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Lisincoka FO. B. BipmyBanusa Cepris Xagana (MeTpuka #W puTMIKa). —
Kamidikariitna HaykoBa Tparisi Ha MpaBax PYKOIHCY.

Juceprartiist Ha 3100yTTsI HAYKOBOTO CTYIICHs JJOKTOpa (piocodii 3a creriaabHICTIO
035 «®inonoris» (03 I'ymanitapHi Hayku). — UepHIBEI[bKUN HAIllIOHATIBHUN YHIBEPCUTET
imeni IOpist denprkoBuya, YepHninii, 2026.

VYV nuceprariii 3miMiCHEHO LUIICHUN aHalli3 METPUYHOI Ta PUTMIYHOI OpraHizamii
BipmoBanuii TekcTiB C. Kagana. JociimpkeHHS 30cepeKeHe Ha po3poOIl mepioam3artii
MOETUYHOTO NUISXY aBTOpa Ta BUSBIEHHI 0COOMMBOCTEH (YHKIIOHYBaHHS CHiIab0-
TOHIYHUX, TOHIYHUX 1 BepIiOpoBUX (HOpM y KOKHIH 301pili 30KpeMa Ta MPOTATOM KOXKHOTO 3
eTarniB.

Teopuicts C. Kanana penpe3eHTye MHUCTEIbKI W XyI0KHbO-€CTETUYHI SIBUIIA B
Vipaini, mounHarour 3 1990-x pokis. Moro 1opo6ok BMiIlye ermiuHi, TipudHi, ApaMaTHyHi
TekcTh. OKpIM LBOTO, MUCbMEHHUK € YYAaCHUKOM My3uyHoro rypry «XKagan 1 CobOakuy,
aBTOPOM TIICEHb Ta OJHHUM 13 CIIBTBOPIIIB KYJABTYPHUX THIPOEKTIB, IO TO-HOBOMY
IHTEpHPETYIOTh TBOPU yKpaiHChKOI Jiteparypu («PokcTpotu», «Skovorodance» Ta 1H.).
Takoxx mruChbMEHHUK Nepekianae 3 Himenbkoi TBopu b. bpexra i1 1. Ilenana.

3 ommany Ha Te, mo TBopu C. Xamana € akTyanbHUMHU W BIATBOPIOIOTH CTaH
CYCIUJIBCTBA HA MOMEHT iX HANHMCAHHS, a TAKOX MOOYTOBI ¥ colliaibHI peali, XapakTepHi
HACTPOi, 3MIHU METPHUKU Ta PUTMIKH MOCTAIOTh HE JIUIIE TTOKA3HUKAMHU 1HUBITyaIbHOTO
CTHJIIO aBTOpPA, a i MapKepaMu €MOIIITHOI HAllpyTry, MOBHOTO YyTTs Ta CIEUU(IKUA TEBHOTO
JiTeparypHoro eramy. Bepcudikaiiis B 1[bOMYy KOHTEKCTI MOCTAa€ HE TUIBKU (hOPMAIbHO-
TEXHIYHUM SIBUIIEM, @ i 1HCTPYMEHTOM XYJIOKHBOTO BHPAXKEHHSI, 3a JTOTIOMOTOI0 SIKOTO
NUMCbMEHHUK YBHUPA3HIOE CBOI 171ei. AKTMBHA pEakKliisi aBTOpa Ha BUKIUKH CYy4aCHOCTI,
30KpeMa Ha BiliHY, poOUTH HOTO MOETUYHUI JOPOOOK BAKIUBUM 1 TEPCICKTUBHUM
MaTepiajioM JJisi BUBYEHHS 0COOIMBOCTEN (QYHKIIIOHYBaHHS Cy4yacHOTO BipIla.

Pesynbpraru Ta KIFOYOBI TIOJOXKEHHS AUCEPTAIlil MOXKYTh CIIyTYBaTH MiATPYHTAM IS
nonmanemx gociipkeHb TBopuocti C. XKamana, mepemycim ioro moesii. Bonu Takox
ICTOTHO KOHKPETH3YIOTh 1 MOIIMOMIOIOTh HAyKOBI Mpalll, MPUCBAYEH! aHaii3y HOro

Bepcu]iKaIiifHOI MaliCTEPHOCTI, TOTIOBHIOIOUHM YSIBIEHHS MPO TEXHIUHY YHIBEpPCaJIbHICTb



aBTOPCHKOTO muchbMma. KpiM TOro, mpeacTaBieHl HampallOBaHHS CTAaHOBIATH LIHHUNA
Marepiail g HMHUPIIUX CTyAld, CIPSIMOBAHUX HA OCMHUCIEHHS PO3BUTKY YKpPaiHCHKOTO
JTEpaTypHOTo Tpoliecy Ta BipmoBux (popm Hampukiami XX — y meprri aecatrwmitrss XXI
CTOJITTSI.

Juceprariss MICTUTh aHOTAIlli YKPaiHCHKOIO Ta AHIIIMCHKOIO MOBAMH, TEPENiK
HAyKOBHX IyOdiKaliii aBTOPKU, BCTYM, TPU PO3JALIH, BUCHOBKHU, CIIMCOK BHKOPHUCTAHUX
JOKepe 1 T0IaTKH.

Koprtyc moeTH9HUX TEKCTIB MpOaHaIi30BaHO 3a JOTIOMOTO0 KOMIUIEKCHOTO ITiIXO.Y,
0 MOoeAHY€E (QopMaIbHUN 1 MOPIBHAJIBHUNW METOAM JJIsS OIpPAIOBAHHS CTATUCTUYHHX
MOKa3HUKIB, HEOOXITHUX y BIPIIO3HABUOMY JOCIHIKEHHI, a TAKOX MPAKTUKY «IUIHLHOTO
yuTaHHs» («close readingy). 3 meToro BUOYIOBH MepioAn3allii HOETUYHOI TBOPUOCTI aBTOpa
1l BUSIBJICHHS 3MIH Yy PUTMIUHINM Oprasizallii TeKCTIB 3ay4eHO eJeMEeHTH OiorpadidHoro,
KYJIETYPHO-1CTOPUYHOTO, TEPMEHEBTUYHOTO Ta IHTEPTEKCTYaJIbHOTO M1AXOI1B.

VY BcTymi 3’4COBaHO aKTyalbHICTb OOpaHOi TEMH, OKPECIEHO METy W 3aBJlaHHS
JOCJIJIPKEHHS, BU3HAYEHO MOTro 00’€KT 1 MpEeAMET, METOJOJOriYHI 3acajd, METOIU Ta
MPHUITOMH aHaIli3y, CXapaKTEPU30BaHO KepeabHy 0a3y. Takok po3KpUTO HayKOBY HOBU3HY,
TEOPETUYHE W NMPAKTUYHE 3HAYCHHSI POOOTH, OKPECIEHO OCOOMCTUN BHECOK JUCEPTAHTKH,
HaBEJICHO BIJIOMOCTI MPO anpooaIito pe3ysbTaTiB, KUIbKICTh MyOIiKailiil, CTpyKTypy i o0csr
JUcepTalii.

[Mepmmit posmin «TeopeTwyHi 3acangd JOOCHIKEHHS Bepcudikaiii (METPUKH,
putMiki) noetuyHoro Tekcty Cepris JKagaHa» MICTUTh BUKIIAJ OCHOBHHMX MOIJIAJIIB
YKpaTHCHKHUX JIITEpaTypO3HABIIIB OO0 MOE31i aBTOpa, MOYMHAIOYM 3 HOro paHHIX TBOPIB.
3’sicoBaHO, 10 HAYACTIIIE MPEIMETOM JOCTIKEHBb OyJIIM MOTHUBH, 00pa3u, CHMBOJIN, MOBHI
ocoOnMBOCTI Ta O107iMHI crokeTd. OKpeMO MOAAHO Yy3arajJbHEHHS 3 BIPUIO3HABYMX
HampaioBaHb IMPO TBOPYICTh NHUCHMEHHHUKA. 3 YypaxyBaHHSM TOTMEPEIHIX CIpoo,
aBTOPCHKOTO OAUEHHSI Ta CIIOCTEPEKEHB 3a PO3BUTKOM 1II0CTUIIIO CTBOPEHO MEPI0U3AIiI0
MOETUYHOTO JOPOOKY aBTOpa, IO OXOIUIIOE YOTHUPH eTamu BiJ nodatky 1990-x pokiB a0
CHOTOJIHI.

Marepianom mjis JOCHIPKEHb CTalM TEKCTH, HAMKMCaHl BIPOAOBK Mailke TPhOX

necatuniTe. J{o mepmioro nepioxy Hayexkath Bipii 30ipok «['enepan HOna», «l{urarauky,



«Ilenci», «banaau npo BifiHy Ta BigOymoBy» Ta Bepten «Mepi Kpicrmac, [{xizyc Kpaiict!y,
BuaaHi 3 1993-ro mo 2001-if pik. IM npuTamaHHi ipoHiYHiCTH Ta MapomiiiHICTh, MOTHUB
rOCTpOi MOTPeOH BTEUl UM MEPEMIIICHHS, eMaTaXHICTh, BUpa3Ha 1HTEPTEKCTYaJIbHICTh Ta
1HIIIl PUCH, IO MOBTOPIOBAIUCS M Y HACTYITHUX MEpiojiax 1 CTajau MapKepaMH 1J110CTHIIIO.
Jlpyruii etam OXOTUTIOE TBOPH, IO BBIMIIIN 0 CKJIamy KHUAT «ICTOpisl KyIbTypH IOYATKY
cromtrsn, «Y.P.C.P», «Mapanonay, «Ediomis» ta ki «Jlecoivikmy (2002 — 2009 pokmn).
JI71s1 HbOTO XapaKTepH1 PO3BUTOK 1 IEPEOCMHUCIICHHSI MOTHBIB Ta 00pa3iB 3 MOMEPETHIX KHUT
1 peduekcis noni munysoro. Tpetiit mepion (2010 — 2014 poku) npencTaBieHuid 301pKOIO
«BorHenanbHi W HOXOBI» Ta BIPIIOBAHOIO YAacCTHHOIO BUJaHHSA «MecomoTamis».
OcoOIMBOCTSIMU IIUX TEKCTIB € 3aCTOCYBaHHS O10MIMHUX CIOXKETIB, aKTyalli3allisi KOHIIENTY
mam’sITi Ta MOCUJICHHS IHTUMHOTO TOHY JIPUKH. 3aBEpIIECHHS NIEP10ly 3yMOBIICHE, PaJIlIe,
HE BUUEPHAHICTIO 1/1ei, a BAMYLIEHUM [T0YaTKOM HOBOTO, BOEHHOT'O, TUCKYPCY Y TBOPUYOCTI
C. Xapana. lleii ¢QaxT cBiIUuTHh Npo OE3yMOBHHMI B3a€EMO3B’SI30K MIXK CYCHUIBHO-
ICTOpUYHMMH TIOAISIMH Ta MHCHbMOM aBTOpa. [lodaTkoM 4YeTBEpPTOTO MEpioay BBAKAEMO
2015-i1 pik, konu BuiLia ApykoM KHura «Kutts Mapii», 110 MICTUTh TEKCTH, HaIllMCaHI
BXKE€ y BOEHHUHU 4Yac. 3a KUIbKICTIO TBOPIB 1€ HAWOLIbII 1HTEHCUBHUN €Tal MOETUYHOIO
[UISIXY TUCbMEHHUKA, Y IKOMY MEPEIIOMHUM MOMEHTOM € 24 11roToro 2022 poky.

VY npyromy po3auii «MeTpUKO-pUTMIYHI MapaMeTpHu BIPIIOBAHUX TEKCTiB 1990-x —
2014 pokiB» BHKJIAQICHO MIJICYMKHA aHali3y BepCU(IKALIMHUX XapaKTEpUCTHK MOe3li
C. XKanana, HarMcaHUX YMPOAOBXK TPHOX €TaIliB TBOPUOCTI. 3a3HAYEHO, 10 BXKE 3 PAHHIX
TBOPIB TOMITHAa pPI3HOMAHITHICTH (OpM, MIO CBIQYUTH MpPO BCEOIYHY ampoOarito
MUCbMEHHHUIIBKOTO TaJIaHTY.

ABTOp MOCITYTOBYETHCS CHIIA00-TOHIYHUMHU, TOHIYHUMH PO3MipaMu, BepiiiOpoMm, a
JesKl Moro BIpIIl € TPUKIAJaMH TMEPEeXIAHUX METPUYHUX (OopM Ta MOJIMETPUUYHHMX
KoHCTpyKIi. [Tompu 11e, moMiTHUM € TIpeBaroBanHs BUIbHOTO Bipiia (30%), nemro MeHiie
cu1abo-TOHIYHUX BipIiB (22%), mepexiiHi METpUYHI (POPMHU Ta OJIMETPUYHI KOHCTPYKIIIT
KUIBKICHO TIpejiCTaBiieH1 Maibke ojHakoBo (14% 1 13% BignmosimHo). 1logo TOHIKH,
MIPUKMETHO, IO IO CUCTEMY OKPEMHMH TEKCTaMU peanizye noiapHuK (15%), memio MeHre

— akueHTHUi Bipil (6%), a TAKTOBUK (PYHKIIOHYE JIUIIIE B MEXaX METPUYHHUX BCTABOK.



Buznaueno, mo 3 2002 mo 2009 poku aBTOp HajaBaB IepeBary BUIbLHOMY BIpIITy
(66%), HATOMICTh TEKCT1B, HAMMMCAHUX CUJIA00-TOHIKOIO M JOJTLHUKOM, CTAJI0 3HAYHO MEHIIIE
(1% 1 7,5% BiammoBigHO).

[IpoTsirom TpeTHOTO Mepioay cTaOUTLHO HEBEIIMKOIO 3AIUIIIAETHCS YaCTKa KIIACUYHUX
MeTpiB (2%), oAHAK MOET BUKOPUCTOBYE 3BUUYHHMI Ta YHIBEpCAIbHHMA AJsi YKPaiHCHKOI
noe3ii KiHIs XX CTONITTS I ATUCTONOBUH sMO. Maibke yTpuui 301IbIITY€THCS KUIBKICTD
akKIeHTHUX BipuIiB (22%), a BepaiOpH Bce 1€ MepeBaKal0Th, X04a BIJCOTOK, Y TOPIBHSIHHI
3 MOTIEPETHIX €TaroM TPOXH 3HUKYEThCS (57%).

Tperiit po3ain «BipuryBanusa Ceprisa XKagana B yacu BIHHW» MPOIMOHYE JETATbHUM
aHaii3 moe3li aBTopa Cy4acHOT0 BOEHHOTO Tiepiony. [Ipo mBHUIKY 1 aKTUBHY peakIliio Ha
JIMCHICTh CBIIYMTH KUIBKICTh HamucaHoro: 46% tBopiB — y 1-3 mepiomax, 54% — B
OCTaHHBOMY. ¥ IecTH 30ipKax, 110 BMINIYIOTh T€KCTH, cTBOpeHi 3 2014-ro mo 2023-ii pik,
CIIOCTEPITAaEMO SIK BIIHOCHY CTAaTUYHICTh Y (YHKIIOHYBaHHI BepcU(IKAIIHHUX CUCTEM, TaK
1 AMHaM14Hi 3MiHUA. HallOouibll akTUBHOIO BIPIIOBAHOK (DOPMOIO Y YETBEPTOMY MEPIOAL
MOETUYHOTO HUISIXY aBTOpa € Bepaiop — 39%. Jlpyry nosuiliro 3aiiMae aklleHTHUH BIpIIL,
oxorutoryn 26% emmnipudyHoro macuBy. OjHakoBUM 00CST 3aliMaloTh JIOJBHUKH Ta
noiMeTpudHi KoHCTpYyKIii — 1mo 11%, nemo menme [IM® — 8%. Knacuune BipuryBaHHS
MpEeCTaBIICHE JBOCKIAIOBUMHU po3Mipamu i peanizoBaHe B 4% TBOpiB. 1% TeKCTIB —
TaKTOBHK.

VY BHCHOBKax y3araJlLHEHO Ta CUCTEMAaTU30BaHO KJIIOYOBI MOJIOKEHHS U PE3yIbTaTH
JOCIIKEHHS. BCTaHOBIEHO BiICOTKOBI MOKA3HUKH 32 KOXKHOKO BIPIIOBAaHOIO (hOPMOIO Ha
marepiani maibke 700 ompanboBaHux moesiid: 39% TekcTiB — 1e Bepniopu, 26% —
akreHTHUKH, 11% 3aiiMaroTh M0abHUKH, auiie 4% CTaHOBISATH BipIli, HAmMCcaHi cri1abo-
TOHIKOIO, Onmmu3bko 1% yHanexHroemo 10 TakTtoBukiB. Ille 11% TBOpiB — modiMeTpuyHI
KOHCTPYKIIIi, IEI0 MEHIIIE IePEXiTHUX MeTpUIHUX hopM — 8%.

JocaikeHHs MATBEPKYE, 110 Tepioau3allis SK METOIO0JIOTIYHUM IHCTPYMEHT Jla€e
3MOTy CUCTEMAaTHYHO CIIOCTEPIraTH 3a SBUIAMHU BiPIIyBaHHS Ta IXHIMH MEPETBOPCHHSIMH.
[oesia C. anana neMOHCTpye 3arajibHi TEHACHIIII B yKpaiHChKOMY BIpIIyBaHH1 KiHIS XX

— novarky XXI CTOMTTS, a TAaKOX CBIAYUTH MPO ABTOPCHKY BIPABHICTH Y 3aCTOCYBaHHI



0ararbOX METPUKO-PUTMIYHUX (OPM SK CHUIA00-TOHIYHOI W TOHIYHOI CHCTEM, TaK 1
BEpIiODY.

Kurouosi cioBa: Cepriit XXaman, aBTop, BipiryBanss / Bepcudikaiis, Jiteparypa,
moe3is, MOoeTUKa, Biplll, BepiiOp, MOTUB, oOpa3, TBIp, TEKCT, €Tal TBOPYOCTI, O101HHMIA

CIOKET, 1HANBIAYaTbHUNA CTUIIb.

ABSTRACT

Tsivinska, Yu. The Poetry of Serhiy Zhadan (Metrics and Rhythm). — Qualification
scientific work in manuscript form.

Thesis for the degree of Doctor of Philosophy in the field of 035 «Philology» (03
Humanities). — Yuriy Fedkovych Chernivtsi National University, Chernivtsi, 2026.

The thesis offers a comprehensive analysis of the metrical and rhythmic organization
of the Serhiy Zhadan's poetic works. The study focuses on developing a periodization of
the author’s poetic trajectory and identifying the specific features of syllabo-tonic, tonic,
and free verse forms in each collection and throughout each stage.

The work of Serhiy Zhadan represents artistic and aesthetic phenomena in Ukraine
from the 1990s onward. His oeuvre encompasses epic, lyric, and dramatic texts. In addition,
the writer is a member of the band Zhadan 1 Sobaky, a songwriter, and a co-creator of
cultural projects that offer new interpretations of Ukrainian literary works (such as
“Foxtrots” and “Skovorodance”). He has also translated works by Bertolt Brecht and Paul
Celan from German.

Given that Zhadan’s works are highly relevant and reflect the state of society at the
time of their creation, as well as everyday and social realities and prevailing moods, changes
in meter and rhythm function not only as indicators of the author’s individual style but also
as markers of emotional tension, linguistic sensitivity, and the specificity of a particular
literary period. In this context, versification emerges not merely as a formal or technical
phenomenon but as a means of artistic expression through which the writer articulates his
ideas. The author’s active engagement with contemporary challenges, particularly the war,
makes his poetic output an important and promising source for studying the functioning of

modern verse.



The results and key provisions of the dissertation may serve as a foundation for further
research on the work of Serhiy Zhadan, particularly his poetry. They also significantly refine
and deepen scholarly studies devoted to the analysis of his versification, expanding the
understanding of the technical versatility of his writing. Moreover, the findings constitute
valuable material for broader research aimed at interpreting the development of the
Ukrainian literary process and verse forms from the late twentieth to the early twenty-first
century.

The thesis includes abstracts in Ukrainian and English, a list of the author’s scholarly
publications, an introduction, three chapters, conclusions, a bibliography, and appendices.

The corpus of poetic texts has been analyzed using a comprehensive approach that
combines formal and comparative methods to process statistical data necessary for verse
analysis, as well as the practice of close reading. To construct a periodization of the author’s
poetic work and to identify changes in the rhythmic organization of texts, elements of
biographical, cultural-historical, hermeneutic, and intertextual approaches have been
employed.

The introduction substantiates the relevance of the topic, outlines the aim and
objectives of the research, defines its object and subject, methodological framework,
methods and analytical procedures, and characterizes the source base. It also presents the
scientific novelty, theoretical and practical significance of the study, specifies the author’s
personal contribution, and provides information on the approbation of results, number of
publications, structure, and scope of the dissertation.

Chapter One, “Theoretical Foundations for the Study of Versification (Meter and
Rhythm) in the Poetic Texts of Serhiy Zhadan”, presents an overview of the principal
approaches of Ukrainian literary scholars to the author’s poetry, beginning with his early
works. It has been established that research has most frequently focused on motifs, images,
symbols, linguistic features, and biblical plots. A separate section summarizes verse studies
devoted to the writer’s work. Taking into account previous attempts, the author’s vision,
and observations on the development of Zhadan’s idiolect, a periodization of his poetic

output has been proposed, encompassing four stages from the early 1990s to the present.



The research material consists of texts written over nearly three decades. The first
period includes poems from the collections “Heneral Yuda” (“General Yuda”), “Tsytatnyk”
(“Cytatnyk™), “Pepsi”, “Balady pro viinu ta vidbudovu” (“Ballads of War and
Reconstruction”), as well as the nativity play “Merry Christmas, Jesus Christ!”, published
between 1993 and 2001. These texts are characterized by irony and parody, a motif of urgent
escape or movement, epatage, pronounced intertextuality, and other features that recur in
subsequent periods and become markers of the author’s idiolect.

The second stage encompasses works included in the books “Istoriia kultury pochatku
stolittia” (““A History of Culture at the Beginning of the Century”), “U.R.S.R.” (“U.S.S.R.”),
“Maradona”, “Efiopiia” (“Ethiopia”), and the cycle “Lesbiiky” (“Lesbians”) (2002-2009).
This period is marked by the development and reinterpretation of motifs and images from
earlier collections, as well as by a reflection on past events. The third period (2010-2014)
1s represented by the collection “Vohnepalni y nozhovi” (“Firearms and Knives”) and the
poetic section of “Mesopotamia”. These texts are characterized by the use of biblical motifs,
the foregrounding of memory as a key concept, and an intensified intimate tone in the lyric
voice. The end of this period is due not by the exhaustion of ideas, but rather by the forced
emergence of a new, wartime discourse in the work of Serhiy Zhadan. This fact
demonstrates the undeniable interconnection between socio-historical events and the
author’s writing. The fourth period begins in 2015 with the publication of “Zhyttia Marii”
(“The Life of Mary”), which includes texts written during wartime. In terms of the number
of works, this is the most intensive stage of the author’s poetic trajectory, with a decisive
turning point on February 24, 2022.

Chapter Two, “Metrical and Rhythmic Parameters of Poetic Texts from the 1990s to
2014, presents the results of the analysis of versification features in Serhiy Zhadan’s poetry
written across the first three creative periods. It is noted that even the earliest works display
a diversity of forms, indicating a comprehensive exploration of the author’s creative
potential.

The author employs syllabo-tonic and tonic meters, free verse, and, in some cases,
transitional metrical forms and polymetric constructions. At the same time, free verse clearly

predominates (30%), followed by syllabo-tonic verse (22%), while transitional metrical



forms and polymetric constructions are represented in nearly equal proportions (14% and
13%, respectively). Within the tonic system, the dolnyk accounts for 15% of the texts,
accentual verse for 6%, whereas the taktovyk appears only in metrical insertions.

It has been established that between 2002 and 2009 the author showed a strong
preference for free verse (66%), while the proportion of texts written in syllabo-tonic meter
and dolnyk decreased significantly (to 1% and 7.5%, respectively).

During the third period, the proportion of classical meters remained consistently low
(2%); however, the poet continued to employ the familiar and widely used the pentameter
iambic, a standard form in late twentieth-century Ukrainian poetry. The share of accentual
verse nearly triples (22%), while free verse still predominates, though its percentage slightly
decreases compared to the previous period (57%).

Chapter Three, “Serhiy Zhadan’s Versification in Wartime”, provides a detailed
analysis of the author’s poetry during the contemporary war period. The rapid and active
response to current events is evident in the volume of production: 46% of works belong to
the first three periods, while 54% were created in the last period. Across six collections
containing texts written between 2014 and 2023, both relative stability in versification
systems and dynamic changes are observed. The most prominent poetic form in the fourth
period is free verse, comprising 39% of the corpus. Accentual verse occupies the second
position, representing 26%. Dolnyk and polymetric constructions each account for 11%,
while transitional metric forms constitute 8%. Classical verse, realized in disyllabic meters,
appears in 4% of texts, and the taktovyk in 1%.

The conclusions summarize and systematize the key findings of the study. Based on
nearly 700 analyzed poems, the distribution of verse forms is as follows: 39% free verse,
26% accentual verse, 11% dolnyk, 4% syllabo-tonic verse, approximately 1% taktovyk,
11% polymetric constructions, and 8% transitional metric forms.

The study confirms that periodization, as a methodological tool, enables a systematic
observation of versification phenomena and their transformations. Serhiy Zhadan’s poetry
reflects general trends in Ukrainian versification from the late twentieth to the early twenty-
first century, while also demonstrating the author’s skillful command of a wide range of

metrical and rhythmic forms, including syllabo-tonic and tonic systems as well as free verse.



Keywords: Serhiy Zhadan, author, versification, literature, poetry, poetics, verse, free

verse, motif, image, literary work, text, creative stage, biblical plot, individual style.
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