Mojelisix. LleHTpaabHO CHHTAKCEMOI peueHb 13 IeOITHBHO MOJANIBHICTIO € TIpeaArKar nediTuBHOCTI. Biaro-
BIZTHO JI0 JIGKCUYHOTO HAllOBHEHHS TPEIUKaTiB AeOITHBHOCTI, pO3MEKOBYEMO OOJIIraTOpHi, HaiBOOIIraTopHi
Ta (aKyIbTaTHBHI KOMIOHEHTH peueHHsI. PeueHHs 3 eOITHBHOIO MOAAIBbHICTIO AIISITECS HA OMHOCYO €KTHI Ta
JBOCYO’ €KTHI, MO3UIIIIHA CTPYKTYpa SIKUX BiAPI3HAETHCA. Y ABOCYO €KTHUX KOHCTPYKIISIX EKCIUTIKY€ThCSI O11b-
1Ie Bij OfHI€T CUTYalii; MO3UIII0 MiAMeTa 3aiiMae cy0’eKT-Kay3aTop, 10 3MYLIye Cy0 €KT Kay3allil BUKOHATH
JIe0ITUBHY (QoyinbHy, HeOOXIOHY, UMYWEHY, HeMUHYYY) JTit0, sSIKa 3aliMa€e JYTUICKCUBHY MO3HUIIIIO.

0.A. /lepesanko. Cemanmuko-cunmaxkcuieckas CmpyKmypa npeoioiceHuil ¢ npeouKkamamu 0edoumueHocmu. —
Cmamps.

Annomauus. B ucciedosanuu onpedensiomcsi cneyupuka 0eOumueHOCmu, ee Mecmo 6 Cucmeme MOOAIbHbIX 3HaAYe-
HULl, bIOETEHbl KOHYenmbl 0eOUMUGHOCMU, YCMAHOGLeHbL UX OUphepeHyuanbHble cCeManmuieckue nPpUsHaKu, npoanaii-
3UPOBAHBL CIMPYKNYPHO-CEMARMUYECKUE MOOeTU NPEOIONCEHUT C NPeOUKAmamu 0eoumueHOCmu.

Knrouegwie cnosa: oeoumusnas MoOaIbHOCHb, CEMAHMUKO-CUHMAKCULECKAS, CIMPYKIMYpa NpeosiodceHusl, npeou-
Kam, cyOvekm-Kkay3amop, cyOvbekm Kay3upo8anHo2o 0elucmeus, 00beKm Kay3uposaHHo20 Oeticmausl.

O. Derevianko. Semantic-Syntactic Structure of the Sentences with Debitive Predicates. — Article.

Summary. The article highlights the specific character of the category of debitivity, its place in the system of other
modal meanings. Debitive concepts, their differential semantic features as well as structural-semantic models of the sen-
tences with debitive predicates have been singled out.

Key words: debitive modality, semantic-syntactical structure of the sentence, predicate, subject-causator, subject
(object) of causative action.
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THE STYLISTIC ROLE OF PARAGRAPH IN ARTISTIC PROSE
(ON THE EXAMPLE OF SINCLAIR LEWIS’S “BABBIT”)

Summary. The paper considers the issue of a paragraph as stylistic means in artistic prose. Different approaches
to the term “style” are dwelt upon. Syntactical stylistics is the main conductor of emotions in the written type of language,
so, correspondingly, any change of form will inevitably cause a slight modification of meaning. Sinclair Lewis s novel
“Babbit” was chosen to illustrate how a pararaph performs its stylistic role in prose. The results of the novel s text analysis
showed that a paragraph belongs both to linguistic and logical category. The main peculiarities in developing paragraphs
in different styles were analyzed. Most typical models of paragraphs built on different principles used in the novel were
singled out.

Key words: style, syntax, artistic prose, paragraph, stylistics, stylistic device.

A paragraph is a graphical term used to denote a group of sentences marked off by indentation at the begin-
ning and a break in the line at the end. But this graphical term has come to mean a distinct portion of a written
discourse showing an internal unity, logical in character. Actually, the paragraph as a category is half linguistic,
half logical. As a logical category it is characterized by coherence and relative unity of the ideas expressed, as a
linguistic category it is a unit of utterance singled out by purely linguistic means: intonation, pauses of various
lengths, semantic ties which can be disclosed by scrupulous analysis of the morphological aspect and meaning
of the component parts, etc. It is generally known that the logical aspect of an utterance will always be backed
up by purely linguistic means causing an indivisible unity of extra-linguistic and intralinguistic approach [1].

Bearing this in mind, some linguists do not draw a mark of demarcation between the logical and the
linguistic analysis of an utterance, because the paragraph is a linguistic expression of a logical arrangement of
thought [3].
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Paragraph structure is not always built on logical principles alone, as is generally the case in the style of
scientific prose. While developing paragraphs in newspaper style, other requirements are taken into consider-
ation. For instance, psychological principles, in particular the sensational effect of the communication and the
grasping capacity of the reader for quick reading. Considerations of space also play an important part. This latter
consideration sometimes overrules the necessity for logical arrangement and results in breaking the main rule of
paragraph building, i.e. the unity of idea. Thus a brief note containing information taken from an international
covenant on economic, social and cultural rights is crammed into one sentence, it being in its turn a paragraph:

“Recognizing that, in accordance with the Universal Declaration of Human Rights, the ideal of free hu-
man beings enjoying freedom from fear and want can only be achieved if conditions are created whereby every-
one may enjoy his economic, social and cultural rights, as well as his civil and political rights”.

Paragraph building in the style of official documents is mainly governed by the particular conventional
forms of documents (charters, pacts, diplomatic documents, business letters, legal documents and the like).
Here paragraphs may sometimes embody what is grammatically called a number of parallel clauses, which for
the sake of the wholeness of the entire document are made formally subordinate, whereas in reality they are
independent items.

Paragraph structure in the belles-lettres and publicistic styles is strongly affected by the purport of the
author. To secure the desired impact, a writer finds it necessary to give details and illustrations, to introduce
comparisons and contrasts, to give additional reasons and, finally, to expand the topic by looking at it from dif-
ferent angles and paraphrasing it. He may, especially in the publicistic style, introduce the testimony of some
authority on the subject and even deviate from the main topic by recounting an anecdote or even a short story to
ease mental effort and facilitate understanding of the communication [7].

The length of a paragraph normally varies from eight to twelve sentences. The longer the paragraph is, the
more difficult it is to follow the purport of the writer. In newspaper style, however, most paragraphs consist of
one or perhaps two or three sentences.

Paragraphs of a purely logical type may be analysed from the way the thought of the writer develops. At-
tempts have been made to classify paragraphs from the point of view of the logical sequence of the sentences.
Thus in manuals on the art of composition there are models of paragraphs built on different principles [2]. These
types are widely used in the novel under study:

1) from the general to the particular, or from the particular to the general. For example:

“There is character in spectacles — the pretentious tortoise-shell, the meek pince-nez of the school teacher,
the twisted silver-framed glasses of the old villager. Babbitt's spectacles had huge, circular, frameless lenses of
the very best glass; the ear-pieces were thin bars of gold. In them he was the modern business man; one who
gave orders to clerks and drove a car and played occasional golf and was scholarly in regard to Salesmanship.
His head suddenly appeared not babyish but weighty, and you noted his heavy, blunt nose, his straight mouth
and thick, long upper lip, his chin overfleshy but strong; with respect you beheld him put on the rest of his uni-
form as a Solid Citizen” (p. 83).

2) on the inductive or deductive principle. For example:

“The Babbitt’s house was five years old. It was all as competent and glossy as this bedroom. It had the best
of inexpensive rugs, a simple and laudable architecture, and the latest conveniences. Throughout, electricity
took the place of candles and slatternly hearth-fires. Along the bedroom baseboard were three plugs for electric
lamps, concealed by little brass doors. In the halls were plugs for the vacuum cleaners, and in the living-room
plugs for the piano lamp, for the electric fan. The trim dining-room (with its admirable oak buffet, its lead-
ed-glass cupboard, its creamy plaster walls, its modest scene of a salmon expiring upon a pile of oysters) had
plugs which supplied the electric percolator and the electric toaster. In fact there was but one thing wrong with
the Babbit house: It was not a home” (p. 49).

3) from cause to effect, or from effect to cause. For example:

“He stopped smoking at least once a month. He went through it like the solid citizen he was: admitted
the evils of tobacco, courageously made resolves, laid out plans to check the vice, tapered off his allowance of
cigars, and expounded the pleasures of virtuousness to everyone he met. He did everything, in fact, except stop
smoking” (p. 101).

4) on contrast, or comparison. For example:

“The difference between a light man like Sam Doppelbrau and a really fine character like Littlefield was
revealed in their appearances. Doppelbrau was disturbingly young for a man of forty-eight. He wore his derby
on the back of his head, and his red face was wrinkled with meaningless laughter. But Littlefield was old for a
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man of forty-two. He was tall, broad, thick; his gold-rimmed spectacles were engulfed in the folds of his long
face; his hair a tossed mass of greasy blackness; he puffed and rumbled as he talked; his Phi Beta Kappa key
shone against a spotty black vest,; he smelled of old pipes, he was altogether funeral and archidiaconal; and to
real-estate brokerage and the jobbing of bathroom-fixtures he added an aroma of sanctity” (p. 37).

So the paragraph is a compositional device aimed either at facilitating the process of apprehending what
is written, or inducing a certain reaction on the part of the reader. This reaction is generally achieved by inten-
tionally grouping the ideas so as to show their interdependence or interrelation. That is why the paragraph, from
a mere compositional device, turns into a stylistic one. It discloses the writer’s manner of depicting the features
of the object or phenomenon described. It is in the paragraph that the main function of the belles lettres style
becomes most apparent, the main function, as will be shown below, being emotive.

The paragraph in some styles, such as scientific, publicistic and some others generally has a topic sen-
tence, i.e., a sentence which embodies the main idea of the paragraph or which may be interpreted as a key-sen-
tence disclosing the chief thought of the writer. In logical prose the topic sentence is as a rule placed either at
the beginning or at the end of the paragraph depending on the logical pattern on which the paragraph is built. In
the ‘belles-lettres style the topic sentence may be placed in any part of the paragraph. It will depend on how the
writer seeks to achieve his effect. For example:

“Epochal as starting the car was the drama of parking it before he entered his office. As he turned from
Oberlin Avenue round the corner into Third Street, N. E., he peered ahead for a space in the line of parked cars.
He angrily just missed a space as a rival driver slid into it. Ahead, another car was leaving the curb, and Babbit
slowed up, holding out his hand to the cars pressing on him from behind, agitatedly motioning an old woman to
go ahead, avoiding a truck which bore down on him from one side. With front wheels nicking the wroughtsteel
bumper of the car in front, he stopped, feverishly cramped his steering-wheel, slid back into the vacant space
and, with eighteen inches of room, manoeuvered to bring the car level with the curb. It was a virile adventure
masterfully executed. With satisfaction he locked a thief-proof steel wedge on the front wheel, and crossed the
street to his real-estate office on the ground floor of the Reeves Building” (p. 115).

In this paragraph the topic sentence is placed at the beginning. It expresses the main idea of the whole
utterance generalising it. The rest of the sentences develop and extend the idea. This type of paragraph is called
loose. This type of paragraph is mostly used at the beginning of each chapter. There are two more types of par-
agraphs — balanced and periodic [5].

Balanced paragraphs are based on parallelism. They are usually used in contrastive descriptions. When
the topic sentence is placed at the end of the paragraph this type is called periodic. This type of paragraphs is the
most prolific in the novel under study. The main device which is used here is suspense. Suspense is a composi-
tional device which consists in arranging the matter of a communication in such a way that the less important,
descriptive, subordinate parts are amassed at the beginning, the main idea being withheld till the end of the
sentence or a paragraph [1]. Thus the reader's attention is held and his interest kept up. Sentences of this type
are called periodic sentences, or periods. Their function is to create suspense, to keep the reader in a state of
uncertainty and expectation.

Suspense always requires long stretches of speech or writing. This device is effective in more than one
way, but the main purpose is to prepare the reader for the only logical conclusion of the utterance. It is a psy-
chological effect that is aimed at in particular. The end of an utterance is a special emphatic part of it. Therefore
if we keep the secret of a communication until we reach the end, it will lead to concentration of the reader's or
listener's attention, and this is the effect sought.

For example, here is Babbitt’s considerations about drinking too much:

“He was even surer about it the morning after, when he was trying to be grave and paternal with his
daughters at breakfast. At noontime he was less sure. He did not deny that he had been a fool; he saw it almost
as clearly as at midnight; but anything he struggled, was better than going back to a life of barren heartiness. At
four he wanted a drink. He kept a whisky flask in his desk now, and after two minutes of battle he had his drink.
Three drinks later he began to see the Bunch as tender and amusing friends, and by six he was with them... and
the tale was to be told all over” (p. 391).

So, suspense arouses a state of uncertainty usually with anxiety or expectation as to the possible conclu-
sion of the utterance, thus producing a psychological effect.

According to I. Galperin, suspense, due to its partly psychological nature (it arouses a feeling of expecta-
tion), is framed in one sentence, for there must not be any break in the intonation pattern [3]. Separate sentences
would violate the principle of constant emotional tension which is characteristic of this device. However, other
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authors, such as V. Maltzev is of a different opinion. He believes that we may speak about periodic paragraph
when the topic-sentence is deliberately reserved for the final position [quoted in 8].

However, paragraph building in belles-lettres prose generally lacks unity, inasmuch as it is governed by
other than logical principles, two of the requirements being emotiveness and a natural representation of the
situation depicted [4].

Hence it is sometimes impossible to decide which sentence should be regarded as the topic one. Each syn-
tactical whole of several combined into one paragraph, may have its own topic sentence or be a topic sentence.
In other words, there are no topic sentences in emotive prose as a rule, though there may be some paragraphs
with one due to the prevalence of the logical element over the emotional or the aesthetic.
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H.€. Kopnax. Cmunicmuuna ponv abdszauy 6 Xyooxcuiii nposi (na npuxnadi pomany Cunxnepa Jlvroica
«beobim»). — Cmamms.

Anomayia. Y cmammi poseniaoacmuvca abzay sK cmuiicmudHull 3acio y xyoodxcuii nposi. Ilpoananizosano pisHi
nioxoou 0o mepmina «cmuiivy. CUHMAKCUYHA CMUNICIMUKA € OCHOGHUM NPOGIOHUKOM eMOYIl y NUCbMOBOMY MUNI MOBU,
momy, 8i0no8ioHo, 6y0b-AKa 3MiHA PopmU HeMUHYYe BUKIUKamMUMe NesHy 3MiHy cency. [lna intocmpayii npukiadie moeo, Ak
CUHMAKCUC BUKOHYE CMUTICMUYHY POty Y npo3i, oopano poman Cinknepa Jlvioica « beb6bimy. Pezynemamu ananisy mekcmy
POMAHy NOKA3aau, Wo adb3ay Haiexcums AK 00 JiHe8ICMUYHOI, max i 00 jo2iuHoi kamezopill. [Ipoananizo8ano ocHosHI
ocobnusocmi nobyodosu abzayis y pisnux cmunax. Haubinow munogi modeni abzayis, no6y008anux Ha pizHux NpUHYUNAx,
WO BUKOPUCOBYIOMbCA 8 POMANT, BUOKDEMIIEHO.

Knrouogi cnoea: cmunv, cunmakcuc, Xy00xCHa npo3d, ab3ay, CMuiicmukd, CmulicmudHull 3acio.

H.E. Kopnak. Cmunucmuueckas poib ao3aua 6 XyooicecmeeHHou npose (Ha npumepe pomana Cunkiepa
Jvrouca «b366um»). — Cmamos.

Annomauus. B cmamve paccmampusaemcs ad3ay Kaxk CMUIUCmMudeckoe cpeocmso 8 Xy0odcecmeeHHOll npose.
IIpoananusuposansl pasnuuHvle n00X00bl K mepMuny «cmuiby. Cunmaxcuieckas CmuiuCmuka sa6iaemcs 0CHOSHbIM NpPo-
BOOHUKOM IMOYULL 8 NUCLMEHHOM MUne peyil, NOdMomy, COOMEEmMCcmeeHHo, 11000e usmenenue Gopmol HeuzbexrcHo oyoem
8b13b18aMb ONpedeleHHoe UsMeneHue CMbICad. /A unniocmpayuy npumepos mozo, Kak CUHMAKCUC 8bINOTHAEN CIMUTUCTIU-
uecKyIo poib 8 npose, uzopan poman Cunxnepa Jlviouca «b266umy. Pe3ynomamul anaiusa mekcma pomana noKazaiu, Ymo
ab3ay OMHOCUMCSL KAK K TUHSBUCUYECKOU, MAK U K 102udeckoll kamezopusim. [Ipoananusuposarnvl ocHoeHble 0COOEHHO-
cmu nocmpoenus absayes 6 pasnvix cmuiaax. Haubonee munuunvle mooenu absayes, NOCMpOEHHbIX HA PA3HBIX NPUHYUNAX,
UCNONb3YEMbIX 8 POMAHE, 8blOETEHbl.

Knrwouegvie cnosa: cmuib, CUHMaxcuc, XyooicecmeeHnas npo3a, ad3ay, Cmuaucmukd, CIMuiuCmuyeckoe cpeocmaeo.
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