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Abstract - The article analyzes the lexico-semantic and
lexico-stylistic features of the Ossetian literary text. The
authors describe a number of individual authorial innovations,
repetitions, comparisons, lexical and grammatical methods of
expressiveness. Particular attention is given to the study of
language expressive means in N.Dzhusoyty's poetry. The
authors consider linguistic figurativeness as one of the essential
features of the lyrical genre, creating an individual style and
artistic information content.
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I. INTRODUCTION

The search for principles and methods of comparative
analysis of a number of texts as fragments of idiostyles still
remains an actual task of linguostylistic research. One of the
universal foundations of comparative analysis can be the
nature and type of conjugation of two invariable
components of any literary image — the denotative sphere
and its linguistic expression. “The most common words and
images are mutually permeable and transformed according
to the style of a literary work. Verbal images and their
formation techniques are very different depending on the
basics of the poetics of a particular direction, a literary
school, as well as the inner qualities of an individual style”
[1, p. 55]. Studies that examine the typology of images, their
compositional development forms, semantic combinations
and shifts in the structure of a literary work are rare [1, p.
55]. The grammatical structure of images which greatly
influences the stylistic colouring of a literary text is still
poorly understood.

At first glance, an image with plasticity is more closely
associated with sensual ideas about the outer world than an
image expressed only by linguistic means. However, this
view is substantially corrected when studying literary
practice.

Il. RESULTS AND DISCUSSION

In modern Ossetian writers’ works the patterns of
skillful ~conjugation of various means of speech
expressiveness both in prose and in poetic texts are quite
common [5, 6]. Nafi Dzhusoyty is one of the word masters
whose poems are full of examples of traditional usage of

various combinations of tropes. In his poem “®dennan
Oaper” (“The tired rider”) [3, p. 247], for instance,
impersonation is expectedly enhanced by comparison:

blemeem xamm xwyvlovl cemce 3cepoce,
Dui0s@anao bapweay, yeyviHy —
Xceccoiny HolLR2 Yacvocell ce ceepmee

AEmce paed3e-meed3e KeHbIHY.

Sometimes the thought and the heart
As tired horsemen go —
Carry their heads low

And doze. (here and throughout — our subscript
translation is given)

Further, this image of the “tired rider” is developed by
the author even more intensively, and a fantastic picture
emerges before eyes in which the main accents are already
switched to the rider:

Yeeo 6apcec bazmeenvl tice capevoin,
Apneeyyvl pazzazoep peevol.
Deennad bex gecxvuyst yeo, Mapevay,

Amce 36IHO®D paHMce Meexbl.

Then the rider stirs in his saddle,
Moves forward, to the first rows.
His tired horse shudders like a bird

And rushes to the most dangerous place.

The dynamics and figurativeness of the living picture
presented to the reader are reinforced by grammatical means
— the verbs of movement Ga3merbl, apneyybl, HecXbHYEL,
Teexpl, in addition to interweaving impersonation and
comparison, and even, to a certain extent, by the sound play
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with geminated (epuaeyysl, paszargep, heesan) and velar
fricative consonants rw/x at the end of each line. The
intensity reaches its apogee in the last strophe where the
poet uses emotive vocabulary and phraseology:

Keem ma uc mucxan ocep cce poieceii,
Hbuix0o3y yao xagul yuii OvinbLn!. ..
Xcecmul, 0am, monn cep@viHy Hembiecl,

Jleoicvr ma 6a30HbIHY 3bIHDL.

Where else is the crumb of their dust,

Head wind sweeps it away completely! ...

They say at war a gun is wiped out with a bullet,
And man shows himself in the trying hour.

And again, the synthesis of expressive means is used:
here is a rhetorical question, and a syntactically complex
non-trivial  figurative comparison, which includes a
phraseological unit as a precedent text (xactbr Tomm
nambirei cepdeiai). A special stylistic role is played by
the repetition of single-root words with various derivational
components:

- heemmag «tiredy,

- beimBaIITAn «very tired»,
- heemmanaeH «to tired»,

- roxseesuaz «tired of wary.

The author also presents his individual innovation —
ueix a3y, formed from the words ueix “forehead” and naeysia
“g0”, used in this context in the meaning of “head” (head
wind).

Another interesting thing is that the title of the poem is
carefully selected and justified by the following text, which
is essential; remember what importance was attached to it
by N.S. Leskov who believed that the title of a work, article,
and even a note, not only must correspond to the content of
the opus, but also be expressive and tempting [4, p. 305].

In another poem by N. Dzhusoyty “Jlemxsr 3epre”
(“The Heart of Man”), the use of single-root words
(beenpmar, nanBeumar, ¢aumarrontae) and words with
similar sounds (pennar, penna) is especially distinguished
among the devices of linguistic figurativeness:

Jlcedancwl 3cepoce gheenoae y, naosenoae.
Deernoazeonmee — cezac O3vliice, @MObIPOELL,
A03yx xeeccviny — gheenoa oce, ma penoa —

Cee yvyc yunmee, ce Oupce xvbieme yblpoeM.

Ko caxyvip dce cee yunm, cee cazvecmoii,
Yo mayan meepc oce amonocen unneepocetl.
Youi amono y — kyut gheeya ¢ “axcecmol

3cexxol xvbicmee, 30exxbl Yyunmen oce 3epoce! [3, p. 243]
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The heart of man is a road, a trampled road.

Those walking — people, all of them,

Always carry there — whether you wish or you do not —
Their little joys, their big sorrows.

If you are used to their joys and sorrows,

Then don't be afraid of losing your happiness.

This is happiness — if you catch it

Your heart will be for earthly sorrows, for earthly joys!

The author combines this device with the usual
repetition of words 3&xx, 1uH, amoHJ, 3&paE, XbeIrTeE, and
this is just eight lines! Repetition here is the main one, and
comparing the heart with a road is an additional expressive
means of creating a poetic text.

The term “linguistic figurativeness” seems more correct
in this case, although more often it is used in relation to
prose texts. E.A. Nekrasova believes that the term
“linguistic figurativeness” is used “as a rule, when analyzing
prose texts, as well as poetic works of the lyric-epic genre”
[9, p. 64], and cites the example of V.V. Vinogradov who
speaks about figurative syntax in relation to descriptive
fragments of the “Bronze Horseman” [1, p. 174]. We,
however, regard linguistic figurativeness as one of the
essential features of the lyrical genre because the way that
the sensual representation interacts with the text largely
creates the artistic informational content of the work, its
individual style. According to V.V. Vinogradov, “The
reader not only reads the writer’s work but is a creator along
with him adding more and more content in his work. And in
this sense, we can safely talk about the reader and the
author’s “co-creation” ” [1, p. 8]. When reading lyric texts,
such “co-creation” can be interpreted as one of the essential
components of understanding the stated lyrical collision;
moreover, in some cases only the “solution” to the
associative code connecting the denotation with its artistic
reflection gives the key to understanding the content of the
lyric work or its fragment.

The analysis of the linguistic figurativeness problem by
specific examples makes it possible to judge about the
possibility of distinguishing typological groups of lyrical
texts based on the nature of the interaction of the sensual
representation with its “image” in the verbal fabric of the
text.

A fragment of reality often gets a clear, sort of a
picturesque image, as in the poem “Uyner 3@xx” (“The
Only Land”):

X‘bbl3m, EHAXYbIP Xbbl3N XEXNbL,

Toimblen HOOHcbl Hbteeanuy. [3, p. 270]

It's cold, it is unusually cold in the mountains,

And the blizzard is circling.
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Further, in the same strophe, the author complicates the
visual perception of the visual picture offered to the reader:

Apsceil 3cexxvl XceH MUMHAO ce8pecbmceli

Kwvyxcen 6axcencen nanu.

Between heaven and earth through snow clouds
You cannot reach your hand out.

This plastic image is represented by an unusual
perspective which must be determined in order to
understand the author’s point of view. In another poem, the
poet describes the spring sky from a different position and
creates an interesting image using a simple comparison:

Yanoszcez!
Tanmee manvinemeem xceyviHy ColKbatic,

Apg cee coimbin xeeccwiny, xeyvunay. [3, p. 330]

Spring!
The bulls fight with their horns till dusk
And carry the sky on their horns like a rag.

Of course, there may be cases involving the poet and the
reader’s co-creation to a greater extent. For example, E.A.
Nekrasova [9, p. 65] gives Andrei Voznesensky’s lines from
“Longjumeau’:

| enter into a poem, as they enter a new time.
Pistons work, neighbours in the belts fall asleep.
Like a night cigarette telecentres fly following MCI.
There are a lot of questions.

Let me smoke, Time, with you.

If in the previous passages the reader was asked to
imagine the sky as a flat area between the clouds and the
earth or as a rag on the horns of bulls, then in this passage it
is not enough to imagine a flight “backward” of a burning
cigarette thrown along the way, it is necessary to recreate an
imaginative picture of the aircraft’s movement “forward”
with an illusion of “flight” of fixed earthly landmarks [13],
[14].

It is obvious that such constructions are based on the
general laws of the language which also form the principles
of the colloquial speech architecture through wide use of
emotives and vocatives by N. Dzhusoyty as well as a whole
arsenal of various stylistic means as in the fragment:

...I've, cemee ma keenym xvoie!
Han mvin uc yvaccol yepeen, —
Yee kvynmul 3vineyvicmeeii peennad ocen...

I've, peence,
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Paiieyvipcen xexmce,

Mecen yce kvyxmotn —

Yee kveemboipmoin xacmam.

Mecen cespcecomeem

Yee yepececmeor 6azvipmoin xacmam,
Amee ayvl 3cepoceticeH,

Yoiyor yvumumot ooncett ket xacmam,
Yoimeen ne cyvioszeen, nuxyul

Ve pepox reenvin tice 60om... [3, p. 314]

Oh, do not be sad!

I cannot live in a pit as before, —

I am tired of hard work in your walls...
Oh, but

Dear mountains,

You carried me in your hands

On the ledges of rocks.

You carried me to the clouds

On the wings of your eagles,

And that heart to which

You carried the water of those glaciers,
It can never

Forget you.

The poem is called “Xep3oon, xaxrte!” (‘“Farewell,
mountains!”). This is one of the most emotionally strong
works of the poet, in which sensuality and deep
psychological heat are achieved, for the most part, by lexical
and grammatical means in combination with various
skillfully used types of repetition [2, 11]:

- by repeating the interjection ree which sets for this
work the tone which is specific to such a folklore genre as
weeping;

- by threefold repetition of the verb xacrar "carried",
reinforcing stringing the memories of the past, of what you
lose (similar stringing is used in weeping);

- by repetition of the enclitic form of the pronoun of the
2nd person plural yae “your” throughout the poem while its
location in the line varies in strophes):

a) at the beginning of the strophe: MaH y& KbyXTbLIT —
/Y& Kbp®&MOBIpTEUT XacTaT. /M@&H @®BpXrbT&M /Y&
na@practel 0a3pIpThUl  Xacrar, /AEma& ausl 3&paEiieH,
/YBITIBI IBUTUTHI JOH®EH K&l XacTaT, /YBIMEH He CYBII3EH,
HUKYBI /Y & (epox KeHBIH i O0H;

b) in the middle of the strophe: &3 — y& xbp&lbyn, ya
oetamap (1 am your child, your support);
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c) at the end of the strophe: He, Mz xybizeH ya
/Huumyan yap3m3eH./He, m& xys@eH y& /Huunmyan
sonp3eH (No, like me / No one else will love you / No, like
me / No one else will know you);

- by repeating morphemes: Kem uapon,/Kaem
neeyon,/Kem kycon,/Yeim M mutem kecassined (Where |
will live, / Where | will walk, / Where | will work, / There |
will look at my actions);

- by repeating words in different grammatical forms
(polyptote): Ve 3apaeiil uedraem /Ybiil, 10XThIpay,
Xbycm3®eH./Ya® XysUIpbl X&3HaT® /YBIM&H paTA3BICTyT
UyybUl —JN@&Bap®H./YbIil @pKE&CI3®EH LEpblHME /Y&
OGBIPTTEL/Y ® HEYy®T XBEOYNTHI, etC.

The use of repetition once again proves our idea that “for
a poetic language, repetition is one of the most characteristic
devices; it is universal and is used, due to its natural
expressiveness and emotionality, to reproduce the
assessment of the reality phenomena depicted by the author
of a poetic text, it helps to enhance the expressiveness of
speech, affecting the emotional-volitional sphere of a
person” [2, p. 101].

Other devices of expressiveness and the author's
idiostyle, the inclusion of a sentence with homogeneous
parts give special emotionality to this poem... (Ilaccer
@M Tyrei,/ Jendan eMe apMbl TheneHen,/ Yepar eMe
HOH/KBI pebbiHeit... “With tears and blood, / With soles
and palms, / With knees and elbows™), occasional words
(3eepapuizag xaxTa “‘mountains ingrown into the heart”),
foot polymetry and others. The text, as we have already
said, imitates a certain folklore genre; it is rather difficult to
draw a clear line between conversationalism as a common
feature of the modern national language and logical-
psychological complexity as a feature of literary texts. The
combination of the real (£3 me xun/A3 Mz OxrbHEr
Kb&XThl Tyr/D&KaIITOH y& THI'bJPKbIH Kb&MOBIPTHLT “MY
sweat, / The blood of my bare feet / | spilled on the steep
ledges of your rocks”) and the surreal (A3 uaymsbiHeH
CLIMaXI/IMze,/ @LI,I[Z@J'ITBI HHI'&&HTE YBIHLIHM&./ E3
UEYI3bIHEH cbiMaxum®, /Ma 3&poHI, M& yap3oH
reiqmaMe. .. “I will walk with you / To visit the ancestors’
graves. / | will walk with you / To my old, my beloved
mother” — the author appeals to the mountains) here is a
very complex construction which it is advisable to consider
in a series of proper devices.

I1l. CONCLUSION

Thus, to express figurative ideas, various principles of
expressive means architecture can be used; the emotional
background of the literary whole also includes the
perception of the modal plan of a work, in addition to the
figurative semantic plan of perception [15]. The modality
level of Nafi Dzhusoyty’s poems is very high, and this,
being a feature of his idiostyle, gives the poetry of the writer
a special note of sincerity. Isn't this the main goal, the
essence and the reason of a poetic text? The words that Nafi
once said about Kosta Khetagurov can be equally attributed
to his poetic creativity, “Art must be primarily art created by
the works of highly gifted artists, otherwise there will be
neither content nor form in it. The form and content should
be in perfect harmony with another thing: in a poem there
should not be a single extra sound or lack of it. Art should
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be meaningful, purposeful, and its meaning and goals should
be based on the meaning and goals of life” [8, p.53].
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