Kateropia «npuHUMN B3aeMHOCTI» (3,42%) mMae fBa NoNKOCK BiANOBIAHO A0
Pi3HUX BUXIAHUX NO3WLINA, SKi BM3HAYalOTb, WO € MEPBUHHUM - «OYiKyBaHe Ta
baxkaHe cTaBfeHHs A0 cebe» 4ynM «@MakTUYHe CTaBleHHA [0 cebe». TobTO £
CTaBMOCA A0 iHWWX NOfeli Tak, XX CTaBnaTbCA A0 MeHe, abo Tak, K Xouy, Li06
CTaBunnca Jo MeHe. TyT BifbyBaeTbCca KOHMPNIKT «Mpii» AK Xo4y, Ta (hakKTUYHOro
CTaB/IeHHA «siK Gavy». [NpaBuna, B SKUX MEPBMHHOK € OLiHKA CTaB/EHHS NOAeN
[0 BfacHoi ocobu, cTaHOBAATb 26,47% LWOA0 KaTeropii «NpuMHLMN B3aEMHOCTI».
Taki npaBua cNUparTbCs Ha MPUHLMN «SAK A0 MEHE, TaK i S [0 iHWNX»: «Tpeba
CTaBUTUCA A0 Ntofel Tak, K BOHM A0 Tebe», «OKO 3a OKO, 3y6 3a 3y6», «i
noBaxat i M6 TUX, XTO NOBaxae i NOOWUTb MeHe», «Bignosigain noaam
L06poM Ha fob6po» Towo. 73,53% npaBun cnuparoTbed Ha 6axaHe CTaBNEHHS A0
cebe: «CTaBCs 4O IHLWIMX TakK, K Xo4ell, Wwob BOHU cTaBUIMCS 40 Tebe», «3p0bto
WOCb NPUEMHE ANS MOAMNHK, W06 BOHA MOr/ia 3p06UTH LWOCh MPUEMHE ANA MEHEY,
«byab no6bpum 3i BCiMa, W06 i3 TOGOK OYNM TeX A06pMMU», «LO MOCiew, Te i
MOXHeW», «He pobu BAMXKHBOMY MOraHo, AKWO He Xouew, W06 BiH 3 T060MH
BUMHMB TaK camo», «ByAb BigBepTUM i 3 To60K0 OyAyTb BiABEPTUMU» TOLUO.
67,65 % npaBun - Lie Bapialis NpUCNiB’s «cTaBca [0 N0AeNR Tak, K Xouell, o6
BOHW CTaBU/INCA [0 Tebex. <

Y npoueci aHanisy «npaBui XUTTA» 6YN0 BUAINEHO TakKoX KaTeropil
«CaMOCTIAHICTb | He3anexHicTb» (3,12%), «BUXOBAHICTb | KyNbTYpHICTb» (2,62%),
«YMEeBHEHICTb Yy €06i» (2,32%), «A00PO3NYIMBICTb | TONEPAHTHICTb - BOPOXICTb
Ta IHTONepaHTHICTb» (2%), «CTaBNEHHA 40 6aTbKIBLWMHM, MOBM Ta Hauii» (1,92%),
«npasuia nosegiHkm» (1,71%), «cTaBneHHa fo pigHux» (1,41%), «cTaB/ieHHA [0
penirii/sipn» (1,21%).

10,08 % npaBun, Ha3BaHMX YUYHAMWU, $AKi HABYaOTbCA B LWIKONAx 3
YKpaiHCbKOIO MOBOK HaBYaHHS, Hanexartb 40 KaTeropii npeuefeHTHWX TeKCTIB.
MpucniB’a y4YHi po3yMmiloTb SIK OCOOWCTICHI KOHCTPYMOW, WO TpaHCAOTbCA
KYNbTypoto, i, Ha AymKy B.®. MeTpeHka, (iKCylOTb Ta ONUCYHOTb (PparmMeHTU
KapTUHW ifleanbHOro CBITy.

TakuM UMHOM, LiIHHICHWA KOMMOHEHT MOBHOI KapTWHW CBIiTYy Y4HIB
npeAcTaBNeHWUI A TakuMKU TeMaTUYHUMKM OGnoKamu: LIHHOCTI Mmopani (YeCHiIcTb,
[06p0, YMiHHA BMGayaTu, MOpasnbHi 3anoBifi), AOCATHEHHA LifnecnpsiMoBaHOCTI
/cunn BoMi (MeTa, [JOCATHEHHA, cuna AyXY, TMParHeHHd, Mpis, piwydictb),
ONTUMICTUYHE Ta /IerKe CTaBAEHHS A0 XUTTA. LliHHMMK ans monogi € ocsiTa i
HaBYaHHA, CTaBneHHA A0 6aTbKiB (LOMiHYBaHHS OpieHTaUii Ha CAYXHAHICTb i
LWiHHICTL  6aTtbkiB), BBiunMBICTb/MOBara, Apyx6a, yMiHHA  3anMwaTucs
0COOUCTICTIO, PO3CYA/IUBICTb. Y CTOCYHKax 3 OTOUYHUMMU YUHI KepyrTbCs
NPUHLMMNAMMN HeAO0BIpW, B3AEMHOCTI, OpieHTaLLiT Ha gonomory.

Y pesynbTaTi LOCNIAXKEHHA MIATBEPAXKEHO TinoTe3y WOAO0 NpeuefeHTHUX
TEKCTiB, AKi ICHYIOTb Yy CBifOMOCTi MpefCTaBHWUKIB OAHOr0 COLiOKYNbTYPHOIO
cepefoBuwa Ta BigobpaxawTb €4HICTb KapTWHWM cBiTY T1i HociiB. Cepef
npeueaeHTHUX TEKCTIB, WO Halibinblle akTyanizoBaHi y CBiJOMOCTI YUHiB, MOXHa
BUAINUTY MPUCHIB’S «40BIpsAiA, ane nepesipsAi» i «CcTaBca A0 IHWNUX Tak, AK X0o4eL,
o6 cTaBuIncs 40 Tebex», a TakoxX 6ibniliHi 3anoBigi.
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B. B. JlemelieHko {MennTonons)

HUGH MACDIARMID AS THE INSPIRER OF THE “SCOTTISH
LITERARY RENAISSANCE”

C. M. Grieve, best known under his pseudonym Hugh MacDiarmid, is
*K-dited with effecting a Scottish literary revolution which restored an indigenous
Scots literature and has been acknowledged as the greatest poet that his country has
I»induced since Robert Bums.

When Hugh MacDiarmid began writing in the 1920s, it was precisely the
Mensc of a new dispensation, an urgent need to write Scotland into the new century
dial motivated him and many of his contemporaries - in music, painting, sculpture
and literary and cultural criticism. This was the period MacDiarmid named “The
Scottish Literary Renaissance” [5, p. 4].

His early poetry collections, Sangschaw (1925) and Penny Wheep (1926),
(ejected the English language, opting instead for verse composed of short lyrics
<»imposed of synthesized diction of lowland Scots dialects. MacDiarmid’s abiding
smerest was language, particularly its aural qualities. When he became the leading
lipure in thé Scottish Renaissance of the twenties, he encouraged others to write in
the eclectic Scots tongue. Those times it had become unfashionable to write in any
lorm of Scots. But MacDiarmid and a number of his contemporaries like Lewis
<irussic Gibbon and William Souter, began to reclaim it [1, p. 3].

To write in Scots was an act of faith, which MacDiarmid called “an
experience akin to religious conversion”. Moreover, he used Scots, as David
I»inches explained, not as an alternative to English; he used it “for effects which
rv* unobtainable in English”. MacDiarmid said about the aesthetic values of Scots:
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“One of the most distinctive characteristics of the Vernacular, part of its very
essence, is its insistent recognition of the body, the senses. This explains the
unique blend of the lyrical and the ludicrous in primitive Scots sentiment. The
essence of the genius of our race is, in our opinion, the reconciliation it effects
between the base and the beautiful, recognizing that they are complementary and
indispensable to each other” [4].

Thus, the main purpose for Hugh MacDiarmid was to breathe new life into
Scots language, that’s why he tried to create new literary variant of it, which he
called Braid Scots or Synthetic Scots. He used these definitions specifically to
mean a synthesis, or bringing together, of all the various dialects of Scots - from
Shetland and Orkney in the far north, through the Highlands and the Western Isles,
to the central lowlands to the borders. Each area has a slightly different way of
speaking, different words have come into use and been forgotten, some words are
common to all areas of Scotland, many are only found in one or two areas:

Insular Scots: fidge - has begun to move anxiously;

Mid Scots:

-Central Scots: danders - sweets, goams - gazes stupidly;

-East Mid Scots: awa - away, lowsed - free;

- West Mid Scots: Winterin' - gleaming, dirlin' - vibrating, ettle - attempt,
lozen - window-pane;

-South Mid Scots: chitters - trembles, kittle - exciting, tricky;

Northern Scots:

-North East Scots: brent broo - wrinkled brow, drush - refuse, jaw - spurt;

Southern Scots: couthie craturs - smug creatures;

Ulster Scots: jaups - splashes.

Common words of Scots language:_abies - except; abune - above; a® - one,
single; aiblins - perhaps; allevolie - at random; anent - concerning; ava' - at all; ayont
- beyond; begood - begun; benmaist - inmost; biggin' - building; braw - fine; claith -
cloth; daur - dare; din - done; e'en - even; een - eyes; eident - eager; fug - moss; gin
- if; gie'in' - giving; gey - near; Gudekens - Godknows; hae't - have it; haud'n - held;
heich - high; het - hot; hings - hangs; hod'n - hidden; ilk ane - each one; kennin' -
knowing; laich - low; lift - sky; mom - tomorrow; ocht - ought; starns - stars; thaim
- them; unco - strange; whasae -whosever; whatna - what kind of, whatever,
whichever; wo' - the wall; yont - beyond; yill - ale; wunds - winds; yett - gate.

MacDiarmid also used in his poems a great number of words, which were
forgotten in his motherland and were replaced by English ones. He drew on
memory and external sources, such as the archaic language of the Makars
(Scotland’s late medieval balladeers), to create his own version of Scottish national
language. With a great deal of research MacDiarmid brought them all under the
one, broad umbrella of Scots [1, p. 4]:

-Pre literary Scots (14 century): doup - backside; skrymmorie - frightful and
terrific; tyauvin' - struggling; throngs - crowds;

-Early and Middle Scots (15-16 centuries): cullage - genitals; hotch - swarm; jouk
- dodge; joukin'- dodging; lourd - heavy; reid - red; reistit- dried; waesucks - alas;
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-Modern Scots (17-18 centuries): caimey - small cairn; kyth - appear;
scunner - disgust; tousie - tousled.

The Scots language offered MacDiarmid, “an inexhaustible quarry of subtle
and significant sound,” and was the only language that could capture a unique
Scottish sensibility, a notion central to the Scottish Renaissance [4].

It was a language that stood for the whole of Scotland and was intended to
banish the cosy image of Scotland (heather and hillsides, bonnie lochs and rosy-
cheeked lassies) that had flourished in sentimental poetry and mawkish prose in the
nineteenth century, and bring Scotland’s literature into the modem world.

His best work is to be found among his earliest poems, a group known as the
‘early lyrics’, which were published in two collections, Sangshcnv (1925) and
Penny Wheep (1926). Within Sangshaw is MacDiarmid’s first Scots lyric poem,
“The Watergaw” (first published in 1922) as well as “The Bonnie Broukit Bairn”,
“Crowdieknowe” and “The Eemis Stane”, while Penny Wheep includes “The
Love-sick Lass”, “Empty Vessel” and “Focherty”. In these short lyrics,
MacDiarmid managed to fuse the language and rhythms of the oral ballads and
sense of the older poetic traditions of Dunbar and Bums with the awareness of
contemporary directions in modernist European literature, creating rich, symbolic
poetry which heralded the reawakening of Scottish literature, and remains as fresh
and vivid as at its first appearance.

MacDiarmid’s Scots poems brought Scotland to the forefront of modem
concerns. In a poem such as “The Bonnie Broukit Bairn”, for instance, the Earth
seems to spin in a godless universe, a space brilliantly filled by MacDiarmid with a
unique Scots atmosphere:

Mars is brow in crammasy,
Venus in a green silk goun,
The auld Tune shak’s her gowdenfeathers,
Their starry talk’s a wheen o ”blethers,
Nanefor thee a thochtie sparin
Earth, thou bonnie broukit bairn!
[3.p. 25]

“The Watergaw” is an ambiguous lyric, with its cold imagery, “yow-trummle”
“weet forenicht” and “on-ding” (or “downpour”) and the suggestions of death as
well as cold are present in the image of a smokeless chimney. Death (and atheism)
»re also evident in the speaker’s chilling remembrance, “An’ | thocht o’ the last
wild look ye gied / Afore ye died”. Ultimately, the poem raises more questions
limn it answers and, while it has been interpreted as portraying the death of
MacDiarmid’s father, it remains essentially private in nature f1, p. 6].

MacDiarmid continued his Scots lyrics with “A Drunk Man Looks at the
Hustle” (1926), a long dramatic monologue which is considered to be his finest
vMended work. The “Drunk Man” is a complex poem and many editions exist, the
h#n of which is Kenneth Buthlay’s 1987 edition which provides extensive
i ommentary and notes, leading the reader through MacDiarmid’s often opaque use
ni language. Throughout the 2685 lines of the poem, the drunk man finds himself
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lying on a moonlit hillside staring at a thistle, which, jaggys-yet beautiful,4
encapsulates the divided Scottish self. Through his inebriation, he considers his

national flower, and, speaking aloud in a style close to the modernist “stream-of-

consciousness”, muses on the fate of Scotland as nation, on the human condition,

and through these, on his own concerns and fears. The depth and complexity of the

drunk man’s ruminations remind us of the phrase “in vino veritas”, a notion

interpreted by MacDiarmid’s protagonist with the line, “there’s nocht sae sober as

a man blin* drunk”.

Thus, Scotland and its history, its people were one of the main themes in
MacDiarmid’s poetry. He touched a lot of unknown pages of Scottish past and
present:

Edinburgh Castle or thefields
O'Bannockburn or Flodden
Are derniriwV the miskent soul,
Scotland sae lang has hod'n.
[3.p. 99]

His heart was full of love and pride of his great Motherland. He couldn’t exist
without Scotland. It was in his thoughts, in his accomplishments; it was the main
force in his whole life. Scotland gave him power to live, to love, to struggle and to
win. He wrote:

Is it alive or deid? I show
My hert - wha will can see.
The secret clyre in Scotland's life
Has brust and reams through me...
[3.p. 99]
...And uPuir Auld Scotland” bleat wVpride,
And wirtheir minds made up to bide
A thorn in a’the wide world's side...
[3,p. 198]
Is Scotland big enough to be
A symbol o' thatforce in me,
Inwha's divine inebriety
A sicht abune contempt I'll see?
For a'that’ Scottish is in me...
[3, c. 91]

MacDiarmid spent much of the 1930s cut off from mainland cultural
developments on the Shetland island of Whalsay, but he continued to write ground-
breaking and stylistically innovative poetry, as well as extensive journalism in
which he explained his vision for a Scottish renaissance that was both cultural and
political. Central to this vision was his belief that the Scottish psyche could not be
adequately expressed in the English language alone, and that to develop and write
in a synthetic Scots was the only way to achieve a coherent national voice. This
was complimented in the 1930s and 1940s when he emphasized the significance of
the Scots language in Scottish literature and life.
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O. M. TypkiHa (3anopi>k>Kks)

KOHUEMTYAJIbHO-MOBHA KAPTVHA CBITY B MPOEKL,IT HA
IHOAMBIOYAJIbHO-ABTOPCbHKY KOHUEMNTOC®EPY

[o onucy KOHUENTyanbHOT KapTWMHWU CBITY 3BepTanoca 6arato NiHrBICTIB.
lioHn BMBYaNM CMiBBIfHOWEHHA KOHLENTyanbHOI Ta MOBHOI KapTWH CBITY,
LEeMOHCTpyBanu, AK MOBHa KapTWHa CBiTY JiMlUe YAacTKOBO  BiATBOPHOE
KOHLENTYaNbHy, a TaKOoX BWABASAN CMIBBIAHOWEHHA MDK iHAMBIgYanbHUM i
KOMEKTMBHWUM B KOHLENTyanbHIil KapTwHi CBiTy. BogHouac y [OCHimKeHHAX
KOHLENTyanbHOT KapTUHW CBITY € 6arato acnekTiB, sIKi MOTPeOYHOTb YTOUHEHHS.
llo-nepwe, KoHUenTyanbHa KapTWHA CBITY MpeAcTaBnsaeTbca Yy  BUMNALI
CTaTUYHOrO0 YTBOPEHHA, AKe (OPMYETbCH CYKYMHICTIO KoHUenTiB. [lo-gpyre,
3MWATLCA  HEBMBUYEHMMMU  CKNAAHWKM  KOHUENTYaslbHOT KapTWHW  CBITY
KOHKpeTHOT enoxu. [lo-TpeTe, HeAOCTaTHS yBara MpUAINAETbCS PO3BUTKY
KONEKTMBHOI CBIfOMOCTI, $iKka 36arayyerbCi LUASAXOM HAroOBHEHHSA KOHLEMTIB
iIlOH/M 3MICTOM | BM3Ha4yae Noganblly AMHAMIKY KOHLENTIB, W0 PO3BMBAKTHCS.
I lo-ueTBeEpTE, HELOCTATHLO BMBYEHWUIA B3aEMO3B’A30K MK KOHLENTYa/bHOW Ta
MOBHOI KapTMHamu CBITY.

AKTyanbHICTb MOCTaBneHOT npobnemy 3ymMoOB/leHa TWMM, WO B igiocTuni
MNCbMEHHMKA He TiNbKW [OMOBHIETLCA 1 NOrANGAOETLCA ULiNICHMIA 06pa3s,
iaKkpinneHnin y KOHUeNTyaNbHii kapTuHi CBITY, a i BigbyBaeTbca TpaHCHhopMaLis
BiJOOpPaXXEHNX Yy MOBIi Ky/nbTypHUX (AYXOBHMX) KOHLENTIB. KOHLUeNTyanbHa
KapTWUHa BTINOE ICTOTHI BNACTMBOCTI CBITY, fKi NIOAWHA OcCArae y BUMNAAi
HaluioHafIbHO-CneungiyHMX KOHLENTIB Mif yac B3aeMopaii 3 foBkinnam [11, c. 21;
{K c. 6, 35]. lgiocTMnb MNUCbMEHHMKA OCBOKE KOHLLENTYaslbHO-MOBHY KapTUHY
HiTy, fiKa IHTErpyeTbCA B KOHLENTyalbHy Yepe3 iHAMBIgYyanbHWUIA Bigbip MOBHMX
LLCOOIB.

MeTa Hawoi CTaTTi nonsrae B OOIPYHTYBaHHI B3aeMOAIT KOHLEeNTyalbHO-
MOHHOT KapTWUHU CBITY 3 iHAMBILYaNbHO-aBTOPCHKOLO.

BinbWicTb NIHrBICTIB YyBaXKalTb, L0 KOHUeNTyasbHa KapTWHa CBIiTY €
LIMPLIMM MOHATTAM HiDK MOBHa KapTuHa cBIiTy. [epwa MicTMTb iH(opmaLito,
npescTaBfieHy B NOHATTAX, Y TOW Yac sK B OCHOBY ApYroi NOKNafeHi 3HaHHA, Lo
LUKPiN/IeHi B CEMaHTUYHMX KaTeropiax i ceMaHTUYHUX nonsax [12, c. 139]. MoxHa
»Ka3aTy, Lo KOHLENTyabHa KapThHa CBITY - Le CUCTeMa YsABMEeHb, 3HaHb NH0ANHN
MPO HABKOMIULLHIA CBIT, MeHTafbHe BifOOpaXKeHHS KyNnbTYpPHOro AOCBIAY Hauii,
MOBHa X KapTuHa CBiTY - Ti MOBHa penpeseHTauis. OfHaK KOHLUeNTyasbHa
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