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ABSTRACT

This study examines two stages of the rhythmic organization in Anatoly Kim’s works — prose rhythm
and metrical prose which are related to each other in a hierarchical relationship according to the principle of
gradation of rhythmic elements. As a rule, Kim’s underlying motive of rhythmic organization is the desire
to share the knowledge most important to him. The moment of direct sharing of this “personal meaning” is
framed rhythmically. Also, one of the most important reasons why Kim refers to rhythmic prose, especially
to metrically organized prose, is the attempt, to significantly transform the familiar meanings of words, and
present them in an unfamiliar form to the context of the work, finding additional qualities of their rhythmic
unity: for example, instead of talking about the existence of eternity, to make it possible to feel its presence
almost physically.

Keywords: Anatoly Kim, rhythmic prose, metrical prose, colon.

PE3IOME

B naHHOM HcCiIeJOBaHHU PACCMATPUBAIOTCS J[BA YPOBHS PUTMHYECKOM OpraHN3alliy POU3BEICHHIT AHATOIHS
Knma — mpo3anueckuil pUTM B PUTMUYECKAs IPO3a, HEPApXUUSCKH CBSI3aHHBIE MEXKIY COOOH MO NMPHHIUILY
IPaJalMOHHOrO CTYIICHHS PUTMHYECKHX 37IeMeHTOB. Kak mpaBuiio, mOOYyAMTEIbHBIM MOTHBOM PUTMH3ALUH
y A. KuMa cTaHOBHUTCS jKeJaHHE IOJCIUTHCS BAXKHEHIIMM JJIsi HEro 3HaHWeM. MOMEHT HENOCpPeICTBEHHOU
nepefiadf dTOro "JIMYHOCTHOTO CMbIcTa" OQOpMIICH PUTMHUYECKH. Takyke OAHONH M3 BaXKHEHIINX NPUIHH
obOpamenus A. Kuma K pUTMHYECKOH Npo3e, 0COOEHHO K IMPO3e METPUYECKH OPraHW30BAHHOM, SIBISETCS
MONBITKA, 3HAYUTEIBHO TPaHC(HOPMHUPYS IPUBBIYHBIC 3HAYCHHUS CIIOB, 00JIeKast X B HEIPUBBIYHYIO /ISl KOHTEKCTa
BCETO IMPOU3BENCHUS (OPMY, IPOHUKHYTH «3a» X CMBICIIOBEIC 3HAYCHHS, BBIIBUTH JOIOIHUTEIBHBIC Ka4eCTBa
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X PUTMHYECKOrO CAMHCTBA; HE PACCKa3aTh O CYNICCTBOBAHMU BEYHOCTH, a JaTh BO3SMOJKHOCTH OILIYTHTh €€
MPUCYTCTBUE MOYTH (PUIHUCCKH.
Kutouesvie cnosa: Anatonuit KuM, purmuueckas npos3a, MeTpudeckas 1po3a, KOJIOH.

INTRODUCTION

At the beginning of the twentieth century there were several schools studying rhythmic
prose, which differed in the dependence on what text components were considered to
be leading rhythmic units. They were the school of the foot theory of the rhythm of
prose (A. Bely), the school of the theory of syntactic rhythm (S. L. Balukhaty, R. M.
Zhirmunsky), and the school of statistical analysis of stressed rhythmic structures (K.
Marbe — E. G. Kagarov). B. V. Tomashevsky, A. M. Peshkovsky suggested measuring
rhythm by larger, relatively intonationally and semantically complete rhythmic units.

By the 1960s and 70s the theory of rhythmic prose becomes relevant again, and it
is during this period that the most influential theoretical concepts are created in this field.
Not having found any continuation or development in Russian science, A. Bely's poetic
foot theory found its followers in English-speaking literary criticism (Abercombie 1965;
Beatie 1979). The K. Marbe — E. G. Kagarov method is actively used and developed
in the works of G. N. Ivanova-Lukianova and her students (Ivanova-Lukianova 1969;
Zaburdyaeva 1985). There is some tendency to maintain a certain consistency in the
approaches to the study of the rhythmic structure of prose in Russian Soviet and post-
Soviet poetry.

The principle of statistical analysis has proved to be popular in works which are
created at the boundary between the disciplines of exact sciences and humanities. The
arising interest in interdisciplinarity made the study of rhythmic prose more complicated
and demanded the use of analyzing and synthesizing programs. From the 1960s and 80s
up to the beginning of the twenty-first century, the statistical approach has been most
widely used in the study of poetry and in the related branch of prose rhythm (Chomsky,
Miller 1985; Sem'yan 1997; Khazhieva 2009, etc.). The representatives of this approach
may also include A. N. Kolmogorov, A. V. Prokhorov, V. V. Kondratov, V. S. Baevsky,
and V. V. Rykov. It is possible to mention in this list M. A. Krasnoperova's textbook
“The Models of Linguistic Poetics. Rhythmics”, which stands out as a conglomeration of
literary and linguistic approaches to the study of rhythmic prose (Krasnoperova 1989).

One can observe a certain continuity in the works of M. M. Girshman and his
students, who work roughly in the same direction as B. V. Tomashevsky. It was M. M.
Girshman who developed the methodology most applicable to the literary analysis of
prose rhythm (Girshman 1975). A very important emphasis is placed on the substantial
content of the rhythmic movement. Bobrov (1965) has developed an original theory
based on B. V. Tomashevsky's work, but which is not very successful at the present time.

Linguists who focus on intonational rhythm work in the same direction as L. V.
Shcherba and A. M. Peshkovsky. They are N. V. Cheremisina (Cheremisina 1985) and a
group of linguists who study the prosodic aspects of rhythm in prose (L. V. Zlatoustova,
V. V. Potapov, 1. D. Egorova, G. I. Bubnova, T. G. Medvedeva, D. I. Andreeva, E. A.
Buraya, L. L. Grafova, L. A. Kelareva, N. A. Leontieva, T. N. Shishkina, L. I. Pavlova,
etc.). The interest to research widely prosodic characteristics and their role in text
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rhythmization has emerged in western science since 1950 — 60 (Pike 1947, Abercombi
1965, Gimson 1966, O'Connor 1967, Crystal 1969, etc.).

It is therefore natural to focus more and more on the relationship between rhythm
and syntax because it is primarily syntax that determines the functioning of rhythm in
prose as a system. The problems of the relationship between rhythm and syntax are of
central concern to nearly all scholars of rhythmic prose, e.g. N. V. Cheremisina, A. V.
Fedorov, E. N. Nikonov, etc.

A great deal has been done by physiologists, psychologists and acousticians to
determine the rhythm of prose. One particularly successful among the physiologists is
L. S. Vygotsky, who established the connection between breathing and the rhythm of a
particular work. The study of physiological aspects of rhythm was also part of A. M.
Peshkovsky's field of interest. A. M. Antipova and her students work in the same vein
(Antipova 1984).

Interdisciplinarity as a leading modern trend in humanities has also influenced the
literary aspect of the study of prose rhythm. There have appeared movements which
consider speech rhythm as a general linguistic system that is formed by all linguistic
means (Antipova 1990; Sokolova, Zakharkiv 2021; Zolyan 2021).

The modern view of the problem of the rthythm of prose has demanded a complex
study of it. Such a method was developed by R. D. Lebedeva (Lebedeva 1969), M. M.
Girshman (Girshman 1975), G. N. Ivanova-Lukianova (Ivanova-Lukianova 1963), N.
V. Cheremisina (Cheremisina 1990), and their students. In the case of the system-wide
approach, the idea of a hierarchical rhythmic organization proved to be fruitful. There
emerged the necessity of identifying micro-rhythm (speech rhythm) and macro-rhythm
(story-image rhythm). This approach was reflected in the works of B. S. Meilach
(Meilach 1974), A. O. Chicherin (Chicherin 1973), M. M. Girshman and K. P. Stepanov
(Girshman, Stepanov 1972).

It is natural that the change in the object of analysis (the components of the prose
rhythm) also caused a change in the method of the analysis and in the basic principle of
the approach to study the phenomenon. Therefore the structural approach that prevailed
in the studies of the 1970s — 80s is replaced by a semiotic approach at the turn of
the twentieth and twenty-first centuries (Lotman 1988; Shapir 1991; Gasparov 1999;
Chervenka 2011; Pilshchikov 2014, etc.).

In the modern view of the problem, rhythm is now seen as a hierarchy of rhythmic
stages and its definition is based on periodicity in the hierarchy. This raises the question
as to what forms this periodicity in specific literary texts, what speech segments are or
could be the rhythm-forming factors.

This article considers two stages of rhythmic organization in Anatoly Kim's works:
prose rhythm and metrical prose, which are hierarchically r elated to each other according
to the principle of gradational density of rhythmic elements.

The work of Anatoly Kim has long received international recognition; there are
many studies about his works [Peterson 1989; Rich 1990; Kolchevska 1992; Rollberg
1992; Dalton-brown 1995; Popova 2011; Khairutdinova 2012; Rollberg 2013; Safronova
2018; Safronova 2020; Choi et al]. However, there are practically no works on the
organization of A. Kim's rhythmic prose. Without laying claim to the completeness of
the conclusions for the time being, we will try to start studying his prose in terms of
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the functionality of rhythm and partly fill in this scientific gap.

1. RHYTHMIC COMPOSITION IN THE STORY BY ANATOLY KIM
“LIGHTNING IN THE CITY”

In the context of the studied cycle of Kim's stories “The Taste of Thorns at Dawn”,
this story appears to be the richest in low colons (Ic = 32.2%, the norm for the cycle is
lc = 29%; in the preceding story “The Flight” Ic = 27.2%, and in the story “Tsunami”
lc = 27.6%).

At the center of the plot is the stirring description of thunder and lightning,
which occupies almost the entire volume of the short text, whereas, for example, the
description of the tsunami in the story of the same name from the same cycle takes up
only one-fifth of its volume.

A young Hindu poet, overtaken by the rain in the street, witnesses the unusual
transformation of an old man who is observing a thunderstorm. The old man is captured
by the force of a storm, the passions of nature are reflected in his face and he becomes
a part of the thunderstorm. At this moment of identification with nature the two men,
the Hindu and the old russian man, both speaking different languages, «MraoBerHO, Kax
HellaBHHUH yiap MOJIHHHU, MHHYS BC€ IIPErpajsl BpeMeH, IPOCTPAHCTBA M 4yKEPOIHOCTH,
NPUILIO ... HEOXKHIAHHOE YeJIOBEYECKOe B3aMMONOHMMAaHHE». «Mup Ham / JAUBEH H
TpeKpaceH, / a MBI Bce / €ro 3puTeNnd, — / cKa3zall CTapuK, MHOTO3HAYUTEIHFHO W BECEIO
s Ha mHOycay (“momentarily, like a recent stroke of lightning, bypassing all the
barriers of time, space and foreignness, came to ... an unexpected human understanding”.
“Our world / is magnificent and beautiful, / and we are all / its beholders,” said the
old man, looking at the Hindu with significance and amusement”) (Kim 1985: 123).

The last verbal form is honed on the level of rhythm as well: 2 /6 /3 / 5 — the
syntactic parallelism is followed by syntagmatic parallelism, the equal volumes of the
syntagmas.

The distribution of the colons by volume

All the expressively emphasized portrait features in the story are marked by an
increase in the number of low colons. The first portrait of the old man marks the unusual
feature:«Ilomomen ¥ MPHUIOTHIICS PSIIOM C HHAYCOM YK€ OCHOBATEIbHO ITPOMOKIIMK
YeIIOBEK, OTPOMHOTO POCTa TYYHBIH CTapWK C pacTpemaHHOW Oopomoil. OmeT crapuk
ObUT Oosee yeM HEOpEeXKHO, C JEPBHUIIECKHM Oe3pa3inyueM K TOMY, YTO MOAYMAIOT O
HEM JIIO/IU, TIPUBBIKIINE OIEHWBATh JJOCTOMHCTBA YEJIOBEKa MPEXE BCETO MO TOMY, Kak
oH ozmeT» (“A huge stout old man with a scruffy beard, who got thoroughly wet in the
rain, approached and sheltered himself next to the Hindu. The old man was dressed
more than just sloppily, showing a dervish indifference to what people, who are used
to judging a person's value primarily according to how he is dressed, would think of
him”) (Kim 1985: 122).

Later on it turns out that the appearance and the inner world of the old man, at
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least in the eyes of the average man, are at cross purposes (Ic' = 37.7 %, the norm for
the story as a whole being 32.3 %).

In the second description of the old man, who is transformed by a thunderstorm,
the number of lc = 35.5 %, the contrasting colons = 41.2 %, while the norm for the
story is 26.6 %. There is the same rhythmic pattern in the portrait of the Hindu startled
by lightning (Ic = 37.5 %, cc? = 37.5 %).

A high percentage of contrasting colons was observed in the description of a
downpour (cc = 31.4 % with the norm being cc = 26.6 %). At the very sight of people
running in the rain, the Hindu poet thinks of the contradictory nature of existence:
«B meHb NpUMHPEHHS C BEYHOCTHIO, / Thl OyAellb HEM W HENOABMXKEH, / YeIIOBEK»
//. «Ho HeB3mpas Ha Takoe MpeAoIpeneieHre /, TOIN OBUTH CyeTHBI M IIYMHBI / TIOA
JIETHUM HEOXHJIaHHBIM JTUBHEM / U Oompoe Becenbe / BBIpakaldl MX MPBDKKH / depes
oOpa3zoBaBmmecs BMur adyxm» (“On the day of reconciliation with eternity, / you shall
be numb and motionless, / man” //. “But in spite of this predestination / the people
were bustling and noisy / in the sudden summer downpour / and the cheerful laughter
/ was expressed by their leaps / across the quickly formed puddles”) (Kim 1985: 121).

The measured sound of water brings the Hindu to philosophical reflection (hc? in
the landscape of rain = 25.7%, the norm being 14.1%). Compared to the thunderstorm
landscape, the rain landscape is less expressive (hc = 14.3 %, the norm being 32.3 %).

The Hindu's guess of a mysterious connection between the old man and the
thunderstorm, which is expressed in a phrase that gets into the golden ratio of the story,
is almost not highlighted rhythmically (hc = 34.5 % while the norm is 32.3 % and cc
= 25 % whereas the norm for the story is 26.6 %).

The penultimate paragraph of the story, the moment when the Hindu and the
old man understand each other, is noticeably emphasized rhythmically, and this was
facilitated by the storm (hc = 45.2 % with a norm of 32.3 % and cc = 18.6 % with
a norm for the story being 26.6 %). Such a distribution of colons (repetition of low
volume colons, low percentage of volume contrasting colons) makes the penultimate
paragraph feel more balanced.

In the final period of the story, the number of contrasting colons goes back to the
conventional norm for the story ( cc = 26.7%) and the content of low colons decreases
slightly (hc = 40%). After a moment of mutual understanding, the emphasis once again
shifts to the “difference” between the characters: OHu monun B pa3HbIE CTOPOHBI IO
OyJIbBapy, CBepKaBIIEMYy YHCTHIMH 3epKaJlaMH JIyXK, KOTOpbIe HaJ0 ObUIO 00XOAUTH KPYTOM.
OHHM ODIABIBAIUCH APYT Ha Jpyra, W IOAT M3JaJIM Maxall TOHKOH CMYIJIOH pyKoH, a
crapuk m3amHO kuBan emy B orBeT» (“They walked in different directions along the
boulevard, that was sparkling with clean mirrors of puddles, and which one had to bypass
in a circle. They looked back at each other, and the poet waved his thin swarthy hand
from afar, and the old man nodded gracefully in response”) (Kim 1985: 124).
Distribution of the beginnings and endings in the colons

1. Ic — low syllabic volume colons.
2. cc — colons that are in contrast in volume
3. hc — high syllabic volume colons.
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The story as a whole has a higher proportion of masculine endings (me = 41.7 %,
the norm for the cycle is 37.9 % and the norm for the book is 37.3 %), and the number
of masculine endings slightly exceeds the number of feminine endings, which is also
unusual for Kim’s work and, according to linguists, for prose speech in general. Masculine
endings often form an intermittently tense structure of speech (Gasparov 1974: 196).

The exceeding of the norm for masculine endings is noticeable in the portrait
features of an old man (me = 46.8 — 71.4%, the norm being 41.7%). A high percentage
of dactylic and hyperdactylic endings (de = 33, 3%, the norm for the story being 25.4%,
and he = 13%, the norm being 5.3%) can be seen in the portrait of an old man at the
moment of his merging with the nature.

This is the only case of dactylic and hyperdactylic beginnings exceeding the norm
in the story. The narrative of the old man is thus accompanied by an epic tone, created
by dactylic and hyperdactylic beginnings, and by an “intonation of affirmation”, created
by the high rate of masculine endings. In the context of A. Kim's entire work, the image
of the old man in “Lightning in the City” is associated with the image of the Teacher,
who is highly respected in Eastern religion and philosophy (Kim 1987: §3).

The opening of the story begins in the fourth paragraph, when an old man appears
next to the Hindu. The number of masculine beginnings in this paragraph is higher
than the norm (mb = 33.3% while the norm for the story is mb = 21.4%). The number
of masculine endings (me = 30.8%) is also high in the portrait of the Hindu when he
was frightened by thunder and lightning. It is well known that choreic rhythm is more
expressive, and tense than iambic rhythm, for instance.

The number of feminine endings noticeably increases in the relatively balanced,
revealing, meaningful text fragments: for example, in the description of the landscape
of rain, which develops into philosophical sentences (fe = 50.8% with the norm for
the story being fe = 38.3%); in the penultimate paragraph of the story, which describes
the characters' mutual understanding (fe = 54.5%); in the last paragraph, on which the
previous one “falls in the glow” (fe = 47.5%); the neighbouring 8th and 9th paragraphs
where the relation between the old man and the thunderstorm is established (in the 8th
paragraph fe = 43.3% while the norm is 38.3%) and in the portrait of the Hindu being
under the impression of the thunderstorm (in the 9th paragraph fe = 53.9%).

It is thus possible to detect the following rhythmic patterns:

At the level of the syllable volume distribution of the colons:

Low colons form emotionally emphasized moments in the narrative: landscapes,
event-driven culminations, emotionally emphasized portraits, descriptions of joy
(accompanied by low contrasting colons), spoken language, philosophical conclusions
arising from direct observation from nature, as well as rhetorical questions (accompanied,
as a rule, by high contrasting colons).

High colons are more typical for philosophical reflections that are devoid of
emotional charge, for the summaries, conclusions, the subject of the reflective narrator,
philosophical culminations, and the final stages of the story.

A high percentage of contrasting colons is typical to all sorts of opposites. In
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contrast, a low percentage of contrasting colons signifies positive authorial evaluation,
balanced action moments, resolved philosophical culminations, and philosophical
reflections with positive results.

At the level of distribution of beginnings and endings:

Masculine endings form mostly the setting, emotionally charged landscapes, and
eventful culminations (accompanied by fe and de).

A high percentage of masculine endings are found in a number of negative judgments,
in the majority of the rhetorical questions, in the scene of death and the end, and in
the description of everyday life, which is contrasted with existence.

The culminations are full of dactyllic and hyperdactylic beginnings (often accompanied
by feminine and dactylic endings), as well as the expression of the leading idea of the
story in its various “openings”. — In landscapes, portraits, and descriptions of joy. When
combined with masculine endings, the dactylic and hyperdactylic beginnings lose epic
their effect, objectivity, or their disconnection in space.

Feminine endings actually signify the final moments of the narrative, resolved
culminations, well balanced parts of the text: beautiful landscapes, well balanced portraits,
the moments of expression of truth.

One of the concepts of rhythm function in the artistic process is that the super-
organization of literary texts is used to regulate the emotional effect (L.I. Timofeev,
A.L. Zhovtis). The results of this analysis support this conclusion. The most constructive
were the rhythmic measures of low colons, contrasting colons, masculine and dactylic
beginnings, as well as masculine endings in colons. Deviations from the norm of regular
colons, female beginnings and endings are comparatively uncommon. These measures
are not as significant as means of expression, since they represent the standard norm
and cover the main body of the text. They tend to be emotionally neutral and have a
greater measure of flexibility.

2. METRICAL PROSE IN ANATOLY KIM'S “THE LOTUS”

There are several kinds of rhythmisation in Kim's story “The Lotus” — from the
prose rhythm, which, according to M. M. Girshman, is inherent to any literary text: to
a less free rhythmic organisation — the rhythmic prose according to V. M. Zhirmunskij's
concept; and finally to the rhythmic prose regulated metrically. The latter type of rhythmic
organization of prose, which is in sharp contrast to its prose setting, appears to be the
most interesting object of research.

The presence of metrically regulated rhythmic prose in the text of a story is
always associated with an increase in the rhythmization of its immediate context. One
example of the rhythmization in a context: «Crer! (1) 0 cuer! (1) [Magaer (2), Taer
(2), BozHOCHTCS (2) XJIOMBAMH OOJAKOB M BHOBH JIETUT (2) Ha 3eMJII0 CTasMHu 0abodek
(3, 1). lpoxmagasiii kpyroBopot cHera (1). Yuct Oexblit caBad (5) Ha MEPTBBIX Telax
npouutoronHux tpas. Ilpexpacen myTHHK (5), YbUMH HOTaMU HapylleHa O0Xbs LeJIMHA
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3UMHEro kiagobwmia. OTo oH, Mod chiH! [Ipurmen Mol ChIH HaBemaThCA KO MHE, OKeaH
rpemMut (6), mrypmut (6) IpAaMH W KpPYKEBOM JeAsHOro caja — myru (3, 4). Crmemsl
JIerTH 4epe3 cyrpoObl romyOosiM oxepenseM (4). [IpuxornmmBo u3pesansl (7), y30p4aTsl
kpas (7) Kax10i SMKH ClIefla — KaK KpacHuB IyTbh, 10 KOTOPOMY CBIH TIPHILEN U3 KHU3HH
K Moeil cMepTHOIT BewHOCTH (8), K Moa3zeMHOMY Tpody (8), k Mormie moeit (8)» (“Snow!
(1) O snow! (1) Falls (2), melts (2), is swept up (2) by flakes of clouds and falls (2) to
the ground again in flocks of butterflies (3, 1). A cool swirl of snow (1). A pure white
blanket (5) lies on the cold bodies of the last year's grass. Beautiful is the traveler (5)
whose feet have disturbed the divine untouched soil of the winter graveyard. It is him,
my son! My son has come to visit me, the ocean is thundering (6), swishing (6) with
ice and a lace of icy fat — sludge ice (3, 4). Tracks lay through the drifts like a blue
necklace (4). Whimsically carved (7), are patterned edges (7) of each footprint hole
— how beautiful is the path my son took from life to my mortal eternity (8), to my
underground coffin (8), to my grave (8)”) (Kim 1983: 487 — 488).

The basis of the rhythmical organization of this period is formed by: syntactic
parallelisms — 4, 5; double, triple verbs — predicates and short forms of adjectives —
predicatives 2, 6, 7; undertones — "31o oH, Mo#i cbrH! [Ipumien Moif CBIH ... CBIH TpHUIIeN..."
(“This is him, my son! My son has come ... my son has come...”); repetition of ordered
syntactic groups — 3, 8; Repetition of the key word — 1, 5.

The repetition of a keyword, undertones, comparisons, metaphors also connects
periods in rhythmical parts: "UTto MHe cYacTIHBBIE NTHIBI BCETO MHpA M BOJHBI BCEX
OKEaHOB; UTO MHE SIPKHE JTMBHHU BECEHHETO CBETONA/IA, B KJIOUbS] PBYIHE CaBaH 3UMHETO
CHera.

ChbIH MOH IpuIIea HABECTUTh MEHS — OT MHpPA KMBBIX MPOTSHYJI KO MHE POBHBIN
cien, OpOCHII Ha YHCTBIE CyTpoOBI romyboe oxepenbe cienoB cBoux! OH mpuHEC MHE
anenbcrHOBBIN JIoroc CoJIHIIA M TOJIOKHIT HA CHEXKHBIM XOJIMHK, HA OCJIENUTENLHO OEIIBIH
Cyrpo0 MONOXKHI 30JI0TOH IIJIOA CIIOBHO paszbsToe cepaie csoe" (“What are happy birds
of the world and waves of all oceans to me; what are bright showers of spring lightfall
to me, which tear to shreds the shroud of winter snow.

My son has come to visit me — from the world of alive he has laid an even trail
to me, he has cast a blue necklace of his footprints on the pure snowdrifts! He brought
me an orange Lotus of the Sun and put it on a snow hill, on a dazzling white snowdrift
he put the golden fruit as if his heart was split”) (Kim 1983: 488).

The parallelism can also be observed in the change of addressees in the periods
(Kim 1983, 487-489): mother-son-mother-mother-son-mother/ mother (1) — son (2). The
last two periods, immediately preceding the metrically regulated rhythmical prose, also
turn out to be metrically ordered and supplementally harmonized by sound repetitions.
Furthermore, they are also connected to the preceding period by sound repetitions,
keyword repetition, syntactic parallelisms and anaphora:

"Cuer, cuer! Msrkas, kak myx Boxa. I[lymmcras unocrack Bomsl. Sl cTama CHErom,
0emnoii, KaK CHET, MyIIHCTOW U HEBECOMOM.

1. 51 cHerom crama, a MOTOM Py4beM, KOTOPBIH BECENIO CKakal MO KaMelIKaM U’
pasoyBan cBOM muiel¢, ¢ KpyTOW CKaslbl OTBAXKHO CIPHITMBAs BHHU3, HA KAMEHHYIO
TPONKY K OKEaHy.
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2. Tel crama oOmakoM, MOABOJHON THIIBIO OKeaHa, CTpyeH JyHBI Ha IepeKarax
PeYKH ¥ 3BE3THBIMH KpPYNMUHKaMH B Oe31HE HOUYH"

(“Snow, snow! Soft as fluff water. The fluffy hypostasis of water. I have become
snow, white as snow, fluffy and weightless.

I have become snow, and then a stream, which merrily skipped over the rocks and
fanned its plume, from a steep cliff bravely jumping down, on a rocky path to the ocean.

You have become a cloud, an underwater stillness of the ocean, a stream of the
moon on the rifts of the river and star gems in the abyss of the night”) (Kim 1983: 489).

Such tendencies (the surrounding of metrically ordered prose by more loosely
sctructured prose, the appearance of extra orderliness in the places where the two types
of rhythmization come into contact) can be traced in all cases where the metrically
regulated prose appears in the story. What structure is used in metrically organized
prose? Again we will cover a few examples to illustrate this:

Example #1. " B 3TO 3uMHee MIHOBEHHE BCE 3aBEpIICHO BENMKNM KOJIOPHUCTOM
— [[BETa MPHBEACHBI K CO3BYYHOH raMMe, KOHTPACThl TOHA BBIBEPEHBI TOYHBIM YYBCTBOM
MEpBI, U JaKe PagocTh OEbIX KypONaToK, KOTOPBIX HEe yAaJI0Ch NOMMATh JIKce, CONpPsHKeHA
B TapMOHUU EIMHON ¢ TOJOAHOH 3110001 1 mevanbio 3Beps” (“And in this winter moment
everything is accomplished by a great colorist — the colors are brought to a harmonious
colour scheme, the contrasts of tone are tried out with an exact sense of measure, and
even the joy of the white partridges, which the fox failed to catch, is combined in
harmony with the starving anger and grief of the beast” (Kim 1983: 490)).

W B 510 3uMHEee MruoseHue — 551

(Bce) 3aBepmeno Benmkum komopuctom — 6 X
1IBeTa NPUBEAEHbI K CO3BYyYHOH ramme — 551
KOHTPAcCTBl TOHA BBIBEPEHBI — 451

(TOYHBIM YYBCTBOM Mephl), — 3X

W JaKe PajiocTh OEIBIX KypomaTok, — 551
(KOTOpBIX) HE ymanoch monMmarp nuce, — 35 + 3X
CONpsKEHA B FapMOHUM equHON — 551

C TOJIONHOMW 3110001 U meyanbio 3Bepst  S551.

(Dividing the period roughly into poetic lines, we get:

And in this winter moment — iambic pentameter

(Everything) is accomplished by a Great colorist — trochee hexameter

the colors are brought to a harmonious colour scheme — iambic pentameter
the contrasts of tone are tried out — iambic tetrameter

(with an exact sense of measure),- trochee trimeter

and even the joy of the white partridges, — iambic pentameter

(which) the fox failed to catch, — iambic trimeter + trochee trimeter

is combined in harmony — iambic pentameter

with the starving anger and grief of the beast iambic pentameter)

Despite some arbitrariness and potential variability of the breakdown of the period
into poetic lines, this division of the text is done without much violence to it.

Example # 2. "BoT Tuxoe ki1an0uine Ha IJIaBHOM CKIIOHE COIIKH: KPECTHI M IITUTHI
NaMATHUKOB ITOKPBITHl OEJIONECHHBIM, NBIIIHBIM CHETOM, MOI'HJIbHBIE XOJIMBI IIOXOKH Ha
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TY4YHBIX CUBY4Y€H, KOTOpBIE BIIOJI3JIM CloJa U3 Mops. be3MonBue, medanb, CIOKOWHBIN
poxot BoiH" (“Here is a quiet cemetery on the smooth slope of a hill: crosses and slabs
of monuments are covered with white-foamed, powdery snow, grave hills look like fat
Steller sea lions that crawled here from the sea. Silence, grief, calm rumbles of the
waves”) (Kim 1983, p. 490).

Bot tuxoe kmanbume — 351

Ha TJIaBHOM CKJIOHE comku — 351

KPECThI M MJINTHI MaMIATHUKOB — 451

TIOKPBITHl OCIOTNIEHHBIM, MBIIIHBIM CHEToM — 551
MOTHIIBHBIE XOJIMBI MOXOXKH — 451

Ha TY4YHBIX CHUBY4Yel, KoTopsle — 5 A

BITOJI3NH Crofa U3 Mops. — 351

BesmonBue, neyans, — 351

CHOKOMHBIN POKOT BOJH. — 351

(Here is a quiet cemetery — iambic trimeter

on the smooth slope of a hill — iambic trimeter

crosses and slabs of monuments — iambic tetrameter

are covered with white-foamed, powdery snow — iambic pentameter
grave hills look like — iambic tetrameter

fat steller sea lions, that— iambic pentameter

crawled here from the sea. — iambic trimeter

Silence, grief, — iambic trimeter

calm rumbles of the waves. — iambic trimeter).

Thus, the metrically regulated prose in Kim's story “The Lotus” consists of iambics
with minor irregularities — choreic inclusions and is quite freely divided into poetic lines
— which determines its additional relative regularity, by far greater similarity to the verse.

In order to clarify the semantic functions of rhythmic prose in the story, it is
necessary to determine its idea and its range of problems. Kim's entire story is an
attempt of the characters, the artist Lokhov, and together with him the author, to liberate
themselves from the fear and burden of death, which get in the way of life and creativity.
Liberation from the burden of death, according to Kim, gives, above all, the realization
of his unity with nature, the awareness of himself being part of the eternal chain of
rebirths in nature, and, consequently, the identification of human existence with eternity.
The realization of this truth has the power to liberate man from the pain of inevitable
loss. It is the moment of discovery of this truth that becomes the culmination of the
story and marks the transition to rhythmic prose. The transition to rhythmic prose is the
strongest emphasis in the text, indicating that something important is being expressed,
something intuitive, and something emotional engages Lokhov with the truth. Then, until
the end of the story, Lokhov will gradually realize what he “understood” intuitively, but
this time in prose. The moment of subconscious acquisition of truth turns out to be in
rhythmic harmony, because it is poetry that recognizes reality intuitively.

The whole rhythmic prose (of its two kinds) in the story marks a kind of retreat,
a transfer of the narrative from the external — the description of actions to the internal
— to the work of Lokhov's consciousness and subconsciousness. Syntactically ordered
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rhythmic prose prepares the appearance of a stronger rhythmic accent — metrically
organized prose. There is a gradual harmonization of the text along with an increase in
its emotional charge. The metrically organized prose becomes the core of the culmination,
its peak. But at the same time, due to its large textual length (5 pages), its verse energy
gradually weakens and a totally unique qualitative textual unity is formed, where the
temporal and spatial shifts take place.

In the rhythmic part of the text, which is metrically regulated and amenable to
division into comparable segments (lines), verse time comes into play. “Subjective”
time here is not only objectified, but also acquires internal fullness and independency,
so that the detached “moment” is out of time and, in essence, is equated with eternity”
(Kim 1983: 274).

The prose setting, as mentioned above, enhances the poetic qualities of the rhythmic
prose, but, on the other hand, it also transforms them slightly. Amid the relatively
disordered prose narrative, the rhythmic part feels not only more ordered, but also less
varied and monotonous. “The monotony of this part seems to express a stopped, as if
always existing time, an eternity. It communicates the tranquility and wise peace that
reigns over the cemetery, the liberation from chaotic feelings of pain and fear. Moreover,
the culminating moment, which is framed rhythmically, becomes also the moment of
clash of counter-senses”, according to the terminology of L. S. Vygotsky (Vygotsky
1986). Two contradictory feelings collide: on the one hand, the transition to “verse”
arouses an increased emotional response in the reader; on the other hand, the narration
seems to slow down and become soothing, calming. The colliding counter-senses are
meant to bring the reader to catharsis. “The whole point is that by evaluating a text as
a poetic one, we aim to fill it with the hallmark and quality of poetic speech, that is,
the speech that is emotionally saturated” (Zhovtis 1985: 67).

Lastly, the most obvious reason for the appearance of rhythmic prose in the story
is the desire for the greatest generalization. The rhythmic prose in “The Lotus” comes
into play when it is necessary to abstract from the everyday and the singular. If we
put the motivations aside, and instead pay attention to the intension of Kim's appeal to
rhythmic prose, then it is necessary to remember one more of its verse qualities: “... Any
speech division which is unusual in comparison with the syntactic norms established in
a language shifts the center of attention from the informant to the informative, from the
narration to the narrator, or, more precisely, from the objective-situational meaning of
the utterance to its subjective meaning, to the way the subject thinks and experiences
the situation. It is here that one can discover the simplest meaningful premise on which
the rhythmic segmentation of speech relies and which it develops and transforms in
verse” (Hirschman 1982: 272).

Thus, the appearance of rhythmic prose in the text also means shifting the centre
of attention from the narration to the narrator, and not even so much to Lokhov, who
joins the uttermost to knowledge intuitively, or his mother, as to the image of all
humanity, all living and non-living, to “WE,” serving as the all-knowing narrator, the
author. Undoubtedly, this is a place where the position of the author, who indirectly
communicates his own discovery to the reader, is exposed with the greatest clarity,
which is characteristic of the Korean diaspora's prose position in general (Safronova,
Bekmuratova 2020). It is no coincidence that Kim is so eager to objectify this truth.
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According to psychologist A. N. Leontiev, the reason that motivates the creator to create
a work of art is the desire to comprehend this or that meaning personally (knowledge
about the world, objects, phenomen) and help the reader, viewer, listener to do so. It
is clear that it is with the moment of direct sharing of this “personal meaning” that the
highest tension in the text must be associated with.

“In aesthetic activity there is an eternal struggle with the material, to overcome
it, to remove its indifference... The most difficult case is the struggle with material
in fiction. Language is a world of meanings; a work of language must carry these
meanings within it. But the most difficult thing in the art of the word is to pass behind
the meaning in the material of meaning. In poetry it is easier, the form seems to help
there; in fiction prose it is more difficult, and there are huge problems of aesthetics
which I am not quite able to touch upon — the problems of the style of the work of art
and many others” (Leontiev 1981: 184).

BRIEF CONCLUSIONS

Thus, the driving motive of A. Kim's rhythmization was the desire to share the
important knowledge to him. The moment of direct sharing of this “personal meaning”
is framed rhythmically. Also one of the most important reasons why Kim refers to
rhythmical prose, especially to the metrically organized prose, is the attempt, significantly
transforming the familiar meanings of words, presenting them in an unfamiliar form
to the context of the work, to pass behind their meanings, to find additional qualities
of their rhythmical unity e.g., not to talk about the existence of eternity but to make it
possible to feel its presence almost physically.

As a result, we can conclude that: 1) the indicators of the elements of micro-
rhythm in the prose of A. Kim reflects, first of all, the degree of emotional richness of
elements of macro-rhythm; 2) the elements of micro-rhythm have a certain substantial
independence, originally included in the rhythmic structure of speech; 3) the rhythmic
composition in A. Kim's prose work on the micro-level is subordinated to both the
realization of the author's task, and the general laws of rhythm functioning.
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