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Abstract. The dominance of life-and-death-related images in Serhiy Zhadan’s texts form their unique understudied
philosophy. The aim of the article is to explore the semantics, representation mechanisms and the functioning of thanatological
motifs and existential philosophy in both poetry and prose by Serhiy Zhadan. The task is to investigate the system of the unique
death-and-life-related images, created by the author and to reassess the suggested interpretation by the previous researchers.
There has been proved that the texts by the writer are characterized by the presence of the powerful Biblical and secular images
of strong intertextual potential, used as attention hookers and deprived of the initial mythopoetic depth. The religious symbols
undergo degradation and are marked by visible lowering, acquiring down-to-earth interpretation. Zhadan’s Maria is a prostitute,
whereas Joseph and Jesus are criminals. The orthodox perception of death is neglected. Death is depicted as an opponent of life or
the escape space for the gone friends. Death is a place where one is always on time, thus, nobody needs to hurry there. The lyrical
character is a player balancing on the fringe, taking drugs, drinking alcohol, having forbidden relationships. He is followed by

death, and giving it a dare, continues to live. Serhiy Zhadan’s world of the dead “is breathing the same air with you”.

The space of life dwells on a litany of the epoch markers such as Maradona, Mercedes-Benzes, radio Shanson, Donbass,
McDonalds, Lukosl. The space of death is deprived of any temporal characteristics and is marked by timelessness. Tombs serve
as roots, holding people in the place where they were born, whereas Kharkiv roads brace the souls of the dead.

The opposition of life and death is portrayed through the astrological-natural parallelism. Life is shaded by death, which
is viewed as the end of the way. Death is personified, however, ousted of any mythological characteristics. Serhiy Zhadan’s
characters are never spiritual or deep, they are superficial, sinful, low and marginal, deprived of any inner core. They are the

product of the mess of the ‘epoch shift’.

Keywords: Biblical images, thanatological motifs, death-related images, the space of life, contemporary reality.

Problem statement. The category of death has
always been endemic to literature, dating back to its
carliest forms, such as myths, legends and national
folklore. With the transition of the mythological world
perception to the worldview suggested by one of the
conventional religions, the architecture of the realm
of the dead and the realm of the living has changed.
Biblical interpretation of death suppressed the litany
of pagan gods, giving its way to the apocalyptical out-
look, which tends to incarnate into the written texts of
history, literature and philosophy especially sharply at
the fringe of centuries. At the same time, thanatologi-
cal motifs find their embodiment in transitional poetry,
marking the epochs of rapid change: conquests, revolu-
tions, wars, large-scale natural disasters.

M. Heidegger sees death as an existential phe-
nomenon measured through the ‘relation to me’:
“Death, as far as it ‘is’, is essentially always mine.
Namely, it means a kind of existential possibility, in
which it is always directly about the being of one’s
presence” [Xaiinerrep 2003, c. 274]. Thus, death must
be comprehended existentially, that is, understood as
a particular way of being. The people themselves are
always determined by Heidegger as the being to death
[Xaiigerrep 2003, c. 289, 370], which to some extent
dissociates his philosophical ideas from the Christian
philosophy, endemic to the European worldview. The
death as a continuation of life, suggested by the Chris-
tian religion, is also neglected in the contemporary
Ukrainian writings with Serhiy Zhadan as a bright rep-
resentative at the head of it.
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The analysis of the main studies and publica-
tions. The analysis of Serhiy Zhadan’s lyrics is repre-
sented in the domestic scientific studies suggested by a
number of literary experts. Thus, Bohdan Pastukh and
Olga Shaf focus on the urban motifs in the author’s
texts, Larisa Lytvyn and Olga Shaf dwell on the Bib-
lical images represented in some of his poetic texts,
Julia Vyshnytska investigates the variations of ‘the
mythological scenario of the beginning’ in the poet’s
collections, a creative portrait of Zhadan is presented
by Larisa Berezovchuk and Anna Bila. Iryna Borysiuk
in the article “The Metaphors of Death in the Poetry by
S. Zhadan” reveals the deep symbolism of the images
of the road, the paradise, water and fish related to the
idea of death. The scope of her investigation is rather
limited and embraces two collections of poetry, namely
“Ethiopia” (2009) and “Lily Marlene” (2011). A more
focused research devoted to the thanatological motifs
combined with the athor’s mythopoetics is suggested
by Alla Demchenko in 2019, who examines another
two collections of poetry “The Life of Mary” (2015)
and “The Templars” (2016). However, both research-
ers give somewhat romantic interpretation of Serhiy
Zhadan’s thanatology, intending to find deep philo-
sophical sense behind the collection of Biblical images
incorporated into the author’s writings, which seem to
be a bit more superficial.

Statement of the task. The aim of the present
article is to explore the semantics, representation mech-
anisms and the functioning of thanatological motifs and
existential philosophy in both poetry and prose by Ser-
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hiy Zhadan and to reassess the system of the unique
death-related images, created by the author and inter-
preted by the previous researchers.

Methods and the methodology of the investi-
gation include: intertextual, descriptive, comparative.

Presentation of the main material. The extensive
use of popular or symbolic names, famous and mean-
ingful toponymy, historical realia, religious images is a
characteristic of the artistic method by Serhiy Zhadan. At
the same time, they are all used more as intention hook-
ers than the images with somewhat intertextual potential.
Thus, the collection of poetry “Maradonna” (2008) has
no explicit connection with the famous footballer and
the powerful nomination is applied as an eye-catcher.
On the one hand, the poems in the collection itself bear
the names vaguely connected with the gist of the lyrical
texts, on the other, have strong ties with the epoch itself
and serve as its markers: «/Iykouwny (liter.transl. “Lukoil”
— T.8) [Kaman 2008, c. 33], “Mercedes-Benz” [XKaman
2008, c. 46], “McDonalds " [Kanan 2008, c. 79], «I pubu
Jlonbacyy (liter.transl. “Donbass Mushrooms” — 7.5.)
[Kamau 2008, c. 40], «lIpowanns cnos’sauxuy (liter.
transl. “Slovyanka Farewell” — T.S.) [XKamam 2008,
c. 16], «Paodiowancony (liter.transl. “Radioshanson” —
T.S.) [XKaman 2008, c. 107]. Further, the last general title
is subdivided into two parts: «Padiowancon. Cmopora
Ay (litertransl. “Radioshanson. Side A” — 7.§.) [’Kanan
2008, c. 113], «Padiowarcon. Cmopona by (liter.transl.
“Radioshanson. Side B” — 7.S.) [’Kaman 2008, c. 127],
which either reflects the author’s passion towards vinyl
records, or mirrors the reality of both of the nineties and
the early naughtiest, when music was recorded on the
cassette tape. Another section of the collection, marked
by the allusions to Matsyn Svietlitsky, Charlz Bukovsky
and Paul Tselyan, is called «Cnucox euxopucmanoi
nimepamypuy (liter:transl. “References” — T.S.) [XKamgan
2008, c. 72], which by itself serves as allusion to the
somewhat failed / abandoned scientific career by Serhiy
Zhadan and his thesis in Ukrainian literature.

If “Kateryna” is a meaningful name for the cre-
ative genius of Taras Shevchenko, “Maria” is such for
Serhiy Zhadan. Maria itself is a powerful symbol with
a wide intertextual context leading to the Virgin Mary
and Biblical texts. Serhiy Zadan’s Maria is an image
more mixed with the initial role of Mary Magdalene: «z
it meoic oxauxny, Mapie, ckaosicy, cecmpo, wo 3a wHsea,
// xmo 3iwmoxuye nac auyem oo auya? // I ocv eona
// x00umo // myou-croou // nio KonuwiHim 6opoenem,
M08 cupoma, xompa // nam’asmae 8 npunyuni, oe
60HU paniwie dacunu, // are 0O0IMbCs NOMUTUMIUCY,
momy xooums // myou-cioou // i 3aiumaecmoca //
npocmumyyieioy (liter.transl. ““1 will also call her, Ma-
ria, tell her, sister, what’s the fuck, // who made us get
to close quarters? // And here she is // walking // to and
fro // near her former brothel, like an orphan, who // ac-
tually remembers, where they used to live, // but she is
afraid of making a mistake, that’s why // she is walking
// to and fro // and is peddling // ass” — T.S.) [Kagan
2008, c. 22]. Thus, the author’s Maria gets deprived of
all forms of sanctity. As the result, a powerful religious
symbol is lowered and defaced.

The depreciation of religious symbols is a char-

acteristic of Serhiy Zhadan’s creative method, stating
that both life and death have nothing to do with the
religious philosophy, common for the East-Ukrainian
way of thinking. The mockery of the orthodox realias,
their down-to-earth interpretations finds its embodi-
ment both in the author’s lyrics and prose. In his poem
“Mercedes-Benz” Serhiy Zhadan compares the path
of a criminal and his lover, chased by their partners,
with Maria and Joseph: «I oce mu pasom eubupanuce
i3 Oynoecy, 3 ii doxymenmamu i moimu Oopeamu, //
naue Mapis i Hocun na oeox eicmoxax, // Kynyiouu
HA 3anpagkax juuie HauHeoOXiOHiue — // KoHcepsu i
npesepsamusuy (liter.transl. And here we are getting
out from the Bundestag, with her documents and my
debts, // like Maria and Joseph on two donkeys, // buy-
ing only the essentials on the gas stations — tins and
condoms” — 7T'S.) [XKaman 2008, c. 47].

The criminal world and the religious symbols
often go together in Serhiy Zhadan’s legacy: «ax dsa
Icyca, // 6ub’emo 3 ybo2o micma éce 2i6Ho, NEPEXONUMO 8
yux tiobanux // yKpainyie puHox Kpaoenux menegoniey
(liter:transl. “like two Jesuses, // we will drive off all
crap out of this city, we will intercept the market of the
stolen mobile phones // from these fucking Ukrainians”
—T'S.) [’Kanan 2008, c. 17].

However, together with the lowering of the ortho-
dox symbols, the writer rebels against the Catholicism
and the catholic attitude towards the representatives of
the Orthodox branch: «sce sorcumms — six oye // nonrvcoke
paoio: 2 o0HOI mobi nosacu 00 NpPAsOCIAHUX, //
demokpamis, 0ymas 1, ibas s maxy oemokpamiro» (lit-
ertransl. “the whole life — is like this // Polish radio:
with no respect towards the orthodox believers, // de-
mocracy, | was thinking, fuck such democracy” — 7.S.)
[PKanman 2008, c. 46].

The author distinguishes between religion and its
official representatives. The neglecting of the imposed
culture, suggested by the outdated authorities, imposed
religion is mixed with the idea of revolution. With that
the revolution in Zhadan’s writings is always a kind of
anarchy, which puts in the same box pensioners, pros-
titutes, democrats, clergy, educators, the representa-
tives of the bureaucratic system: «wnagime mopoobiti
HOCUMb  AKULCL — ICMepUYHO-NOXMITbHULL  Xapakmep,
maxk 0’'10omvcsa HA KYXHI 68 KOMYHAIbHIiU Keapmupi, a
He Ha bapuxadax. Axice ceapku Mmidc neucioHepamu,
O0eMOKPAMUYHi CONJ, Mapasmamuyni npeocmasHuKU
MOCKOBCbK020 nampiapxamy, Kompi X0O0AmMb HABKONO
HAC, BUSAHAIOYU CKBEPHY — AK HA CHPABIHCHIO PEBONIOYIIO,
He gucmauae 30poi, A 0cb Kynue 2azoeull nicmonem,
8i00da8 11020 HAYAILHUKY OXOPOHU, djie W0 maKe 2a308ull
nicmonem, ye me came, WO Kynumu O0OHOPA308Y
sananvHuuky. He eucmauae xpeticepa «Aspopay, max
wobu pozsanumu napy npumilyenb HasKouo niowi, xai
He 6Cl, YHIGepcumem MOJICHA He 4Yinamu, 20meib OCb
mesic ModtcHa 6Yn0 O 3anuuumu, npoCo NOSUSAHAMU
38i0mu nigy nYONIKy, eKcnponpioeamu Ha peyenyii
Kacy, damu c80600y NPOCMUMYMKAM, ale CaM 20meib
sanuwumu. Ocobucmo s Hi3aujo He 8i0MosuUs ou coobi 8
3a00801eHHI BUNYCTNUMU NAPY CHAPAOJIE NO 0ONACHOMY
ynpasninnto kyremypuy (liter.transl. “and even fisticuffs
acquire some hysteric-withdrawal character, this way
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people fight in the kitchen of a communal apartment, and
not on the barricades. Some strives between pensioners,
democratic snivels, marasmoid representatives of Mos-
cow patriarchate, who walk around us, driving out the
filthiness — as the real revolution lacks weapon, and I
have bought a gas pistol, gave it to the head of security,
but what is a gas pistol, it is the same as to buy a dispos-
able lighter. There is a need in Aurora cruiser to destroy a
couple of buildings around the squire, not all of them, the
university can be left untouched, the hotel can also stay,
just to make the left-wing public leave, expropriate the
till on the reception, liberate the prostitutes, and to retain
the hotel. Personally I couldn’t refuse myself in pleas-
ure to release a couple of projectiles to shell the regional
administration of culture”— 7.S.) [XKaman 2008, c. 117].

Zhadan’s texts is a salad of uncombinable ingre-
dients. In his writings, the religious symbols live to-
gether with the secular ones. Polish symbols get further
development in the novel “Voroshilovgrad” (2019):
«bopsi i JIvowa — Bonix i JIvonix — 6ynu 08010piOHUMU
opamamuy (liter:transl. “Boria and Lyosha — Bolik and
Lyolik — were cousin brothers” — 7.S.) [XKanan 2019,
c. 10]. The names come from a famous Polish cartoon
of the Soviet times “The adventures of Lyolik and Bo-
lik” (1962-1986), which continues the line of adop-
tions of Polish and Soviet symbols indigenous for the
author, whose creative genius was formed by the years
of “Perestroyka” and after.

The novel “Voroshilovgrad” exploits the famous
names widely and intensively. « mpumas nooani io
HUX 3a0ujaddcenns, nayxy oaxcis, 36epicarouu ii na
KHU2ICKO8IU nonuyi nomiow cmopinkamu Ieeensiy (liter.
transl. “1 was keeping my savings, a pack of bucks,
somewhat further away from them, hiding it between
the pages of Hegel” — T'S.) [’Kaman 2019, c. 11], says
the protagonist, trying to stress his own educational
intentions.

Thus, the space of life in Serhiy Zhadan’s texts is
marked by a mixed symbolism and intertextual mark-
ers, anarchical motives, calls for revolution, marginal
relationships, and the mockery of religion. The space
of death is deprived of any religious shades and doesn’t
coincide with Heidegger’s perception, who views death
as a form of being [Xaiinerrep 2003, c. 274]. Life in
the authors writings is associated with this world,
which equals its value. Life is always an opportunity:
«Ouesuono, nodymas s, maxkuii ceim eapmuii moeo,
abu ne nomupamu. Tum dinvue, st we Hikonu He Oy6 Ha
mopiy (liter-transl. “Apparently, thought I, the world is
worth of living. Moreover, I have never been at the sea
yet” — T.S.) [XKaman 2008, c. 87]. The premature death
confuses the writer: «xonu 1roduna 6 mpudysime poxie
nomMupae, ye 3asxcou He oyiice NPUEMHO, Ye No30asae
mebe enesnenocmiy (liter.transl. “when a person dies at
thirty, it is always rather unpleasant, it deprives you of
confidence” — 7.§.) [XKaman 2008, c. 122].

Death lives inside the human and animal bodies.
In the “Anarchy in the Ukr” the reader meets “the in-
fected animals” in Kharkiv underground, birds, “which
have lost their flying ability”, the heart of some per-
son, spoilt by instant coffee, beats with deathly pauses
[Kaman 2008, c. 149, 157]. In Kharkiv underground the
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world of the dead “is breathing the same air with you”
[’Kagan 2008, c. 160].

In the “Anarchy in the Ukr” the rebellion against
death, which initially finds its source in both Greek my-
thology and the legacy by Homer, which to great extent
shaped the European literary tradition, is manifested
clearly through the monologue directed to the late men-
tors: «Hasime He Oymatime, CyKu, Wo s 6a4c 3ANUULY Y
CnoKoi, 00 Kinys c6020, 06110b, dncumms, <...> s 6dc
JiCMany y 8auiux MO2uiax, 00 sKUX U mak WeuoKo i
JIe2KO CXOBANUCD, 5 BUMASHY 64C 3 8AULUX AM | CKAENi6
i cmany msazamu 3anunenumu gyruysmu Xaproea eawi
Mepmei mina, 1 HeCmumy KOM#CHO20 I3 8ac, Hibu xpecm,
MOMY WO MEeHI He 3aNUUUNOCH Y YbOMY AHCUMMI HIYO20,
Kpim gawiux mepmeux mywy (liter.transl. “don’t even
think, you, bitches, that I will leave you rest in peace,
by the end of my bloody life, <...> I will reach to your
tombs, where you have hidden that quickly and easily,
I will get out of your pits and crypts and will drag your
dead bodies along the dusty Kharkiv streets, I will be
carrying each of you like a cross, since I have nothing
left in my life except for your dead carcasses” — 7.S.)
[Kaman 2008, c. 213-214].

The opposition of life and death can be given
through the astrological-natural parallelism, where the
tombs are the roots, holding the living ones, following
their path on the other side: «V neb6i 3axosano 3zipxu i
cysip’s, y 3emni — KaminHs | KopeHi. Y Hebi nedxcamo
niaHemu, y 3emi—noKilHuKu. 3 Heba 8umikaroms 0oy,
i3 3emil UMIKAIOMb pIiKU. <...> Nepeniimarnmuscs
KOPIHHA, IK Me4ymb PiKul, K HANOGHIOEMbCS OKeAaH, 5K
HeboM nponimaloms niaHemu, K 3emMaer0 pyxarmscs
Jrcusi, AK nomoubivuam pyxaromeca mepmeiy (liter.
transl. “The stars and constellations are hidden in the
sky, the earth hides the stones and the roots. The rains
fall from the sky; the rivers flow out of the earth. <...>
the roots interlace, how the rivers flow, how the ocean
gets filled, how the planets fly in the sky, how the living
ones move round the earth, how the dead ones move on
the other side” — 7.S.) [Kaman 2019, c. 168].

The fight between life and death is leitmotiv and
gets manifested both in poetry and prose: «Haiikpawyi
oumsaui cnoeadu — ye cnozaou npo cmepmo, Kompa
siocmynae nio muckom oicummsy (litertransl. “The
best childhood memories are the memories about death,
which retreats under the pressure of life” — 7.S.) [XKagan
2019, c. 208]. Death for Serhiy Zhadan is a place where
you will always be on time, and life is something you
have to fight for: «€ orcumma, axum mu srcusews i aKum
mu He Maew npaea NOCMynamucs, i € cMepms — micye,
KYOu mu 3a6xcou 6cmuzHelt, momy He nompiono myou
nocniwamuy (liter.transl. “There is life, which you lead
and which you mustn’t surrender, and there is death —
the place you will always be in time, so you don’t need
to hurry there” — 7.S.) [’Kanman 2019, c. 291].

Despite the unacceptability of death, the author
doesn’t negate the link with those who have left this
world: «He ienopyui occusux. I ne 3abyeaii npo mepmeuxy
(liter:transl. Don’t ignore the living ones. And don’t
forget the dead” — 7'S.) [2Kanan 2019, c. 308].

A more relaxed attitude to life and death is viewed
in the collection of poetry “Ethiopia” (2009). The
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death is conveyed through such commonplace mark-
ers of the contemporary reality like the mobile: «Ha
Oanutl Mmomenm aboHeHm HedocmynHuu. // Kumms —
npoyec g3aeai niocmynHuil, // max Hiou moHew cepeo
piku. // Cmepmob meos — Hesenuxka empama, // npocmo
BMIHIOEMbCS onepamop, // il NOGIIbHO 3HUKAOMb GXIOHI
ozeinkuy (liter.transl. “At the current moment the user
is unavailable. // Life in general is a mean process, // as
if you are drowning in the middle of the river. // Your
death isn’t a big loss, // just the user gets changed, //
and the incoming calls slowly vanish” — 7.S.) [’Kaman
2011, c. 7].

Death follows the author, being nearby all
the time: «Ile cmepms wykae moi cniou, // cmepmo
8UB00UMb MeHe 00 800U, // I OOKU 5 3 piuuuya Mep3no2o
n 1o, // mpumae pasey moioy (liter.transl. “The death is
searching for my tracks, // the death is leading me to
the water, // and as long as I drink from the icy source,
// it is holding my flask” — 7.S.) [XKaman 2011, c. 8];
«Ane cmepms uexae Ha moeo, xmo ude. // Cmepmso
mpumae mene i gede. // Cmepms NpoKUOAEMbCA BHOUI
// na moemy nneuiy (liter.transl. “But the death is wait-
ing for those who approach. // The death is holding me
and leading me. / The death is waking up at night //
on my shoulder” — 7.S.) [’Kanman 2011, c. 9]. The lyr-
ical character is not afraid of death, being direct both
with it and with himself: « Cudimu i numu ceoe euno. //
Jlusumucs cmepmi 6 npocme uye // 3 Opy3samu, Kompi
6ce 3HAOMb 0A6HO, // 3HAIOMb, ajle He 2080pAmMb NPO
yey (liter. transl. — “To sit and drink your wine. // to
look into the simple face of death // with the friends
who have known everything for a long time, // have
known, but don’t talk about it” — 7.S.) [XKanman 2011,
c. 20]. According to the author, death lets those, who
don’t have debts [XKaman 2011, c. 22]. Death is sinful
and addictive [XKanan 2011, c. 40]. The God will soon
call everybody [XKaman 2011, c. 43]. The time works
in favour of death, killing the lyrical character [JKanan
2011, c. 45]. The souls of the dead fly over the cir-
cumferential road in Kharkiv [XKaman 2011, c. 45], the
killers have patched hearts [XKanman 2011, c. 45]. The
smoke comes out of the fireplace like the soul out of the
dead body [Kaman 2011, c. 44]. The death taking place
in the homeland is bitter but desired [’Kaman 2011,
c. 59]. The writer sees death markers in the everyday
chronotope. Even “the frozen chicken like dead planets
shine sweetly after their death” [JKaman 2011, c. 61].
The dead poets “get immune to life” [JKaman 2011,
c. 117]. After the death of the poets there are “libraries
of the unread books left, as well as notebooks, bills, and
drafts” [XKaman 2011, c. 118]. “Weird people” come to
their funerals [XKanman 2011, c. 119].

The main message concerning death is voiced
in the collection of poetry “Maradonna” (2007):
«BPAMU  TIEKJIA HE BIJYUHAIOTBCAH FE3
TIOTPEFHU // BCE, IIJO TH CKAXELI, // MOXE
bYTH BUKOPUCTAHE IIPOTH TEBE» (liter.transl.
“THE GATES TO HELL DON’T OPEN WITHOUT
ANEED // EVERYTHING THAT YOU ARE GOING
TO SAY // CAN BE USED AGAINST YOU” — T.S.)
[PKaman 2008, c. 132]. Thus, the death is viewed as de-
served.

The Ancient Greek motives find their place in
death attributes: «wobu 6yr10 He max acopcmoko, //
wo0b e 3a0y1u Mobi NOKAACMU NO CPiOHILl MOHemi HA
kooicre okoy (litertransl. “so that it wouldn’t be that
cruel // so that they don’t forget to put a silver coin on
each your eye — 7'S.) [XKanan 2011, c. 12].

The overall negativity directed to women and
being indigenous to the author (view T. Starosten-
ko. “Artistic genderology in the social text by Serhiy
Zhadan”, Odesa, 2022) is intensified through the ‘death
philosophy’: «npucymuicme oscinku 6 noemuyromy
meKkcmi, K NPUCYMHICIb 000AMKOBO20 JIeKCUYHO20
mamepiany, nompeodye woHalMeHue CIMuIiCmuiHO20
BUNPABOAHHS — 34 AKUM Oicom mu nuuteut npo 6ao,
RUMAIOMbCsL OeMOHU, NPUXOOAUU V6T CHI, WO MU 3HAEUL
npo yux nionux Opexnueux cmeopinv? <...> JHCIHKU
nicia cmepmi He PpO3KIA0AOMbCs, BOHU NeHCaAmb |
JuuLe Yekarms 0py2020 npuwecns, opyee npuiuecms
i 3annamosame, AK GelUKe NOBEPHEHM KOMUUIMIX
KOXAHOK, SIKIll Nputioymy OLIumu meor NeyiHky, <...>
IHucamu npo x#iHOK — ye me came, wjo nUCaAmMu nPo
ompymu. KOpucmi mauo, i0n0i0AIbHICIb BEeTUKAY
(liter:transl. “the presence of the woman in a poetic text
is the same as the present of the additional lexical ma-
terial, it demands at least stylistic justification — why
the dickens do you write about broads, ask the demons,
coming in the dreams, what do you know of these mean
deceitful creatures? <...> women after death don’t de-
compose, they are lying and waiting for the Second
Coming, the Second Coming is planned like the great
return of the ex-lovers, who will come to share your liv-
er, <...> To write about women is the same as to write
about poison: little use and the responsibility is high”—
7'S.) [Kaman 2008, c. 97].

According to Serhiy Zhadan, life equals to death
in its severity: «orcumms — ye 60okcep, // akuil 106UMs
ceol0 pobomy, // Hiwozo ocobucmozo // i HiY020
satigozoy (liter.transl. “life is a boxer // who loves his
job, // nothing personal // nothing extra” — 7.S.) [XKagan
2008, c. 126]. The concept of life is strongly linked to
the concept of homeland. Homeland distinguishes one’s
fate and predetermines one’s characteristics: «7omy
meos gimuuzna — ye // meoe maspo i meitl xayem, //
YUl NPOsi8 € HAOMIPY 31UM, // 60 myeo CMACHEeHO 8Y3u,
//'i xou eudke meoe auye, ma mycuw o6ymu 3 Humy (lit-
er.transl. That’s why your homeland — is your brand
and your kacet, / whose manifestation is too wicked,
// since the knots are too tight, // and though your face
is ugly, you have to stay with it” — 7.S.) [XKaman 2008,
c. 39]. “This country — is a great sin of both people and
God”, concludes the author [XKagan 2008, c. 40]. The
images of the author’s homeland comprise “the old en-
trance” and “the broken doors” [XKanman 2008, c. 17]; a
shattered bus [XKaman 2008, c. 16], “drunk decadence”
[Kaman 2008, c. 16]. The homeland of the lyrical hero
is compared to “an empty silent torture house” [XKamgan
2008, c. 7]. Altogether, the images of the country in
decade are linked to the image of the defense minister:
Tu 6auuna nawozo minicmpa oboponu, Oce y Hac // 8ca
obopora maxa. B nac obopona cipwa, nisc obopona
// Yenciy (litertransl. “Have you seen our defense
minister? So, our // defense is the same. Our defense
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is worse than the defense of // Chelsi”— T.S.) [XKanau
2011, c. 66].

Life, depicted in the collection of poetry “The Anar-
chy in the Ukr”, is marked by alcohol, drugs and idiots.
Thus, the different forms of alcohol are mentioned on
the following pages: 37, 98, 102, 110, 114, 115, 118,
129, 166, 182, 184 [XKanan 2008,]. Serhiy Zhadan’s life
has the taste of aspirin” [JKaman 2011, c. 64]. Cocaine
is mentioned thrice [Anarchy, pp. 87, 129, 215], idiots
— four times [XKaman 2008, cc. 84, 103, 105, 106]. The
images of prostitution are leitmotiv (view T. Starosten-
ko. “Artistic genderology in the social text by Serhiy
Zhadan”, Odesa, 2022). Life, reflected in Zhadan’s
writings, is messy, dark and is very often marginal.
However, the character holds the life tightly: «ix mu
82pU3ABCA 6 Ye IHCUMMSL, K MU 1020 NPoOUBAs CE0im
minom, AK 8UOUPABCs HA Na2opoU i 386a1108A8CS 8 YOPHI
MU, K NPOBATIOBABCS 8 IUDOKULL CHIZ | NIPHAB Y YOPHY
cepnuesy 600y, 3d Yum NpomaA2oM, AKUL mu 30iCHUS,
NPOTMOBWIU  KPI3b  YAC, MOJCHA 3002A0AMUCH, SIK

cunbHO mu a0ous i SIK He sucmadamume moodi meoei

n06086i mam, oe mu Hezabapom 3nuxnew» (liter.transl.
“how you were tucking into this life, the way you were
punching it out with your body, the way you were
climbing on the hills and falling into the black holes,
the way you were sinking in the deep snow and diving

Jlireparypa

into the August water, in this course, which you have
done, having come through time, one could guess, how
strongly you loved and how your love will be lacked
in the place, where you will soon disappear” — T.S.)
[PKaman 2008, c. 217].

Conclusions. Thus, the space of life and death in
the works by Serhiy Zhadan creates an entity separated
by thin margins. The tombs of people’s ancestors serve as
powerful hookers and tie them to some particular territory,
like roots, performing holding and nourishing function.
Life is viewed as a tricky process full of fighting against
death, and marked by alcohol, drugs and prostitution.
Life and death in the analyzed texts show absence of
mythological basis or religious footage despite the
presence of Biblical symbols, which experience re-
markable depreciation. The texts are characterized by
the insertion of a string of realias of the contemporary
world, serving as bricks forming the newest history of
Ukraine. The world of the dead and the world of the
living are viewed as the parallel and interrelated ones.
The life is shaded by death. The souls of the dead
penetrate the roads of those alive. The representation
mechanisms of thanatological motifs are the images of
the infected animals, tombs, dead bodies, the destruc-
tive substances, there takes place the personification of
death as an otherworldly spirit, chasing the lyrical hero.
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IMPOCTIP )KUTTA TA CMEPTI B TEKCTAX CEPI'TS )KAJAHA

Amnorauisi. [lominyBaHHs 00pa3iB xKHTTs Ta cMepTi B TekcTax Cepris XKanana popmye IXHIO yHIKAIBHY MaJIOAOCTIDKEHY
¢inocodiro. MeToro cTarTi € BUBUCHHS CEMAaHTHUKH, MEXaHI3MiB penpe3eHTaii ta cierudiku GyHKIiOHYBaHHS TAaHATOJIOTTYHUX
MOTHBIB U eKk3ucTeHIianbHOi dimocodil sk y moesii, Tak i B mpo3i Cepris JKanana. 3aBaaHHs mojisrae B TOMY, 10O
CXapaKTepPH3yBaTH CTBOPCHY aBTOPOM CHCTEMY YHIKaIBHHX 00pa3iB >KUTTS Ta CMEpPTi, a TAaKOXK MEPEOLiHUTH TPAaKTyBaHH,
3aIpONIOHOBAHE MONEPEIHIMH TOCHiAHUKaMH. JIOBEICHO, 1110 TEKCTH IMCbMEHHHUKA XapaKTePHU3YIOThCs HAsIBHICTIO TTOTYKHUX
010/iiHKUX 1 CBITCHKUX 00Pa3iB i3 3HAYHUM IHTEPTEKCTYAIbHUM MMOTEHINIAJIOM, BUKOPUCTAHUX K KOAU(DIKaTOPH yBaru, OJHAK
M030aBJICHUX TEPBUHHOI MionoeTnyHol TuOuHu. PermiriiHa cMMBOIIKa 3a3Ha€ Aerpajalii Ta BiA3HAYAETHCS TOMITHOIO
JeBanbBariero, HaOyBatoun mpu3emieHocti. Mapis YKagana — ne mosis, a Mocun ta Icyc — 3moumnmi. Oprogokcanbhe
CIIPUHHATTS cMepTi HeXTyeThcst. CMepTh 300paXky€eThCsl SIK OIMIOHEHT XKHUTTS UM MPOCTIP ecKarmi3My 3HUKIUX Jpy3iB. CMepTh
— IIe MiCIle, ¢ JTIONMHA ONMHAETHCS 3aBKIN BYACHO, TOMY TyIH He MOTpiOHO mocmimary. JlipnaHuii repoil — rpaBens, sSKui
OanaHCye Ha MEXI, BJKUBA€ HAPKOTHKH, aJIKOTOJNIb, Ma€ 3a00pOHEHI CTOCYHKH. CMepTh CIAye 3a HUM, OTHAK, KHOAIOUH il
BUKIIMKH, repoii npoosxye xuth. CeiT meptBux Cepris XKagana «auxae 3 TOOOI0 OTHUM MOBITPSIMY.

IIpocTip >XUTTS CKIAmaeThes i3 TAaKUX 3HAKIB emoxu, sk Mapamgona, Mercedes-Benz, pamio Illancon, [lonbac,
Maxnonansnc, Jlykoin. IIpoctip cmepti mo30aBneHuii Oyab-SKHX YaCOBUX XapaKTEPHCTHK 1 MO3HAYCHUI MO3a4aCOBICTIO.
Moruiu ciyryioTh KOpiHHSM, 1[0 TPEMAE JIFOASH Ha MiCIli, TaM, ¢ BOHU HapOJIMIIHCS, @ XapKiBChKi JOPOTH NMPUTATYIOTh JTyIIi
TIOMEPIIHX.
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[IpoTucTaBIeHHS XUTTA Ta CMEPTI 300paKyeThCs Yepe3 acTPOJOTiYHO-NPUPONHUHA MapanenizM. JKHATTA BiATiHEHE
CMEpTIO, sIKa PO3MISAAEThCA SIK KiHelb HULsixy. CMepTh nepcoHidikoBaHa, ajie mozoasieHa Oyab-sKUX Mi(oIOTiYHHX O3HAK.
I'epoi Cepris JXKayana aHi 1yXoBHi, aHi IMMOOKI, BOHM I'PilllHi, HU3bKi, MApriHAIbHI Ta € MPOAYKTOM Oe3JIaay «3MiHH CIIOX».

KurouoBi ciioBa: 0i6umiiiHi 06pa3u, TaHATOJIOTIYHI MOTHBH, 00pa3u CMepTi, MPOCTIP JKUTTSI, CydacHa AIHCHICTb.
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