DOAKVYJIBTET IHO3EMHUX MOB

JMIEKOHCTPYKINl KyJIbTYPHUX CTEPEOTHINB, TO3BOJISIOYH ApPTHUKYJIIOBATH MOBHY 1ACHTHYHICTH Ha
MPOTHUBAry II100ali30BaHil “HEHTpaIbHII~ aHTIHACHKINA MOBI.

TeopeTnuHmMil aHai3 MOHATTSA MIANEKTy IOBOAWTH, IO BiH € HE MPOCTO BiIXHUJICHHSIM BiJ
JTTEpaTypHOI HOPMH, a CKJIQJHOIO, CTPYKTYpOBAaHOIO MOBHOIO CHCTEMOIO, SKa HeCe BeINYe3HE
COLIIOKYJbTYpHE HaBaHTaKeHHA. [‘eorpadiyni Ta comianbHi [iaJIeKTH BUKOHYIOTH HaJ3BHYAHHO
BXJIMBI iHTErpamiiiHi Ta NemiMiTaTWBHI (YHKLIi, BUCTyMalo4u O0a3zucoM Ajs (OpMyBaHHS MOBHOL
ijeHTuaHOoCTI. Y cydacHHX (opMax KOMYHIKamii, TaKuX SK NepPOpMaTUBHHN IUCKYpC CTEHJAILY,
nianexTHi Gopmu (30KkpeMa ipJaaHAChKi Ta OpUTAHCHKI) CBIJOMO BUKOPHUCTOBYIOTHCS SK iIHCTPYMEHTH
MparMaTUYHOrO BIUTUBY, CAMOIIPE3CHTAIlI] Ta COLIOKYIbTYpHOI MaHidecTaii, IepeTBOPIOIOYH CIICHY

Ha TMPOCTIip aKTyari3allii Ta NepeoCMHCICHHS HAIlIOHATIBHOI Ta PeriOHABLHOT 1ICHTUYHOCTI.
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UNVEILING THE STYLE OF “THE BOOK THIEF” BY MARKUS ZUSAK
The novel “The Book Thief” by Markus Zusak is known worldwide for its peculiar narrative
and expressive language. M. Zusak’s writing style is rich with poetic imagery and deep focus on a
moral and emotional points of human experience. One of the most interesting features of the novel is
unusual choice of a narrator — Death. It allows the author to show the world and events from a unique
perspective.
The aim of this article is to analyze the key stylistic devices employed by the author and to

demonstrate how they shape the overall atmosphere and meaning of the novel.
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One of the notable stylistic devices is personification, i.e. ascribing some features and
characteristics of a person to lifeless objects [1, p. 98], which is used to show that Death is not a cold,
cruel and merciless creature, as it is traditionally depicted, but it is empathetic, genuine, capable of
experiencing emotions and able to be exhausted because of its job. This idea is illustrated through
several statements in the novel. For instance, the narrator emphasizes on its emotional capability by
saying: “Even death has a heart” [2, p. 262] and “It kills me sometimes, how people die” [2, p. 494].
The personification of Death causes a paradox, creating oxymoron, where opposite meanings exclude
each other [1, p. 120].

Furthermore, Death disagrees and does not accept classical attributes associated with its
image: “I do not carry a sickle or scythe... I am all bluster. I am not violent. I am not malicious. [ am a
result” [2, p. 7]. So, we can see that Death doesn’t want to be regarded as something/someone causing
destruction and instead positions itself as a consequence of human actions. The writer implies that it is
humanity who is responsible for all the suffering, cruelty, and violence. The example “I am haunted by
humans” [2, p. 584] points out that Death is carrying the emotional weight from witnessing human
suffering. The feeling of being chased especially escalates during the war, when the horrors of the
Holocaust and the bombing of innocent people reach the peak.

Nature is also described through human-like action “Trees wore blankets of ice” [2, p. 7]
creating more relatable image of the surrounding world.

As to the emotional and visual aspects of the novel, the authors’ use of epithets is significant.
Epithet is an attributive word, phrase or even sentence employed to characterize an object by giving it
subjective evaluation [1, p. 100]. According to V.A. Kukharenko, we can divide the epithets into two
groups: affective (emotive proper) and figurative (transferred) [1, p. 101]. Affective epithets are used
to convey the emotional evaluation of the object by the speaker [1, p. 101]. One of the most prominent
examples is the description of the death of Liesel’s little brother as “spectacularly tragic moment” [2,
p. 19]. It creates great emotional depth, focusing on the cruelty of a child’s death during war.

However, most of M. Zusak’s epithets are figurative, based on metaphors, metonymies and
similes expressed by adjectives [1, p. 101]. With their help the author provides us a look of characters’
psychological state, their emotions and morale. For example, Hans Hubermann’s “silver eyes” [2, p.
34] or as being made of “kindness and silver” [2, p. 34] appear to be a symbol of benevolence,
calmness and inner strength, while his wife, Rosa, is characterized like “the woman with the iron
fist” [2, p. 37]; her figure is described as “a small wardrobe with a coat thrown over it” [2, p. 28] and
her face having a “cardboard texture” [2, p. 28] creating an image of a strict and harsh woman.
Moreover, the author uses highly original epithet — “Fiihrer-shaped eyes” [2, p. 112] to describe the
influence of Nazi ideology and how it brainwashed youth with propaganda.

The system of epithets is often followed by the use of similes, i.e. an explicit statement of

partial identity (affinity, likeness, similarity) of two objects belonging to different semantic spheres [1,
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p. 115]. For instance, the world covered in the snow is described as if it had been “pulled it on, the
way you pull on a jumper” [2, p. 7].

Furthermore, during moments of tragedy, the author uses culinary comparisons: the sky during
bombing is described as “like soup, boiling and stirring” [2, p. 13], while the soul of Liesel’s brother is
“soft and cold, like ice cream, melting” [2, p. 21]. Another example of destruction is depicted as
“bodies were stuck there, like driftwood after the flood” [2, p. 13] highlighting on the damage and
mass loss of people, their helplessness towards the war. Thus, such similes combine innocence with a
sense of loss and create an unsettling contrast.

The power of words is brought into life through similes: “Liesel would hold them in her hands
like the clouds and she would wring them out; like the rain” [2, p. 85]. By this statement Zusak gives
words physical weight, emphasizing on their ability to express emotions and shape reality.

Another remarkable stylistic device used by M. Zusak is metaphor, i.e. expressive renaming
based on likeness, similarity or affinity (real or imaginary) of some features of two different objects [1,
p. 97-98]. In the novel, the accordion that Hans Hubermann carried around is described as a living
thing that breathes and interacts with the owner: “Papa’s right hand strolled the tooth-colored keys...
Papa made the accordion live” [2, p. 39]. The description shows how significant this instrument is to
Hans, who went through horrible experience with it, the thing which literally saved his life. Liesel
reflects that “Sometimes I think my papa is an accordion. When he looks at me and smiles and
breathes, I hear the notes” [2, p. 561] and remarks that even the human’s breath becomes similar to the
movement of the accordion.

The music itself is valuable to the little girl, it turns into a symbol of safety, calmness, and
emotional connection with the foster father. Furthermore, looking back on the tragedy of war has also
left the mark on the instrument. After Himmel Street was bombed for the last time, the accordion,
Liesel found amongst the ruins, is described as “An unhappy-looking accordion, peering through its
eaten case [2, p. 529]. It becomes a symbol of losing the family, the home, and “the boy, who loves
you” [2, p. 53].

In order to make the text deeper and richer the author uses irony that refers to a contrast or
discrepancy between appearance and reality [1, p. 103]. The most obvious example of irony in the
novel is Himmel Street: “Whoever named Himmel Street certainly had a healthy sense of irony. Not
that it was a living hell. It wasn’t. But it sure as hell wasn’t heaven, either (Himmel from German
means “heaven”)” [2, p. 26]. Irony reaches its peak when the street is demolished by bombs from the
sky, completely contrasting the symbolic name.

Furthermore, the irony is employed through the symbolic role of Adolf Hitler’s “Mein
Kampf”, the book that encourages hatred towards Jews surprisingly becomes a special survival tool
for Max Vandenboorg, a Jew himself. It serves as a cover-up during his journey and later as a space

for creating his own stories, painting over Fuhrer’s text. He says: “It’s the best book ever... It saved
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my life” [2, p. 236]. While Death, the narrator, highlights the absurdity and sadness of the situation

with the words “Of all the things to save him... Mein Kampf. Of all the things to save him” [2, p. 172].
In conclusion, the style of “The Book Thief” by Markus Zusak is defined by the use of such

stylistic devices as personification, epithets, metaphor, and irony creating a highly emotional and vivid
narrative. These devices enhance and deepen the reader’s understanding of characters and their
experiences, they are able to reveal the complexity of human nature and to point out the coexistence of
beauty and horror.
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MOBHI PAMKH BII{HHU: IIOPIBHSJIbHUI AHAJII3 AHIVIOMOBHHUX
HOBUHHMUX TEKCTIB Y HHEPIOJU JI’K. BAUJEHA TA I. TPAMIIA

BiitHa B YkpaiHi cTana OfHi€l0 3 HAWOLIBII 3HAYYIIUX TEM y MIKHAPOAHOMY HOBHHHOMY
MPOCTOPI OCTaHHIX pOKiB. AHMIOMOBHI 3MI He nuie BHCBITIIOBAIM Xia MO, a ¥ aKTUBHO
dbopMyBalii iHTEpIpETalliiHI paMKH, sKI BH3HAYalIM, SK ayJAMTOPisS CIpHIMAae IeH BIHCHKOBHIA
KOHQIIKT. Y IbOMY KOHTEKCTI OCOOJIIMBOTO 3HaYCHHS HA0YBa€ MOHATTS «PPEHMIHTY», OCKIIBKH BOHO
nosicHIOE, ik 3MI cTBOPIOIOTH 00pa3 BiliHH 3a JIOTIOMOTOIO JITHTBICTUYHHX Ta PUTOPUIHUX 3aCO0iB.

Oco0MBO TIOMITHUM € TOPIBHSHHS JIBOX IepioAiB npe3uneHTcTsa [xozeda baiinena (2021-
2025) ta Jdonanmpaa Tpamma (2025-2026). ITonmiTHuHi pilleHHS Ta PUTOpUKA 000X aMEPUKAHCHKHX
MOJIITUYHHUX JIIJEPiB O€3M0CepeIHbO BIUIMBAIM HA TOH 1 3MICT HOBUHHHUX PEHOPTAXKIB, IO J03BOJISE
MPOCTEXKHTH, SIK 3MiHIOBAITUCS (DpeiiMu Mpe/ICTaBICHHS BiifHN B Y KpaiHi.

Mertoro 1i€i cTaTTi € MPOBEAECHHS JIIHIBICTUYHOIO aHaji3y (pelMiHriB BiiHM B YKpaiHi B
AQHIJIOMOBHOMY HOBMHHOMY JMCKYpCI Ta BUSIBJICHHS BIIMIHHOCTEH y crioco0ax MpelcTaBIeHHs MOl
Mij] yac npe3uaeHTchkux TepminiB Jx. baiinena ta J[. Tpammna.

[onstTs «dpeiimy» y MeniitHOMYy AMCKYpci Oepe movaTok i3 mocuimpkens Epsinra ['opmana,
AKuil y cBoiii mpami “Frame Analysis” (1974) ommcaB ¢peliMu sSK «CXEMH IHTEpPIIPETaIii», II0
JIOTIOMAararoTh JIFOIIM OCMHCIIIOBATH TMOJIi Ta HajaBaTtu iM 3HaveHHs [4, ¢. 10]. Y xypHamicTuii 1e
MoHATTS po3BuHYB PobGepT EnT™man (1993), sxuit mponeMoHCTpyBaB, o (peiiMu BH3HAYAIOTH, SIKi
ACMeKTH TOAil BUCBITIIOIOTHCA, & AKi ITHOPYIOTBCS, 1 SKUM YHMHOM (POpMy€eThCs 3arajibHa KapTHHa
HOBMH JIJIsSL ayAuTODii [2].

BuaiisaioTe KinbKka KIIOYOBHX PaMOK, SKI HalH4YacTillle BHKOPHCTOBYIOTHCS Y HOBHHHOMY

JICKYPCi:
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