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Uetseptuii poman Ilitepa Akpoiiza «HaTrepTon», omyomikoBanuii y 1987 porri, oTpumMaB mUpOKe OCBITICHHS y
3apyOKHIN KPUTHIIL, TPOTE Y BITYU3HAHIN MOYKEMO 3HAWTH JIMIIIC HE3HAUHY KUIBKICTh CTATEH, 110 MAIOTh IIPSIMETOM
aHayi3y 3a3HaueHoro pomany. Haifyacrime pomMaH 3ray€eTbcsi y KOHTEKCTI TOCTMOIEPHICTCHKUX 17161, pPO3TJIsIIatoTh-
csl mpodiieMn MeTaTeKcTy, MeraHapparuBiB (Jliotap), icropiorpadiyHoro pomany; AesiKi JOCIIIHUKH TOPKAOTHCS
MMMCHMEHHUIIBPKOT 0COOHUCTOCTI camoro YaTTepToHa Ta Crioco0iB CTBOPEHHS HOT0 00pasy y poMaHi.

VY 1iif cTaTTi Mu 30IHCHIMO CIIpoOy MpoaHali3yBaTH Ta 3iCTABUTH XapaKTEPUCTHKH IHOTO poMaHy [1. Akpoiina y
CBITOBIH Ta BITYN3HSIHIA KPUTHIL.

Hepm 3a BCe, BApTO 3a3HAYMTH, 10 Maiike BCi aHAJTi30BaHi HAMU JoKepena BUCBITJIIOIOTH CITOCIO MPEICTABICHHS
aBTOPOM ICTOPUYHHX MOJIH muryrnoro. Amke I1. Akpoiin npornouye yuTaueBl Tpu BapianTu Oiorpadii YarrepTona, y

OJTHIM 3 SIKMX MOJIOAWH ITOET I'MHE 3 BiJuaro Ta 011HOCTI, y lHHIOMy BiH 3aJIMIIAETHCS KUBUM Ta MPOIOBIKY€ THCATH
BiJl IMEHI 1HIIHUX [OCTiB-CYYacHHKIB, Y TPETbOMY K (LieH BapiaHT PO3BHUTKY IOJii aBTOP BiIKPHBAE HAIIPUKIHLI TBO-
py) YarTepToH oTpyiBCs y BIacHii KiMHATI, ajie 30BCIM 3a iHITUX 0OCTAaBHH, HIX IIe 3a3HA4YEHO y «odimiiHii» Bepcii
foro Giorpadii, siky I1. Akpolia Haraxye YnuTadeBi Ha MOYATKy TBOPY. BinmoBinHo, AKpOHI BiATBOPIOE y SIKOCTI aK-
TUBHOTO (hoHY TpH enoxu: yac Yarreprona, XIX cromitTs, Hari yacu

Tak, H. Xyti (N. Hooti) y crarti «Peter Ackroyd’s Chatterton: a Lyotardian study» 3a3Hauae, 1110 KOKHA 3 IHX
6iorpadiii NpOTUPIYNTH THIIIH, OTXKE, )KOAHA 3 HUX HE MOKE BBRKATHCS ICTHHOIO, POTE i O/IHY HE MOYKHA BBAXKATH
HernpaBauBoo. BiH HasuBae «HaTTepToH» Mapoiero Ha iICTOPHYHUIT POMaH: aBTOP BUKOPUCTOBYE iPOHII0, IIACTHUIL Ta
TapOAifOBaHHS, TPOTIOHYIOYH ANbTEPHATHBHI BepCii MOAiN, 3aIHIIIAI0YX POSMUTOIO TPaHb MK IIPABJIOI0 Ta BUTA KOO
«in order to destabilize realistic representationy». J[7is1 HbOTO 1I€ € OJTHOIO 3 O3HAK 3aNepEeUCHHS] METAaHAPPATUBIB, TIPO
siki nucas JK.Jliotap. 1jis miaTBepHKEHHS BIACHOT TyMKH, XyTi 1uTye ciioBa JI. XaTueH:

«Chattertony represents history and narratives of the past events and makes it neither believable nor unbelievable
in order to show that there is no historical fact but merely «brute events of the pasty« [3].

Haranaemo, 110 MeTaHappaTtiuB — ¢ yHiBepcallbHa CHCTEMa IOHATH Ta CHMBOJIIB, CIIPIMOBAaHUX Ha CTBOPEHHS
€IIMHOTO THITY 300pa)KeHHs, 1Ie 0COOJIHMBHUIA THII IUCKYPCY, 110 IParHe CTBEPIUTHCH K ICTHHUH Ta CIIpaBeJIMBUH.

@.A. AMKaa IPOJIOBXKYE IO AYMKY, IiIKPECTIOI0UH, III0 AKPOW]] iIMITy€e aKT CTBOPEHHS icTopiorpadii, BHKO-
PHCTOBY€ HIOWTO CIIPaB)KHI ICTOPUYHI JJOKa3U Ta JOKYMEHTH, 1100 «IIOCIATH 3€pPHO CYMHIBY y uMTaueBi». Bpemiri-
peLT aBTOpU CTATTi JOXOMATh BUCHOBKY, IO iCTOPHUYHA IIpaBJa 3aJeKHUTh BiJ TOTO, XTO 1I IHTEPIpPETYyE, a OTKeE,
€nuHOI Bepcii icTopil He Moxe icHyBaTu. Bin Takox HazmBae «Uarrepron» mapomiero: « Chatterton is a parody of
an historical text and historiography in generaly. Konecuuk I'.JI. Ha3uBae Takuii crocié mogaui icropudanx (GakTiB
03HAKOIO «EIICTEMOJIOTITHOTO CYMHIBYY.

Crro3an Omnera B kam3i «Metafiction and Myth in the Novels of Peter Ackroyd» (1999) takox posrmsmae iioro
TBOPH 3 TOYKHU 30BY icTopiorpadiuHoro meratekcry. JlocaimHuis 3a3Hayae, 1mo AKpoij IepeoCMUCIIOE ICTOPUYHE
MUHYJIE B [TOLTYKaX HOBOT'O KUBOTO CEHCY, 1110 CTaB OM aKTyaJbHUM JUIsl CY4acHOCTI. AJle 4M HacTpaB/i AKpoi] came
MIEPEOCMUCIIIOE MUHYJIE?

Ha mportuBary BumiesasHaueHuM Toukam 30py, A.B. IllyOina posrimsgae «HaTTepToH» K onuH 3 OiorpadiqHuX
pomaHiB AKpoiina, mpoTe 1i AyMKa 00 TPHOX Pi3HUX Oiorpadiii repos B MIJIOMY CITiBIIaa€ 3 BUIE3TaJaHIMHU aBTO-
pamu. BoHa 3a3Hagae, 110 aBTOP CTBOPIOE He ICTOpUYHUI TBip, a «POMaH TPO iCTopWIHiCTL iCTopi'l'» [TimHimMaroun
MATAHHS PO MPHPOIY Camoi ICTOpll Ha 11 1yMKY, AKpOW CTBEp/PKYE ii TEKCTyaJbHICTh, & OTXKE, BIIXUIISIE TYMKY
PO JOMIHYBaHHS poui (aKTy y Mi3HaHHI ICTHHU.

TyT nocrae nmuraHHs — 9u Hacrpasi «YaTTepToH» MOXKHA BITHECTH J10 KaHpy Oiorpadii? MoxinBo, el TepMin
motpeOye yrouHeHHs. Hampukiman, MoxxHa Oyno O 3amporioHyBaTH «KBasi-Oiorpadiunay abo «cemi-Oiorpadidray
(banHTa3isA, OCKITBKY OioTpadiuHuUi XKaHP HE € JOCUTh TOYHUM BiTOOPaXCHHSM CYTHOCTI pOMaHy.

VY cBoemy aBtopedepari A.B. Illybina 3ramye kuury ['ibcona ta Bondpeit «Peter Ackroyd: The Ludic and
Labyrinthine Text» (2000), aBTopH sikoi aHaI3yIOTh came MoJIi()OHIYHICTh CTHIIIO pOMaHiB AKpoiia.

Pazom 3 nutaHHsAM 1po icTopiorpadito MocTae MUTaHHs TEKCTY, 3HAUYSHHS TEKCTY Ta aBTopy. J[k. Bibsmc roBo-
PUTB TIPO 11€ TAKUM YHHOM:

© 0. 1O. Apmexa, 2014



78 Hayxosi 3annckn HarionansHoro yHiBepentety «OCTpOo3bKa akaaeMis

«The texts that matter are those that have not been read, that owe their power to their mysteriousness, their
intangibility, their illegibility, to their absencey. [4].

[TuraHHs, 0 TAKOXK YacTO MiJIMMAEThCS y aHAII30BAHUX HAMHU CTATTAX Ta MOHOrpadisx — IMHMTaHHS MPO TaK
3BaHI «ITPOOKM», HACIITyBaHHS Ta (aTBIIMBKH, 110 3yCTPiYalOThCS y TBOPI y pi3HMX NposiBax. [lounnaroun 3 camo-
ro YarrepToHa, 00pa3 SKOT0 CTaB CUMBOJIOM Tuiariaty Ta migpooku. I'. JI. KonecHuk y cBoiii cTarTi 3BepTaeThes 10
TEMH TaK 3BaHOI «CyIepedku mpo Poyi», Buramanoro YaTTepToOHOM CepeTHFOBIYHOTO MOHAXA, BiJ iIMEHi SIKOTO MTOET
IIEBHUI Yac MHUCaB.

Onun 3 posaini aucepranii A.B. [lly0iHoi mae Ha3By «Poman «HaTTepToH» — MiXK peanbHicTIo Miha Ta peaibHic-
TIO (baKTay, 1110, HA HAILY IyMKY, € JIy)Ke BIIly4HUM (popMyItoBaHHsIM. [IpoTe aBTOp HE yTOUHIOE, [0 CaMe PO3yMi€Th-
Csl TTiJT HOHSATTSIM «Mi(h», OCKUTBKH, SIK BIZTOMO, el TePMiH BHPI3HIETHCS TOCTATHHO IIUPOKOIO MOJTICEMIEIO.

O6pa3 camoro YaTTepToHa 3MIHIOBAaBCS IS ICTOPHKIB JITEpaTypu Ta KPUTHKIB 3 TUIMHOM dacy. HaBiTe cam
AKpOHI TMATBEPIIKYE IIe, TOBOPSIH, 0 «YaTTepTOH MepeXB YHCICHHI JiTepaTypHi iHKapHanii». Bin OyB 1 «Mic-
TU(IKATOPOM aBTyCTIAHCHKOI €TIOXM», 1 «JJMBHUM 00JIapOBaHUM XJIOMMYMKOM», 1 «POMaHTHYHKUM if0om». [lepcona
YarreproHa OyIa npeMeToM Cyepeuok Maike Bech 4ac miciist ioro cMepti. Tak, Harnpukia, JJst HOEeTiB eOXH Po-
MaHTU3MYy YaTTepToH CTaB yocoOIeHHsIM TpariyHoi o1 toHoro reHis. OcobiamnBo 6araro TpaHcdopmariil, sik 3a3Ha-
yae Konecnuk I'.JI, #ioro o0pa3 3a3HaB BIIPOIOBIK ABAILUSATH POKIB Micyst Horo cmepti. Koxer 3 moeTiB-poMaHTHKIB
BHJUISAB y HOTO mocTaTi mock ocodnuse. Tak, BopacBopt HasuBas Horo «marvelous boy», Kitc — «child of sorrow,
Kompimx — «spirit blest»,a mi3Hime i Yaiiiax TOBOPHUB PO HHOTO SIK PO «pure artisty.

JIx. BinbsaMc onmucye 11e SIBUIIE TAKUM YHHOM:

«In the early 19" century we encounter no shortage of writers, artists, and critics eager to bring Chatterton back to
life as a poet, and the victim, they wanted him to be».

Hesin ®eiipep y crarti «IlocMepTHe moeTudHe *UTTA YaTTepToHa sIK KOHTEKCT st «Moromiiy Kompimka» Ha-
BiTh BHILISIE TPH BUIH CIPUIHSTTS mocTaTi YaTTepToHa, o chopMyBaHcs MiCIs HOTO CMEPTi: CATHPUIHUH, JTipHd-
HUH 1 qpaMaTHIHAN.

[MocTiiiHi AuCKyciT 111010 HOTO TOCTaTI Ta Pi3Hi MOIJISIIU HAa HOTO TBOPYICTh MPHU3BEJIH JI0 BAHUKHEHHS TOTO, 10
I'. JI. KonecHuK Ha3MBae «pOMaHTHYHOIO «ITiPOOKOIO» KUTTS BEIIMKOTO aBTOPA MiIPOOOK».

o x 1o Toro, sik BiacHe AKpoiin cripuiimae ¢irypy YarreproHa i IKUM BiH 3MaJIbOBY€ HOT0 Ha CTOPIHKaX CBOTO
pOMaHy, TYT JyMKH KPHUTHKIB PO3XOISTHCS.

JIx. Bimesmc HazmBae momomoro moeta «Romantic dreamer», a cam poman — «Essentially Romantic attitude
articulated in a language adapted to a post-Romantic era». A Ha TyMKy BHIIEHa3BaHOTO BITUYM3HIHOTO IOCIIiTHHKA,
it Axpoiina YaTTepToH MepIl 32 BCE — «IPOJOBKYBaY CIIOKOHBIUHOI aHTTIHCHKOT TPamuUIlily, «IPOTOTHITHUIN aH-
TIIACBKUHN TTOeTY.

SIKI110 5K 3BEpPHYTHUCS JI0 CIPUIHATTS YaTTepToHa noeTaMu-poMaHTHKaMU, TO IM OyJia BIacTHBa JlyMKa IIpO HbOTO,
SIK TIPO i7ieaTbHy MOJENb YHIKJIBHOT TBOPYOT 0COOMCTOCTI, HE3AIUIIMOBAHOI JKOJHUIMH MaTepialbHUMU aMOiLlisSIMH.

«Chatterton had written not just as another person, but as another person from another time. His attempts to make
a contribution to the ‘enlightened’ eighteenth-century world of letters as Thomas Chatterton ended abruptly with his
death. This paradoxical perception of absence as presence has been a recurring preoccupation for artists and critics
of Romanticism ever since» [4].

[Ipote y Akpoiina Mu 6auMMO MOJIOZOTO TIOETa, CHPAIIoro A0 CiaBu, 0araTtcTsa, 3roJHOro nucatu OyIb-1110, abu
JnIe Homy 3a e 100pe IIaTHIIH.

ABTOpH cTaTeH TAKOXK 3BEPTAIOTH YBAry Ha CTPYKTYpy TBOPY, IOJII1 IKOTO BiIOYyBaIOTHCS Y TPHOX CTONITTSIX, TIPO-
Te MEePCOHAXI AKOTO TaK M iHAKIIE YCi IMOB’A3aHi MK CO00I0, 1 YCi BOHH TaKOXX ITOB’s[3aHI 3 MHUCTELTBOM Y Pi3HUX
fioro mposiax. | BoHM Takok 1MoB’si3aHi 3 migpoOkamu Ta HachigyBaHHsM. A.B. Illy0ina iurye Ykko XaHirena, skuit
Ha3uBaB pomaH [1.Akpoiia «CrpaBKHbOIO KAMEPOIO BiJUTYHHS», Y SIKiH MOJIT )KUTTSI TOJIOBHOTO T€POsl BIIUTYHIOIOTh
y KUTTI IHIIKX TepoiB. Y aBTopedepari no i auceprauii A.B. Illy0Oina HasuBae poman Akpoiina TpaHcdopmari€ero
akasieMigHoi 6iorpadii, sika Mae y cobi JKUTTENNC HEOTHO3HAYHOI ICTOPUYHOT OCOOMCTOCTI Ta €JIEMEHTH JIITepaTypo3-
HaBYOTO aHAII3Y Ta IIMPOKOTO TEOPETUYHOTO Y3araJbHEHHS.

V¥ crarrti C. I'oH3a1€3 MU 3HaXOJUMO JOCHTh CX0XKY TOUKY 30PY 3 LIbOTO IPUBOJLY:

«Everything in this microcosm moves around texts and their producers... Most of these artists turn their eyes to
the previous works in the production of their new creations. They borrow plots, adapt styles, produce fakes or commit
forgeriesy.

XyTi y CBOilf CTATTI LIIKOM MOTOKYETHCS 3 IIEI0 TYMKOIO, TOBOPSTYN Tak: «Borrowing from the other texts and
artistic forgery can be seen throughout the novely.

OTxe, Maiike BCi aBTOPH MOTODKYIOTHCS OMH 3 OJHUM IIIOJI0 CTPYKTYPH TBOPY, 00pa3iB repoiB Ta aBTOPCHKOTO
CTaBJICHHS 10 ONMCAHUX ITOJIMN.

Sk Bxe OyJ10 3a3Ha4YeHO paHille, 6araTboX repoiB TBOPY MOB’sI3y€e TeMa He JIMIIe MiApoOKH, a i miariary. Tak, y
nporieci podortu B 6i0mioTeni apyr Yapas3a Disin 3HAXOIUTh KHHUTH, IO CHO)KETOM HAraayr0Th HOMY POMaHH IHCh-
mennuti ["apier Ckpoyn. Hanpukiniii BoHa 313HAa€THCS, IO CIIPAB/i 3BEpTaIacs /10 IbOTO aBTOpa y MOIIYKY iieil. Y
raznepei, Je npaitoe apyxnHa Yapnb3a, BiB’€H, 3’IBIAI0THCS KAPTHHH BiZIOMOTO XYZ0KHHUKA, SKi HACIIPaB/li MaJIOBaB
ftoro momigHuK. OTXe, TeMa IIariaTy icCHye B poMaHi He nuiie B o0pasi Yatreprona. C. ['oH3ane3 y mboMy BUTIAIKY
nuutye cnosa 1. Jlopxka:

«Mr Ackroyd’s fiction has always been characterized by the writer’s effort to think himself back into the past by
a dazzling feat of stylistic imitation -which would be a charitable way of describing the forgeries perpetrated by the
young Chatterton. «The truest Plagiarism is the truest Poetryy, declares Ackroyd’s Chatterton, and on one level the
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novel can be reread as an exploration of that paradox and an implicit defense of Ackroyd’s own self-consciously
intertextual methods» [1].

[Ipote yci nepconaxi Ta nozii B poMani 1nopszani 3 YaTTepTOHOM, TUM UM 1HINMM YMHOM. Yapiib3 y cBOeMy MO-
LYKy ICTHHH PO JKUTTS ITOeTa 3a0yBa€ Mo BIIACHY IMOE3iI0, PO BiIacHe *KUTTA. Lle Moke HarajaTn 4nTayeBi poMaH
A.C. Baifett «Posession», y sIKOMy I'OJIOBHI Iepoi TaKOK HACTUIBKU 3aXOIUTIOIOTHCS MOIITYKOM JIUCTIB IIOETIB MUHYJIO-
T0, 10 I MOii ITOCTYIIOBO MOYHHAIOTh NPOHUKATH Y IXHE BiacHe KUTTs. JIiHga XaTueH roBOpHTH PO Te, IO IOJIO-
BHUH Tepoil yCBiTOMITIOE 11eif ()eHOMEH Y MOMEHT BJIACHOT CMEpTi:

«Charles identifies with his obsession, Chatterton, and feels he is living out — in dying— Wallis’ representation of
his death» [1].

3BepHEMO yBary Ha BUKOPHCTaHUIT JIOCITITHUKOM TEPMIH «obsessiony, 110 ayxe Haranye Bukopuctany A.C. ba-
HerT Ha3By «Posession».

OcobmuBuM mKepenoM eeKTy icTOpu3My B pOMaHi € iCHyBaHHA MOpyd 3 YaTTepTOHOM iHIIUX ICTOPHYHHX T10-
cTaTteil: 1e XynoxHuK ['eHpi Youic Ta BuAaTHAHN aHTIiChKIiA pomaHicT cepeanan XIX ctomitrsa @. Mepenit. Bimomi
Jstui 30BCIM 1HIIOT €OXH, BOHH, ICHYIOUH B pOMaHi «B 3B’s3Ky 3» UaTTepToHOM, HIOU «BIJICBITIIOIOTh HOTO IIOCTATh,
a MOPTPETUCT XyJI0KHBOIO BIPOIO B HHOTO CBIIYMUTH MPO MPABJY HOT0 YKUTTS.

JIx. BinbsiMc po3MipKOBYeE ITpo 3HaUE€HHSI KapTHHU JUTS pealtizallii «oKuBIEHH» 00pa3zy YaTTepToHa B poMaHi:

«Ackroyd’s novel reminds us that the physical appearance of Chatterton was as hotly debated in the absence of
any reliable evidence, as was his presence in relation to his literary, textual absorption into the persona of Rowley.
Robert Southey insisted that the profile copied by N. C. Branwhite from a drawing of 1762 by A. Morris bore a close
resemblance to Chatterton’s sister, and must therefore be a trustworthy image» [4].

B ninomy, nmoprper Ta Horo 3arajika J04a0Th [IPaBAOIOAIOHOCTI O/HIN 3 Bepciii xutTst YarTeprona Akpoiina, B
SIKIM BIH JTOXKHMBAE 710 TIOXWIOTO BiKy. [IpoTe BapTO 3a3HaYMTH, 110 OKPIM MOPTpeETy, HanucaHnoro I'. Yomricom, icHy-
BaJIM TAaKOK M 1HIII MOPTPETH MOJIOZOTO MOETA, MO sIKi y CBOil crarTi 3raaye J[x. Burbsmc:

«John Flaxman’s familiarity with the Branwhite ‘Chatterton’ appears to have influenced his depiction of Chatterton
as a deluded youth, turning his back on the light of Classicism to take the proffered bowl of poison from the Gothic
hag of dark despair.13 There is also something of Branwhite’s Chatterton in Henrietta Ward’s much later Chatterton
of 1873, though she spares us the bulbous forehead of genius» [4].

Takum unHOM, MOXHA 3pOOUTH 3arajbHUI BUCHOBOK, 1110 poMmaH I1. Akpoiina «HarTtepTon» po3risaaeTbest Kpu-
THKaMHU B KOHTEKCTi OiorpadiqHOro poMaHy, poMaHy Ipo XyJ0XKHHKA, & TAKOK POMaHy-KUTTEOITHCY.
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