, 30KpeMa MOBA /i€ PO MPUXOBYBAHHS IT'€POEM
CBOE€T crpaBxkHBOI cyTHOCTI (inner diguise). I xoua edekt Macku B Tiil uu iHIIIH Mipi IpUTaMaHHUI Maibke BCiM roo-
BHHUM T'eposiM POMaHiB, IO CTAIX 00’ €KTOM HAIIOro JOCIi/PKEHHS], ajie BJACTHBICTIO 3MiHIOBATHCS 3aJI€XKHO BiJl CHTYa-
1ii Ta CIiBpO3MOBHHKA HaJiIcHA jume Macka Jxymii. Came e cTao miICTaBor I HAallpyKeHOro aianory Pomkepa
i3 MaTip 10, IKOMY He BJIaBaJslocs 3HAWTH cripaBxkHIo JIKyIito cepeln 6e3i1iui Macok, a TOMy BiH IPUHIIOB 10 BUCHOBKY,
o ii He icHye: «You don't know the difference between truth and make-believe. You never stop acting. It's second na-
ture to you. You act when there's a party here. You act to the servants, you act to father, you act to me. To me you act
the part of the fond, indulgent, celebrated mother. When I've seen you go into an empty room I've sometimes wanted to
open the door suddenly, but I've been afraid to in case | found nobody there» [8, ¢. 106-107]. 3mina Macok mpu3BOIUTH
JI0 TOTO, 110 TepO CHPUHUMAETHCSI BOJHOYAC 1 CHIIBHOIO BOJILOBOIO TTOCTATTIO Ta TEPOEM, 1 TMBAKOM, HABITH OJIa3HEM.
JpamaTigHa ipoHisl, TAKAM YHHOM, 3pOCTA€ HE BiJ] CUTYaIlil, a Bi caMoOl JIOAWHU, ¥ YOMY 1 MPOCTEKYETHCS HACIITY-
BanHa B.C. MoemomM eBpumiaiBcekoi ipoHii. Takuil mepe0ir moiif yMOXKIIMBIIIOE BUCHOBOK, IO JIFOJUHA € PEXHCEPOM
cBo€l 10711 200, IHIITUMH CIIOBAMH, JOJIS 1 € caMa JIFOIMHA.

IHIma cuTyaris crocrepiraeTbesi B poMaHax tuiry «51 — Hapatop» («Micsus i mimsiku», «Ha sxani 6pursm», «ITupo-
I'd i IMBO»), JIe PO3IOBiIay BECTYIAE MIOCEPEAHUKOM MiX YMTA4EM Ta TOJIOBHUM T'EPOEM 1, BIAIIOBIHO, Yepe3 KTOUKY
30py» Mictepa Emennena B «[luporax i musi», mictepa Moema B pomani «Ha sxasni OputBm» Ta aBTOpa-po3mnoBigava y
«Micsmi 1 Miggkax» BimOyBaeThes mepenada indopmarii. TyT BiICYTHE UiTKe MPOTHCTABICHHS 3HAHHS «IIEHTPAIBHOL
CBIJOMOCTI» Ta YATa4a i PEeUITH IepcoHaXxiB. HaToMicTh, pO3IOBiIad aKyMYIIO€ KTOUKH 30pY» T€POiB, AKi BUCTYIAIOTh
HOCISIMU IiHHOI [T Hac iH(popMarlii, Ta mepedyBae pa3oM 3 YWTA4eM y MPUBIICHOBAHOMY CTAHOBHII, OCKIIBKH 3HAE
MIPUXOBAHI HIOAHCH K TBOPYOTO, TaK i OCOOMCTOr0 JKUTTS TOJIOBHOTO Tepos. A BilTak, MepCOHaXi, SKAM HEIOCTYITHI
Ta€MHHIII, IPUXOBaHI MOTHBH, 1HAKIIE KaXKydd, «CKEIeTH y madi», BUCTYMAIOTh 00 €KTOM JpaMaTH4HOI ipoHii. Tak,
JOCUTH IpOHIYHO BUIIIIIAIOTH HPEICTABHUKH BIKTOPIaHCHKOTO CYCHIIBCTBAa MONKOBHHK Mak-EHnapro i3 apyxuHOIO,
kosmumast Micic Crpikrenn («Micss i mimsku»), Onpoit Kip ta mpyra micic dpiddinn («ITuporu i muo»), Emmior Te-
miuiTon («Ha sxami 6pureu»). Came y 11bOMY KOHTEKCTI OyJ10 BUCBITIIEHO 3acaju ipoHii B pomani «Ha skami GpuTBu»
mitepatypauM kputukoMm J[xozehom Yoppenom biuem. 3okpema 3ayBaxkyeThes, o y Moema «irony never sleeps».
Uepes Te, 1110 PO3MOBiIa4eBi, a pa30M 3 HAM 1 YMTAUEBl JOCTYIHI BiJIOMOCTI, HABITh TAEMHHUIII MIPO KUTTS JIFOJCH, 10 HE
HAJISKATh aHi 32 CTATKOM, aHi 3a JIyXOBHHUM IOKJIMKAHHSIM 10 oToueHHs Eiutiora TemriToHa, 1epeMoHist HOoro moxo-
BaHHS BUIIIAAAE BKpaii iponiuno: «The ceremonial death of Elliott Templeton and his laying out (in the costume of a
noble ancestor, borrowed from Velasquez) make one of the unforgettable scenes of English comedy. Unforgettable at
least, till something comes along more truly memorable» [8, 352]. Takum unHOM, ApamMaTHYIHA ipOHis, B TaHOMY BHIIa-
JIKY, BUCTYIIa€ 3aC000M BHPaKCHHS aBTOPCHKOI MO3MILi1, CrpsiMOBaHOl poTH cHoOi3my (Emmiot, micic Bpemi) ta min-
crymHocTi ([3abena) BIKTOpiaHCHKOT EITiTH.

TakuM YMHOM, 3aBJSIKM 3aCTOCYBaHHIO JIpaMaTH4HOI ipOHIT BiOyBA€ThCsS 1HKOpPIIOpALlis, 3aJy4eHHsl YuTada 10
pO3ropTaHHs MO/, 0 J03BOJIsIE HOMY 3HATH MPUXOBaHY MpaBly. BBeleHHs yuTaya, SKOMY JOBIPHIN TAEMHUINO, 32
JIAIITYHKU CIPUSIE MiIBUIICHHIO 3aI[IKaBJICHOCT] PEIUITIEHTA 1 TOBOAMTH, 1[0 aBTOP 3 IIOBAr0I0 CTABUTHCS 10 YUTAIIBKOT
ayauropii. 3 oJHOro OOKy, YyMTay BifuyBae ceOe YaCTHHOIO JIHCTBA, a 3 APYroro OOKY, BiUyBa€e CBOIO IIEpEBary, ake
pO3yMi€e NPUXOBaHHUN 3MICT CIiB, PyXiB Ha (POHI MEPCOHAXIB, SKiI HIYOrO HE MiZO3PIOIOTh. SIK Oaunmo, BiIOyBaeThCs
pyHHAaIis Tak 3BaHOI YETBEPTOI CTiHH, 110 MA€ HAa METI OOMEXUTH BUT'a[JaHe BiJl 30BHIIIHBOTO CBITY. Sk pe3ynbrar, Bia-
OyBaeThcsl TEpEOoIliHKa 3acajl, Ha SIKMX TIPYHTYIOTBCS CTOCYHKH MiX JpaMaTyproM-lIMCbMEHHMKOM Ta TJIsavyeM-
yuraueM. [TUCbMEHHHK 3BEPTAETHCS [0 CIIJIbHUKA-YMTaua 3 METOI OTPHMaHHS HOro «iIe0JI0riYHOro KOLy» Ta BIACHOL
iHTepperauii Tekcty. Kpim Toro, 3airydeHHs! eleMeHTIB IpaMaTHYHOI ipOHii CIIpHsie BCTAHOBJICHHIO MIEBHOT'O MICHXOJIO-
TYHOTO KOHTaKTY, IHTUMHO-JIOBIPJIMBIX CTOCYHKIB MIJK pO3IIOBiJjaueM i UynTayeM. A TaKoX BeJle [0 IiJBUIICHHS e(eK-
Ty OYiKYBAHOCTI, KOJIM YNTa4 3 HETEPIIHHAM YeKa€e pPO3B’sI3KH, 00 NOOAUYNTH PEaKIifo MepCOHaxIB.

Otxe, eNeMEeHTH ApaMaTHYHOI ipOHIi B pOMaHaX MHCBMEHHHKA, SIKI PEali3ylOThCs, B MEPIIOMY BHIIAJIKY, depes3
MaKCHMaJlbHe HAOJIDKEHHsI YUTaya 70 IEHTPAIBHOI CBIJIOMOCTI» Ta KaTeropuyHe MPOTHCTABICHHS TPYNH «UUTAY —
«UEHTpaJIbHA CBIJIOMICTH»» PEIITi NEPCOHAXKIB, BUKOHYIOTh (DYHKIIIO HE JIMIE aKTHBAIlil YyhTalbKoi yBaru, a il Bupa-
JKEHHIO aBTOpCbKOI mo3umii. [HmmmMu cnoBamu, B. C. Moemy Bpanocss npamMaTn3yBaTH HalpyKEHE cOlliajbHE CTaHO-
BUIlle B AHIJII Ha 371ami CTOJNITh. Y JpYroMy BHUIAJIKY, IepeyMOBOI BHHUKHEHHS JApaMaTH4YHOI ipoHii B poMaHax
MUChbMEHHUKA BUCTYIIA€ HAKOMUYCHHI 3HAHB Ta BiJJOMOCTEH PI3HHX «TOYOK 30pY», 5Ki, B CBOIO Yepry, MaKCHMAIII3yIOTh
IpoHIYHNI e(eKT.
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Summary

The beginning of the 20" century in literature is marked be using new techniques in getting author’s point across.
One of these techniques is irony. Moreover, this category may be distinguished as one of the ways to broaden the
novel’s measures. In fact, irony becomes the synthetic instrument of epic and dramatic in the novel. So, the aim of the
study is to show features of dramatical irony in the text of the novel and to discuss its role in helping audience
recognize the themes and personalities of the novel and, finally, its influence on the narrative construction.

As a matter of fact, dramatic irony is widely used in drama, but we should try to find the elements of this type of
irony in Maugham’s novels. We deal with the elements of dramatic irony, when the audience is more aware of the true
state of events that will have a great influence on the development of the plot in any work of literature than the
characters themselves are, it is called dramatic ironyl. It keeps the audience on the inside throughout the entire literary
work. The reader depends on the «central consciousness» of the heroes («Theatre», «The painted veil»), so all these
events which are caused by disguise, deception, and mistaken identity are known to the audience, but not to the rest of
the characters. Moreover, dramatic irony is used to heighten suspense. When the audience knows what is happening,
there is more suspense, because they are waiting for the crucial moment in which they can see the reactions of the
characters when everything is revealed.

It’s actual in the context of «Theatre» to talk about the «effect of masks», which has the ability of constant changes.
Mistaken identity is usually accompanied by disguise, or in other words, it is the result of disguise. It happens when one
character is unaware of the disguised character and mistakes him for another. With the help of «mask» the main hero is
considered to be both a strong and a strange person. So, the dramatical irony starts not from the situation, but from
character.

In conclusion, the elements of irony in Maugham’s novels, which are organized both through short distance
between the recipient, «the central consciousness» and the opposition of the «reader’s group» and other characters are
used to activate recipient’s attention and author’s point of view.

Key words: irony, reader, narrator, «central consciousness», «point of view».
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JKAHPOBA CBOEPIOHICTb NMOBICTI TAJIVHU NAINyT4dK
«3AMUCKU BIJTIOITO NTALUKA»

Y cmammi ananisyemocs scanposa cneyugixa nosicmi «3anucku binoco I[Imawka» cyuacnoi ykpaincbkoi nuco-
mennuyi Tanunu Tazymsak. Akyenmyemocs Ha GUKOPUCIMAHHI OPMU 3aNUCOK K NPOGIOHOL Y XYOO0UCHIT MOOeLi MEopY,
wo 06ymogieHa 0cobUicmio onogioi ti CMEOPEHUMU MUNAMU 2ePOi8.

Kniouosi crosa: scanp, 3anucku, nogicmo, Hapamueg, onogioay.

3HavyeHHs JKaHpPy B JITEpPaTypHO-MHCTELLKOMY IPOLIECi BCIX MEpioliB icTopii JliTeparypH, 1 Ha Cy4acHOMY erami
30KpeMa, crpaBeuiuBo Bu3Hauymia H. KomucersiHepka: «XapakrepucTuka HanpsMy IMOBHHHA MaTH CTPHXKEHB, 1 JoOpe,
KOJIM HUM € BU3HA4YEHHsI )KaHPOBOI CHCTEMH, sIKa BUKOHY€E OpPTaHi3ylouy IUIICHICTh, POJIb 3B 3Ky MIXK €CTETHKOIO Ha-
MIPSMY 1 KaHPOTBOPEHHSIM. 3HAHOMCTBO 3 aBTOPOM TaKOXX MaJio O 3aBXKIM ITOYMHATHCS 3 BU3HAUEHHS HOr0 JKaHPOBOL
CHCTEMH, TOOTO 3 BUIUICHHS JKaHPIB, Y SKUX BiH CKa3aB HOBE CJIOBO. Bij okpecieHHs aHPOBOI crienugiky moYrHa-
€TBhCS 1 BUBUCHHS OKPEMOro TBOpy» [5, ¢. 6]. M1 MOBHICTIO MOIINISEMO MOTIISIN JOCHITHUII OO0 MEPIIOYEProBoi podi
XKaHpy K (OpPMHU OpraHizalii Ta iCHyBaHHs XyJI0KHbOTO TBOPY.

OcraHHIM 9acoM y JITepaTypO3HaBCTBI BCe Pifllie 3BEPTAIOTHCS /10 BU3HAUYEHHS KaHPOBOI CHENU(IKK TOTO YH 1H-
moro TBopy. BinOyBaeThes 1ie yepe3 CydacHi TEHJIEHII B MUCHMEHCTBI 0 PO3MHBAHHS, CHHKPETH3MY, riOpuan3arii
KAHPOBHUX CTPYKTYp, MOMIMPEHHS aBTOPCHKUX HOMIHAIIH KaHPY TBOPY, MOKIMKAaHUX 3aiHTPUI'YBATH YHMTAIbKY ay/au-
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