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Summary. The paper considers the issue of the syntactical
whole as stylistic means in artistic prose. Different approach-
es to the term “style” are dwelt upon. Syntactical stylistics
is the main conductor of emotions in the written type of lan-
guage, so, correspondingly, any change of form will inevitably
cause a slight modification of meaning. Sinclair Lewis’s novel
“Babbit” was chosen to illustrate how syntactical whole per-
forms its stylistic role in prose. In Sinclair Lewis’s “Babbitt”,
on its higher, macro level, three main syntactical wholes were
discovered and they were not of an equal length. Each syntac-
tical whole on the micro level contained a key-word which was
in most cases in the capital letter. In descriptive type of narra-
tion, the length of the paragraph was in most cases equal to
the length of the syntactical whole. All the syntactical wholes
on their micro level are arranged by means of parallelism.
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paragraph, stylistics, stylistic device.

Topicality. The analysis of types of sentence conection within
the text establishes a peculiar trend of syntactic stylistics. The se-
quence of sentence members, the sentence structure completeness
or incompleteness and the ways sentences are combined within
the structure of a suprasyntactic unit convey additional emotional-
ity and expressiveness to the text as a whole and to each separate
sentence. Furthermore, a range of the syntactic stylistic devices
are accomplished not in a single utterance but within the context
of a group of successive utterances, a paragraph or even an extract
expressed by two or more paragraphs. Natural and well-arranged
connection between sentences is achieved by means of different
lexical and syntactic techniques, such as repetition, the definite ar-
ticle, the personal and demonstrative pronouns, the use of proper
chunks and exponents, synonymic substitutions and other means.

Literature review. The notion of style is treated not in the same
way by different people. Carter believes that style is generally de-
pendent on linguistic levels [3, p. 27]. Due to these levels every
text and writing is different from the other, hence every genre is
different. Haines is of the view that the study of style is the study
of distinctions: looking at what was said against what might have
been said [5, p. 43]. Style is also called a variety. It is referred to
as the manner of expression which is different in various contexts.
Style, being a versatile field, is defined depending on one’s field
of study.

Style is involved in both, spoken and written, literary and non-
literary types of language but it is particularly associated with
written form of the literary texts. Leech further elaborates that
style is the dress of thoughts [6, p.134]. It is the way of the writer
to convey the message to the readers. It is upon the writer and the way
he makes his text understandable that the meanings are conveyed.
Style or stylistic variations may also be analyzed in linguistic terms
for example sentence types, phonological devices, lexical varieties,
morphological varieties, rhetorical terms, semantic terms, and even
semiotic terms and utterance.
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Thus, the aim of the article is to consider the issue of the syntac-
tical whole as stylistic means in artistic prose and to analyse its main
peculiarities in the novel “Babbit” by Sinclair Lewis.

Results and discussion. The term syntactical whole is used to
signify a span of utterance larger than a sentence. In most cases
it contains a number of sentences interdependent structurally (nor-
mally by means of tense-forms, pronouns, connectives) and seman-
tically (one definite thought is coped with). It is typical for such
a span to be also characterized by the fact that it can be withdrawn
from the context without losing its relative semantic independence.
This is not to be said of the sentence, which, while being a rep-
resentative of a complete syntactical unit may, however, not has
the quality of independence. A sentence from the stylistic point
of view does not necessarily express one idea, as it is defined in most
manuals of grammar. It may express only part of one idea. Thus
the sentence: “It was with the manner of a Good Samaritan that
he shouted at a respectable-looking man who was waiting for a trol-
ley car, “Have a lift?”" [, p. 43] if extracted out of the context will
be distinguished as a part of a larger span of utterance where the sit-
uation will be clarified and the purpose of verbal expression more
unimpaired. [1, p. 210].

Here is the complete syntactical whole:

“It was with the manner of Good Samarian that he shouted
at a respectable-looking man who was waiting for a trolley car,
“Have a lift?” As the man climbed in Babbitt condescended, “Going
clear down-town?” Whenever [ see a fellow waiting for a trolley,
[ always make it a practice to give him a lift — unless, of course, he
looks like a bum”.

“Wish there were more folks that were so generous with their
machines,” dutifully said the victim of benevolence.

“Oh, no, tain’t a question of generosity, hardly. Fact, I always
feel — I was saying to my son just the other night — it’s a fellow’s
duty to share the good things of this world with his neighbors, and it
gets my goat when a fellow gets stuck of himself and goes around
tooting his horn merely because he’s charitable”.

The victim seemed unable to find the right answer” [7, p. 43].

So, according to 1. Galperin, the syntactical whole may be de-
fined as “a combination of sentences presenting a structural and se-
mantic unity backed up by rhythmic and melodic unity. Any syn-
tactical whole will lose its unity if it suffers breaking” [4, p. 257].

One should be aware of the principles on which the determi-
nation of a syntactical whole can be maintained. With a view to
deeper understand this issue, it is first of all necessary to extend our
understanding of the term utterance. I. Arnold considers that “any
utterance from a stylistic point of view will serve to denote a certain
span of speech (language-in-action) in which we may observe co-
herence, interdependence of the elements, one definite idea, and last
but not least, the purport of the writer” [1, p. 59].

The point is the objective that the writer sets for himself, which,
consequently, is to make the desirable influence on the reader.
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So the aim of any utterance is a carefully premeditated impact. Syn-
tactical units are connected to achieve the aspired effect and it is
often by the manner they are connected that the effect is secured.

Let us take the following paragraph for analysis:

“On the other side of Babbitt [ived Howard Littlefield, Ph. D., in
a strictly modern house whereof the lower part was dark red tapes-
try brick, with a leaded oriel, the upper part of pale stucco like spat-
tered clay, and the roof red-tiled. Littlefield was the Great Scholar
of the neighborhood, the authority on everything in the world except
babies, cooking and motors. He was a Bachelor of Arts of Blodgett
College and a Doctor of Philosophy in economics of Yale. He was
the employment-manager and publicity-counsel of the Zenith Street
Traction Company. He could, on ten hours’ notice, appear before
the board of aldermen or the state legislature and prove, absolutely,
with figures all in rows and with precedents from Poland and New
Zealand, that the street-car company loved the Public and yearned
over its employees; that all its stock was owned by Widows and Or-
phants; and that whatever it desired to do would benefit proper-
ty-owners by increasing rental values, and help the poor by low-
ering rents. All his acquaintances turned to Littlefield when they
desired to know the date of the battle of Saragossa, the definition
of the word “sabotage,” the future of the German mark, the trans-
lation of “hinc illoe lacrimoe”, or the number of products of coal
tar. He awed Babbitt by confessing that he often sat up till midnight
reading the figures and footnotes in Government reports, or skim-
ming (with amusement at the author s mistakes) the latest volumes
of chemistry, archeology and ichthyology” 7, p. 39].

This paragraph consists of six sentences, all more or less in-
dependent. The first sentence is, however, somewhat separat-
ed and the most general one — it represents the new character
of the novel who is going to be described and the place he lives
in. The next five sentences give the description of Howard Little-
field. These five sentences show a considerable degree of semantic
interdependence. This can be traced from the use of the following
cluster of concepts associated with each other: “the Great Scholar”,
“a Bachelor of Arts”, “a Doctor of Philosophy”, “publicity coun-
sel”. Each phrase is the key to the sentence in which it occurs. Ac-
tually, each sentence describes a different angle of Howard’s activ-
ities, sometimes not at all logically connected. The only thing that
interweaves them is the notion “Howard Littlefield” mentioned in
the first sentence. This row of unconnectable elements is used to
create a humorous effect.

In most cases, though not always, the syntactical whole co-
incides with the length of the paragraph. It is the usual way with
descriptions, though with narration the new syntactical whole may
take place in the middle of the paragraph.

The main idea is that the syntactical whole is a unit which can
be subtracted from the text without losing its relative semantic in-
dependence [2, p. 13].

Thus, a syntactical whole can be incorporated in a single sen-
tence if the sentence is created under certain conditions of this
compositional unit. From the point of view of their semantic unity
most epigrams are supposed to be syntactical wholes, though they
may miss the general structural requirements. All in all, the shorter
the syntactical whole is, the more independence it has. It is espe-
cially characteristic of philosophic meditations of the authors. For
example, most of Oscar Wilde’s witty expressions can be excluded
from the literary works and it will do little, if any, harm to the plot,
though without them the story would lack its zest. So we may say

that this type of syntactical wholes (consisting just of one sentence)
are used mostly to add some special flavor to the text.

Syntactical wholes are not always easy to recognized. Because
of individual peculiarities in incorporating ideas into a graphical
(and that presupposes both syntactical and semantic) unity, there
may be vast variety in the layout of syntactical wholes and of para-
graphs, grading from what can be called clearly-marked borderlines
between the syntactical wholes to almost indistinguishable semantic
shifts. In point of fact, it is often from making a comparison be-
tween the beginning and the end of a paragraph that one can assume
that it contains separate syntactical wholes.

It is worth mentioning that the paragraphs in the artistic prose
style do not always maintain the qualities of unity and coherence
as is the case with paragraphs in other discourses, particularly in
the scientific one.

The novel “Babbitt” consists of thirty-four chapters each con-
taining from two to seven parts. Each chapter depicts one aspect
of the life of its main character George F. Babbitt and the back-
ground — his native city Zenith, his family, office, hobbies, social
life, attitude towards religion, his rebellion. The first sentence
of the chapter is usually the key-sentence. No principles of contrast
were discovered — the description of the backgrounds and Babbitt
himself are shown in a parallel way as addition to each other. For
example, in the first chapter the awakening of Zenith is followed by
the scene which describes Babbitt’s typical getting up.

If to survey the novel on its higher, macro level, three main
syntactical wholes were discovered — the pre-rebellious period
(chapters I - XXII), the rebellion itself (chapters XXIII - XXXII)
and the reconciliation (chapters XXXIII - XXXIV). As we may
see, they are not of an equal length — the first one is the biggest.
Sinclair Lewis gives us the detailed account of the circumstances
and types of environments that caused the protest. But on the low-
er, micro level of the text each chapter consists of two syntactical
wholes — one depicting Babbitt himself and the other describing his
environment. They hardly ever go one by one, in most cases these
syntactical wholes are intermingled.

One more peculiar feature of the author’s style is that each
syntactical whole on the micro level contains a kind of key-word
which is usually put in the capital letter. For example, the frequen-
cy of the word “car” in the first two chapters is much higher than
the frequency of all other words. The key notion of chapter IV
which deals with business affairs is “Vision” and “Ideals”. Chapter
XXXI is most interesting from this angle because its key-word is
“Trouble”, and in chapter XXXII “whispers”. In chapter XXXIII
the key-word “surgery” has a symbolic meaning — with the remov-
al of Myra’s appendicitis Babbitt’s thoughts are gone and so are
the troubles in his life. The last chapter serves as a kind of an ep-
ilogue — all the aspects of Babbitt’s life are given the last stroke
of brush of the artist.

Conclusions. To conclude, it is worth mentioning that the anal-
ysis was based on the novel “Babbitt” by Sinclair Lewis. The re-
sults showed that, first of all, on the macro-level, syntactical wholes
mostly do not coincide with the paragraphs. It is especially char-
acteristic of Babbitt’s monologues. His most prominent feature is
changeability of mood, so just in the middle of one idea appears
another and that causes the occurrence of a new syntactical whole
inside the paragraph. However, when it comes to the descriptive
type of narration, the length of the paragraph is in most cases equal
to the length of the syntactical whole.
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Kopusak H. €. CTuiiicTHYHI acHeKTH BUKOPHCTAHHS
CHHTAKTHYHOTO LIJIOr0 y Xy10:KHiii npo3i (Ha npukIaai po-
many Cunkiiepa JIsica «be66iT»)

AHoTauis. Y cTaTTi po3nIsAa€eThCs IpodIeMa CHHTaKCHY-
HOTO I[IJIOTO SIK CTHJIICTUYHOTO 3ac00y B XyA0kHiH npo3i. [Ipo-
aHaJII30BAHO PIi3HI MiZAXOIU J0 MOHSTTS «CTHIIbY). CHHTaKCHY-
Ha CTUJIICTHKA € TOJIOBHUM MPOBITHUKOM €MOIIii Y THCbMOBIi
¢dbopmi MOBH, TOOTO OyIb-sika 3MiHa (OPMH HEMHHYYE IPH-
3BeJIC JI0 HEe3HAuHOi 3MiHM ceHcy. [liis UmocTpalii npukiaiis
TOT0, SIK CHHTAKCHC BUKOHYE CBOIO CTHIIICTHYHY POJIb Y TPO3i
OyB 00panwuii poman Cinkiiepa JIptoica «be606iT». Y pomani Ha
BUIIIOMY MaKpOpiBHi OyJI0 BUSBJICHO TPH OCHOBHI CHHTaKCHY-
HI 1LJT1, SIKi He OYyJIM OTHAKOBOI TOBKUHU. KOXKHE CHHTAKCHYHE
1iJIe Ha MIKpOPIBHI MICTHIJIO KITFOUOBE CJIOBO, sIKe OyJI0 HaITH-
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CaHO 3 BEJMKOI JIITepU. Y ONUCOBOMY THIIL OMOBiJi JOBKUHA
ab3aily 31e01IbIIOr0 JOPIBHIOBANIA JOBXKHWHI CHHTaKCHYHOTO
1isoro. Yci CHHTaKCHYHI LIl Ha MIKpOpiBHI moOynoBaHi 3a
JIOTIOMOTOO TIAPAJICIIbHOCTI.

Kutio4oBi ci10Ba: CTHIIb, CHHTAKCHC, XYIOXKHS TP03a, CHH-
TaKCUYHE I1iyIe, a03all, CTUITICTHKA, CTHITICTHYHI 3aCOOM.

Kopusik H. E. Ctunucrnyeckue acnekTbl MCHOJIbB30-
BaHMSI CHHTAKCHYECKOT0 LIeJI0r0 B XyI10/KeCTBEHHOM Mpo3e
(na mpumepe pomana Cunkiepa JIstonca «b360uT»)

AnHotanus. B crartee paccMarpuBaercsi nmpooiema CHH-
TAaKCHYECKOTO IeJIOr0 KaK CTHIIUCTHYECKOTO CPEACTBA B XY/I0-
JKECTBEHHOH 1po3e. [IpoaHann3upoBaHo pa3iHIHbIe TIOIXOIbI
K TIOHSTHIO «CTHIIbY. CHHTaKCHYeCKas! CTHIMCTHKA SIBIISETCS
[JIaBHBIM MPOBOIHUKOM SMOIMI B MUCEMEHHON (opMme sI3bI-
Ka, 109TOMyY JIt000€ u3MeHeHue (HopMbl HEU30EKHO IPUBEIET
K HE3HAYUTEIIbHOMY M3MEHEHHIO cMbIcia. [l uiutocTpanuu
MIPUMEPOB TOTO, KAK CUHTAKCHUC BBIMOJIHAET CBOK CTHUIHMCTH-
YeCKyl0 polib B Ipo3e, Obu1 u30paH poman Cunkiepa JIbro-
uca «b>06ut». B pomane Ha BbICIIEM MaKpOypOBHE ObLIM
O6Hapy)KCHbl TPpHU OCHOBHBIX CHUHTAKCHUYCCKHUEC LICJIbIC, U OHH
He ObLIM OJMHAKOBOW AiuHbL. Kaknoe cuHTakcudeckoe Iie-
JI0€ Ha MUKPOYPOBHE COAEPIKAJIO KIIOYEBOE CIOBO, KOTOPOE
B OOJIBIIMHCTBE CITyyacB ObUIO HAIKMCAHO C OOJBIION OYyKBBHI.
B onucarensHOM THIIE TTOBECTBOBAHUS AIMHA a03ana B 00Ib-
LIMHCTBE CIy4aeB paBHA [UIMHE CHHTAKCHYIECKOTro 1enoro. Bee
CHHTaKCHYECKHE IIeJIble Ha MUKPOYPOBHE MTOCTPOEHBI C TIOMO-
IBIO TTapaJIeTbHOCTH.

KaioueBble cjioBa: CTHIb, CHHTAKCHC, XyHOXKECTBEHHAS
po3a, CAHTAKCHYECKoe IeJIoe, ab3all, CTHIMCTHKA, CTHIIUCTH-
YeCcKHe CPesCTBa.




