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FOREWORD

The book deals with a new and challenging subject: translation of
stylized texts. The material is quite exotic: Kahlil Gibran, an American
writer of Arab origin, is not somebody every philologist would know.
This alone places the book in a class of its own. But it stands out in
many other respects, for instance, in terms of the scope of linguistic and
literary fields touched upon: theory of literature, poetics and aesthetics,
mystical writing and Oriental poetry, wisdom literature and Sufi
philosophy, functional stylistics, and above all — translation. The list is
quite impressive and definitely shows the authors’ erudition and the
attempt to present the subject in its globality.

In terms of theory — the subject of the manual is extremely
elaborate; it is concerned with the two most ambiguous and
controversial literary concepts: genre and stylization. Genre alone can
drive a literary critic to despair. There is neither a reliable definition of
“genre” or consistent classification of its types. The argument is still
going on among literary critics. The authors of the book are bold
enough to suggest their own definition which embraces all functional
styles and takes into account not only conceptual but also linguistic
features of texts.

Stylization as a concept may also cause problems since it can be
understood in a broad and a narrow sense. If it imitates the style of a
text — it belongs to the latter type. The former presupposes borrowing
some elements of a prototype without imitating its language and style.
In the narrow sense “The Prophet” is a stylization of the biblical text,
whereas from a broader standpoint, in terms of images, there is direct
reference to medieval Sufi poetry. All this has to be taken into account
by the translator.

The actual analysis of the text of “The Prophet” with reference to
its prototypes carried out by the authors of the manual deserves a lot of
praise. Gibran’s poem in prose is treated carefully, as a precious thing.
Therefore in this case the minute analysis on all linguistic levels does
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not “kill the text” (as it often happens), but is directed at finding a clue
to its mystery.

The translation of the text of “The Prophet” into Russian is the
crowning glory of the work. As is well-known, the proof of the pudding
is in the eating: the principles of translating a stylized text worked out in
the manual have been successfully applied by its authors. The
translation does full justice to the original. It is faithfull to the source-
text without violating the norms of the target language. It renders the
unique Oriental flavour and beauty of the poem preserving its wisdom
and philosophy. | am glad that this masterpiece now exists in Russian
and will soon be available to the Russian lovers of poetry.

VELTA ZADORNOVA

Professor of the English Department,
Faculty of Philology, Moscow State University
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INTRODUCTION

This book is an attempt to reveal the principal peculiarities of
translating a stylized text of fiction into another language in keeping
with its genre characteristics and its specific “national” and culturally
unique “flavour”.

The problem has become obvious in the second half of the 20™
century, when the English-speaking world witnessed the appearance
of literary works (produced by non-native users of the English
language) which demonstrated their authors’ ability to incorporate
elements of their native (ethnic) cultures in their otherwise
impeccable “real English thing”. Suffice it to mention in this
connection such names as Vikram Seth, Kazuo Ishiguro, Vladimir
Nabokov, and many others.

With this basic idea in mind we decided to take a book written in
the 1920s by a Lebanese-born American writer Kahlil Gibran and
subject it to experimental translation into Russian, observing to our
best ability all peculiarities of the author's individual style, the
features of the literary and national traditions he belongs to and other
decorative linguistic means which make this book so closely
associated with Oriental wisdom and yet retaining in it a specific
conceptual core which the Western reader perceived and accepted as
something of a value for his own life — in spite of the obvious
difference between the author's original vision of the World and the
society's he lived in.

The book, The Prophet, which has become a bestseller in the pre-
war America is Gibran's best-known work — a partly autobiographical
poetic essay, which has been translated into over 20 languages. In fact
it echoes a kaleidoscopic range of national Oriental motives. A closer
look at the style and the concept of the book shows that it would be
practically impossible to understand it without having a profound
knowledge of its deep linguistic and cultural background, let alone
translate it efficiently into another language.

The Prophet has an extremely rich “vertical context” which
makes understanding of it a real challenge for a philologist. In this
light the principal purpose of the paper is to study Gibran’s work as a

10



unique stylistic phenomenon, an individual “produce” of the writer
which incorporates the elements of Oriental wisdom literature. And
here of course the problem of translatability comes to the fore, for the
book definitely contains a set of features (both linguistic and notional)
that should be attended to in the first place if the translator aims at
rendering a specific background flavour, which makes a particular
work of verbal art unforgettable.

For a translator the task of rendering Gibran's work in Russian is
of a very great complexity. Eternal wisdom in such matters as
marriage, love, children, money, etc. is presented to the reader in the
form of subtle Oriental stylisations, thereby imposing on the translator
the necessity of finding similar means in the target language. This
small book of ours investigates how this basic aim of putting together
an intricate message and peculiar form of poetic presentation can be
best achieved.

*

From the linguistic point of view stylisation is “an imitation of a
manner, or narrative style, etc, typical of some genre, social milieu,
time in history, etc, usually aiming at creating an impression of
authenticity” [16]. Normally a writer, aiming at creating the said
effect, never tries to reproduce an exhaustive set of the peculiar genre
features of imitated text, but thinks in terms of the “necessary and
sufficient” amount of conceptually and linguistically specific features
bearing the main load in creating a particular effect.

A researcher, whose task it is to reveal these features, should
probably begin by making a complete list of stylistic devices used by
the author, and then consider their relative functional significance in
producing a desired impact. The results of such study appear to be of
the highest practical value for a translator, who invariably faces the
problem of the balance between conceptually significant elements and
emotional-expressive “decorators”.

Guided by our principal purpose, we were certainly supposed
first to make a study of the existing Russian translation of “The
Prophet”. However, even a cursory glance at the sole existing Russian
translation of the book proved that the Ilatter was highly
unsatisfactory. Not only some of the crucial notions were distorted or
simply left out, and the rules of word collocation and colligation were
violated, the translation definitely lacked the specific “cultural
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flavour” which is quite perceptibly felt in the book (as one would feel
the Oriental tint in "The Arabian Nights", for example), not to
mention that the general style of the work was far from being solemn
and elevated as it was supposed to be. Even a very brief example is
enough to point out the major drawbacks of the existing translation:
“fragments of the soul” was translated as “xycouxu Oywu”. Bad
Russian language irrevocably spoiled the translator’s work: “epycmo
souina 6 Heeo”, “Hasexu cmamv 3aNTUMBIM 6 HEUSMEHHYIO opmy”,
“monuanue cuuzouno”, “sawe ceubanve 6 pykax”, ‘‘paboma 0z
nooodepoicanusi meaa’”’, “‘vawa obodxcenacey 6 neyu’”, “‘uwume c60600y
umems c6010 matiny”.

To prove the validity of our observations based on the scrupulous
study of the original, we decided to make our own translation of the
book taking into account all those theoretical conclusions that we
have come to in this analysis.

*

These are briefly the questions that we are trying to answer in our
paper.

In the first part we give a theoretic consideration of the basic
notions underlying our research. These notions are: stylisation,
functional style, and genre, and their relation to one another. In the
second chapter of Part | we adduce the terms and the definitions
adopted in this research We also thought it necessary to give a brief
account of the literature that provided clues for the notional analysis
of “The Prophet”.

In the second part of the paper we concentrated on the “vertical
context”, “the particular historical-philological “information”
intrinsically input by the author into his work” [17], [23, c.12 - 13].
We tried to see what factors by and large predetermined the author’s
aesthetic design, and the forms of its expression, particularly, the
genre of the book.

Chapter 2 of the second part provides the linguistic analysis of
the book, i.e. the study of words and syntax. We tried to single out
such elements that may be regarded crucial for creating “cultural
flavour” and particular style of the work.

In the third part of the paper we attempted to find the best
possible Russian equivalents of the crucial cultural elements, such as
stylistically marked words, biblical stock phrasing and sentence types.
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We also analysed various ways of translating the notions and symbols
into Russian.

Appendix includes several chapters translated in keeping with the
principles set forth in the paper.

**k*
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PART |

PROLEGOMENA TO THE STUDY AND TRANSLATION OF
STYLISED LITERARY TEXT

CHAPTER 1. THE NOTIONS OF GENRE AND STYLISATION

The definition of stylisation was never the subject of a great
debate among scholars as, for example, was that of genre. This
situation may be accounted for by the fact that most scholars are
unanimous in understanding and, consequently, in defining stylisation
as a method of intentional reproduction of a particular artistic, social,
or cultural material [43].

According to the Russian academician V.Vinogradov, the notion
of literary stylisation appeared as a result of the “interest to the
expressive overtones and stylistic differences, conditioned by the
author’s individual creativity or the original flavour of this or that
culture...” [25, p.544]. Mikhail Bakhtin wrote in this connection:
“stylisation comes from admiring the aesthetic perfection of another
work... Stylisation in a focused way projects the stylistic peculiarities
of the original text on the conceptually new material” [62, p.21].
Thus, the notion of stylisation involves, apart from purely linguistic
aspects, also the social, and cultural sides.

A brief insight into the notion’s evolution history can be found in
the book by the Polish literary critic S. Skwarczynska “La stilisation
et sa place dans la science de la literature”: “The word to stylise...first
meant “to form something in the written form”. This meaning still
exists in the modern language, and implies the idea of polishing the
content while writing...But during the 19" century the word
stylisation becomes better defined...To stylise means to adjust
consciously your style to the norms of a perfect, ideal style or a
functional style. In this sense the word had spread widely by the end
of the 19" century” [58, p.170].

According to V.Troitsky, stylisation has presently come to mean
“an imitation of a model”, “an imitation of the outward form and
characteristic features of a style. It comprises at least two styles — “a
prototype” style, serving as a model (and always implied), and the one
of an imitator or stylizer, which reproduces the source style” [58,
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p.169]. The aim of stylisation is to make the imitated style
recognisable.

The Linguistic Encyclopaedic Dictionary singles out the
following variations of stylisation: imitation (when the outward
features of a style are being reproduced without any specially defined
artistic purpose, when they organically merge with the authors
individual style so that we no longer feel the difference between the
imitated work and the imitation itself) [19, p.220]; and parody, when
the characteristic features of a “prototype” style are intentionally
“hypertrophied” aiming at ridiculing this style [52], [19, p.224].

However, there occur slight differences in terminology among
scholars. Speaking of stylisation as of a “genus term”, Maria
Verbitskaya, for example, suggests using the term “imitational
genres” for denoting parody, periphrasis, imitation, folk tale and so on
[23, p.6].

Many scholars made stylisation a subject of their research on the
Russian literature material. Among such works are the treatises by R.
Helgard dedicated to the style of Bazhov’s folk tales, articles on
stylisation of speech by A. Alpatov. Mikhail Bakhtin in some of his
books (“Literature and Aesthetic Issues” is one of them) touched upon
stylisation as well. Several pages of his book on F. Dostojevsky’s
poetics deal with the “secondary nature” of stylisation (when a
stylised text is perceived as something secondary in relation to the
primary text), and the way this effect of “something secondary” is
created in the reader’s conscience.

The literary critic A. Yefimov in his book “Stylistics of an
Acrtistic Speech” suggests the following classification of stylisation
types: historical, which involves the reproduction of speech of
different epochs; genre stylisation, which involves the application of
the means and methods of expression, characteristic of a certain genre
and is based on the core of lexis and phraseology as well as sentence
structure; and social-speech stylisation which aims at reproducing
speech peculiarities of various social layers [30, p.95].

Although V. Troitsky criticizes Yefimov’s classification and says
that it does not include all types of stylisation, he offers no alternative
classification.

Recently the interest to stylisation has somewhat increased. More
works on stylisation and its types contribute to the development of
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this notion. Focussing on an “imitational genre” of parody, a product
of stylisation, M. Verbitskaya in her doctoral thesis develops a theory
of the “secondary text”.

A recent thesis of Yu. Flyagina deals with the problem of
“sequels” or “continuations” of the famous works of the English
authors, such as Jane Austen and Charles Dickens. By applying the
method of linguopoetic analysis! she tries to find out “whether there
exists a minimum set of linguistic elements of the original text,
sufficient for its successful stylisation” [62, p.167]. The scholar
suggests the idea that “in elaborating stylisation, apparently, the
primary role belongs to subconscious understanding and imitation of
the speech structure of the imitated author at the level of simple
rhythmical groups, their properties and alterations” [62, p.167].
Finally she comes up with a number of requirements, or rather
indispensable constituents of a successful stylisation, among which
the most crucial for us are:

1)  minimum set of linguistic means, characteristic of the
“original” text and rendered in stylisation;

2) key composition elements important for creating
associations (lexical parallels, alike phraseology, similar
images);

As a general conclusion we may say that the notion of stylisation
deserves more attention on the part of the scholars, and not only in
terms of the possibilities of reproducing individual style of a
particular author or speech peculiarities of a particular social layer.
The idea of genre stylisation based on a certain literary tradition is no
less exciting.

*k*k

! The method of linguopoetic analysis as a part of linguopoetics implies the studying
of the whole complex of linguistic means in a work of fiction, employed by an author
in order to achieve the desirable aesthetic effect, which reflects his individual
aesthetic design. Linguopoetic analysis envisages a text as a global work of art, it also
involves the historical, and cultural backgrounds. The methodological difference
between the linguopoetic and linguostylistic analysis is that the first deals with the
imaginative writings only, and the second — with any kind of text [cf. 31].
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The notion of genre is related to the problem of correlation
between the content and the form of a literary work. The matter has
been widely discussed by the Russian and the foreign scholars during
the last two centuries. Their studies gave rise to a variety of
independent theories and concepts. It would not be an overestimation
to say that every scholar in this field had his own understanding of
genre, its transformation through literary epochs, methods of their
classification. We can speak only of the very general similarities of
their concepts and views regarding genre.

The first point of disagreement between the scholars comes when
genre is regarded as a stable form of a literary work. The followers of
the formalistic theory, U.N.Tynyanov, N.Pearson, R.Wellek, and
O.Warren in their understanding of genre shared the idea that genre is
“a set of devices and rules, formal structure of the work” [68, p.67].
Pearson was even more radical in his views; he stated the superiority
of form over the content: “the very essence of the literary process is to
create the form... The ultimate goal of an artist is to create the proper
architecture; his creation in not the material, but the form” [12, p. 63].
It appears that formalists paid little attention to the content of a work.

Tynyanov in his turn applied systematic approach to the problem
of genre. He came to the conclusion that it is impossible to give any
static definition of genre that would cover the entire concept. Genre
reveals the tendency to transform. Finally the scholar refuses to regard
genre as a stable type of a literary work.

An outstanding Russian scholar Mikhail Bakhtin, who has made a
significant contribution to the development of the theory of genre,
understands the term as a “typical form of the entire literary work”
[20, p.279]. He does not stand on formalistic position and sees genres
not as combinations of formal devices, but as “forms of seeing and
realising certain sides of the world” [20, p.332].

Such diversity of views is understandable: when we deal with
imaginative literature (viewed as an object literary criticism) it is
often very difficult to talk of “the stable” regarding the author’s
imagination and creative power. However, there is always a certain
canon to be followed. Even the most original and unique work of art
inevitably contains elements of the old, traditional together with the
elements of the new and the individual. At this point the scholars
agree on genre’s connection with historical time. In this respect,
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Tynyanov viewed genre as “an element of the genre system of a
certain period of time... What was called an ode in the 20s of the 19"
century — in Lomonosov’s time was called so according to other
characteristics” [68, p.67]. That means that with time genres may
change the set of their characteristics due to the changes in literary
process or historical environment.

Mikhail Bakhtin who emphasised genre’s historical aspect as
well, later developed his idea still further: “Due to its nature, literary
genre reflects the most stable, “time honoured” trends of the
literature’s development. Genre always contains imperishable archaic
elements. Those elements become preserved thanks to their constant
renovation, so to say, modernisation. Genre is always the same and
not the same, both new and old. Genre becomes reborn at each stage
of the development of literature and in each individually created work
of a particular genre. This is the genre’s life. Genre...always
remembers its past. Genre represents creative memory in the process
of literary development” [19, p.122].

It is important that he also mentioned genre’s connection with a
certain literary tradition: “Each new variety of genre, each new work,
written within a certain genre, always enriches the genre, improves
and perfects its language. Therefore, it is very important to know the
probable genre sources used by an author, to know the literary
atmosphere in which the work was being created. The more concrete
contacts we reveal, the deeper we can penetrate into the peculiarities
of his genre form and the better we understand the proportion of
traditional and new in his work” [19, p.183].

The next extralinguistic factor that determines genre is of a
functional nature. It deals with the functional purport given to the text
by the author. The author starts to write when he wants to say
something to the world, share his ideas with the others. Whatever
form of expression he chooses — is up to him, for it is for him to
decide in what form his ideas would be best understood by his
readers. Therefore, we can say that the genre of his work will not be
picked up at random — but it will rather depend on the communicative
purport, the task, which the author assigns to his work and tries to
achieve in his writing. We can also call it the “predominant aesthetic
quality” [cf. 68, p.18] as suggested by some scholars. In this sense the
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term would cover only literary texts, because in some functional
styles the aesthetic function is not realised at all.

Since we talk of genres not only from the position of the theory
of genres in literary criticism but from the point of view of functional
stylistics as well, it would still be correct to speak of the
communicative purport of the work as of a less specific term. It is
widely understood that in fiction communication is mostly of
aesthetic nature, i.e. creating meta-reality with the help of words.
Non-fiction genres, however, apart from occasionally creating
aesthetic scenes (in the stated meaning), can pass on authentic
information, recommend or prohibit something.

The next important genre-determining factor is the notional one.
If the text is a fairy-tale, for example, its characters are most likely to
be unreal, imaginary creatures taking part in unreal, wonderful events.
If we take the genre of a chronicle, it would give us an account of real
events in chronological order with dates and quotes, recounted by a
historian not always unbiased. In either case the content requires the
use of the appropriate form, in which it best achieves the desirable
effect. The notional layer is to a considerable extent predetermined by
the author’s individual perception of the world. Authors with similar
views of the world may later establish schools or give rise to
particular literary trends, cultivating particular genres or, on the
contrary, inventing new ones, elaborating artistic methods, devices,
and themes, which with time crystallise into characteristic traits of
their literary trend or school.

Thus the notional layer, the communicative purport and the
author’s perception of the world constitute the subjective features that
determine the genre of a literary work, while the historical period,
literary trend and literary tradition can be referred to as objective
ones.

In the 19-20" centuries the attitude to genres became rather
complex. On the one hand, traditional genre structures, elaborated
over many centuries, were still preserved. On the other hand, a writer
felt free to use any form of personal expression, free to ignore any
strict rules or already established canons.

There is a point of view that the boundaries of literary genres are
becoming “blurred if not absolutely destroyed”. The authors tend to
disregard strictly established genre structure. There appear the so-
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called new “synthetic forms” of novels, poems, and plays which
hardly fit any traditional genre [54, p.130, 131, 208 — 210].

It appears in fact that genre typology varies from an epoch to an
epoch, from one scholar to another. However, it is possible to speak
of a prevailing non-formalistic approach towards the problem of
genres. According to this point of view genre is regarded not only as a
relatively fixed set of certain artistic devices but also as a dynamic,
changing, individual combination and transformation of those devices
with frequent overlapping of the characteristics of one genre with
those of another genre. In this sense genre is not a rigid, forever
established form of expression but should rather be viewed as a
flexible material for individual creativity and freedom of realisation.
Genres merge; thus “synthetic forms” appear. An author is allowed,
so to say, to combine genres, "to clothe” the content into any form,
according to his purport and view of the world.

So far we have concentrated mostly on the extralinguistic aspects
of genres, such as the author’s communicative purport, historical
epoch, literary trend and literary tradition, and considered them from
the point of view of literary criticism. But the notion of genre is also
an object linguistic studies and is considered within the framework of
stylistics.

*

According to V.Vinogradov and N.Kozhina, “it would be right to
differentiate among at least three spheres of stylistic research, which
have a lot in common, very often overlap... but have, [in the final
analysis] their own tasks, criteria, and categories. These are: linguistic
stylistics or structural stylistics; speech stylistics, i.e. of various kinds
and acts of social usage of the language; and stylistics of artistic
literature” [24, c.5]. N.Kozhina defines stylistics of speech as the
primary object of functional stylistics, a “scientific trend, which
studies the rules and ways linguistic means function in various kinds
of speech, that correspond to certain spheres of human activity and
communication; it also studies the speech structure of functional
styles and the “norms” according to which linguistic means are
chosen and combined in them” [35, p.67].

Style is “one of the variants of the language, or language
subsystems, with its own vocabulary, phraseology, constructions and
turns of speech, which differs from other variants of the kind mainly
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in the expressive and evaluative features of their elements, and
usually associated with particular spheres of language usage” [16].
The choice of a certain style is conditioned by the speaker's or writer's
intention: whether he/she just wants to provide his readers with
information, to convince them to act in a certain way or to impress
them. Thus the choice of language (or, simply, of words, to quote
Professor O.S.Akhmanova) will be determined by “the convention
that a certain kind of language is appropriate for a certain use” [2,
c.5].

V.Vinogradov works out a system of functional styles on the
basis of the functions the language fulfils. There are several theories
concerning the number of language functions. Roman Jakobson
singles out six of them: emotive, referential, poetic, phatic,
metalingual and conative [1, p.46]. Kozhina criticises Jakobson, and
writes: “if one tried to classify functional styles according to those
functions, they would not cover all stylistic divergences that we find
in speech” [35, p.18].

According to the theory of academician V.Vinogradov, there are
three main language functions: communicative, intellective and
aesthetic [24, p.6-8]. A functional style therefore would mean a
variety of language based on the dominant functional linguistic
peculiarities in a particular speech environment or sphere of social
activity. According to V.Vinogradov there are six functional styles
with respective language function fulfilled:

1. the style of every-day communication
(communicative function);

2. scientific style (intellective function);

3. the style of official-documentation, or official style
(intellective function);

4. the style of every-day business communication
(communicative function);

5. the style of journalism (the function of impact)

6. the style of fiction (the function of impact).

The style of every-day communication is the one that is being
used by all of us and all the time in informal, every-day situations. It
can be characterised by a large freedom of choosing words and
grammatical structures: an utterance may consist just of a rough
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minimum of linguistic elements, yet it should be sufficient for a
successful communication between people. Scientific style is
typically used in corresponding spheres of human activities:
conferences, universities, scientific articles and debates, etc. Official
style is used in court, in the sphere of diplomatic and business
relations. Official letters, notes, agreements are composed in
compliance with the rules and standards of the official documentation
style. Journalistic style deals with topics related to politics, social life,
and public opinion. The style of fiction is the one of literary art, and
writers’ creative imagination. There is one “but” though, we can only
speak about the predominance of a certain style in this or that area of
social life; all categorical statements and divisions would have been
too presumptuous.

A linguistic function is realised through the choice of particular
words, word combinations and syntactic constructions. Thus for
example, scientific style would rest on terms, "water-tight" definitions
and logical argumentation. In such texts words are used mostly
terminologically and their semantic scope is, naturally, "narrowed".
Official style rests on the expression of the general concepts and
ideas. Informal, colloquial words and expressions, “slang words” are
typical of the every-day communication style.

The above-said however does not mean that the functional styles
are always clearly and uncontroversially defined. A very important
point to be made here is that in every style there would always be
words realising everyone of the three functions, and the boundaries
between the functional styles is very often blurred. In connection with
this research it is also important to note that “style-specific” words
(meaning those which play the role of "decorators”, providing a
specific emotional-expressive colouring) would constitute a relatively
small percentage of a text’s vocabulary.

As for grammar and syntax — the use of certain forms and
constructions varies from one functional style to another. For
instance, the scientific style would often be characterised by direct
word order; official style tends to use more stock phrases and clichés.
However, some characteristic lexical-syntactic features of one
stylistic register can be perfectly used in another.

Functional styles differ in degree of impact and emotionality.
Emotional expressiveness is usually unnatural for the scientific style,
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and also unacceptable in the official style, but quite suitable in fiction
and the style of journalism.

To sum up, each functional style has a definite field of usage,
special vocabulary and terms, lexical arrangement, syntactic structure,
the words of the general language and the main function it fulfils.

Following the principles described above, all texts can be further
classed according to a particular genre. Linguist K. Reiss offers her
theory of the text stylistics, according to which “there are text-genres
(Textsorte)... i.e. a class of verbal texts, with similar structure,
variability range and usage in analogous contexts...” [4, c.11]. Genre
variation of texts reflects the social norm, which defines the choice of
linguistic means for the production of texts of this or that genre.
Norms and conventions of a genre are very important. Together with
stylistically “neutral” words (i.e. those used in all genres) there are
other lexical units, the usage of which is limited by specific genre
boundaries. In speech these units are invariably associated with a
particular genre or, otherwise stated, become "genre-specific". For
example, scientific texts state universal truths. Therefore the forms of
the Present Tense prevail in such texts. Subjunctive Mood forms,
infinitive + modal verb constructions are used more rarely. The verb
plays the primary role in the time structure of the scientific text. In
terms of lexis scientific texts may employ a large amount of terms. All
can be explained by the fact that such kinds of texts are built with the
help of the “standard linguistic means”, conditioned by the logical and
precise nature of these texts. In contrast with the strictly and clearly
regulated features of scientific texts, the form of each text in fiction
literature is unique, complex and multifarious. It involves
composition, syntax, morphological means [53, p. 24]. The genre of a
sonnet, for example, requires the observation of strict compositional
rules: fourteen lines with the last two rhymed.

The differences between norms and conventions of a genre
become especially striking when they cross the boundaries of
languages and cultures [70, p. 33]. “Along with the genres shared by all
writing cultures, there are genres existing only in one culture
(Japanese poetry genre khaiku, for example” [70, p. 35].

In terms of linguistic variation genres can be ‘“rigid” (or
“restricted”) and “flexible”. In genres with strict, rigid rules “the laws
of genre may lead, for instance, to a complete disappearance of the
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author’s individual style” [53, p. 5]. The so-called “rigid” genres
include:

1)  among scientific and official texts: scientific articles and
theses, reports, résumés, official letters, scientific
experiments studies/analysis/descriptions, patents, and so
on.;

2) among publicity texts and diplomatic documents: front-
page article, application, note, declaration, communiqué;

3) in folklore: fairy-tale, ballad, “nonsense” poetry;

4)  in fiction: epigram, parody, “nonsense” poetry, ode, fable,
aphorisms, detective story, science fiction (or the
insertions of the technical sort of text into the core text),
buffoon comedy (or insertions of that kind into the core
text of a drama work).

To the “flexible” genres, those that are relatively free from
restricting rules, belong:

1) inscientific literature: fragments of discussion articles;

2) in publicity texts: review, letter to the editor, essay,
scientific-popular genres;

3) in folklore: song;

4) in fiction: all poetic, drama, and prose genres with the
exception of those mentioned above.

Since the texts belonging to one and the same genre are likely to
share common features, scholars suggested the notion of the “genre-
stylistic dominant feature” (already mentioned by K. Reiss), which
is a dominant invariant characteristic of a certain genre, realized in the
styles of all other texts of that genre. In other words, it is the “core”,
the principal features that determine a particular genre. This notion
proved to be extremely useful in the sphere of translation. A writer
and a translator M.Rylsky says: “...if you translate a poet, who’s main
power is in rhythm and sounds, it is this main feature you should take
care of, consciously sacrificing for its sake the logical train of his
thoughts. Contrariwise, while translating a rational, "logical™ poet, it
is necessary to follow his logical line of expression, ignoring from
time to time the rhythmical soundness and melodic effect” [53, p.13].
Thus, by determining the genre-stylistic dominant feature in any
original text we would be able to define the stable/unstable,
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compulsory/non-compulsory features for the translation of the text or
for the analysis of a translated text. It would also be possible to
determine what changes in the target text can be allowed from the
point of view of the genre conformity and what changes may lead to
the destruction of the original genre and stylistic whole of the source
test.

It appears therefore, that a genre should be considered as a
peculiar realisation of a particular functional style and is a relatively
stable type of a text, characterised by a particular functional-linguistic
orientation, sphere of use, and the choice of compositional, lexical,
syntactic, and decorative elements.

*

A minute analysis of the lexical-syntactic set of a particular piece
of writing undoubtedly helps to penetrate the secret world of thoughts
and feelings. It is interesting to adduce in this connection Vladimir
Nabokov's vision of literature. According to his doctrine, the only
thing that matters in books is style. Morality and ideas are irrelevant.
"Aesthetic bliss" is the sole objective. You should read not with your
brain or heart but your backbone. A "telltale tingle between the
shoulder-blades"” signals true literary quality?. This is rather odd, of
course, and yet contains a grain of wisdom, for "aesthetic bliss"
definitely rests on words and word-combinations. In our specific case
mystical world of religious and philosophical teachings, medieval
literary traditions, and fascinating imagery of the Middle East was
certainly expressed in the work of Kahlil Gibran through a careful
selection of lexical units and syntactic-stylistic constructions. Let us
briefly stop at this aspect of the problem and show how the
application of "ideas" in work of verbal art scorned by Nabokov,
could become one of the crucial factors in creating a specific "stylistic
flavour".

*

In many of Gibran’s biographies (like those by Jean Gibran and
Kahlil Gibran, Joseph Sheban), there was a mentioning of a
connection between the works of Gibran and the Oriental literary
tradition including the Biblical one. However none of them explored

L Cf. "The battle of style against substance" / The Sunday Times, 29 April,
2001.
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the subject exhaustively. In order to prove that such a connection
really existed we had to consult books devoted to the Sufi mystical
teaching and the works of the famous medieval Arab and Persian
poets.

The books by Idris Shakh, Inayat Khan, Shaykh Fadhlalla Haeri
provided the general background of Sufism: its basic concepts and
practices as well as facts about its followers of the past and present
times. Idris Shakh, for example, expressed many of the Sufi concepts
in allegories, the fact that already allowed drawing parallels between
Gibran’s “The Prophet” and Sufism. In his book “The Sufis” he also
provides insights into the history of European culture, stating, for
example, that many medieval monastic orders and secret societies
intrinsically originated from mystical and philosophical movements of
the Middle East.

The parables and anecdotes he cites in his book contributed to a
better understanding of Sufism as well as of the literary tradition that
existed within Sufism. More parables and allegories could also be
found in the books “The Mirror of the Perfect”, a collection of stories
about wandering Sufis, in “The Garden of Eternity”, a collection of
Oriental aphorisms, and in “The River of Sayings”, a collection of
aphoristic sayings compiled by L. Tiraspolsky.

The majority of traditional allegories and images were found in
collections of translated poetry of the Arabic and Persian medieval as
well as contemporary Sufis such as Rumi, Hafez, Saady, Attar,
Nurbakhsh, Maghrebi and others.

All literature on Sufism mentioned above was rather of
educational than of scientific nature. In order to find the scientific
grounds that would support this paper we had to refer to the bulk of
studies on the history and nature of Arabic and Persian literature. The
books by P. Grintser, articles by foreign arabists D. Beaumont and M.
Arkoun, as well as Encyclopaedia of Islam provided us with the
information on the development and interaction of the European and
Oriental literatures; the principles of the classical Arabic and Persian
poetics were explored in the works by D. Frolov, O. Frolova, A.
Kudelin, and R. Musulmankulov; the collections of the classical
Oriental “wisdom literature”, and poetry including, in the first turn,
the aphorisms, parables, and poems of Rumi, Hafez, Saadi, Attar and
others, provided justification of the scholars’ statements. In the course
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of this study it became evident that since the Middle Ages the Middle
Eastern literature has closely interacted with the European literature
leaving a strong impact on the latter. Such was a conclusion, drawn in
the article on Medieval Arabic Narrative by D. Beaumont. The author
briefly describes the state of the fictional narrative in the Middle
Ages, (or, to be more precise, states the absence of literature of such
kind), and traces back the appearance of the first fiction work — a
collection of stories, which later became known as Arabian Nights or
1001 Nights.

The work by P.Grintser provides a more detailed information
regarding the influence of the Middle Eastern literary tradition on the
Western literature.

A range of books on the essential elements of Oriental poetics,
written by such scholars as D. Frolov, O. Frolova, A. Kudelin,
R.Musulmankulov tell us about traditional Oriental images and
symbols, themes, figures of speech, vocabulary, the principles of the
classical Arabic versification, etc. Their research provided
confirmation of our initial suggestion that, with the exception of the
language, Gibran chose to write “The Prophet” in accordance with the
principles of traditional Oriental poetics.

In this connection it is important to mention the work by
V.Vinogradov “Pushkin’s Language”. One of the book’s chapters
reveals the poet’s methods of creating “Oriental” and, particularly,
“biblical” flavour in a number of his poems. V.Vinogradov considers
what linguistic characteristics and stylistic forms contributed to the
recreation of the specific “ethnic and biblical spirit” of Pushkin’s
poems [26, p.121]. Among them are the archaic grammatical forms
such as the incomplete forms of adjectives: “nar”, “monon”; particle
“ma” in imperative construction; extended chain of syntagms
invariably connected by conjunction “u”; limited number of
subordinate clauses types with the conditional and time clauses
prevailing; the use of biblical and literary archaisms associated with
the elevated rhetorical style; traditional biblical or church phrasing
“CeHp YCIIOKOEHBS”, “CTe3er0 mpaBnbl’, “Apoxaiieit TBapu”; biblical
and Oriental symbols; etc.

*
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The next category of books is dedicated primarily to the theory
and practice of translation, and offers views on the problem of
preserving the national, and historical colouring in a target text.

Outstanding scholars in the field of translation (A.Shveitser,
V.Komissarov, L.Barkhudarov, K.Chukovsky, A.Fyodorov, l.Levy,
A.Popovich) are unanimous in stating the necessity of preserving, and
rendering the original stylistic, and expressive flavour of the source
text. If this most important condition is ignored, the target text will
inevitably lack the communicative effect, and aesthetic value of the
original. It is important however, that the national (or historical, or
cultural) flavour should not exceed the degree to which it is present in
the original. The works of the authors mentioned above were no less
important in terms of providing the descriptions of the basic methods
of translation, stating the criteria for evaluating and choosing
equivalents, showing ways of pragmatic adequacy assessment of the
target text, and offering possible solutions to a number of the most
common translation problems.

*k*k

CHAPTER 2. TERMINOLOGICAL BACKGROUND

The Linguistic Encyclopaedic Dictionary gives the following
definition of the notion of stylisation: “Stylisation (from the French
word stilisation derived from slyle) — is an intentional elaboration of
an artistic narration in accordance with the principles of the language
material organisation and the characteristic outward features of
speech, typical of a particular 1) social environment; 2) historical
epoch; 3) literary trend; 4) genre; 5) author’s individual style — chosen
as an object for imitation” [43]. In other words, it is a consistent and
intentional reproduction of the principle features of an artistic, social,
or cultural material. In the dictionary by O.S.Akhmanova we find the
following definition of the term: “an imitation of a manner, or
narrative style, etc. typical of some genre, social milieu, time in
history etc., usually aiming at creating the impression of authenticity”
[16]. Stylisation is used for various artistic purposes: from recreating,
for example, the life of a society in ancient times or description of a
certain social layer, to writing parodies and satirical works.
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From the previous chapter we learned that stylisation may be of
different types, namely: historical, genre and the "social-speech™
stylisation, and the one which emphasizes certain linguistic elements
and devices, depending on the narrator’s purport. For example,
historical stylisation usually requires the use of lexical-semantic and
phraseological archaisms, outdated words; genre stylisation
concentrates on the principles of composition and speech structure,
basic methods of syntactic organisation of the imitated texts; social
stylisation involves phonetic, lexico-phraseological, and syntactic
peculiarities of the speech, characteristic of the imitated milieu.

The Dictionary of Literary Terms defines genre! as a form in
which the three major genera of literature, i.e. epic narrative, lyrics
and drama, find expression [52]. Epic genres are fairy-tale, novel,
short story; drama genres are tragedy, comedy, etc. As a notion of the
literary criticism, genre is always a unit of classification of literary
works and the indicator of their traditional characteristic features, that
favours aesthetic communication [see 68, p.13]. Within the
framework of literary criticism the notion of genre is narrowed down
and embraces only the bulk of literary texts. It is restricted to the area
of fiction literature leaving out other sorts of texts, which exist in
other spheres of human activities and are being created for other
purposes.

Going back to what was said above about the relationship
between functional styles and literary genres we could reconsider the
latter concept from purely linguistic-stylistic point of view and
suggest (unlike in many literary critical works) a vision of this notion
that puts a much heavier emphasis on the linguistic side of it and on
closer ties between the notional, decorative and purely linguistic
aspects of the text.

We suggest this considerably broadened definition of genre with
the sole aim of disclosing and afterwards proving practically the
essence of genre stylisation, which surely would be impossible
without this new vision of the well-established concept. Thus our own

1 Speaking of genres it is necessary to point out that Western scholars use one and the
same word — “genre”- for denoting the epic narrative, lyrics and drama as well as their
subdivisions: fairy-tales, fables, love poems, sonnets, novels, tragedies, comedies, etc.
To avoid confusion, we suggest using the term literary genus for denoting the epic
and lyrical narrative, and drama as it is accepted in this paper.
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definition of the term genre runs as follows: a relatively stable form
of a literary writing characterised by a particular: a) notional layer,
b) composition; c) lexical-semantic structure, d) size, e) use of
literary devices and decorative elements, predetermined by the set of
notional parameters: 1) the work's communicative and aesthetic
purport, 2) a historical epoch, 3) a literary tradition, 4) a literary
trend and 5) the author’s individual perception of the world. The
former set of parameters shall be provisionally called genre-
essentials while the second one — genre-determiners?.

Having thus defined the notion of genre we do not find any great
difficulty in defining the notion of genre stylization. Our definition of
the term runs as follows: a deliberate reproduction in a new linguistic
environment (text or utterance) of one or several genre features of the
source text so as to create a stable emotional-expressive association
between the two. It appears therefore that genre stylisation implies
taking into consideration both the notional and the linguistic
peculiarities of a text that have become recurrent through a relatively
close relationship between genre-essentials and genre-determiners
which are more or less regularly reproduced within a particular
historical, cultural and socio-linguistic environment. A "styliser" may
be content with just one or two genre features of an imitated work or
all of them together. The only rule that has to be observed in this
respect is that in order to attain the desirable effect, the author is to
use linguistic means and devices to a degree sufficient for
reproducing a desirable "aesthetic aura", socio-cultural and
linguostylistic shade, for creating the aimed association, that does not
necessarily become the central element in a new work's aesthetic
organisation, but may play a purely decorative, emotional-expressive
role, enhancing the poetic fulcrums of the new literary work. If a

1 As has been rightly indicated in one of the latest publications on stylisation, which
makes use of our definition of the term genre — “this definition is designed not as a
general literary critical proposition but specifically for research on the theory and
practice of stylisation (genre stylisation in particular). For the original work of art,
linguistic peculiarities per se might not be the most important constituent part (in
which case other elements may acquire prominence, e.g. the composition of a text
etc.); but for a stylised text, it is the linguistic side of the original that comes to the
fore and acquires specific importance in the process of imitation” See Eugenia
Semeniouk “On Style and Stylisation”. — Moscow, 2001.
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"styliser" does not use enough means, “stylisation may be taken for
the author’s individual style, and parody — for a badly written work”
[19, p.215]. Whether the author succeeds in this task or not would of
course be a matter of his good taste and personal aesthetic feeling.

It appears therefore that genre stylisation involves the linguistic,
temporal, social and cultural aspects taken together. By applying the
method of genre stylisation we can reproduce a text of a particular
genre through the use of linguistic means (phonetic, lexical,
syntactical, phraseological) that are typical of that genre.
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PART I
GENRE ANALYSIS OF “THE PROPHET”
CHAPTER 1. NOTIONAL ANALYSIS

§ 1 The Appearance of “The Prophet”

In 1923 Kahlil Gibran had his greatest work published in The
United States — a set of poetic essays entitled “The Prophet”. Ever
since that time the poem remains Gibran’s most acclaimed work.

Kahlil Gibran was born in Lebanon in 1883. Among Arabic-
speaking peoples he is widely regarded as the greatest writer of his
time. He was a painter and a sculptor as well as a poet. He was often
compared to Blake. For the last twenty years of his life he made the
United States his home where he died in 1931.

Gibran spoke several languages, among which were English and
Arabic. Gibran was always conscious of his origin. He was involved
in the Arab émigré organisation, which promoted the publication of
Arab writings to which he constantly contributed his own works,
articles and essays. Although his Arabic poems received little praise
from the Arab press, he never stopped writing in that language.

Gibran viewed himself as a “spokesman of both the Arab and
English worlds, a role whose difficulty he admitted”. It is probably
due to this reason that we find in “The Prophet” Oriental
philosophical ideas, many characteristic features of the classical Arab
poetry, and numerous reminiscences of biblical ideas and style
together with the influence of both Oriental and Western philosophers,
poets and mystics.

Gibran was encouraged to write in English by Mary Haskell, his
sponsor, advisor, and the closest friend. It was Mary, who advised
him to adopt English for “The Prophet”. Her face was an inspiration
for the book’s illustrations. The idea of “The Prophet” evolved out of
a single story written by Gibran in Arabic. As he continued working
on his “island man” as Gibran called the embryonic chapters of the
future best-seller, he more and more often referred to it as “his only
real work”, “His book”. In his letters to Mary he mapped out the main
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idea and the form of the book: “It is the prophetic form. That is the
really great form...I have taken ...aspects of life, and reduced each to
its simple reality... Everything will be short. Your know I believe the
realest books are short. How short Job is!” [5, p. 312].

Mary Haskell defined his style as “a sort of universal English —
the simplest structure, ‘pure line’ English, that he uses, in choosing
the Bible style”. Gibran explained his attraction to that style: “The
Bible is Syriac literature in English words. /.../ There is nothing in
any other tongue to correspond to the English Bible. And the Chaldo-
Syriac is the most beautiful language that man has made — though it is
no longer used” [5, p. 313].

As for the poetic nature of his book, the author said himself: “I
am not trying to write poetry... I am trying to express thoughts — but |
want the rhythm and the words right so that they shan’t be noticed,
but shall just sink in, like water into cloth — and the thought be the
thing that registers” [5, p. 315].

The only disagreement that Mary Haskell and Gibran had about
the work concerned its title. Initially it was “The Commonwealth”,
then “The Councils” and finally it was Gibran who came up with the
final version of “The Prophet”. Mary never accepted that title and
continued to call the book “The Councils”.

Eleven years have passed since the book was conceived in 1912
up to the date it was published in 1923. Since then “The Prophet” has
been translated into more than twenty languages all over the world.

§ 2 Historical Background

The 20" century was the time of the greatest literary utopias. It
was also the time of experiments with verbal and visual arts. The
science and technological progress advanced so rapidly that some
began to worry about the forthcoming destiny of mankind. There was
a growing uneasiness in the atmosphere, a premonition of the great
disaster coming very near. That disaster finally struck the world in
1914 and left the European cultural heritage in ruin and ashes. World
War | has instantly erased all social values. Decadence in all forms of
art, the primary symptom of the emerging crisis, alongside with
emotional emptiness, uselessness, and the “death of all gods” made
nihilism the prevailing attitude in all forms of artistic expression.
Thus modernism appeared as a reaction to the present state of things.

33



This new literary trend included various trends, such as surrealism,
avant-garde and many others. No matter to what extent each trend
differed from others, their common point was the idea of absurdity of
the world and decay of all human values.

Such was the atmosphere at the time, when Gibran began to tell
one of his friends of an Arabic work he has been working on which he
called “my island man” — the seeds of his most famous book “The
Prophet”. However it was only several years later, in October 1923,
that the book came out of print with a very modest success in the US.

In time, when morality was shattered and human values lost their
weight, Gibran takes upon himself the task of re-establishing those
values and bringing this world and a person’s disoriented self to
harmony and peace. Through the preaching of love his Prophet tells
people of the things that they have known but forgotten and which
“even now are moving within their souls”. Even as Messiah had come
to save all the people at their worst hour, so has come Gibran’s
Prophet.

The choice of the genre of a sermon for the book is not surprising
if we take into account the historical epoch, which constitutes one of
the factors that predetermine the genre of a literary work. Gibran does
not seek the salvation in new modernistic trends of verbal art, but
traditionally turns to God, as to the only source of peace and hope for
the people.

§ 3 Literary Trend

In the course of his life Gibran was variously affected by multiple
ideas but neither of them, it seems, had any positive influence on him.
It is important to emphasise that the aspects he had borrowed from the
world literature affected mostly his style, composition or language,
but not ideas. They have always been his own and presented a curious
blend of Christianity and Sufism. Gibran admitted himself that in
terms of form and style “The Prophet” “was greatly influenced by
“Thus Spake Zarathustra”, written by the German philosopher
Friedrich Nietzsche” [I-net link 8]. In this respect it is interesting to
cite here a piece of an article by Ellie Jabbor, who finds similarities
between Gibran's "The Prophet" and Nietzsche’s Zarathustra and also
some of the motives discoverable in Walt Whitman’s poetry:
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“Almustafa, — writes Ellie Jabbor — the main character in Gibran's
book, is comparable to Zarathustra, the main character in Nietzsche's
book. Zarathustra, who walks as a stranger among men, gives now
and then of his wisdom before returning to the Happy Isles.
Almustafa, in contrast, is also a stranger among men, but gives his
wisdom in a series of twenty-six sermons.

In the beginning of the third part Zarathustra climbs a high
mountain and says, “Ah, this sombre sea...to you I must now go
down”. Almustafa, however, climbs a hill and says, “And you, vast
sea...shall I come to you, a boundless drop to a boundless ocean”.
Both characters ascended some type of protrusion of the earth, and
address the sea below, before departing from their exile.

Both characters also address their friends before their departure.
Zarathustra, bidding his disciples farewell says, “Now I do bid you
lose me and find yourselves; and only when you have all denied me,
will I return unto you”. Almustafa addresses his friends by saying to
them: “But should my voice fade in your ears, and my love vanish in
your memory, then T will come again”. In their farewell addresses,
Zarathustra and Almustafa promise to return to their place of exile
and to their friends. Though there are heavy similarities between the
style and form of "The Prophet" and "Thus Spake Zarathustra”, the
books are different in their substance and imagination” [I-net link 8].

In terms of content Gibran certainly develops the mystical literary
trend to which also belongs the famous English poet William Blake.
George Nicolas El-Hage wrote in his article “Kahlil Gibran and
William Blake: Poets of Prophetic Vision”: “the two poets shared a
basic prophetic vision and apocalyptic view of the universe”. For both
the Bible “was an inexhaustible source of inspiration”, both “were
convinced that they were discovering a new truth about the human
soul and that they were building a “Golgonooza” and an “Orphalese”
respectively” [I-net link 4].

Being for some time a member of the Maronite sect, formed
during the schism in the Byzantine church in the 5 century AD and
made up of a group of Syrian Christians, Gibran sought to unite
various religious sects, in a bid to abolish the religious snobbery,
persecution and atrocities witnessed at his time [I-net link 2].

However, he breaks up with the sect some time later. This
biographic fact illustrates the point that Gibran had “his own religion
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of the heart”, which he considered to be the “door to Paradise”. We
believe that in his writings Gibran was trying to unveil this mystical,
unknown side of human existence.

Ellie Jabbour supports the idea that Gibran continued the
mystical literary trend by saying: “Gibran rejected the atheistic
philosophies of Nietzsche and accepted the reality of a benevolent and
harmonious universe, as did Whitman. "Mysticism is one of the main,
pervasive elements in "The Prophet™ and in "Song of Myself".

“Both works — she continues — are about their author, but do not
follow a strict autobiographical pattern. Gibran and Whitman both
believe that their souls tend to be fused with other selves. Their lives
become a part of the lives of their friends. The works are more of a
journal of a soul, rather than the way of all souls. "The Prophet" and
"Song of Myself" can be described as dramas, with the poet playing
the leading role. Almustafa, the prophet searching for answers, is like
Whitman’s bard who, "...loafs, invites his soul, and chants, ‘A call in
the midst of the crowd’ with a ‘voice, orotund sweeping and final’".
In both works, the poet enters a mystical state. He then travels through
different stages, until he comes out of that state. In these stages, the
poet has mystical experiences. These experiences are the base of the
"sermons" given by the poets” [I-net link 8].

We are going neither to agree with what has been said about the
ideological influences on Gibran’s mind, nor to reject it. What really
matters to us, is that our suggestion to regard Gibran as a mystical
writer following a prophetic tradition finds confirmation in other
sources. The genre of a sermon, which we regard as the basic genre

of the book’s “synthetic form”, has also been mentioned by Jabbor.

We may conclude at this point that Gibran followed the mystical
literary trend, introducing the themes and plot elements used by other
authors. To put it metaphorically, Gibran drew threads from the other
people’s beliefs and wove a cloth of his own philosophy.

§ 4 Literary Tradition

A literary work of art distinguishes itself from all other texts by
the fact that it gives freedom to the reader’s imagination, allowing
him/her to fancy and admire every remarkable idea or image the
author offers to them. But in some cases the images are not new, the
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words are quite simple and ordinary, yet we can’t help admiring what
we read.

The imagery of a literary work is usually a unique product of the
author’s individual creativity within the confines of that work. But
authors may not necessarily create everything by themselves. To
achieve the ultimate aesthetic goal, they are free to use allusions,
borrow and interpret images that have been created a long time ago. In
the following paragraph the core allegories and images of the Oriental
Sufi teaching are linked to the images of Gibran’s book, thus
confirming the idea of a very strong influence of Sufism as well as
ancient Oriental poetic tradition on the content, composition, and
imagery of “The Prophet”.

Most literary critics emphasize the importance of connection of
literary genre with literary tradition [cf. 19, p.183]. Genres reflect a
particular tradition and preserve, more or less, the characteristics,
established and maintained by this tradition over centuries. A literary
tradition surely depends not only on time but on the culture as well. In
this respect it is interesting to trace the influence of the Oriental, and
particularly Arabic literary tradition on Gibran’s writing, a tradition
that was not the least to determine genre peculiarities of “The
Prophet”.

The early development of Arabic literature was accompanied by
the development of Islam. There existed a rich poetic tradition in pre-
Islamic Arabia. But everything this tradition produced had been
preserved in oral form up to the late eighth and early ninth centuries,
with one exception, perhaps: the Qur'an is the only text which
scholars know to have existed in some written form in the century
after the death of Muhammad (peace be upon him) in 632 AD.

Fictional narrative or fictional genres did not exist in Arabic and
Syrian literatures in the Middle Ages. To cite Daniel Beaumont, an
arabist and a literature researcher, Arabic literature was a “literature
of hard fact”. “That which never happened was simply a lie” [cf. I-net
link 7]. M.Arkoun writes: “The Qur'an contributed to this weakening
of artistic imagination with its attacks against ‘the poets whom the
erring follow, who wander in every valley and who say what they do
not do”. This, perhaps, is one of the reasons why theological and
philosophical traditions were so strong in Arabic literature. It
basically rested upon them. The outcome of the theological and
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philosophical thought was a vast body of such writings, a few
centuries later zealously collected and translated by many outstanding
figures of the Renaissance.

The next novelty that Europe borrows from the East is the
principle of the “frame composition”, that is when one or several
people tell the stories they have either heard of or witnessed
themselves. The “Book of Syndbad” and similar collections (1001
Nights, for example) made European literatures follow this principle
where the content was variously interspersed with tales in conformity
with the local narrative tradition and literary heritage [cf. 27, p.17].
Gibran follows the principle of the “frame composition” which is very
similar to the composition of Nietzsche’s “Thus Spake Zarathustra”.

Speaking of the religious or theological character of the Middle
Eastern literature, we can hardly ignore the fact that an enormous part
of it reflected the ideas of various mystical teachings, particularly of
Sufism.

Religious nature of many Middle Eastern writings conditioned
the development of didactic literature (very similar to the Greek one),
such as instructions to the young, a teacher’s conversations with his
disciples and the like.

Didactic treatises and “wisdom literature” genre stand very close
to each other, the latter being very traditional and widely spread in the
East. Its heyday falls on the Middle Ages and can be traced back as
far as the 8" — 13" centuries AD. To this genre we can refer various
writings in Farsi and Arabic by Oriental philosophers and poets,
thinkers and religious figures such as: Ibn Sinna (or Avicenna) (circa
980 — 1037), Abu-al-Faradge (1226 — 1286), Attar (circa 1119), Jami
(1414 — 1492), Nizami (circa 1141 — 1209), Omar Khayam (circa.
1048 — 1122), Al-Ghazali (1058 — 1111), Rudaki (circa. 860 — 941),
Rumi (1207 — 1273), Saadi (1203/1210 — 1292), Ferdowsi (940 —
1020), Hafez (circa. 1325 — 1389) and many others.

“Wisdom literature” genre presupposes that some moral or a wise
statement would be expressed either in the form of a parable,
allegorical poem, aphorism, short story, saying, didactic poem or a
treatise. “Wisdom literature” genre “shares with the reader the
knowledge gained over a long period of time through learning and
experience” [53, p.6]. Having the epic character, “wisdom literature”
genre carries out the didactic function.
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The Arab love lyrics also reflected the ideas of Sufism, and had a
deep influence on troubadours of Spain and Province and on the poets
of the “dolce stylle nuova” in Italy as well. The fact that Arabic
motives and the general tone of Arab lyrics are very close to the
themes and tone of the European courteous poetry, has generated a
hypothesis according which the latter had originated directly from the
former [cf. 27, p.18].

The close relation of the troubadours’ and minnesingers’ verses
not only to the Arabic but also to the Persian Sufi lyrics is a clear
evidence of their close interaction [cf. 27, ¢.18; cf. 34, p.363].

Literary research shows that Oriental stylistics, images and the
basic principles of the Oriental poetics entered Western literature
closer towards the beginning of the 19" century [27, p. 22], while the
ideas of the East, be it science or philosophy, theological thoughts or
poetry, had penetrated the Western culture long before that date.

Speaking of “wisdom literature”, we mentioned that it typically
expresses certain ideas in forms of allegories and metaphors. In the
English literature the tradition of encoding the meaning in the form of
an allegory goes back to Alexander Pope, Geoffrey Chaucer, John
Bunyan, Daniel Defoe, William Blake and others — a relatively recent
tradition if compared to the Oriental literature.

The poets of the Middle East concentrated almost entirely on
religious and philosophical subjects. People of European mentality
often misinterpreted generalisations presented in the form of poetic
images in the works of Oriental writers, being absolutely unaware of
the fact that beneath that which is seemingly obvious lied something
that for some purpose was concealed by the author.

As we look closer at Kahlil Gibran's work, we realise that the
origin of his images and the interpretation of "The Prophet” do not fit
into the framework of just one literary tradition. However, while we
read his poetry we feel that there is something unusual about it; there
is more beneath it than a mere desire to be original and rhetorical.

Traditionally an allegorical writing would have a great potential
for communicating multiple shades of meaning and emotional-
expressive connotations. Gibran's ideas and the manner of his writing
are not at all transparent for the reader. The poet has rediscovered
new possibilities for the realisation of his literary talent in traditional
Oriental metaphorisation.
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Rumi, Hafez and Saadi, the great Oriental poets and followers of
Sufism, used well-established images and traditional Sufi metaphors
and comparisons. Gibran's images are very much the same. Beneath
the veil of the seemingly obvious semantic concepts lies a mysterious
tradition of many centuries old.

Sufism is not just a religious doctrine. It is rather a way of
thinking, a way of living and a mystical teaching. It first appeared on
the territory of the present day Islamic countries (Irag, Iran, Saudi
Arabia). Sufism's basic intention is to discover the Truth through
Love and devotion. The key Arabic metaphor of Sufism is the Path
(Tarigat in Arabic) — Spiritual Path to God. Since only one who is
perfect is capable of seeing the Truth, Sufis believe the only way to
become perfect is to purify oneself under the training of a perfect
Sufi Master. Spiritual purification means the ability to get rid of the
human sinful "self", become "empty" and to get filled with Love.
Thus the Sufi's ultimate goal is "to dissolve™ completely in God.

Things that are common for all the world's major religions are
found in the Sufi teaching. A parable from the book of an
outstanding Persian Sufi poet Rumi may vividly illustrate the
previous statement: a Persian, a Turk, an Arab and a Greek wanted to
buy grapes. But as they called it differently in their native tongues,
they could not come to an agreement what to buy. Religions may
have different names, but their essence remains the same. Pir-O-
Murshid Inayat Khan says:

“The Sufi message does not call a person away
From a belief or church, it calls one to live it”

Another Sufi master Ibn Arabi writes:

“My heart has become capable of [taking] every form:
It is a pasture for gazelles,
And a monastery for Christian monks,
And a temple for idols,

And the pilgrim’s Ka’ba,

And the tablets of the Torah,

And the Book of the Qu ran.

| follow the religion of Love:
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Whatever way Love’s camel takes,
That is my religion and my faith”.

“Poets were the main disseminators of the Sufi thought, and the
respect they enjoyed was equal to the one deserved by the “learned
men” of Ireland in the early Middle Ages. They employed a similar
secret language of metaphors and verbal code. The Persian poet
Nizami wrote: “The key to the treasury is in the mouth of a poet”. The
secret language stood on guard of the Sufi way of thinking, shared
only by those who understood it, and also secure from accusations of
heresy or disobedience to the city authorities” [34, p.9].

A Sufi poet pursues two goals. One — is to encode his poetic lines
in such a way that the surface images would conceal reliably the
mystic knowledge from the uninitiated — in this case his verses
resemble fables and his witty morals are easily understood.

The poet’s second goal is to provide an integral allegoric vision
of the Truth, which allows an in-depth reading. Those who wish to
see will be able to see the deeper sense, those who look for
entertainment, and simple truths, and advice for everyday life will too
find what they want.

In this connection it is interesting to remember a biblical prophet
Isaiah who saw God with his "unclean eyes" and was purged by a
Seraphim and was ordered by God to speak in parables, so that those
who want to see the Almighty would not do it easily, but only through
an intense intellectual effort and empathy with the author while
interpreting the parables. Echoing him, Jesus said at the end of his
parable of a sower: "Who hath ears to hear, let him hear" (Mt 13:9).

A careful comparison of Gibran's "The Prophet" with the core
Sufi imagery found in the works of outstanding Masters of the Path
reveals a very close association between them. "The Prophet™ starts
with the words: "Al-Mustafa... had waited twelve years in the city of
Orphalese for his ship that was to return and bear him back to the isle
of his birth...". The plot of the "Prophet" is based on the Sufi
metaphor of the ship [cf. 34, p.26], that carries people across the sea
from one island (their temporary shelter), to their homeland.
Experienced sailors and captains, who had once visited the homeland,
returned to guide the others. They also take the burden of building
ships and instructing the passengers before the voyage. The homeland
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embodies the ultimate goal of Sufism, the spiritual and physical unity
with the Creator. The sailors and shipbuilders, the mediators between
the secret Truth and this world, stand for Sufi teachers or prophets.
The art of shipbuilding is the method or the way to reach the goal.

“Your journey ends in your homeland.
Remember, that you travel from the seeming world
to the real one,”
— writes a Sufi [56].

Gibran’s prophet is about to fulfil the same goal. He is ready to
start a sea-journey together with the “men of his own land”. In this
sense his allegory undoubtedly lies within the Sufi poetic tradition.

Let us now take another example from his book:

"When you work you are a flute through whose heart the
whispering of the hours turns to music. Which of you would be a
reed, dumb and silent, when all else sings together in unison?"

The Persian poet Rumi wrote in the 13th century:

We are as the flute, and the music in us is from thee;
we are as the mountain and the echo in us is from thee.

The metaphor of a flute explains why the Sufi rejects his "ego".
He needs to free himself from the burden of individual "self" in order
to get filled with Love for the divine. The Prophet compares himself
with a "flute through which passes the breath of the Creator" or with a
"harp, touched by the hand of the Mighty".

The Sufi rejects his negative “self”, his “ego”, and through this
self-denial comes to the realisation of his divine nature and purifies
his heart to such an extent that through his Love becomes completely
dissolved in God [cf. 55]. Saadi said: “Detach yourself from all for
the Love of One; maintain a hundred things for the sake of One”.
“Sufi is not present in himself, but he is present in God”, said
Hudgrivi. The Sufi can thus be compared to a reed that is hollow
inside — through it’s “heart the whispering of the hours turns to
music”. Kahlil Gibran, Rumi — almost all Sufi poets used the image of
a flute in their philosophical verses [see 60]:

Hearken to the reed-flute, how it complains,
Lamenting its banishment from its home:
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"Ever since they tore me from my osier bed,

My plaintive notes have moved men and women to
tears.

I burst my breast, striving to give vent to sighs,
And to express the pangs of my yearning for my
home.

'Tis the fire of love that inspires the flute,

‘Tis the ferment of love that possesses the wine.
The flute is the confidant of all unhappy lovers;
The flute tells the tale of love's bloodstained path,

Did my Beloved only touch me with his lips,
I too, like the flute, would burst out in melody.

J.Rumi “Masnavi”

Rumi writes that the flute cries for the reed for it was cut from it
and turned into an instrument [50]. Saadi uses a similar image of a
wax candle which cries for honey [45]. This is an allegory of a Sufi
longing for the reunion with God.

The allegorical images of Beloved, and Lover are also taken
from the Sufi tradition. Previously we have mentioned that the Arab
love lyrics produced a considerable effect on the European love
poetry in the 9™ — 13" centuries [34, p.363]. But as different from
European poets Arab writers filled their love poems with mystical
implications. The beautiful Leila was not just a woman, who made her
lover complain of her cruelty and suffer from his love anguish. Leila
is the embodiment of God and a poet’s love for her — his love and
longing for God. The allegorical images of the Beloved (either a
woman or a man) or Lovers symbolise God and a Sufi seeking
reunion with the Almighty. In this respect, the Sufi poetic tradition
coincides with the biblical one (the most vivid example of which is
the “Canticles” or the Song of Solomon). The Marriage of the two
becomes the symbol of the Ultimate Union with the Creator.

Here is what writes Mevlana Jalaluddin Rumi:

May these vows and this marriage be blessed.
May it be sweet milk,
This marriage, like wine and halva...
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(translated from Persian by Kulliyat-i-Shams)

If your beloved had the life of a fire
step in now and burn along...
(translated from Persian by Nader Khalili)

Detach yourself from all for the love of one;
Maintain a hundred things for the sake of One.
(Saadi)

If you are not with your Beloved, why aren’t you seeking?
And if you are together, then where is your joy?

Compare these images with Gibran’s lines:

“And what is to work with love? It is to weave the cloth
with the threads drawn from your heart, even as if your
beloved were to wear that cloth. It is to build a house
with affection, even as if your beloved were to dwell in
that house. It is to sow seed with tenderness and reap
the harvest with joy, even as if your beloved were to eat
the fiuit” (On Work).

The metaphor of wine or the juice of grapes, squeezed by the
winepress, stands for the essence of the Sufi teaching — for the Truth
and Love. The juice of the grapes is the "wine" of Sufism [cf. 34,
p.49]:

"l am too a vineyard, and my fruit shall be gathered for the
winepress. And like new wine | shall be kept in eternal vessels," —
says the Prophet putting in this beautiful image the idea of a Sufi's
life. Wine is the Truth, the sacred sense of the Sufi teaching, pure
Love and devotion for God. Sufi drinks wine, drinks of the eternal
Truth and becomes "drunk" with Love. The same motives can be
found in the Sufi poetry:

The Lovers,
we drink wine night and day.

*
They will drink until they can
Tear away the veils of intellect and
Melt away the layers of shame and modesty.
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When in Love,
Body, mind, heart and soul don’t even exist.
Become this,
Fall in Love,
And you will not be separated again.
J. Rumi [39]

It is also worth mentioning that the Qu’ran prohibits consumption
of wine, but in the Sufi poetry a metaphoric "intoxication" with the
wine of Love acquires an allegoric meaning associative with an
ecstatic experience of faith through Love to God.

Metaphors of the Ocean and the Sea are also extremely
important for the Sufi poems. They reflect the ancient tradition of
many world cultures, for they thought it to be the source of every
form of life.

Gibran's Prophet says:

"The sea that calls all things unto her calls me, and |
must embark... And you, vast sea, sleeping mother, who
are alone peace and freedom to the river and the stream
... and then | shall come to you, a boundless drop to a
boundless ocean".

Comparing it with the following lines, we clearly see a
connection between the two quotations.

Love rests on no foundation.
It is an endless ocean,
With no beginning or end...
All souls have drowned in it,
And now dwell there...
J.Rumi [I-net link 5]

In Sufism the Ocean is associated with the ultimate goal of
teaching, the moment of reunion with the Creator: a Sufi disappears in
the infinite.

The traces of the feet lead to the Ocean's coast.
Then there are no more traces.
J.Rumi [int. link 5]
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“If Ocean is the whole, then part is a drop. Sufi cannot witness
the Ocean through the drop’s eye. The drop has to come to the Ocean
and behold the Ocean through the Ocean’s eye” [cf. I-net link 6].

A similar interpretation of a Sufi water image runs as follows:
believing in God may be compared to a stream that flows towards the
sea (the ultimate goal of Sufism), accelerating its speed, increasing its
power, and growing in width. Brooks and streams join the main
flowing mass of water. At the end nothing can stop the rushing flow
in its way towards the Ocean, reunion with God, Love, and Truth [cf.
60].

The water theme receives further development in the following
lines:

Everything other than love for the most beautiful God is
agony of the spirit, though it be sugar-eating. What is
agony of the spirit? To advance toward death without
seizing hold of the Water of Life.
J. Rumi “Masnavi”

The spiritual tradition resembles deep waters that hide
themselves beneath the earth, and wash only those roots that are long
enough to reach them [cf. 60].

Although one cannot drink the whole ocean,
One should drink up to his capacity.

Seek, no matter what your situation may be.
Oh, you, who is longing, seek for the water.
Time will come at last, when you will find the spring.
J. Rumi

Another crucial allegory in Gibran’s work is the allegory of a
dream or a sleep that possess all humans, those who do not strive for
their inner spiritual Perfection and Enlightenment. They are “blind to
see the highest Truth, whereas the Sufis are blind to ordinary things
and daily concerns of the people” [cf. 34, p.13]. The Sufi “sleeps”
when others struggle for better life in the material world and he is
“awake” when others sleep. In other words, he is “spiritually alert”.
With this understanding in mind, Gibran’s words become clearer as
the seeress Almitra addresses the prophet:
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“In your aloneness you have watched with our days,
and in your wakefulness you have listened to the
weeping and the laughter of our sleep.”

The meaning of other places in the book becomes more evident

as well:

“And his soul cried out to them, and he said: Sons of my
ancient mother, you riders of the tides,/How often have
you sailed in my dreams. /And now you come in my
awakening, which is my deeper dream”

(The Coming of the Ship)

“Much of you is still man, and much in you is not yet
man,
But a shapeless pigmy that walks asleep in the mist
searching for his own awakening ”

(On Crime and Punishment)

“No man can reveal to you aught but that which
already lies half-asleep in the dawning of your
knowledge ”

(On Teaching)

Thus dreaming and sleeping are opposed to awakening and
wakefulness.

The idea of silence is another principal notion of the Sufi
teaching (also shared by the powerful monastic orders in medieval
times). Silence accumulates the human body’s resources, enhances
meditation abilities, and prevents people from wasting words for silly
purposes, helps to avoid contradictions and useless disputes. “Silence
gives relaxation to mind and body; it puts you at ease and heals you.
The power of silence is enormous, and not only in terms of generating
and saving energy and vitality: man profits from keeping silence” [66,
p.271]. Rumi said:

“Be silent, for it’s question and answer that
plague insight”. “There are many ways to reach
inspiration, but silence is the best among them. ”

[66, p.273]
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The proof of those statements can be found in the examples of the
old Persian poetry:

... Thou and I, with no “Thou” or “I”, shall become one through our
tasting;
Happy, safe from idle talking, Thou and I...
J. Rumi
or.
...ah, I better keep silence, I know, this endless love
Will surely arrive for you, and you, and you
J. Rumi
Gibran echoes this idea by saying:

“Only when you drink from the river of silence
shall you indeed sing”” (On Death).

The allegory of Veils and Covers is the last to be mentioned
here. These images stand for something in the way between God and
man; something that prevents man from approaching God. Gibran
echoes this idea:

“But speechless was our love, and with veils has it been
veiled”
(The Coming of the Ship).

Your Essence is constantly both hidden and apparent

through me,

For I am your veil, and I am your cloak as well...
Maghrebi

Gibran uses a similar image of the city surrounded by walls. Thus
he describes obstacles on the way to the Truth: “a little longer shall
your city walls separate you from your fields”. The Prophet “climbed
the hill without the city walls, and beheld his ship”. A similar image
can also be found in Rumi’s famous poem “Masnavi”.

All these images have entered the Sufi poetic tradition a long
time ago. They became symbolic and easily recognisable. Found in
Gibran’s work, they indicate that the work heavily relies on the Sufi
tradition. His key images of a ship, sea voyage, Beloved, flute and
wine coincide with the basic Sufi images and reflect the Sufi vision of
the world.
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Some images in the Sufi tradition are identical, for example, to
the biblical ones. Gibran, for instance, uses the images of the
vineyard “I too am a vineyard, and my fruit shall be gathered for the
winepress” compare with the lines from the book of the prophet Isaiah
(Is 5:1 — 5:7) ““...For the vineyard of the Lord of hosts is the house of
Israel, and the men of Judah his pleasant plant...”; Beloved: “And
what is it to work with love?...It is to sow seeds with tenderness and
reap the harvest with joy, even as if your beloved were to eat the
fruit”, bread “And then he [Love] assigns you to his sacred fire, that
you may become sacred bread for God’s sacred feast”, root “And if
any of you would punish in the name of righteousness and lay the axe
unto the evil tree, let him see to its roots; And verily he will find the
roots of the good and the bad, the fruitful and the fruitless, all
entwined together in the silent heart of the earth” compare with “And
now also the axe is laid unto the root of the trees: therefore every tree
which bringeth not forth good fruit is hewn down, and cast into the
fire” (Mt 3:10), and sower: “If this is my day of harvest, in what field
have | sowed the seeds, and in what unremembered seasons?”
compare with the biblical parable of a sower: “...Behold, a sower
went forth to sow” (Mt 13:3). The image of the north wind is also
characteristic of the Oriental poetic tradition. In “The Prophet”:
“Though his voice may shatter your dreams as the north wind lays
waste the garden”; “It was the north wind who has woven the clothes
we wear”. In the Bible: “Awake, O north wind; and come, thou south;
blow upon my garden, that the spices thereof may flow out. Let my
beloved come into the garden and eat his pleasant fruit” (Song 4:16).

*

Another category of images to be mentioned are the author’s own
creations — individual images and metaphors. Some of them are based
on analogy with traditional Sufi poetry. The prophet says:

“Am I a harp that the hand of the mighty may touch me...”, “a
lantern” lit by the hand of the Creator . Parallels can be drawn with
the image of a “ flute” pierced by the “breath” of the Creator.

The image of a well “from which...laughter rises” and “which
was oftentimes filled with...tears” is created by analogy with the
metaphor of a vessel, house, or temple as a human body, a man:
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“For his [friend’s] soul will keep the truth of your heart
as the taste of the wine is remembered. When the colour
is forgotten and the vessel is no more”

(On Friendship)

Other metaphors based on Oriental tradition include metaphors
of the fountain and the fruit tree (a spiritual teacher fills the cups
of the thirsty and gives of his fruits to the hungry), of an Archer
(“The archer sees the mark upon the path of the infinite, and He
bends you with his might that His arrows may go swift and far”), of
the scales — human soul empty for God to fill it (“Verily you are
suspended like scales between your sorrow and your joy. Only when
you are empty — are you standstill and balanced”), of the Potter
(“the cup...has been fashioned of the clay which the Potter has
moistened with His own sacred tears”).

The last category of images worth mentioning in connection
with the subject of this paper includes universal images and
personifications, such as the symbol of the rising phoenix, borrowed
from the Egyptian mythology:

“and let it [soul] direct your passion with reason, that
your passion may love through its own daily
resurrection, and like the phoenix rise above its own

ashes”
(On Reason and Passion),

or a Buddhist symbol of lotus

“the soul unfolds itself, like a lotus of countless petals”
(On Self-knowledge).

This mingling of ideas and symbols accounts for Gibran’s wish
“to balance the East and the West influences”. He admitted: “I know
now that | am part of the whole — a fragment of a jar...Now I’ve
found out where | fit, and in a way | am a jar — and the jar is I”.

§ 5 Communicative Purport

As we have already mentioned in Part I, Gibran’s attempt to re-
establish human values was partly a reaction to the deep spiritual
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crisis which he, being an artist and a sensitive man, must have felt
very acutely even in the economically successful America. People
were ‘“searching for reassurance and answers to the perplexing
questions about life”, writes Donald Adams, — “that quest had been so
widespread and so intense that scores of inferior books, offering pat
and easy answers almost turned the word “inspirational” into a dirty
one. But we can easily describe “The Prophet” by that adjective, and
not in derogatory sense, for it contains that scarce value, wisdom” [I-
net link 2].

For the Prophet people “laugh in sleep” and “stand with their
backs to the sun”. His aim is to disclose their souls to themselves, to
prompt them to “awakening”, and “to urge them to seek”. To seek
God through Love and Devotion as a wax candle craves for his honey
and a flute cries for the reed.

In the language of almost “Biblical majesty” the prophet speaks
to the troubled and uncertain men and women about fundamental
things — those, which are a part of any human life: love, giving, food,
work, sorrow, beauty, religion and so on. Like most wisdom, most of
what he has to tell them is ancient. “There are echoes of Jesus here, as
there must be in any ethical writing that came after Him, and echoes
of the Old Testament, but on it all there is also the imprint of a rich
and unusual personality” [I-net link 2].

Gibran offers no quick recipes to happiness, no “easily mastered
formulae for successful living” [I-net link 2]. Essentially, he bids the
reader look closely into his/her own heart and mind, for he knows
what teaching is:

“No man can reveal to you aught but that which
already lies half asleep in the dawning of your
knowledge.

The teacher who walks in the shadow of the temple,
among his followers, gives not of his wisdom but rather
of his faith and lovingness.

If he is indeed wise he does not bid you enter the house
of his wisdom, but rather leads you to the threshold of
your own mind.

For the vision of one man lends not its wings to
another man.

And even as each one of you stands alone in God's
knowledge, so must each one of you be alone in his
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knowledge of God and in his understanding of the
earth".

At a time when too many people seek to be relieved of the burden
of thinking and judging for themselves, Gibran encourages to begin
that quest. In a world that is occupied with trying to understand the
young and with building theories about their training, it is well to
have Gibran say of children:

“You may give them your love but not your thoughts,
For they have their own thoughts.

You may house their bodies but not their souls.

For their souls dwell in the house of tomorrow, which
you cannot visit, not even in your dreams.

You may strive to be like them, but seek not to make
them like you.

For life goes not backward nor tarries with yesterday.
In a time when all are obsessed with their self-
knowledge, it is well to be reminded:

“And seek not the depths of your knowledge with staff
or sounding line.

For self is a sea boundless and measureless.

Say not, 'l have found the truth," but rather, 'l have
found a truth”.

To conclude with his own words: “The whole Prophet is saying
one thing: ‘you are far, far greater that you know — and all is well”. In
such a majestic form, making his prose sound like poetry and music,
Gibran leads the reader “to the threshold of his own mind”.

*k*k

CHAPTER 2. LINGUISTIC ANALYSIS

It has become nearly a truism that style (or otherwise stated,
choice and arrangement of words) is one of the most crucial factors
in creating a desirable aesthetic effect. Very often we hear such
phrases as “this author has a unique and unmistakable style” or “it’s
written in the wrong style”. Obviously enough, it is not sufficient to
choose "the right” words (les mots justes). One must also know and

see with "his mind's eye" how to put the words together in such a
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way that the form of writing would be conducive to the expression of
the author's idea with utmost precision. Each genre within a
particular functional style presupposes (apart from a careful selection
of words) that much attention should be paid by the author to the
text's syntactic structures or rhythmical patterns which, as it often
happens, predetermine in the final analysis the essence of a particular
genre and its stylistic colouring (or "flavour" in our metaphoric
sense, i.e. something which forms the basis of the subsequent
attempts by other authors at stylizing the text in question).

This chapter is devoted to the analysis of the ways the author
makes use of the English poetic syntax and recurrent rhythmical
patterns to fulfil his peculiar "linguo-aesthetic" design. Besides we
are trying to reveal the text's lexical and syntactic features proving
indisputably a close aesthetic relationship between “The Prophet”
and the old Oriental poetic tradition.

*

§ 1 Defining the Genre

“The Prophet” belongs to the functional style of fiction.
Preliminary acquaintance with the book suggests that we can refer
“The Prophet” to more than one genre: particularly, to the genres of
“wisdom literature” and the genre of a sermon.

Previously we have mentioned that genres had developed the so-
called “synthetic forms”, i.e. when the elements of one genre can be
successfully enough employed within the framework of a text that
belongs to another literary genre: thus the genre of science fiction
finds itself somewhere between the scientific functional style and the
style of fiction [cf. 53, c.272]. Another good example of a synthetic
genre form is the Bible, where dozens of literary genres like a parable,
a fable, a chronicle, a historical narrative, etc. appears to be unified by
a bigger genre form — epic narration [cf. 38].

The genre of "The Prophet" by Kahlil Gibran can also be called a
“synthetic form” of several genres. First of all, it has obvious traits of
the “wisdom literature” genre, which are ostensibly felt already on the
level of the plot: among the subjects, connected with the common,
every-day life of people, such as houses, eating and drinking, clothes,
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there are subjects that can be referred to as eternal, universal, like
those of love and death, time and knowledge, prayer and religion. In
Gibran’s book even the most trivial, every-day objects are used for
allegoric purposes and are masterfully woven by the writer into the
fabric of epic narrative.

Another distinctive feature that allows us to consider "The
Prophet" as an example of an epic synthetic genre is that all events,
though there is not much action going on, take place, as it seems,
within one day. Time is not very important except when it is said that
the main character had to wait for his ship for many years. Time
seems to be frozen, everything is as if suspended in time.

Almustafa’s short speeches resemble short sermons. He is the
teacher, and “the people of Orphalese” are his disciples. They call
him “Master”. Among the basic traits of this genre are: aphoristic
effect of his sayings, allegorical character of many images that
Almustafa uses, epic character of the subjects he touches upon and the
general solemn tone of his speeches. Certain degree of didacticism is
also present but the didactic communicative function does not realize
itself to the full. It is supposed to be there by the law of the genre but
becomes obliterated by the general poetic tone of the narration.

Sermon is predominantly an oral genre — it presupposes oral
performance, though it is most often composed in the written form
before being read in front of an audience. Its main linguistic functions
are those of communication and impact. The ultimate goal is usually
to persuade, to produce some strong emotions, influence a person’s
opinion or state of mind, and thus to turn his life for the better. In
terms of participants of communication — there are two sides to it, viz.
a priest (for it is the priest who usually reads sermons) and his
audience, his flock.

Usually composition of a sermon is not very complex; there
should be a certain key subject or a key problematic statement that
serves as a background for further development and interpretation.
The statements and conclusions the speaker makes are to be
confirmed by the quotes from reliable sources, usually of religious
nature, or by any other proof that appears to be proper in this context.

After the subject had been developed, the speaker makes the final
conclusion and calls the public to follow his instruction. The genre
employs many rhetorical devices, the most recurrent of which are
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solemn addresses to the listeners “People of Orphalese...”, rhetorical
questions “For what are your possessions but things you keep and
guard for fear you may need them tomorrow? And what is fear of
need but need itself?”” and so on.

Words of a priest (or a prophet) are supposed to inculcate
reverence and result in obedience. The importance of the message is
emphasised through the use of formal, archaic and literary words,
which still should be understandable by even the least educated
audience. Therefore the words of the general vocabulary would
prevail over the formal and literary words.

Another very important condition that is to be observed in the
literature of that kind is references to reliable sources. Since “The
Prophet” is a “synthetic form”, it does not have to and does not
always follow the rules of the sermon genre. Gibran does use quotes
but introduces them in a very subtle way. The quotes and the text are
an organic whole.

Other crucial rhetoric devices used in the book are parallelism
and contraries. By means of parallel constructions Gibran creates
particular rhythm within one line or between several lines. It also
helps to clarify a certain idea through repeating it in different words.

Gibran’s narrative is very poetic. The text abounds in various
figures of speech and poetic lexis creating the general effect of
euphony and sumptuousness. Robin Waterfield in his introduction to
a collection of Gibran’s Arabic writings states that “he [Gibran] and
others, such as Ameen Rihani developed the prose poem as an Arabic
form. Prose poetry may be defined as prose with poetic emotion and
rhythm; Gibran took it over from, especially, Whitman and perfected
its form in Arabic” [6, p. xii]. This suggests an idea that the author of
“The Prophet” may have chosen the prose poem form for his English
writing as well.

§ 2 Lexical Analysis

We start the analysis on the semantic level. Judging by the
words’ basic nominative meaning we can single out various groups of
words united by a particular notional sphere, sphere of use, and
stylistic colouring.

The Prophet's address concerns both people’s every-day life and
eternal matters. It touches upon their customs, every-day
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responsibilities, religious matters, which accounts for a great number
of trivial words connected with domestic life of people. The words
can be easily classified by groups of names of objects, events and
abstractions, for example:

occupational terms: keeper of an inn, seeress, weaver,
potter, ploughmen, mason, merchant, judge, lawyer, orator,
priestess, teacher, scholar, astronomer, poet and so on;

terms of nature: sun, sea, ocean, river, stream, fields,
meadows, grove, forest, plain, wind;

domestic and wild animals/birds names: elk, deer, ox,
turtle, skylark;

utensils: cup, vessel;

constructions: house, bower, temple, citadel;
musical instruments: flute, lyre, harp;

food and drink: bread, wine, potion, milk, corn;

agricultural/home activities: to thresh, to sift, to grind, to
crush grapes, to bake, to knead, to ungird;

abstract notions: love, life, death, religion, self-
knowledge, time, reason and passion, friendship, good and
evil, etc.;

fragrances: frankincense, myrth, mandrake, etc.

Another large group of words belongs to the religious domain and
are either of the Latin, Greek or French origin. They are most
frequently associated with religious sphere of human life: God, the
Mighty, prophet, prayer/to pray, soul, spirit, sacrifice/to sacrifice, to
worship, communion, altar, to crucify, baptism, to sanctify, blessed, to
scourge, the righteous, the wicked, resurrection, etc.

Yet another lexical group includes words and word combinations
that are directly associated with the Bible or which have been
recurrently used in various English translations of the Holy Book:
verily, to deliver unto one’s hand (compare: “Do this now, my son,
and deliver thyself, when thou art come into the hand of thy firiend...”
(Prov. 6:3)); the sweat of your brow (compare: “In the sweat of thy
face...” (Gen. 3:19)); the seat of fear (compare: “seat of violence”
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(Amos 6:3)); to suffer to do smth. (compare: “...but the abundance of
the rich will not suffer him to sleep” (Eccl. 5:12)); seasons meaning
“time” (“to become a stranger unto the seasons” compare with “To
every thing there is a season, and a time to every purpose under the
heaven...” (Eccl. 1:1)); chastisement, exceeding tenderness (compare:
“I am thy shield, and thy exceeding great reward (Gen. 15:1), “an
exceeding good land” (Num. 14:7), “an exceeding bitter cry” (Gen.
27:34)); earth yielding fruit (compare: “the tree yielding fruit” (Gen.,
1:12)); oftentimes meaning “often, many times”; to lay the axe unto
the evil tree (compare: “And now also the axe is laid unto the root of
the trees: therefore every tree which bringeth not forth good fruit is
hewn down and cast into the fire” (Mt. 3:10)); righteous is another
word which is marked as biblical in the dictionaries, it denotes a "just
and upright man" who sins not. Other biblical words are scourge
(“with hook and scourge”), harness (“a harness and a chain”),
sluggard, fouling, alms, beast, etc. A particular group of word
combinations forms the stock or traditional biblical phrases: to deliver
unto one’s hand, to become a stranger unto, to walk among something
or someone, to take alms, to be satisfied.

Gibran also uses direct or subtly transformed quotations from the
Bible: a divided house (compare: “And Jesus knew their thoughts,
and said unto them, Every kingdom divided against itself is brought to
desolation; and every city or house divided against itself shall not
stand...” (Mt. 12:25)), a den of thieves (see: “And he said unto them,
It is written, My house shall be called the house of prayer; but ye
have made it a den of thieves” (Mt. 21:13)).

In terms of stylistic colouring the text contains a large number of
literary words: to bear back meaning “to bring, to carry”, a mariner,
ether (also poetic), a wayfarer meaning “a traveller on foot”, to
rejoice, ere (also poetic and archaic) instead of “before”, to perish,
naught instead of ‘“nothing”, aught (also archaic) instead of
“anything”, bounty (of life) meaning “generosity”, pinion meaning “a
wing” (also poetic), to befall meaning to happen, perilous meaning
“very dangerous”.

Another large part of stylistically marked words constitute
formal words such as: to await, to hasten, to reckon (also archaic),
meaning “to calculate an amount”, chastisement, to proceed meaning
“to go in some direction”, to deem, an affliction, a garment, to foul, to
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invoke, to heed, to defile, constancy, thither, communion, behold and
SO on.

Archaic words are also frequent: thither, raiment, to abide
meaning “to live somewhere”, to take alms, to rend meaning “to tear
or wrench forcibly”, to tarry meaning “to linger, to stay”, aught,
naught, ere, oftentimes, needs must, ay(e) meaning “indeed, verily”,
yea in the meaning of “yes” or “indeed”.

As for particular verb forms and auxiliary words such as
prepositions and conjunctions, some of them nowadays are considered
antique and rarely used: needs must, to suffer to do something, in the
midst of (also poetic) stands for “in the middle of”, formal equivalents
of to, on - unto, upon, even as..., so.... In one of the chapters of his
book Gibran employs stylisation to produce an effect of a prayer:

“Our God, who are our winged self, it is thy
will in us that willeth.

It is thy desire in us that desireth.

It is thy urge in us that would turn our
nights, which are thine, into the days which
are thine also.

We cannot ask thee for aught, for thou
knowest our needs before they are born in us:

Thou art our need; and in giving us more
of thyself thou givest us all” (On Prayer).

For the creation of the biblical effect Gibran uses archaic forms
of pronouns and verbs, which are typically used in the Bible: “thee”,
“thy”, “thine”, “thou”, “aught”, “art”, “givest”, “knowest”, “desireth”,
etc. The structure of his sentences is associative with the biblical
ones: relative subordinate clauses with pronouns “which”, “that” or
“who” as subject, or complex sentence with an adverbial clause of
reason connected by conjunction “for”. Gibran usually uses the modal
verb shall.

The most recurrent word combinations that are repeated from
chapter to chapter, and characterise the author’s individual style are:

Speak to us of...

And he answered, saying...
Oftentimes have I heard you say ...
Some of you say...

But I say (unto you)...

58



On the meta-semiotic level we come to investigating the potential
of words to, roughly to say, expand or narrow their meaning. This is
where the notion of connotation comes to the fore. In the broadest
sense of the word “connotation is all emotional-expressive-evaluative
overtones created in the text through a specific choice and
arrangement of words. It appears that some words have wide semantic
potential, which is variously realised in the context of a work of
fiction. Additional semantic-evaluative overtones merge in the mind’s
eye of the reader to create a specific meta-reality...In this sense there
are two basic types of connotations: the first type is largely
responsible for the creation of the meta-reality in the perception of the
reader, the second — only enhances the overall aesthetic sensation
created by other linguistic means... Roughly speaking this means that
the basic nominative meaning of words can be either broadened in the
context, acquiring additional shades of meaning and evaluative tints
in a specific word surrounding, or, contrariwise, - contextually
narrowed, i.e. used either terminologically or purely expressively —
for the sake of aesthetic decoration or enhancement of the semantic
and evaluative scope of other words and phrases, or bringing forward
a particular concept or an idea” [9, p. 52].

All this is quite true of Gibran’s work: his language is expressive
and connotative: some of the words are connotative inherently like
serenity, beauty, joy, cherished, stealthy, fetter, fouling, wicked; other
acquire connotation in the poetic environment, yet other realise more
than one meaning in a particular context.

Our first example of the connotative usage of words is taken from
the opening chapter of the book “The Coming of the Ship”:

And you, vast sea, sleepless mother,
Who are alone are peace and freedom to the river and the stream,
Only another winding will this stream make, only another murmur
in this glade,
And then | shall come to you, a boundless drop to a boundless
ocean.

To illustrate how words realise their semantic potential in the text
and acquire in the context a host of shades associative with the
Oriental culture and fundamental religious doctrines, let us take, for
example, an attributive word-combination “a boundless drop”, which
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in this context should be considered in a row together with the
adjacent word combination “a boundless ocean”. The word
“boundless” means “having no limit or end” [10], “unlimited”
(“enthusiasts with boundless energy for their hobby”). Boundless
implies not only “an infinite number of something” but also “without
boundaries”. The Prophet’s idea is to become one with the One (“a
boundless ocean”) that is everything, to lose one’s self in All, to
dissolve like this infinitely small and uncountable drop dissolves in
the vast and boundless body of the ocean. Gibran is playing upon the
idea of the ocean as boundless both in its expanse (seemingly so large
that it has no boundaries) and in its literal lack of any sort of
boundaries within it: it is all One ocean. A drop entering the ocean
becomes “boundless” by having its own boundaries dissolved and by
becoming “great” with the greatness of the ocean. Thus the meaning
of the word “boundless” becomes broadened in this allegory of the
ocean and a drop through evoking associations with the infinite
number of drops in the ocean, with complete dissolving of this drop in
the vast expanse of the ocean and the drop’s becoming as great and
boundless as the great ocean itself.
Another example is taken from the chapter “On Giving”:

And there are those who give with pain and that
pain is their baptism.

The conventional meaning of the term is the “initiation into the
Christian Church by the pouring of water”. There is also an
expression “baptism by fire”, which refers to the situation in the early
days of Christianity when those studying to be baptized could be
arrested and Killed before their actual christening ceremony. They
would be recognised as true members of the Church by virtue of the
fact that they were willing to die for their belief (often by being
burned). One may also come across baptism by blood, by the sword.
“Baptism by fire” is a fairly common English idiom for being initiated
into an activity by means of an initial struggle as opposed to the more
common route of learning.

In the present case Gibran is substituting “fire” by “pain”
(baptism by pain), implying that one can find salvation not only
through conventional routs, but also by being generous to the point of
denying something to one’s self in order to give to another.
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The instances of the purely expressive use of words are more
frequent. Usually those words are close in meaning and may be
considered as relative synonyms. Synonymic condensation may be
regarded as a device for increasing expressivity and creating rhythm
within a sentence: “sharing peace and serenity” — serenity implies
peaceful and tranquil state of mind, calmness, thus the word peace is
used here for the sake of mere expressive colouring; “you may find in
them [clothes] a harness and a chain” — the word harness denotes a
particular equipment of straps used either for fastening a horse of a
man. Since both words, “a harness” and “a chain”, are used
metaphorically in the context, meaning something that limits the
freedom of choice, dominates, imposes restrictions, chain becomes
redundant in terms of bringing about the idea, but quite indispensable
in terms of rhythmical soundness. Other examples include: “the holy
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and the righteous”, “of magnificence and splendour
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the innocent”, “a yoke and a handcuff”, etc.
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, “the pure and

§ 3 Composition and Syntax

The content of “The Prophet” is organised in keeping with the
traditional for the Oriental literature principle of “frame
composition”, which was introduced to the West closer towards the
Renaissance period [cf. 27, p.7]. The principle of the “frame
composition” presupposes the narration of several stories which may
be either united by a particular subject or deal with different relatively
independent issues; told just by one person or contrariwise; the
number of the stories is unlimited; the plots and the characters may
intertwine. The narration of stories usually follows the "expositional”
chapter, which sets the scene for the future stories to be told. Thus
from the exposition in “Arabian Nights” we learn the story of the
King Shahryar and the reasons why each night Scheherazade
entertained him with her tales. Giovanni Boccaccio for his
“Decameron” gathers his dames and chevaliers on a distant villa far
from the plagued Florence.

In “The Prophet” Almustafa, who has lived in the city of
Orphalese for twelve years, is waiting for his ship so that he could
return to the isle of his birth. And when the ship comes, and
Almustafa is “ready to go”, the people appeal to him with the words
“disclose us to ourselves, and tell us all that has been shown to you of
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that which is between birth and death”. Almustafa shares with them
his knowledge and wisdom; he speaks on 26 subjects such as love,
marriage, children, giving, eating and drinking, work, joy and sorrow,
houses, clothes, buying and selling, crime and punishment, laws,
freedom, reason and passion, pain, self-knowledge, teaching,
friendship, talking, time, good and evil, prayer, pleasure, beauty,
religion, and death. These chapters are within the “frame” of
Almustafa’s waiting and leaving. Exposition and denouement are the
indispensable stages for the “frame composition”: after Almustafa had
spoken of death, he bids farewell and leaves; such is the final scene of
the book.

The order in which the speeches are presented is arbitrary
although we may regard the final speech on death as a kind of
culmination.

The first thing that startles the reader on opening the book is the
text’s visual organisation (not always taken into account by the web-
libraries). The text is divided into lines made as short as possible.
Gibran made his prose sound poetic; obviously, he wanted it to look
like a poem too. Another effect the author achieves by dividing the
text in such a way is the aphoristic quality almost each line or
sentence receives. Each line or sentence states an idea in its complete
form. Neither of the lines serves as a mere link, ”joint unit” between
the preceding and the following line. Each line has its share of
aesthetic and ideological value.

Not only the text is divided into lines, it is also divided into
bigger chunks within the Prophet's speeches, united by a single image
or an idea. For illustration we take the chapter “On Death”:

Then Almitra spoke, saying, "We would ask now of
Death.

And he said:

You would know the secret of death.

But how shall you find it unless you seek it in the heart
of life?

The owl whose night-bound eyes are blind unto the day
cannot unveil the mystery of light.

If you would indeed behold the spirit of death, open
your heart wide unto the body of life.
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For life and death are one, even as the river and the sea
are one. (1)

*

In the depth of your hopes and desires lies your silent
knowledge of the beyond;

And like seeds dreaming beneath the snow your heart
dreams of spring.

Trust the dreams, for in them is hidden the gate to
eternity. (2)

*

Your fear of death is but the trembling of the shepherd
when he stands before the king whose hand is to
be laid upon him in honour.

Is the sheered not joyful beneath his trembling, that he
shall wear the mark of the king?

Yet is he not more mindful of his trembling? (3)

*
For what is it to die but to stand naked in the wind and
to melt into the sun?
And what is to cease breathing, but to free the breath
from its restless tides, that it may rise and expand
and seek God unencumbered? (4)

Only when you drink form the river of silence shall you
indeed sing.

And when you have reached the mountain top, then you
shall begin to climb.

And when the earth shall claim your limbs, then shall
you truly dance. (5)

The first chunk introduces the idea of the death’s
incomprehensible nature, and its identical nature with life. The second
one brings about the idea of inherent knowledge of death possessed
by a human being; the sentences here are stitched by the image of
“dreaming seeds”. The next chunk deals with the human fear of death;
the idea of unnecessary fear is explained with the help of the image of
a “trembling shepherd”, a “uniting” feature of this thematic whole.
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The fourth thematic block concerns the essence of dying; its unifying
feature is the use of lexical and syntactic parallelism. The last piece
consists of three syntactically parallel sentences; each of them
employs the figure of oxymoron.

By dividing his text into lines the author creates a euphonious
rhythmical whole that is conducive to the expression of solemnity and
importance of the ideas related.

*

Within the bulk of the text it is easy to single out minor and
major syntactic groups, formed by the principle of lexical
synonymy or lexical opposition. Those groups play the crucial role
in creating rhythm. The words in the minor groups are usually of the
same length; the stress usually falls on the same syllable; they are
homogeneous parts of the sentence, the same parts of speech, and
connected by the conjunction “and”: “the chosen and the beloved”, “a

2% ¢ 2% ¢

burden and an ache”, “in peace and without sorrow”, *“ a harness and a
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chain”, “to the river and the stream”, “hard and steep”, “willingly and
joyfully”, “keep and guard”, “rend and unveil”, “the pure and the
innocent”, “of forest and plain”, “with hook and scourge”, “of
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magnificence and splendor”, “a fetter and a fouling”, “the holy and
the righteous”, “alone and unguarded”, “dumb and silent”, * to toss
and drift”, “to rise and run”, “the wicked and the weak”, “a deceiver
and an oppressor”, “shall not hold ...nor shelter”, “their fields and
their vineyards”, “the guiltless and unblamed”, etc. Although not all
the words in these pairs are direct synonyms, they are of the same
notional area and bear a certain degree of synonymity: “a burden and
an ache” — words with inherent negative connotation, a burden may
cause physical and mental pain, distress; “the pure and the innocent
— words with inherent positive connotation, both mean free from
moral wrong. Such synonymic condensation adds expressivity and
decorative attractiveness to the text.

Minor syntactic groups can also be based on the principle of
lexical opposition: “the good and the bad”, “the fruitful and the
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fruitless”, “the erect and the fallen”, “your sorrow and your joy”,
“your joy and your pain”, “the songs and the silences”, “the desired
and the dreaded”, “the repugnant and the cherished”, “the pursued and

that which you would escape”, etc.
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Major syntactic groups comprise larger syntactic structures, for
example: “work is a curse and labour a misfortune”, “their worth
naked and their pride unabashed”, “life goes not backwards nor tarries
with yesterday”, “to freeze and crystallize and be bound in a mould”,
“rise and expand and seek”, “for the autumn days, and for the
vineyard, and for the winepress”, “the singers and the dancers and the
flute players”, etc. Those major syntactic groups are either parallel
structures, or consist of three words connected by the conjunction
“and”. Both the minor and the major groups create certain rhythm, but
while the minor groups sound finite and complete due to their two-
unit structure, major groups, consisting of three and more words,
create another kind of rhythmical effect. This effect originates from
the reader’s anticipation of the next lexical unit following the
preceding one. The scheme is likely to look like this: “word” and
“word” and “word” and ... Thus one word comes after another in an
“endless” train.

Hence we come to polysyndeton or “many-ands”, a figure of
speech, which presupposes the continuous repetition of the
conjunction “and” either at the beginning of each new sentence or in
any part of it; and is often employed for enumeration. When
polysyndeton is used, the sentence never arrives at a climax at the
end. Instead of hurrying on to reach the important conclusion the
reader is asked to halt to weigh each matter, and to consider each
word that is added or emphasized.

Such word chain creates a specific rhythm, which may be called
“extended”, because the lexical group can be easily extended with the
help of another “and”, another word, or another sentence. Such figure
of speech is typical of the Oriental poetics and is called “taushi” or
“winding” identical to the traditionally known figure of amplification
(when new parts are added to the initial sentence thus considerably
extending it) [cf. 46]. An extract from “Arabian Nights” illustrates
this point very clearly:

...Then King Shahryar, having sealed the missive
and given it to the Wazir with the offerings
aforementioned, commanded him to shorten his skirts
and strain his strength and make all expedition in
going and returning. “Harkening and obedience!”
quoth the Minister, who fell to making ready without
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stay and picked up his loads and prepared all the
requisites without delay. This occupied him three days,
and on the dawn of the fourth he took leave of his King
and marched right away, over the desert and hallway,
stony waste and pleasant sea, without halting by night
or by day. But whenever he entered a realm whose ruler
was subject to his suzerain, where he was greeted with
magnificent gifts of gold and silver and all manner of
presents fair and rare, he would tarry there three days,
the term of the guest rite. And when he left on the
fourth, he would be honorably escorted for a whole
day’s march. As soon as the Wazir drew near Shah
Zaman’s court in Samarkand he dispatched to report
his arrival one of his high officials, who presented
himself before the King and, kissing ground between his
hands, delivered his message. Hereupon the King
commanded sundry of his grandees and the lords of his
realm to fare forth and meet his brother’s Wazir at the
distance of a full day’s journey. Which they did,
greeting him respectfully and wishing him all
prosperity and forming an escort and a procession [I-
net link 7].

Amplification and polysyndeton are among the key biblical
figures of speech. The first chapter of the Old Testament, for
example, consists of 31 verses and only two of them do not begin with

the conjunction “and’.

The principle of adducing one word after another with the help of
the conjunction “and” exposes the connection between Gibran’s book
and the Oriental poetics, in particular, with the biblical style. In
addition to the effect of an unhurried, epic narration such speech

organization also creates a very clear rhythmical pattern.

A short piece from the chapter “On Work” is a good example of

polysyndeton and amplification:

You have been told also that life is darkness, and in
your weariness you echo what was said by the
weary,

1 Gibran admitted the influence of the Holy Book over his style, especially of the

Syriac Bible (Peshitta).
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And | say that life is indeed darkness save when there is
urge,

And all urge is blind save when there is knowledge,

And all knowledge is vain save when there is work,

And all work is empty save when there is love;

And when you work with love you bind yourself to
yourself, and to one another, and to God.

The next characteristic feature of the book’s syntax is the use of
inversion. Inversion is a very powerful device for creation of a
particular poetic effect, rhythm, or emphasizing a particular word or
word combination. Gibran employs inversion rather often:

Long were the days of pain | have spent within its walls,
and long were the nights of aloneness; and who
can depart from his pain and his aloneness
without regret?

Too many fragments of the spirit have | scattered in
these streets, and too many are the children of my
longing...

It is not a garment | cast off this day, but a skin that |
tear with my own hands.

Nor is it a thought I leave behind me, but a heart made
sweet with hunger and with thirst.

...Fain would I take all that is here. But how shall 1?

A voice cannot carry the tongue and the lips that gave it
wings. Alone must it seek the ether.

And alone and without his nest shall the eagle fly across
the sun.

...How often have you sailed in my dreams. And now
you come in my awakening, which is my deeper
dream.

Ready am | to go, and my eagerness with sails full set
awaits the wind.

Only another breath will | breathe in this still air, only
another loving look cast backwards...

Only another winding will this stream make...

...And ever has it been that love knows not its own depth
until the hour of separation.
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...Prophet of God, in quest of the uttermost, long have
you searched the distances for your ship.

Here inversion becomes the device for making prose sound
musical, almost like a song. By placing the verb ending with a
sonorous consonant [I], [m] before the diphthong [ai] Gibran achieves
the effect of the “sound liaison”. Sonorous sounds can be prolonged.
With the words arranged in the direct order the sound prolongation
would have been impossible.

For the sake of rhythm, inversion may emphasise modal verbs so
that the stress falls at equal intervals creating the effect of isochrony:

Alone and without his nest shall the eagle fly across the sun.

Inversion is a very powerful emphatic device. In order to bring
forward certain words Gibran places an adjective or a participle after
the noun they modify, thus breaking the traditional word order: “to
see their worth naked and their pride unabashed”, or “a heart
enflamed and a soul enchanted”, or “that temple invisible”. Thus the
logical stress falls on the words in italics.

Syntactic inversion creates the musical effect and particular
rhythmical patterns especially valuable for oral reading. Thus
inversion constitutes another characteristic feature of the style of the
book.

The last syntactic device to be discussed in this paper is
parallelism — in rhetoric — a technique of placing ideas of equal
importance in the same type of construction so as to emphasize their
similarity [3, p. 217]. Parallelism plays the primary role in creating
the book’s unique style often called “Gibranian”. In fact, it is the main
principle of the whole text’s syntactic organization. There are
parallels within a single sentence; there are parallel sentences;
syntactic and semantic parallels can also be drawn between distant
parts of the book.

Parallelism, either lexical or syntactic, is the most distinguishing
feature of the Oriental poetics. Persian and Arab classical poetry is
practically without exception based on parallelism: “The basic
features of sadge (one of the stages in development of the classical
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Arabic verse) are parallelism and rhyme. The third rule that has to be
observed is to keep equal quantity of words in each line, thus making
the lines equally long” [46, p.77]. The Bible is another example of a
text where this device clarifies the meaning and creates a rhythm in
the sentence.

Gibran’s parallelism can be lexico-syntactic and syntactic, based
on semantic synonymy or antonymic relations. The examples of the
lexical-syntactic parallel structures are as follows:

1 And his soul cried out to them, and he said:

2 Sons of my ancient mother, you riders of the tides,

3 How often have you sailed in my dreams. And now you come in my
awakening, which is my deeper dream.

4 Ready am | to go, and my eagerness with sails full set awaits the
wind.

5 Only another breath will | breathe in this still air, only another
loving look cast backwards,

6 And then | shall stand among you, a seafarer among seafarers.

7 And you, vast sea, sleepless mother,

8 Who are alone are peace and freedom to the river and the stream,

9 Only another winding will this stream make, only another
murmur in this glade,

10 And then | shall come to you, a boundless drop to a boundless
ocean

(The Coming of the Ship)

Lexical and syntactic parallel structures are shown in bold font.
Line 2 is parallel to line 7, line 5 —to line 9, and line 6 — to line 10.
Line 2 sets the pattern for line 7. The form of address is identical in
both lines: “you” + apposition, when two noun phrases stand side-
by-side with the second adding information to the first. The structure
of the 5™ 61 , 9™ and 10™ lines are identical not only in terms of
syntax but in terms of lexical units as well. The 5 and the 6" lines
constitute a sentence of the following pattern: “Only another” + noun
+ auxiliary verb + subject + ....., “only another” + noun + .... , “and
then” + subject + predicate + apposition. Lines 9 and 10 follow this
pattern. Lexical parallelism is represented by the repetition of words
within a single line as well as in corresponding lines: “only another”,
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“and then I shall”, “a seafarer among seafarers”, “a boundless drop

9 G

to a boundless ocean”.

Another characteristic example of syntactic parallelism is found

in the chapters "On Work" and "On Freedom":

70

And what is it to work with love?

It is to weave the cloth with the threads
drawn from your heart, even as if your
beloved were to wear that cloth.

It is to build a house with affection,
even as if your beloved were to dwell in
that house.

It is to sow seeds with tenderness and
reap the harvest with joy, even as if your
beloved were to eat the fruit.

It is to charge all things you fashion
with the breath of your own spirit,

And to know that all the blessed dead
are standing about you and watching.

*

And if it is a care you would cast off,
that care has been chosen by you rather
than imposed upon you.

And if it is a fear you would dispel, the
seat of that fear is in your heart and not in
the hand of the feared (On Freedom).

The next extract illustrates the principle of semantic antonymic
parallelism with the full or partial antonyms used in adjacent lines and
the structures of the first and the second sentences being parallel:

But | say that even as the holy and the
righteous cannot rise beyond the highest
which is in each one of you,

So the wicked and the weak cannot
fall lower than the lowest which is in you
also.



And as a single leaf turns not yellow
but with the silent knowledge of the whole
tree,

So the wrong-doer cannot do wrong
without the hidden will of you all (On Crime
and Punishment).

Syntactic pattern of the two sentences looks like this: even
as......, so .... Within the first sentence there is an antonymic parallel
construction. “The holy and the righteous” are antonyms of “the
wicked and the weak”, “rise higher beyond the highest” stands against
“fall lower than the lowest”.

An extract from the chapter “On Pleasure” can Serve as an

example of the semantically synonymic parallelism:

Pleasure is a freedom-song,

But it is not freedom.

It is the blossoming of your desires,

But it is not their fruit.

It is the depth calling unto the height,

But it is not the deep nor the high.

It is the caged taking wing,

But it is not space encompassed.

Ay, in very truth, pleasure is a freedom-song.

Here is an example of the syntactic and semantic parallelism
based both on synonymy and antonymic relations:

What judgement pronounce you upon
him who though honest in the flesh yet is a
thief in the spirit?
What penalty lay you upon him, who
slays in the flesh yet is himself slain in the
spirit?
(On Crime and Punishment)
Semantically, “to pronounce judgement” and “to lay a penalty”
are relative synonyms; “upon him who though honest in the flesh yet

is a thief in the spirit” and “him, who slays in the flesh yet is himself
slain in the spirit” are semantically antonymic constructions.
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Parallelism can also be found in distant chapters of the book. In
the chapter “On Crime and Punishment” Gibran expresses the idea of
the man’s pigmy-self: “Much in you is still man, and much in you is
not yet man, / But a shapeless pigmy that walks asleep in the mist
searching for its own awakening”. The chapter “On Good and Evil”
echoes the same idea: “In your longing for your giant self lies your
goodness and that longing is in all of you”. Thus an opposition of
pygmy/giant self is created.

Parallels can also be drawn between the chapter “On Houses” and
the closing chapter of the book “Farewell”. The idea of a second
“larger body” of a man receives the final touch on the last pages of
the book: “For even as you have home-comings in your twilight, so
had the wanderer in you, the ever distant and alone. / Your house is
your larger body. / It grows in the sun and sleeps in the stillness of the
night, and it is not dreamless. / Does not your house dream? and
dreaming, leave the city for grove or hilltop?” compare: “But sweeter
still than laughter and greater than longing came to me. / It was the
boundless in you; / The vast man in whom you are all but cell and
sinews;... / It is in the vast man that you are vast”.

Another no less important figure of speech is a lexical-semantic
contrast (or contraries), by means of which one considers opposite
or incompatible things. This figure occurs in pairs of lexical units,
which basically exclude one another. This rhetorical figure is quite
characteristic of the biblical style and Arabic poetry:

Your joy is your sorrow unmasked...
...That which seems most feeble and
bewildered in you is the strongest and
most determined.

...But the hunter was also the
hunted; ...

And the flier was also the creeper,...
And | the believer was also the
doubter-...

...Shall the day of parting be the day of
gathering?
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And shall it be said that my eve was in
truth my dawn?, etc.

In what follows we adduce a list of the most recurrent lexical-
syntactic peculiarities of the book including our observations in terms
of Major syntax:

1)
2)
3)

4)

5)

6)

non-conjunction compound sentence;

compound sentences with and or but;

complex sentence with the adverbial clause of reason
connected by conjunction “for”: “For what is your friend
that you should seek him with hours to kill?”, “For it is
his to fill your need, but not your emptiness”, “For
without words, in friendship, all thoughts, all desires, all
expectations are born and shared, with joy that is un-
acclaimed”;

complex sentences with conditional, time and other types
of subordinate clauses with the main clause ending with
“also”: “If he must know the ebb of your tide, let him
know its flood also”, “And when the black thread breaks,
the weaver shall look into the whole cloth, and he shall
examine the loom also”, “It is thy urge in us that would
turn our nights, which are thine, into days which are
thine also”.

adverbial clauses of manner or comparison introduced by
even as..., So..; as..., SO...; ...as...;

relative subordinate clause with pronouns “which”,
“that” or “who” as subject: “But I say that even as the
holy and the righteous cannot rise beyond the highest
which is in each one of you / So the wicked and the weak
cannot fall lower than the lowest which is in you also”,
“When you are joyous, look deep into your heart and you
shall find it is only that which has given you sorrow that
is giving you joy”, “What judgement pronounce you
upon him who though honest in the flesh yet is a thief in
the spirit”, “But let not him, who longs much say to him,
who longs little...”. Compare it with the Bible: “And the
name of the third river is Hiddekel: that is it which goeth
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toward the east of Assyria” (Gen. 2:11-14), “...at the
valley of Shaveh, which is the king’s dale”, “They have
moved me to jealousy with that, which is not God”’;

7)  sentences beginning with the modal verb “would”:
“Would that you could meet sun with more of your skin
and less of your raiment?”, “I would have them seek”,
“Would that I could gather your houses into my hand,
and like a sower scatter them in forest and meadow”,
etc.;

8) inversion used for creating rhythm, poetic flavour, and
prolonging sonorous sounds. Compare with the Bible:
“In the sweat of thy face shalt thou eat bread...and unto
dust shalt thou return” (Gen 3:19);

9) lexicalised negative particle not: verb + not; ...subj + do
smth not, neither do + subj + verb: “...they toil not,
neither do they spin” (Mt 6:28). “The Prophet”: “It
knows not the ways of the mole nor seeks it in the holes
of the serpent” and “For life goes not backwards nor
tarries with yesterday”; “The soul walks not upon a line,
neither does it grow like a reed”; “For the truly good
asks not the naked...”; “And seek not...”; “For the
vision of one man lends not its wings to another man”.

§ 4 Decorative Elements

The principal decorative elements of “The Prophet” are rhythm
and alliteration. Previously we have noted that syntactically the text is
organized in such a way that every line gets its own rhythmical
prominence. The main devices that create those patterns are:
polysyndeton, inversion, lexical-semantic contrasts, and parallelism.

Rhythmical euphony is also achieved by means of recurrent
minor two-unit lexical groups.

In terms of sound repetition it is possible to speak of the use of
assonance and alliteration. Certain vowels of the same or similar
quality are repeated in adjacent or closely connected words. The most
common is the repetition of a vowel in two or three closely connected
words, for instance in such phrases as: “it will but lead some to greed
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and others to hunger”, “the freedom of privacy”, “hidden will”, “with
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more of your skin and less of your raiment”, “to feel your bare feet”,
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sleeps in the stillness”, “the lute that sooths your spirit the very wood
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that was hollowed with knives”, “was filled with your tears”, “the
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more joy you can contain”, “are you at standstill and balanced”, “the
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wicked and the weak”, “the courage and the confidence”, “to freeze
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and crystallize”, “toilers of the sea and fields and vineyards meet the
weavers”, “sleep peacefully upon the wind till the needs of the least
of you are satisfied”, “as the holy and the righteous cannot rise
beyond the highest”, “fall lower than the lowest which is in you also”,
“you walk together towards your god-self”’, “knows not the ways of
the mole nor seeks it in the holes”.

Not infrequently Gibran alludes the repetition of sonorous sounds
and alliteration in the rhythmicalized sequences: “find abundance”,
“wind who has woven the clothes we wear”, “a fetter and a fouling”,
clothes conceal”, the softening of the sinews”, “winds long to play”,
“whose door is the morning mist and whose windows are the songs
and the silences of night”, “build a bower”, “fruit and frankincense”,
“the wicked and the weak”, “the courage and the confidence”, “like a
sower scatters them”, “that stealthy thing”, “it lulls you to sleep”,
“boundless in you abides in the mansion of the sky”, “to become a
stranger unto the seasons and to step out of life’s procession that
marches in majesty and proud submission”, “even as if your beloved
were to dwell in that house”, “be not trapped nor tamed”, “nor seeks
in the holes of the serpent”, “the light that lingers”, “rise and run
murmuring”, “like a lotus of countless petals”, “strong and swift”,
“limp before the lame”.

Surprisingly enough "The Prophet" seems to be bearing the basic
rhythmical traits of the Oriental classical poetry. The quantitative
nature of the classical Arab verse predetermines the distinct
rhythmical organisation of speech; parallelism also creates rhythm
and requires the lines to be of the same length; before rhyme became
a necessary requirement for a perfect Arabic verse, alliteration was
the main means of the sound decoration. “Rhythmical organisation of
rhetorical, homiletic and, actually, any other kind of speech — writes a
specialist on Arabic poetics D. Frolov — has become almost an inborn
habit among the Arabs” [63, ¢.79].

*
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PART 111
STYLISATION IN TRANSLATION

In this chapter we deal primarily with the ways and methods of
stylisation aimed at preserving and rendering in the target text a
specific national-literary and socio-cultural colouring of the source
text. In the appendix to the paper we adduce our own exercise in
stylised translation of "The Prophet" by Kahlil Gibran, in which we
paid special attention to the adequate rendering of the central notional
and linguistic features conditioned by the Oriental (Biblical and Sufi)
poetic literary traditions described in detail in the first Part of the
book, as well as the words and phrases bearing a strong archaic and
solemn flavour. In this our attempt we naturally referred to the
Russian Synodal Translation of the Bible and occasionally compared
our findings with the turns of phrase found in the Church Slavonic
translation of the Scriptures since this text is widely accepted by the
educated Russian speaking community as an example of poetic
euphony and religious sumptuousness, perfectly suitable for the
purposes of church liturgy and forming the indispensable foundation
of homiletic eloquence in the Russian Orthodox Churches.

§ 1 Culturally Specific Elements in the Translation of Fiction

According to V.lvir, “translation is based on an interplay of
forces only one of which is linguistic in the narrow sense of the term,
that is, resulting form the contact of two language systems. Other
forces are extralinguistic (resulting from the contact of two cultures)
sociolinguistic, psycholinguistic, and stylistic”. Alexander Shveitser,
a Russian theoretician of a great authority in the field of translation,
also writes: “...translation is both a linguistic and a cultural
phenomenon, cutting across boundaries of languages and cultures (not
only Sprachmittung but also Kulturmittung)” [4, p. 7].

One of the problematic aspects in the sphere of translation
concerns the possibility of preserving not only the overall sense of a
work of fiction but its national and cultural flavour as well. Kornej
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Chukovsky said: “Let the syntax be Russian, but the style and the
colouring should, as much as possible, be of the original * [69, p.83].

A literary work is historically conditioned and, consequently,
unique. A complete identity between the original and a translation is
impossible, as there is none between an original and a copy. Therefore
it is impossible to preserve the specific traits of the original to the full
extent [42, p.129]. However, the relation of a translation to the
original is of a special nature: translation does not tolerate the practice
of saying more than the original intends to say. Translation is “the
imitation of the original”, “when the original is represented in a
different linguo-cultural context” [70, p.66] and “on a differed
material” [42, p.129].

The primary rule of translation runs as follows: translating a work
of fiction implies its rendering in a different language uniting the form
and the content in the best possible way which results in producing
the final impression on the reader equal and adequate to the
impression of the original [cf. 42, p.127-129]. The form of the
original cannot be preserved mechanically; we can only reproduce its
meaning and aesthetic value. It means that it is impossible to render
all the nationally or historically specific elements of the original — it
appears therefore that a translator needs to create an illusion of a
particular national or historical environment [42, p. 129].

Since fiction literature reflects in its imagary a particular reality
related to life of a particular nation, it is important to render the
national colouring of the original to the extent this colouring is
present in the original. The preservation of the original flavour of the
original presupposes its functionally correct understanding and the
adequate rendering of the whole complex of various elements [61,
p.277].

The contrast between the original text and the target text is
intensified by the contrast between the two cultures (the source and
the target ones). Cultural clash becomes particularly striking when
one culture begins to dominate another one. The predominance of the
source culture is manifested in the abundance of “exoticisms”, foreign

1 We believe, Chukovsky meant here that a translator should know his native tongue
well, and not to violate its norms following the original word by word. He in no way
suggested ignoring the syntactic features of the original.
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realia, alien to the source culture. On the contrary, the predominance
of the target culture results in partial or complete “domestication” or
“naturalisation” of the text, “leading to the Russification of English
texts, or Germanisation of French” [4, p.16] and the irrevocable loss
of what is thought to be the text’s foreign flavour and cultural
colouring.

The very first question any translator has to face is the scope of
national or cultural elements he/she is supposed to preserve. In this
connection we should refer to the dialectic principle of the individual
and the common, or the part and the whole. A translator needs to
resolve the task of determining the importance of the details, on the
one hand, and subjecting them to the whole, on the other. Certainly,
his primary goal is to render the whole, but it is necessary to preserve
all the semantic elements as well [42, p. 141].

Translator’s adherence to the method of rendering individual
elements leads to the “exact” translation, plain and slavish, lacking
the creativity and imaginationt. Other translators in their attempt to
embrace the whole are ready to sacrifice individual elements or
particular ideas [42, p 141].

Thus where a word has no independent meaning and its role is
reduced to being a part of the whole, one should translate the whole
occasionally neglecting the meaning of separate words. Stable word
combinations, idioms and the majority of sayings and proverbs are
translated in such a way. When dealing with the problem of adequate
rendering of imagery one should also take into account the secondary
relations between the words, the way they reflect the semantic reality
and the correlation between an idea and its imaginative expression.
Therefore even a slightest detail deserves a scrupulous translation,
especially when it is an element of a higher level — the author’s style,
speech characteristics and so on [42, p. 141].

All the above said led the scholars in the field of translation to
the elaboration of several principles of preservation of the original
national flavour, the most crucial of which are:

a) it is advisable to preserve only those national/cultural
specific elements that can be perceived by the reader as

! What we mean by “creativity and imagination” is the qualities that help a translator
seek and find successful equivalents.
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foreign, alien to the target culture, as carrying “the
national or historical flavour”;

b) artistic means which have no equivalent in the target
language and which do not enhance the illusion of the
foreign environment, can be substituted by neutral, non-
marked means unable to evoke any associations with a
particular place or time [42, p. 130].

§ 2 Translation of Culturally Specific Concepts

There are quite a few culturally specific notions in "The
Prophet" which have direct Russian equivalents and can be
transposed into the target language directly. Such words do not
belong to the Russian national worldview and are invariably
perceived with a particular implication.

Such words as myrth, cypress, frankincense, the names of
Almustafa, Almitra and the month lelool (meaning in Arabic the
month of the rising moon), mentioning the gatherers of spices, all
add Oriental, especially Arabic flavour to the work. They were
translated correspondingly as mupm, xunapuc, radan, Anemycmadgpa,
Henyn, cobupamenu npsiHocmel.

The notional basis of all allegoric images, such as flute, wine,
vineyard, sower, love, Archer, beloved, arrows, weaving, streams,
oceans and so on, has been preserved.

Polyphony presents considerable difficulty for a translator of
this book and should be dealt with the utmost care: a translator is
supposed to find a word in the target language that would allow an
equally broad polyphonic interpretation of the corresponding source
word which often presents quite a big problem. Some cases are less
intricate, some are more, like the one in the chapter “On Prayer”:

When you pray you rise to meet in the air
those who are praying at that very hour, and
whom save in prayer you may not meet.
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Therefore let your visit to that temple
invisible be for naught but ecstasy and sweet
communion.

The word communion may be associated both with a) the
Christian ceremony of Eucharist, b) a fellowship, a special
relationship with someone whom you understand very well, and c)
with a group of people that share the same religious beliefs. The
allegory of a prayer compared with entering the temple suggests that
the line may be interpreted in the following way: you pray and thus
enter into spiritual union with those who pray at the same hour.
However, since the act of prayer is allegorically compared to the
temple, the association with the religious ceremony immediately
comes into mind. In Russian the word "mpuuactue"!, a natural
equivalent of communion, carries only the idea of the religious
ceremony, while another Russian word “eamnenue” suggests the
spiritual union only. Therefore the most appropriate word in this case
seemed to be “mpuodbmenne” for the Russian Language Dictionary
defines “npmoOmuthcs” as 1) “BKIIOYUTBCS B KaKyHO-HUOYHIb
JICATENIbHOCTh, CTaTh YYaCTHUKOM 4ero-nubo; 2) y BepYHONIUX:
NpUYacTUThCS (ycTap.) npuuacmumocs césmulx mauncms. Thus the
suggested translation of this line sounds as follows: “ITloromy
MNpUXOAUTE B 3TOT XpaM HeBpI/IMHﬁ JiMib paan BEJINKOH pagoCTu u
CJIaJI0OCTHOTO TIPHOOIIICHMS .

There are other simpler cases, which yet require conformity with
the overall notional core of the book:

Say not, “I have found the path of the soul.” Say
rather, “I have met the soul walking upon my
path. ”

For the soul walks upon all paths.

! Tpuuactue — 1) TO e, YTO U NPUYALIEHHE, T.€. XPUCTUAHCKOE TAUHCTBO TIPHHATHUS
npuyacTus; 2) cUMBOJHM3MpYyloliee KpoBu U Teno Mucyca Xpucra BHHO B yalle ¢
Kycoukamu mpocBupbl... (TomkoBelit cioBapp pycckoro s3bika /Ilox.  pen.
C.N.Oxerosa).
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The word path that can be rendered in Russian as “rpomna”,
“mytp”, “mopora”, in the context of Sufism path cannot be translated
in any other way than “myte”, because one of the crucial Sufi
concepts literally means the Path, [Tyts (Tariqat).

Another example of word polyphony is found in the chapter “On
Death™:

The owl whose night-bound eyes are blind unto
the day cannot unveil the mystery of light.

The allegory of an owl may be interpreted in several ways: first,
it may imply an average person, a pygmy-self of a man, who is blind
to the light of the day and “walks asleep in the dark™. Then in such a
state of the spirit he is unlikely to understand, perceive the mystery of
light, the divine Truth. The second interpretation implies a false
prophet who is unable to open the Truth to the others. Other
interpretations are possible. In order to preserve at least two of the
probable interpretations of such an allegory we suggest translating the
phrase "to unveil the mystery" as “packpbITh TaiiHy”, “HpHIIOTHATH
3aBecy HaJ| TallHOW coiHeyHoro cBeTa” rather than “moctwub TaitHy
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cBeTa”, “IPOHUKHYTH B TAlHY”, “OTKPBITh TaliHY .

§ 3 Translating Stylistically Marked Lexical Set

A particular group of words in “The Prophet” directly associated
with the Bible, or thoroughly used through the Holy Book, plays an
important role in conveying the biblical flavour. Therefore it was
necessary to find the Russian equivalents that would also create
relevant biblical associations for the Russian reader. By way of an
experiment we referred to the Russian Synodal Translation of the
Bible in order to see which Russian words create the biblical effect,
and whether they could really be called biblical. Of course, in doing
so we had to refer to those Biblical verses which contained the words
we were interested in. Another point that had to be kept in mind is
that the Russian Bible was not translated from English, but from
Greek. Both the King James Version of the Bible and the Russian
Synodal Translation were based as it were on the third source.
However they both slavishly followed the original, copying and
rendering literally unusual phrasing, even preserving striking images
and figurative expressions because no deviation from God’s word
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could be thought of. Such slavish faithfulness to every word allowed
establishing certain points of lexical similarities between the variants
of the Bibles, and obtaining the necessary equivalents.

Thus where in the King James Bible the word verily is used — in
the Russian Bible stands the word soucmumny, ucmunno:

“Verily | say unto you, There be some standing here, which shall
not taste of death, till they see the Son of man coming in his kingdom”
(Mt 16:28) compare: “Hcmunno 2060pio 8am: ecmv HeKOmMopwle U3
eac cmoswux, Komopule He gxycam cmepmu...” (Mar 16, 28).

A stock phrase “But I say unto you” (Mt 12:36) has the
traditional Russian equivalent of “HM6o/a s rosopio (:ke) Bam...”.

Another biblical word, seasons, usually meaning “time”,
corresponds to the Russian neutral word “Bpems’:

“To every thing there is a season, and a time to every purpose
under the heaven...” (Eccl 3:1) compare with: “Bcemy ceoe epems, u
epems gcaxou eewyu noo neoom...” (Exxi. 3,1). Therefore it may be
possible to render the archaic and biblical colouring by syntactic
means only.

The Russian “nakazanue” stands where the English chastisement
occurs: “...the chastisement of the Lord..” (Deut 11:2) -
“naxazanus I'ocnooa”; “...the chastisement of our peace...” (IS.
53:5) — “naxazanue mupa’”; etc. Presently chastisement would mean
“a form of severe criticism or rebuke” thus matching in meaning the
Russian “cepresnoe mopumanue”. However in old times the word
used to mean “physical punishment, especially by beating”. Thus in
the translation of “The Prophet” it would be more correct to render
chastisement as “maxazanune” in accordance with the biblical tradition:
“But regret is the beclouding of the mind and not its chastisement”
(On Pleasure) — “Packasuue - CMyIlleHHE pa3yMa, HO He HaKa3aHHe
ero”.

Beloved is the word that both in English and Russian bears the
touch of elevated style. The Russian “Bo3aiodaeHHBIN”,
“Bo3mob6aennas” are probably the best equivalents for this word for
they can be easily associated with the Canticles (Song of Solomon)
thus achieving the desirable biblical and poetic effect.

The word sluggard that sounds nowadays a little old-fashioned to
the contemporary English reader is used in the book of Proverbs to
denote a lazy person. The Russian translation of the Bible employs
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either “nenmBeny” (Ilput. 6, 6), or “nenmsbiii” (IIput. 10, 26). The
Russian “aenmBen” and “ixenmBsrii” are neutral and bear no archaic
marking, therefore it is unlikely to be rendered by lexical means.

Biblical archaic adverb yea can sometimes point out the places of
occurrence of the Russian outdated interjection “eii” meaning
“indeed, truly, verily”. Recurrent in the King James Bible, Russian
interjection “eii” is definitely more rarely found throughout the
Russian text of the Bible.

The equivalents of traditional biblical phrases and collocations
can also be revealed when comparing the corresponding phrases in the
Russian Synodal Translation. It would be natural to preserve some
recurrent Gibran’s phrases borrowed from the Holy Book as they exist
in its Russian version.

In the previous chapters we have already mentioned the
guotations from the Bible such as a divided house and a den of
thieves: “And Jesus knew their thoughts, and said unto them, Every
kingdom divided against itself is brought to desolation; and every city
or house divided against itself shall not stand...” (Mt 12:25)), a den
of thieves (see: “And he said unto them, It is written, My house shall
be called the house of prayer; but ye have made it a den of thieves”
(Mt 21:13)). The only possible way of translating those collocations is
to find their equivalents in the Russian text of the Bible: “...u Bcaxmii
TOpOJl WM I0M, pa3JeJuBIIUiicH caM B cebe, He ycrouT...” (Mar.
12, 25); “U ecnm aom pa3aeautTcsi caM B cede, HE MOXET YCTOATH
mom tot” (Map. 3, 25). Thus Gibran’s “For a divided house is not a
den of thieves; it is only a divided house” can be translated as “H6o
JIOM, pa3feNuBIIMiicS B cebe, - elle He BepTen pa300iHHKOB; 3TO
MPOCTO JA0M, TJIe HET coriacus’” .

Correspondingly, a den of thieves is “Bepren pa3ooitnukos”: “U
TOBOPHJI UM: HAITMCAHO: “MoH AOM JOMOM MOJIMTBBI HAPCUCTCA, a4 BbL
czeJany ero Beprenom pasdoiinukos” (Mart. 21, 13).

Almost in every chapter the sermon of the Prophet is preceded by
the phrase “and he answered, saying”. In many chapters of the Bible
the words of Jesus are also introduced by identical stock phrase. The
Russian Bible uses the phrase “U on ckazanx um B otBer...” (Mar.
12,39), (Mar. 13,11), which we suggest for our translation in order to
follow the author’s design.
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A biblical phrase in the sweat of thy face has a traditional
Russian equivalent “B mote juma cBoero”. Gibran’s phrase “ the sweat
of your brow” is very close to the biblical one and therefore can also
be rendered in the translation by means of the mentioned Russian
expression, or its variation without changes to the notional layer of
this expression (i.e. it is unreasonable to substitute “nui0” by “106”
or “OpoBp”). Here is one of the variants of translation: “...then I
answer that naught but the sweat of your brow shall wash away that
which is written” (On Work) — “To oTBedy Bam, 94TO TOJNBKO IMOTOM
JIMIA CBOETO CMOETE HAaUYepPTaHHOE .

A stock expression to lay the axe unto the evil tree used in
metaphoric sense creates association with the Gospels: “And now also
the axe is laid unto the root of the trees: therefore every tree which
bringeth not forth good fruit is hewn down and cast into the fire” (Mt
3:10). “Yike U cekupa MpH KOPHE JEPEB JICKHT: BCIKOE JCPEBO, HE
MpHHOCHIEe JoOPOro mioja, cpyodaroT u OpocaroT B OrOHb;...”" (Mart.
3, 10). Some of the Russian equivalents could be: “IloausaTs TomOp Ha
xyzoe JipeBo/ BeipyOuTh Xyzoe 1peBo”.

An expression to become a stranger unto the seasons reminds of
the Biblical Psalm 69 verse 8: “l am become a stranger unto my
brethren...” — “Uyxum cran s nns OparbeB cBouX...”. Therefore the
Russian equivalent of the original phrase may sound alike: “crars
YY>KHUM JUIsI BpEMEHU .

Another example is the verb to satisfy. An interesting thing
about it is that in ninety percent of all cases this verb stands in the
Bible in its passive form be satisfied and often at the end of a
sentence. Its Russian biblical equivalent is “HackITHUTBCS,
“HaceIIAThCs”, “mockiTa ecTh”’ and in one case “OBITh JOBOILHEIM”.
Kahlil Gibran uses the passive form be satisfied in the chapter “On
Buying and Selling”: “It is in exchanging the gifts of the earth that
you shall find abundance and be satisfied. / Yet unless the exchange
be in love and kindly justice, it will but lead some to greed and others
to hunger”. Gibran traditionally uses lexical-semantic contrasts,
which usually occur in pairs, create opposition, and, consequently,
exclude one another [cf. I-net link 1]: “find abundance and be
satisfied” contrary “it may lead some to greed and others to hunger”.
In order to preserve the contrast “be satisfied” should be translated as
“HaceITUThCa” and not as “ObITh JIOBOJIbHBIM/YIOBJICTBOPCHHBIM
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“N6o B oOMeHe nmapaMu 3eMid OOpeTeTe JOCTATOK BO BCEM H
HaCBITUTECH .

The expression to take alms sounds archaic in Modern English.
The Russian equivalents cobupams murocmeinio, npocums nOOAAHU
are stylistically neutral in contrast with the expression to do alms —
meopums munocmuinio. Therefore the solutions are either to find
archaic equivalents for co6upams and npocums, the first part of the
Russian expression, or by means of syntax.

To walk among somebody or something is another example of
literal translation from Hebrew. This expression has been rendered in
Russian in a similar way: “xoauTh cpenu xoro-m6o” (Jles. 26, 12);
“moiitn mocpeau Hamacteil” (Ilc. 137, 7); “Xoguth Mexny...
crosmmmMH 31ech” (3ax. 3, 7).

To deliver unto one’s hand is a traditional biblical expression
along with to deliver from one’s hand, to deliver from something. In
the Russian tradition it preserved the same grammatical structure and
verbal expression: “omoame... na pyku” (beit. 42, 37); “omoame... 6
pyku” (Brop. 1, 27); “npeoams... ¢ pyky” (Btop. 2, 30). Thus the
phrase “For the law that delivered you into my hand shall deliver me
into a mightier hand” in the chapter “On Eating and Drinking” may be
translated as “HM6o 3akoH, 4TO OTHAaeT TeOS B PyKy MO0, MPENacT
MeHS pyKe elie 00yiee MOTyIeCTBEHHOH .

As a general conclusion we may say that the majority of
traditionally biblical words and expressions in Russian lack the
stylistic colouring, which their English counterparts possess, for
example, chastisement, sluggard, season(s), to take alms, to suffer to
do something. One of the possible ways of preserving the archaic
colouring is either to use the “biblical” syntactic patterns that already
sound archaic, or intentionally substitute a neutral word in the
immediate surroundings of the archaic word with an alike lexical unit.
Thus it will also be possible to preserve the elevated style of the
narration by using the elevated and literary words: “no3nats”
(literary), “obpectu” (literary), “ueno” (archaic, elevated), “Bpara”
(archaic), “naueprannHoe (mpoknsaThe)”’ (elevated), “mpuoOIUTHCS™
(archaic), “oOystp” (elevated), “ybosarbcs” (archaic), “mpeObiBaTh”
(literary), “cumsoiitu” (archaic, elevated), archaic and literary
conjunctions “nadsr”’, “ubo”.
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§ 4 Syntactic Stylisation in the Translation

Certain sentence types and syntactic patterns characteristic of the
English Bible and Gibran’s book correspond to particular patterns of
the Russian Bible. This observation facilitated their translation into
Russian and helped to create biblical flavour in a great number of
Gibran’s lines.

The most recurrent sentence type is the complex sentence with an
adverbial clauses of manner or comparison introduced by even as...,
$0...; as..., so...; ..as..[11]. The Russian conjunctions for this
sentence type are xax..., max....

In the Bible: “As snow in summer, and as rain in harvest, so
honour is not seemly for a fool. As the bird by wandering, as the
swallow by flying, so the curse causeless shall not come” (Prov 26:1,
2) — “Kak cuee nemom u 002#cOb 60 8pPEMs HCAMEbl, MAK HeCHb
Henpuiuuna 2iynomy. Kak eopobeii ecnopxwem, Kak 1acmouxa
yiemum, maK He3aclyJiceHHoe npokiamue He cOydemcs’”; “...even
one thing befalleth them: as the one dieth, so dieth the other...” (Eccl
3:19) - “...kax me ymupaiom, max ymupaiom u smu...”; “As thou
knowest not what is the way of the spirit...even so thou knowest not
the works of God...(Eccl 11:5) — “Kax met ne 3naews nymetl
eéempa..., maK He modiceulb 3namo dena boaa...”.

Therefore the obvious way of translating the sentences of the
following type is as such:

“...even as the holy and the righteous cannot rise beyond the
highest which is in each one of you, / So the wicked and the weak
cannot fall lower than the lowest which is in you also. / And as a
single leaf turns not yellow but with the silent knowledge of the
whole tree, / So the wrong-doer cannot do wrong without the hidden
will of you all” (On Crime and Punishment).

“...KaK CBATOH M MNpaBCAHUK HEC NOAHUMYTCA BBIIIC BBICOKOI'O B
KaXXa10M H3 Bac, / Tak 3HOHaM€peHHLII71 A caa0blid He OITyCTATCA
HHUKE HU3MCHHOT'O, IIPUCYIIETO BaM TAaKIKC. / Y xak aucTt Ha JACPEBC
HE IIOXKEITEeT 0€3 MOJIYaIMBOrO0 COIJIaCHS BCETO ACpeBa, / Tak
MNPECTYNHUK HC COACCT IPCCTYIJICHUA 0e3 CKPBITOI'O yYMbICJIa BacC
Bcex.

An archaic syntactic pattern “...smth + verb + no more” is often
found in the Bible: “As a whirlwind passeth, so is the wicked no
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more: but the righteous is an everlasting foundation” (Prov 10:25).
An identical construction in “The Prophet” “And when the unclean
shall be no more...” can be rendered in the following way: “Koraa xe
HE CTaHeT 00Jiee HEUCCTUBBIX JIFOJIEH. ..” .

A relative clause within a complex sentence is frequently
rendered in the Russian translation of the Bible by means of a
participial construction [11]: “they that were in the ship” — “Obisuue
6 100ke”’; “The people which sat in the darkness saw great light; and
to them which sat in the region and shadow of death light is sprung
up” (Mt 4:16) — “Hapoo, cuoswuii 60 mome, yeuoei céem eIuKkuil, u
CuosAwuUM 6 cmpawne u menu cmepmuoil soccusii ceem’’. The same can
be done to avoid an unnecessary subordinate clause:

“U ecnu 00un u3 eac cnomxHemcs u ynaoem, 0jis UOYWUX HO3A0U
OH — npedocmepediceHue 0 KAMHe, Npezpaxicoaruem nyma.

U ynpexom ynaoem ou 011 uoyuux enepeou, Komopule, XoOmsi
bvicmpee u ygepennee 8 NOCMYNU, 8ce Jice He CNOOOOUTUC
ybpams npezpady”.

The next characteristic feature of the “Russian biblical style” is
omission of the subject in either subordinate or main clause:

“Ub0 ecnu npudeme 6 Xpam ¢ eOUHCMBEHHOU Yebio — NPOCUMD,
mo Huyezo He noxyuume. / M eciu eotioeme myoa, ymoOvl
CMUPEHHO YHU3UMbCA nped 1 0cnooom, mo He 6036bICUMECH.
/ U oaoice koeda npudeme moaums I'ocnoda o brazononyuuu
opyaux, mo He bydeme yCIbIUAHDL ...

..Ho eciu, 6 omuasnvu, Hazogeme uac c0ec0 pPOHCOEHUs.
HecuacmveM, a 3a00my O RNIOMU — NPOKISAMUEM,
HAYepmaHHOM HA 8auiem yene, Mo Omeeyy s, Ymo MoabKo
NOMOM UYA C80e20 cMoeme HAYepMaHHoe.

. ede Oydeme cmesmvCs, HO He pacmpamume 6ecb C8OU CMex,
bydeme pvloambv, HO He 8binaieme 6ce 80U ciesvl” .

Inversion of noun + pronoun type is another feature that creates
the poetic effect and the effect of an epic narration: “...Ilyctp maxe
NYTH ee KPYThl M OMACHBI...; MYCTh JIaXKe r0JIOC ee pa3BeeT Balllk
MEUTHL...; YKPBITh HArOTYy CBOI0 OJEXKIaMH...; HO B €IWHEHHH
BallleM IIyCTb OyIyT MPOCTPAHCTBA...; CeMEeHA TBOM OCTaHYTCS )KUTh
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B MOeM Telie, / Yl OyTOHBI TBOETO 3aBTpa PaCIyCTATCS B MOEM CEpIIIE,
/ 1 npixanmem MouMm OyzeT TBOH apomar...”.

It is important to mention that the most frequent types among
subordinate sentences are the clauses of time, reason and condition.
However it is more typical of the author to use compound sentences.
While translating compound sentences into Russian we more often
used conjunction xo instead of a:

“He 60 cHe, HO Hasagy 2080plo éam’”’, “...u ecau mpyoumvcs Oe3
mobsu, HO ¢ omepaujeHuem”’, “yuumenn...0eUMcs ¢ HUMU He
MyOpocmvio, HO CcKopee ... 6epoil u noboesvio. / U ecau ow
6npasdy Myop, mo He npuclacum 8ac Goumu 6 O0oM e20
Myopocmu, HO cKopee noogedem 64c K Nopocy 6auieco
cobcmeenHo20 coznanus”’, etc.
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CONCLUSION

The research conducted in this paper leads us to a number of
significant theoretical conclusions, and observations of practical
nature. First of all, it allowed us to introduce a more detailed
definition of the notion of genre, the linguistic side of which is of a
particular value for the art of translation: we assume that no effort in
stylised writing and stylised translation is possible without taking into
account "the bricks" — material, "tangible" elements of the imitated
text — words, phrases, and the way they are syntactically arranged in
the text. Although every exercise in creating an artistic text is an
intuitive process predetermined by aesthetic tastes of a writer, — we
hope that the results of this research will allow literary critics to
enhance their often intuitive assessments of the aesthetic qualities and
genre peculiarities of a work of fiction with more "objective"
linguistic criteria in their hands.

Secondly — an attempt to bring closer together the linguistic and
the notional sides of a literary text in the process of genre analysis
opens a range of new opportunities in linguopoetic studies. Recent
developments in the area revealed the necessity to speak of
"linguopoetic typology" of literary works. We hope that the results of
this research may prove useful for further elaboration of this most
important theoretical proposition.

The third result of the paper is more of a practical significance.
Our analysis (mostly the practical side of it — an exercise in stylised
translation) proved once again the validity of "stylistic comparison" of
the constituent linguistic, and notional elements of the text with the
aim of establishing the so-called aesthetic perspective of a piece of
artistic writing. Results of this validation (often conducted intuitively
by many writers and readers) may allow a styliser come to a decision
concerning the side of aesthetic structure of the source text to be
imitated. Very often a mere reproduction of the limited number of
secondary, decorative elements of the source text may be sufficient
for the creation of the desired effect in the target text. It appears
therefore, that the process of stylisation often rests on the estimation
of "the necessary and sufficient” volume of imitated elements the
introduction of which in the target text should not blur but rather add
to the expression of this or that work's "aesthetic core™.
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Other results of this paper concern particularly Kahlil Gibran's
work "The Prophet". Research has established a connection between
this work and the genres of the ancient literary traditions of the
Middle East — the Sufi poetic literary tradition and the Bible. The
most vivid traits of the Sufi tradition were on the notional level:
Gibran uses allegories and symbols of the ship, sleep, flute, wine,
veils, Beloved — that are typical of the medieval Arabic and Persian
poetry largely reflecting the essence of Sufism. Biblical symbols can
also be found in the book: a sower, vineyard, etc. Some of the images
are shared by both traditions: images of wine and beloved, for
example.

The features of the biblical tradition dominate the lexical and the
syntactic levels of the work: there is a great number of words,
expressions, and quotes that can be associated with the Bible:
prophet, prayer, chastisement, righteous, season, communion, to
deliver unto one’s hand, the sweat of your brow, to become a stranger
unto something, a den of thieves, a divided house, verily, etc. The
effect of an elevated narration is created through the use of literary,
archaic and poetic words: mariner, pinion, raiment, oftentimes, to
perish, ether, to abide, etc.

In terms of syntax there were found figures of speech traditional
for Oriental poetics (not solely for the Bible), they are: polysyndeton,
lexical and syntactic parallelism, inversion, amplification, contraries,
and rhetorical questions. The use of the modal verb shall is also a sign
of the biblical influence on “The Prophet’s” style.

Thus we expose the author’s conscious intention to reproduce
biblical style which he considered the best framing for his spiritual
ideas.

Our analysis of the source text and practical exploration of the
text in the course of translation allowed us to work out the following
core stylisation devices for the adequate rendering of Gibran's text in
Russian:

- finding equivalents for the biblical words and stock
phrases with the help of the Russian Translation of the
Bible such as: verily - soucmuny/ucmunno, the sweat of
your brow — nomom auya ceoezo, etc.,
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using the archaic and literary words: curse written upon
your brow — mpoxasmee, nauepmannoe Ha éauem ueie,
for —ubo, complex object — dabwi, etc.;

establishing the corresponding syntactic patterns between
the English and the Russian Translations of the Bibles,
such as even as..., so...; as..., SO... - Kak..., makx...;
inversion of noun + pronoun and predicate + subject
types; omission of the subject in either the subordinate or
relative clauses;

preserving when possible the elements of the author’s
individual style, such as rhythm and alliteration: a fetter
and a fouling of mind — reuucmoie nymeoi, umo onnenu
eaul pasym.

91



92

10.

11.
12.

13.

14.

15.

16.

17.

18.

BIBLIOGRAPHY

Akhmanova, Olga, Linguostylistics: Theory and Method. — Moscow, 1972.
Akhmanova, Olga, What is the English we use? — Moscow: MGU, 1978.

Encyclopaedic Dictionary of English Usage, Prentice-Hall, Inc.,
Englewood Cliffs, N.J., 1974.

Folia Anglistica 2000: autumn 2000 series: Theory and Practice of
Translation (articles by D. Shveitser, V. Zadornova, M. Konurbayev, A.
Lipgart). — Mocksa, “MAKC TIpece”, 2000.

Gibran, Kahlil, His Life and World by Jean Gibran and Kahlil Gbran,
Interlink Books. — New York, 1998.

Gibran, Kahlil, The Beloved. Reflections on the Path of the Soul. — Arkana,
Penguin Books, 1997.

Gibran, Kahlil, The Prophet. — Alfred A. Knopf, Inc., New York, 1971.
Holy Bible (King James Version). — International Bible Society, 1996.

Konurbayev Marklen, On Linguopoetic Approach to the Translation of
Connotative Meaning in Fiction // Folia Anglistica. Theory and Practice of
Translation. — Moscow: Max Press, 2000.

Longman Dictionary of Contemporary English, Third Edition, Longman
Dictionaries, 1995.

Longman English Grammar, L. G. Alexander, Longman, 1998.

Pearson N. H. Literary Forms and Types or a Defense of Polonius. —
English Institute Annual, 1940. Reprinted: N.Y., 1965, vol. 1.

Shaykh Fadhlalla Haeri, The Elements of Sufism. — Element Books
Limited, 1990.

Strong’s Exhaustive Concordance of the Bible. — Thomas Nelson
Publishers, Nashvill, 1997.

AxmanoBa O.C. JluajekTHKa €IMHHYHOIO, OCOOEHHOr0 M BCEOOIIEro B
Hayke o s3bIke. — Mocksa, 1980.

AxmanoBa O.C. CnoBapb JMHIBUCTHYECKMX TEpMHHOB. — MOCKBa,
“CoBertckas sHIKIoneaus”, 1969.

AxmanoBa O.C., T'w66ener W.B. BepTukambHBIiI KOHTEKCT Kak
¢unonornyeckas npobiaema / Borpocs! s3piko3Hanus. — Mocksa, 1977. —
Ne3.

Bapxynapos JI.C. fI3bik 1 mepeBoa. Bompockl o01ueit 1 yacTHO# Teopuu
nepeBoaa. — Mockaa: “MexayHapoaHble oTHoeHus”, 1975.



19.

20.

21.

22.

23.

24.

25.
26.

27.

28.

29.

30.
31.

32.

33.

34.
35.

36.
37.

Baxtua M.M. IlpoGnemsr mostuku JlocroeBckoro. — M.: “CoBerckas
Poccusa”, 1979.

Baxta M.M. Dcretnka ciosecHoro TBopuectsa (The Aesthetics of Verbal
Art). — M.: 1979.

bubmusa. Kaurn Cesamendoro ITucamuss Berxoro u Hosoro 3asera. —
Poccuiickoe bubneiickoe O6miectBo, 1992.

BepOunikas M.B. BTOpuYHBI TEKCT W BTOPHYHBIC 3JEMEHTHI B COCTaBE
pasBepHyTOro npoussenaeHus peun. — Opynse, 1984.

BepoOunkas M.B. ®unonornyeckue 0CHOBBI TAPOJMU U MAPOJIUPOBAHUS. —
Kana. lucc., Mocksa, 1980.

Bunorpanos B.B. Ctumuctuxa. Teopust nostudeckoi peun. Ilostuxa. —
M.: 1963.

Bunorpanos B.B. Ctuns [Tymxuna. — “Hayka”, Mocksa, 1999.

Bunorpanos B.B. fI3wik Ilymkuaa. — Academia, Mocka — JleHunrpan,
1935.

I'punnep I1.A. Dnoxu B3aumopeicTBus nureparyp Bocroka u 3amana. —
Mocksa, 1997.

Io66ener 11.B. BepTrkanbHbI KOHTEKCT: 0COOEHHOCTH €ro CTPYKTYPHI U
Bocrpusitust // Folia Anglistica. Language: Structure and variation. —
Moscow: Dialogue, 1997. — Ne 2.

Jxebpan, Xamuib, [Ipopok. — Mocksa, “Pamyra”, 1989.
Edumor A.M. CtunucTtrka Xy10)KeCcTBeHHOH peur. — MockBa, 1961.

3amopHoBa B.SI. BocrpusTie 1 HHTepIpeTanus XyI0KeCTBEHHOTO TeKCTa.
— M.: Brrcur. mkoga, 1984.

3anopHoBa B.Sl. CrnoBecHO-XyHO)KECTBEHHOE MpPOM3BEICHHUE Ha Pa3HBIX
S3bIKaxX Kak MpeJMeT JMHIBOMOATHYECKOTO Hcclie[oBaHus: ABToped. aucc.
... TOKT. (pusion. Hayk. — M., 1992.

3epkano cosepiieHcTBa. Vcropun crpaHcTByOmMX cydueB. — Mocksa,
DKCMO-ITIPECC, 2000.

Unpuc Hlax, Cydun (komnekius “Chunkc”). — M.: “Jlokun, Mud”, 1999.

Koxwnna M.H. O crnerduke Xy10KeCTBEHHON W HAyYHOW pedH B acIeKTe
(byHKIMOHANBHOI cTHucTHKU. — [lepmsb, 1966.

Komuccapos B.H. JIunrsucruka nepesona. — Mockaa, 1980.

Komuccapos B.H. Cnoso o nepeBone (O4epk JIMHIBUCTHYECKOTO YYEHUS O
nepeBoze) — M.: “MexxayHapoansle oTHOIeHus , 1973.

93



94

38.

39.

40.

41.

42.
43.

44,

45.

46.

47.

48.

49.

50.

51.

52.

53.

54.

55.

Konypbaes M.D. bubmms Koponst HMakoBa B JNHHIBOIO3THYECKOM
oceenienun. — Kanp. aucc., Mocksa, 1998.

Konypbaes M.D. bubmms Kopomst HMakoBa B JNHHIBOIO3THYECKOM
ocBelleHnH (y4eOHO-MeToauYecKoe nocodue Imo creukypey). — Mocksa:
" Tuanor-MI'V", 1998.

Konypbaes M.D. Teopust M NpakTHKa TeMOpPaJbHOTO aHAINW3a TEKCTa.
JHucc. ...noktopa ¢unon. Hayk. — Mocksa, 1999.

Kynemnn A.b. CpenHeBekoBast apabckasi HO3THKA BTOPOil TTOJIOBUHEL § — 9
BekoB. — MockBa, Hayka, 1983.

Jleswrit, Upxu, UckycerBo nepeBoaa. - Mocksa, [Iporpece, 1974.

JIuHrBHCTHYCCKHI SHIMKIONeAnYecKuil cioBapsk /Ilox. pen. SApuesa B.H. -
Mocksa, CoBeTckas sHIuKIoneaus, 1990.

Jlunrapr A.A. JIMHrBOmOITHYECKOE HCCIEIOBAHUE XYA0XKECTBEHHOIO
tekcta: Teopus W mpaktuka. JJucc. ... noxropa ¢unoia. Hayk. — Mocksa,
1996.

Mycmuxunana Caanu, M36pannoe. — Tapkukrocusaar, 1986.

MycynemankyinoB P. Ilepcuncko-Tajkukckas kiiaccuueckas mostuka 10 —
15 BekoB. - Mocksa, Hayka, 1989.

OOmenuTepaTypHblid  A3bIK M (QYHKIHOHATBHBIC CTHIH (0. HAYYHBIX
crateit) — BunbHroc, “Moxkiac”, 1986.

OO1mmue u yacTHbIe TpoOIeMbl QYHKIIHOHAIBHONW CTHIIMCTHKH (CO. HAy9HBIX
crateit). — Mocksa, Hayka, 1986.

IIpoOneMsl ’kaHpa W CTHISA XYAOKECTBEHHOTO MPOM3BEICHUSA. —
BnaaguBoctok: M3n-Bo [lankHeBocTOUHOTO YHUBEpCUTETa, 1988.

Pymu, Ixanananaus, ITosMa 0 CKpbITOM cMbIcie (M30paHHbIE IPUTYH) —
M.: “Hayka”, 1986.

Can Beunocty. Boctounsie agopusmel. — Cankr-IlerepOypr, “TIAPUTET”,
2000.

CroBapp nuteparypoBenyeckux tepMmutoB /Ilon. pen. Tumodeesa JLU. -
Mocksa, 1974.

Crune aBTopa u cruib nepesoga (The Style of the Author and the Style of
the Translation) (cocraButrenn HosukoBa M.A., Jlebens O.H. u gp.). —
Kues: YMK BO, 1988.

Teopus autepatypsl. OCHOBHBIC MPOOIEMbI B UCTOPUYECKOM OCBEICHHH.
Ponpl 1 sxaHphl TuTepaTypsl. — M.: 1964.

Tupacnonsckuit JI.M. 3omnoToii Bek. — M.: “IIporpecc”, 1995.



56.
57.

58.
59.

60.

61.

62.

63.

64.

65.

66.

67.
68.

69.

70.

71.

Tupacnonsckuit JI.M. 13 pexu pedennii. — M.: “IlIpucnensc”, 1999.

ToskoBsIi ciioBaps pycckoro sizbika /Ilon. pen. Oxerosa C.1.) — Mockaa,
1999.

Tpounkuit B.1O. Ctrmzanust. // CiioBo u 06pa3. — Mocksa, 1964.

TemsinoB FO.H. ITostuka. Ucropus nmurepatypsl. Kuno. - Mocksa, Hayka,
1977.

Yenpiup ¢ueiitucra. Cydpun o cydpusme. Cyduiickas nmpo3a U modsus. —
M.: “Korenet”, 1999.

®denopo A.B. OcHOBBI 0o0miel Teopun mepeBoaa. — Mocka, “Bricmas
mkoa”, 1983.

Ouaruna FO.B.  JlureparypHoe — mpojoiKeHHE — Kak  IpeAMeT
JIMHTBOIOATHYECKOTr0 uccaeaoBanus. — Kann. qucc., Mocksa, 2000.

®ponos [I.B. Kinaccuueckuii apadckuit ctux. Mctopus u Teopus apyna. -
Mockgsa, Hayka, 1991.

®ponoea O.b. Tlostuueckas jekcuka apaOckoil nupuku. — JleHWHTpan,
W3narenscTBo JleHnnrpaackoro YHusepcurera, 1984.

OyYHKIMOHAIBHBIE CTHJIM: TEOPHs CTHICH M MX S3BIKOBasl peau3alus. —
Ilepms, 1986.

Xaszpar Unast Xan, Yuenue cyduer (cepus “Cyduiickoe nocnanue”) —
M.: Cdepa, 1998.

Xadus, Jlupuka. — M.: T'ocnuruznar, 1963.

UYepnen JI.B. JluteparypHsie sxanpsl (Literary Genres) — M3maTensctBo
MockoBckoro YHuBepcutera, 1982.

Uyxkosckuit K.M. UckycctBo mnepeBoma (The Art of Translation) —
Academia, Mocksa — Jlenunrpan, 1936.

Iseitiep A.JI. Teopus mnepeBoma. Crartyc, mpoOiaemsl, acmektbl (The
Theory of Translation. Status, Problems, Aspects) — Mocksa “Hayka”,
1988.

1001 Houb (u30OpanHble cka3ku) — MockBa, “XynoxKecTBEHHas
nureparypa”, 1975.

INTERNET LINKS:

1. http://humanities.byu.edu/rhetoric/silva.htm

95


http://humanities.byu.edu/rhetoric/silva.htm

96

O NOO~WN

http://www.bsos.umd.edu/cidcm/gibran/
http://www.nimatullahi.org
http://www.nytimes.com/books/98/12/13/specials/gibran.html
http://www/armory.com/~thrace/sufi/poems.html
Www.postman.ru/~dervish
http://www.arabiannights.org/index2.html
http://www-personal.umich.edu/~jrcole/gibran/papers/papers.htm



http://www.bsos.umd.edu/cidcm/gibran/
http://www.nimatullahi.org/
http://www.nytimes.com/books/98/12/13/specials/gibran.html
http://www/armory.com/~thrace/sufi/poems.html
http://www.postman.ru/~dervish
http://www.arabiannights.org/index2.html
http://www-personal.umich.edu/~jrcole/gibran/papers/papers.htm

Kanune Ixubpan

HHPOPOK

nepesod Enenvi bouaposoti

U ckazana torma Anemutpa: “Urto ckaxkemis Tl 0 JlroOBu?”

W nopusn OH roioBy M MNOCMOTpPEN Ha JIIOAEH, U BOLAPUIIOCH
MOJIYaHUE.

W npoHNKHOBEHHBIM T'OJIOCOM 3arOBOPHII OH TOT/IA!

Korna nro00Bs MaHHT Bac, cleayiTe 3a Hel,

[lycTh naxe myTH ee KpyTHI U OTIACHEI.

U xorpa xpbutbst M00BU OOBUBAIOT Bac, HE IPOTUBHTECH €H,

[TycTh maske Med, CKPBITHINA MOJT HUMH, MOKET PaHUTh Bac.

U xorpa JIroO0BE TOBOPHUT C BaMU, BEPhTE B Hee,

[TycTh maxke ronoc ee MOXKET pa3BesiTh BAIlld MEUTHI,

Kak ceBepHBIii BeTep mpeBpaliaeT B MyCThIHIO BETYIIUH caJ.
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JIt000Bb U KOPOHYET, M PaCcIUHAET Bac.

OHa W moMoraeT BaM pacTH, M 00pe3aeT Ballld BETBU, YTOOBI
YCKOPHUTh HX POCT.

OHa TmoJHUMAETCS K CaMOW BEpPXYIIKE KPOHBI W JIAacCKaeT Ballld
HE)KHEWIITNE BETBH, TPEICIIYIINE B COJTHEUHOM CBETE;

OHa crnyckaeTrcs K BalllUM KOPHSIM U MPOBEPSIET, HACKOIBKO KPEIKO
OHM CHUJISIT B 3€MIIE.

*

Kak kykypy3HbIe Mo4aTku coOMpaeT OHa Bac.

3areM MOJIOTUT, YTOOBI OTOJHTH Bac 0 OCHOBaHMUS.

[IpoceuBaet, 4T0OBI OCBOOOANUTH OT HIETYXH.

PasmanbiBaet, moka He IPEBPATHUT Bac B OETIYIO MYKY.

3aTeM Bbl — MSTKOE TECTO B €€ PyKax;

A mociie — J1r000Bb MOPYYaeT BaC CBSAIICHHOMY OTHIO, YTOO CTajM
BbI CBSIIIIEHHBIM XJICOOM JIJIs CBSIIIICHHOM Tpare3bl ['ocmoza.

*

Bce sto mpogenaer ¢ Bamu JIt000Bb, 1a0bl MO3HAIM BBl TaWHBI
CBOETO Cep/iia ¥ 3HAHUEM STHUM MPUOOIIMIIUCH K CEPIIILy CaMOi
Kuznu.

*

Ho ecnu, ybosBIuCh, cranere uckaTh B JII0OOBHM JNHINB TOKOS |
YJI0BOJILCTBUS,

Torga nyuiie BaM YKPBITh HAroTy CBOIO OJCKIAMH M YHTH C
MOJIOTHJILHOTO TOKA JII0OBU

B mup, rie He ObIBae€T HHU 3MMBbI, HU JIETa, U TJIe OYJEeTe CMESIThCH,
HO HE pacTpaTHUTE BECh CBOH cMeX, OyieTe phlaaTh, HO HE
BBITIJIAYETE BCE CBOM CIIE3EI.

*

JIroboBb HHYETO HE JaeT, KpoMe cels, U HUYero He Oeper, Kpome
KaK OT ce0s1 caMOH.

JIr000Bb HUKEM HE BJIaJIE€T U HUKTO He BiajeeT JIloO0BkIO;

N60 JIt060Bb m0oBOMBECTBYETCS JIFOOOBBIO.

*
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Korma mobute, He roBopure: ‘“Tocmoap mnpeObIBAET B MOEM
cepaue”, HO TroBopuTe Jydme: “SI mpeObiBat0 B cepile
I'ocnopa”.

W He nmymaiiTe, 4TO MOXKETE MPaBUTh MyTsAMHU JI0OBU, OO ecnu
JIro60BB couTeT Bac JOCTOMHBIMH, TO camMa OYyJeT YKa3bIBaTb
BaM IyTh.

*

VY JItoOBH HET MHOTO JKENaHUs, KpOME KakK JIIOOHTb.

U ecnu nrobuTe M jkenaeTe — MycTh KEIAHUSIMH BalllUMHU OyIyT:

Pactasare u OBITH, Kak Xypyamiuii py4eld, 4To MOET CBOIO IMECHIO
HOYH;

[To3nate 60Nb YpEe3MEPHOU HEKHOCTH;

BbITh paHeHHBIM COOCTBEHHBIM MOHUMaHueM JIF0OBH;

W uctekaTh KPOBBIO OXOTHO M PaJIOCTHO;

[Ipocemartkcst Ha paccBeTe ¢ OKPBUICHHBIM CEpPALEM U 01arogapuTh
I'ocrioma eme 3a oauH aeHb JIF0OBH;

OTapiIxaTh B IOJIYJACHHBIM Yac M Pa3MBIIUIITH O HAaWBBICIICH
panoctu JIroOBy;

Bo3Bpamarbcsi B BEUYEpHM ~ 4Yac  JIOMOM  MCIIOJIHEHHBIM
GylarojapHOCTH;

W 3aceimarh ¢ MOJMTBON O BO3JIIOOJICHHOM B CEpIle M XBajeOHO
necHslo ['ocriogy Ha ycrax.

D)

Torma AnbMmuTpa 3aroBopwiia CHOBa M cHpocwia: “A 4YTO Thl
ckaxelb o bpake, yuurens?”

U Tot oTBEvai:

BmecTte ObTM BBl POXKAEHBI MU BMECTE OCTAHETECh BBl Ha BEKH
BEYHBIE.

Tak Oynet u B Ty mopy, Korza Oenble KpbUIbs CMEPTH pa3OpocaroT
Ballll JTHU.

W naxe B Ge3monBHO# mamstu ['ocmopa Bel mpedyaere BMecTe
BOBEKH.

Ho B enquHCTBE Balem MycTh OCTArOTCS TPOCTPAHCTBA,

U mycTh Mex BaMH TaHLYIOT BETpBI HeOecC.
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Jrobute npyr Apyra, HO HE MPEeBpaIaiTe JTFOOOBb B Y3HI.
[lycte nyumie OyneT OHa BOJIHYIOIIMMCS MOPEM MEX Oeperamu

BaIlUX I

Hanonusitite yamu gpyr Apyra, HO HE IEHUTE TOJIBKO U3 OJHOU
Yalu.

Jlenutech Apyr ¢ APYroM xjaeboM, HO HE €LIbTE TOJIBKO OT OJHOTO
KyCKa.

ITo¥iTe u TaHLyiiTE BMECTE, U PANYHUTECH, HO IIYCTh Ka)KJbIi U3 Bac
OyJIeT OJMHOK,

[Tomo6HO TOMY, KaK CTPYHBI Ha JIIOTHE OTCTOSAT APYT OT APYTa, XOTs
BMECTE M3/1al0T 3BYKH OJIHOM MEJIOUH.

OtpaBaiite Apyr Apyry cepAalla, HO HE Tak, YTOOBl OJUH ObLI
XO35IMHOM JPYTOTO.

H60 Tonbko Ku3Hb BlajeeT BallMMU CEPALIAMH.

Bynpre 0mu3ku, HO BCe e HE CIHMIIKOM PSIOM:

N0 KONOHHBI B XpaMe CTOAT Ha PACCTOSHHM,

A ny6 v KuImapuc He pacTyT B TEHHU APYT ApyTa.

D)

N copocuna Toraa JKeHIIMHAa € MJaAeHUEM Ha pykax: “Yro
CKakeIIb THI 0 JleTsax?

U Tot oTBeuan:

Bamm netu — He Ballx JETH.

OHM — CBIHBI W JOYEepU JKWU3HHU, YTO KAXKIET COOCTBEHHOTO
MIPOJOIIKEHUSI.

Bamu oHM poXxIeHBI, HO HE OT Bac,

W xoTs ¢ BaMu )KUBYT OHU, — BaM HE TTPHHAJICKAT.

*

MO>KHO MTOIapUTh UM CBOIO JIFOOOBH, HO HE MBICIIH,

N60 y HUX ecTh COOCTBEHHBIE MBICIIH.

MO>KHO JIaTh XWIHIIE UX TeJlaM, HO HE JyIIaMm,

N60 mymm ux oOUTAIOT TaMm, T/ie 3aBTPAIIHUN JICHb, U KyJla BaM He
MONACTh 1K€ B CBOUX MEUTaXx.

Mo>HO mofpaxarh UM, HO HE TBITAHTECh CENaTh UX MOIOOHBIMU
cebe.

N60 XKuzHb ABIKETCS TONBKO BIIEPE],

W BepHYTH BUepalIHUil I€Hb HEBO3MOXKHO.
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BbI — sTykH, MOChUIAMONIHE BIIEPE )KHUBbIE CTPEIIbI.

JlydHMK BHIUT METKY Ha Tpore OECKOHEYHOTrO, M HM30 BCEX CHII
HATSATUBACT TETUBY, 4TOOBI cTpenbl Ero momerenu OBICTPO U
JIAJIeKO.

Panyiitecs, korna Jlyunuk crubaer Bac cBoe pyKoi;

N60 OH mo0uT HE TONBKO OBICTPYIO CTpPENy, HO U BEPHBIH TYK.

D)

Crpocuit Toraa cTapuk, X035MH rocTeBOro goma: “Yro ckakelb Th
o Ene u Ilutee?”.

U Tot oTBeyar:

O, ecnu OBl MOT YEJIOBEK CYILIECTBOBAThH, JOBOJILCTBYSCH 3alaxoOM
3eMJIM WJIH, TOJO00HO IBETKY, IUTASICh COTHEYHBIM CBETOM!

Ho pa3 pomxen oH yOuBaTh pagd NHIIM, W OTPHIBAThH
HOBOPO’KICHHBIX OT MOJIOKa MaTepH pajd YTOJCHHUS >KaK[IBI,
MYCTh CTAHYT CBAIICHHOACHCTBUEM €T0 MTOCTYIIKH.

W nycte cron ero Oyner anrapeM, Ha KOTOPOM HPUHOCHUT OH B
JKEpTBY HEBUHHBIX M YUCTBIX oOWTaTenel JIecOB U PaBHUH BO
UMl TOTO, YTO €I¢ YMILE 1 HEBUHHEE B YEJIOBEKE.

*

Korga cranems yOuBaTh XHBOTHOE, OOpaTHCh K HEMY B cepale
cBoeM Tak: “Cuiia, 4To yMepIuBisieT Te0s ceiyac, HaCTUTHET U
MEHSI, 1 MEHsI IIOTJIOTUT OHAa, KaK U CHJIa, IOTJIOTUBILAS TEOsI.

W60 3aKkoH, yTO OTAAET TEOS B PyKH MOM, NMPENACT MEHS PyKeE elle
0oJiee MOTYILIECTBEHHOH.

KpoBb TBOSI U MOS CyTh >KUBUTEIBHBII COK, MUTAIOMUI HeOECHOE
JPEBO.

*

A xorpa HajgkycblBaeTe s0JIOKO, TaKk OOpaTHTECh K HEMY B CBOEM
cepaue: “CeMeHa TBOM OCTaHYTCs JKUTh B MOEM TeJIE,

U OyTOHBI TBOETO 3aBTpa PACIYCTATCS B MOEM CEPALIE,

U npixanuem Moum OyzeT TBOH apomar,

U Bo Bce BpemeHa MbI OyZieM pazoBaThcs BMecTe”.
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A oceHblo, coOupast ypokaik ¢ BUHOTPAJHUKOB, TaK TOBOPHUTC B
cepaLe CBOEM:

“U s BUHOTPAJHUK, W TUIOJBI MOM TOXE OyIyT COOpaHbI, YTOOBI
CIIeNIaTh U3 HUX BUHO;

N, kak mMoJios10€ BUHO, 1 OyAy XpaHUThCS B BEYHBIX cocydax’.

A 3uUMOH, KOTrJa OTKPOETE BHI COCYJ C BHHOM, IIYCTh B CEpJIIC
BallleM MOETCS MECHS 3a KaXAYI0 Yally;

BcniomuHaiiTe B TNEeCHE W OCEHHUE JHU, W BUHOTPAJHHUK, U
BHHOI'PAJIHBIHI MPECC, BBLKABIIMM COK.

D)

N cnipocun Toraa 3emienaniern;

Yo ckaxemb Tbl 0 Tpyne?

U Tot oTBeyar:

TpynuThcs — 3HAYUT cIEAOBATh pUTMY 3eMJIH U ee ymu.

W60 xuTh B Mpa3IHOCTH — 3HAYUT CTAaTh UYXKHUM AJISI BPEMECHU H
BBIMTH W3 IIECTBUA >KU3HHU, YTO HAIPABISIETCS B BEJIIMYMU U
roOpIOM CMUPEHHUU K OECKOHEUHOMY.

3a pabotoil BBl — (ueliTa, CKBO3b CepAle KOTOPOH LIENOT 4acoB
NPEBPALIACTCS B MY3BIKY.

Kro u3 Bac ocramcs OBl TPOCTHHKOBOW IyIOYKOW, HEMOW H
0e33By4YHOM, KOrJa Bce BOKPYT MOET B YHHCOH?

*

Bot BaM Bcerna rosopuiy, 4To TpyZA — IMPOKJIATHE, a BCsAKas paboTa
— HECYacThbe.

Ho s roBopro Bam, 4To 3a pabOTON BOIJIOIIAETE BBl YACTh BEIIMKOTO
3aMbIciIa 3eMJTH, IPEAHAYEPTAHHOIO BaM JJIs1 HCIIOIHEHHUS.

Tort, KTO HeyCTaHHO TPYAUTCSI — BOUCTUHY JIFOOUT KHU3HB,

U Ttot, KTO MOOUT XU3HB B TPyZE, — MO3HAJ BEIHYAWLIYIO TailHy
JKU3HU.

Ho ecnu, B oTyastHuM, Ha30BETE Yac CBOETO POXKJIEHUS HECUACTHEM,
a 3a00Ty O TUIOTH — MPOKJISITbEM, HAUEPTaHHOM Ha BallleM Yelle,
TO OTBEYy A, 4YTO TOJBKO NOTOM JIMLA CBOEr0 CMOETE
Ha4YepTaHHOE.
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Bac Taxke yumiM, 4TO JKM3HB €CThb MpaK, W BBI, YTOMJICHHBIE,
BTOPHTE T€M, KTO CaM YTOMJICH.

U s ckaxy Bam, 4TO XHM3Hb Ha CaMOM JIeJie €CTh MpakK, KOrja HeT
CTPEMIICHHUSL.

Ho Bcsikoe cTpeMiieHHe ClIeno, Koria HeT 3HaHHUs.

U Bcsikoe 3HaHUE TIIETHO, €CJIU HET TPYJa,

U Besikmii Tpyn OecrieneH, KOraa HeT Jr00BH.

Ho korma tpyaumbest ¢ 000BBIO, TO CTaHOBHIIbCS ONIMKE K
camomy ce0e, U K TOMY, KTO psiioM, U K bory.

*

W60 uTO 3HAYUT TPYAUTHCA C THOOOBBIO?

DTO 3HAYUT TKATh MOJOTHO HUTSIMU CBOETO CEp/lla, KaK eCid Obl
BO3IIOOJIEHHAsT JIOJDKHA Oblla HOCUTh IJIaThe W3  ITOTO
MOJIOTHA.

3T0 3HAYUT OBITH BIFOOJICHHBIM W CTPOHTH JIOM, Kak eciHu Obl
BO3JTIO0JIEHHAs TOJDKHA ObLIA KUTh B 3TOM JIOME.

DTO 3HAYMT C HENKHOCTHIO CEATh CEMEHA M C PaJOCThIO YOUpPaTh
ypo’kaii, Kak eciii Obl BO3JIOOJICHHAs JOJ/DKHA OblIa BKYCHUTh
cOOpaHHBIE TIOJIBI.

DTO 3HAYUT BJIBIXaTh B CO3/IaBAEMbIC BEIIIM YaCTHUILy CBOCH TyIIN

W 3Hath, 4TO AyIIM OJIArOCIOBICHHBIX ['OCHOMOM CTOST BOKPYT U
HaOJrO/Ial0T 32 Ballel paboTou.

YacTo cripiman s, Kak TOBOPUTE BHI, CIIOBHO BO CHe: ‘“Pe3unk mo
MpaMopy, BOIUIOINAIOIIMM B KamMHE YacTUIy  IyIIH,
OyraropoiHee TOT0, KTO TaIIeT 3EMITIO.

U Tot, KOMy MOCITYIIHBI KPACKH PaayTH, MPEACTAIOIINE Ha XOJICTE B
oOpa3ze yenoBeka, TOCTOHHee TOro, KTO IJIETET CAHIAIMH IS
HaIuX HOT” .

Ho =e Bo cHe, HasBy, TOBOPIO BaM, YTO BETEP OJMHAKOBO JIACKOB U C
TUTAHTCKMMU JAy0aMH, ¥ ¢ CaMOW HU3EHBKOM TPaBUHKOM.

W TonmpKo TOT BENHK, KTO JIFOOOBBIO CBOEH IMPEBpAIIaeT IoJI0C BETpa
B CIaJKO3BYYHYIO IIECHIO.
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Tpyn — 370 cTaBmas 3puMoi JII0OOOBb.

U ecnmun Tpynuthes Oe3 moOBH, HO C OTBpAallEHHMEM, TO Jy4lle
OCTaBUTh CBOIO pabOTy W, CHAA y BOpPOT Xpama, MPOCUTh
MIOAASIHUS Y TEX, KOMY TPYJ B pafoCTh.

[Toromy dTo, ecnu meup xyied ¢ paBHOIYLIMEM, OH OYIET TOpeK M
YTOJIUT TOJIOJ JINIIb HAIIOJIOBHHY.

N ecnu BeDKMMATh BUHOTPAJHBIA COK C HEOXOTOW, B BHHE
IIPOCHETCS S

U ecnu merh, MOAOOHO COHMY aHTENOB, HO HEHABHICTH IEHHE, —
JUYILLH JIOJEH OCTAHYTCS TIIyXH K r0JIocaM JHs U 3ByKaM HOYH.

N Torma cmpocwmia Kakas-To >KeHIMHA: “UTO CKaXelmb ThI O
Panmoctu u Ilewanu?”

U tot oTBeyan:

ITox mackoil meyanu BCeraa CKpbIBaeTCs pajocTh.

U wacto konozen, OTKy/a pa3aaeTcsi ceidvac Bail cMeX, ObLT MOJIOH
BaIllUX CIIE3.

Ja u Mmoxer i ObITh HHaue?

Uem mmpe mycTOTHI, OCTABIsIEMBIE B Balllel TyIIe IME4Yaabio, TEM
0oJbIIIEe PAIOCTH CMOTYT OHU BMECTHTb.

He Obuta nu damia, 4To HaIlOJHEHA BallldM BHHOM, OOOXKEHa B
MEeYH TOPIICYHUKA,

W nroTHS, 9TO yCIaXTaeT Balie Cepiale, HE BBIPE3aHa JIH TIPH
MTOMOIIY HOXa?

Korga BBl pamyerech, 3arisiHUTE BriayOb CBOEro CEpAIa, U BB
YBUIUTE, UTO PayeTeCh TOMY, YTO MPEX/IC MEUATIIO BaC.

Korga BBl meuanwtech, CHOBa BIVIIINTECh B CBOE CEPIAIE, U BB
YBUIUTE, YTO, BOWCTHHY, IUTAYe€Te O TOM, YTO HEKOTJa OBLIO
Ballleil oTpajion.

*

Kto-TOo ckaxer: “PamocTs cmibHEe medanm”, a KTO-TO BO3pPAa3MT:
“Ilevans cribHEE PATOCTH .

Ho rosopto s Bam: oHM HepasiyuHbl. [ledanb ¥ pagocTtb OpUXOIAT
BMECTC, U KOT'la OJHA CUIMUT 3a BalllM CTOJIOM, IIOMHHTEC, 4TO
JIpyrasi ApeMJieT ceiiuac Ha Ballel OCTEIN.
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*

Bouctuny, uenoBek mnogo0eH Becam, Ha OJIHOM 4Yallle KOTOPBIX
pasocTh, a Ha IPYroi — revab.

Tombko korga B Jylie Bamiedl IyCTO, BEChl HEMOJABHIKHBI H
HAXOZATCS B PABHOBECHUHU.

Korna >xe XpaHuTeNlb COKPOBHIIl KJIAJET Ha HUX 3JIaTO M cepedpo,
OJIHA YaIla JI0JI’KHA HEU3MEHHO MIEPEBECUTh JIPYTYIO.

D)

U cnpocun trau: “Urto ckaxemrs T 00 Onexne?”

U Tot oTBeyar:

MHoOro npekpacHoro CKpbIBaeTcs 3a Balleil 0JexK 01, OHAKO MO
Hell He YKPBITh TOTO, YTO B Bac 6€300pasHo.

U xoTs uimre BBl B 0K 1€ CBOEH NCTOYHMK JIUYHON CBOOOIEI, B
Hell HaliieTe BBl HICTOYHUK pabcTBa.

51 6l xxenan, YToObI CONHIIE U BETEP JIaCKa M HE BALIH ONEXKbI, HO
BaIlly KOXY.

W60 npixaHue )XU3HU — B COTHEYHOM CBETE, a IECHHULA )KU3HU — B
BETpe.

*

Bot roBopsT ogam: “To ObIT CeBepHBINA BETEpP, COTKABIININ HAITy
oKy .

U s ckaxy, na, To ObUI CEBEpHBII BETED.

Ho cTankom ero ObUI CTBI, @ HUTSAMH €r0 — MSTKHE CYXO0XKHUIIHSL.

U xorna paboTta ero 3aBepIiniack, OH pacCMesuICs B JIeCy.

IlomMHUTE, 4TO CKPOMHOCTb €CTh IIUT Balll OT IJ1a3 HEUYECTHUBBIX.

Korpa xe He craHeT 6osiee HEUECTUBBIX JIFOCH,

UYem okaxeTcs Baia CkpoMHOCTh? HeunucTsIMu myTamu, 4To
OILIENIH Ball pa3yM.

U nmomuwute: 3emie oTpagHO YyBCTBOBATH LIATH BalIMX OOCHIX HOT,
1 )KaKIYT BETPBI MOUTPATh BalllUMK BOJIOCAMH.

D)

W monpocun Torma Toproserr: “Ckakxu HaMm 0 ToM, Kak [lokynaTts u
IIpomaBats”.
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U tot oTBevan: “3emiist MPEenoJHOCUT BaM CBOM ILIOJIBL; U €CIIU
HAay4YUTECh MPUHUMATH HX, TO HE OyJeTe HYKIAThC.

160 B oOMeHe napaMu 3eMiTH IIO3HASTE JOCTATOK BO BCEM U
HACBITUTECh.

Ho ecnu He OyzeT B HeM JI0OBH U cepJIeUHON CIpaBelIMBOCTH,
OITHUX OOYsIeT )KaJHOCTh, IPYTHX K€ MOCTUTHET TOJOI.

*

Korna Bbl, Tpy>KeHUKH MOpEH, Mosiel 1 BUHOTPaJHUKOB,
BCTPETUTECH HA PHIHOYHOMN TUIOIIAIU C TKaYaMH, TOHYapaMu U
coOHMpaTensIMH IPSTHOCTEH,

BrI130BHTE T1aBHOTO AyXa 3€MITH, YTOOBI CITYCTHJIICS OH K BaM |
OCBSITUJI BECBI U MEPHUJIA, IT0 KOTOPBIM OIIPEACISIOT LICHHOCTh
TOT'O WJIM UHOI'O TOBapa.

U He no3BossAliTe MPUHUMATH Y4acTHE B OOMEHE JIIOISIM C TTYCTBIMU
pyKaMu, KOTOpBIE PacCILIaTATCS 3a Balll TPYJ CBOMMMU CIIOBaMHU.

Takum J10ASIM TOBOPUTE:

“Unute ¢ HAMU Ha TIOJIS WK OTHPABISIUTECH C OpPaThIMU HAIIUMH B
MOPE U 3aKU]IbIBANTE CBOM HEBO/I.

N60 3emist 1 MOpe OYAyT OJMHAKOBO IEPHI KaK C BAMH, TaK U C
HaMu”.

*

U ecnu mpuayT neBIBI, TAHIOPHI U QIEHTHCTHI — TAKKE
MIPUOOPETUTE OT UX JIapOB.

N60 oHM ToxkE cobupatenu miooB U oiaroBonuii. U mycth TO, 4TO
MIPUHOCST OHH, HE CO3JIaHO U3 MaTepPUH, Japhl UX OyAyT
OJIESTHUEM M NUUIEH U1 Ballled JTyIIH.

*

U nepen TeM, Kak MOKUHYTH PHIHOK, YOEIUTECh, YTO HUKTO HE YIIeI
C IIyCTBIMU PYKAMH.

N60 rnaBHBIHM qyX 3eMIIM HE CMOXKET CITIOKOWHO MTOYMBATh Ha BETPE,
IIOKAa HY>KJIbI IOCJIEAHETO U3 BAC HE yJIOBJIETBOPEHBI.

D)

U Torpa 3aroBopuia jKeHILMHA U cpocuia: “UTo ckaxelb Thl 0
bomu?”’
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W oH ckazan:

Bonb — 370 npopbIB 00010YKH, YTO CKOBHIBAET Ballle CO3HAHHE.

[Mopo6HO TOMY, Kak ceMs mIoa JOKHO PACKPBITHCS, YTOOBI
POCTOK €ro YBHUIEN COJHIIE, TAK U BBI TOJDKHBI TO3HATH 0OJTb.

U ecnu ObI cepalia By COXpaHUIU CITIOCOOHOCTh H3YMIISITHCS
qyjecam, 4TO JCHHO MPENoJHOCUT BaM Ballla XKHU3Hb, TO 00Ib
yauBIIsIIa Obl BaC HE MEHBIIIE, YEM PaJloCTh.

U cMeHna BpeMeH Trosia B BaleM cep/ie Obuta Obl Tak ke IPUBBIYHA
JUTSL Bac, Kak MPUXO/1 BECHBI I OCEHU Ha BAILU TOJIS.

U Ge3msaTe:kHBIM OCTaBajcst Obl B3TJISL Balll, YCTPEMJIICHHBIH CKBO3b
3MMBI Balllel IIeYaJIu.

*

Nimure uctounuk 00yid B camux ceode.

N60 601 — TOPBKOE CHAI00bE, KOTOPBIM JOKTOP BHYTPH Bac
BpadyeT Bally OOJBHYIO CYIITHOCTb.

A mocemy — 10BEphTECh JOKTOPY M MMPUMHUTE JICKAPCTBO €0 B
MOJTYaHUHU U CTIOKOMCTBUH;

H60 pyky ero, mycTh TsDKeIa ¥ rpy0a OHA, HANPABJISCT HEXHAs
pyka Hespumoro,

W nycts yaria, 94To HOJHOCUT OH K I'y0aM BallliM, 00XKHUTaeT UX,
MMOMHHUTE, OHA BBUICIICHA U3 TJIMHBI, CMOUEHHOW CBAIICHHBIMH
cne3amu ['oHuapa.

D)

U cnpocun myx: “YUto ckaxems Tel 0 Camono3HaHun?”

U cka3ain oH B OTBET:

Ceppana BaIM XpaHAT B MOJTYaHUM CEKPETHI AHEH U HOYEH.

Ho ymm Bamm »ax1yT ycaslmaTh TO, YTO BEAOMO BalllEMy CEPILY.

Brl1 xenaete 00neds B CI0Ba CBOM MOMBICIIBI.

W He TepnuTcsa BaM KOCHYTBCS Mabl[aMH HAroro Tejla CBOMX
MEYTaHuH.

U 310 x0pomio.
CKpBITHII pOTHUK JAYIIH BaIllei TOJKEH MPOOUTH ce0e MyTh H,
Kypua, YCTPEMUTHCSI K MOPIO,
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U Toraa rnazamM BauM MpeacTaHeT COKPOBUIIE, MOTHATOE C
0E3I0HHBIX TITyOWH Balllel qyiy,

U mycTtb He OyAeT TaKUX BECOB, YTO OTNPEACITHUIHN OBl BEC ITOTO
HEBEIOMOT0 KJIaJia.

W He npITaiiTeck N3MEPUTH TITyOMHY CBOETO MMO3HAHUS IIECTOM U
IPYy3HIIOM.

N60 uenoBek mompobeH Mopio — OeckpaitHeMy U HEU3MEPUMOMY.

He rosopurte: “4 mo3nan ucTuHy”, HO CKakute Jydie: “S mo3Han
OJIHY U3 UCTUH.

He rosopure: “4 namen nyte gymm”, Ho: “S BcTpeTwn ayury,
UAYIIYIO IO MOEMY ITyTH .

W60 myTh Aymm nposeraet mo BCEM TPOIaM.

U nyTh ee — He nipsiMast TMHUS, U HE PacTeT Aylia, oA00HO
TPOCTHHKY,

Jyia packpbIBaeTcs, 0J00HO TOMY, KaK I[BETOK JIOTOCA
pacIycKaeT CBOM OECUUCIICHHBIE JIETIECTKH.

D)

U cnpocun Torna yuuTens:

Yro ckaxkeb Tl 00 YueHuun?

U Tot oTBeuan:

Hwu ouH yenoBek He CMOXET OTKPBITh BaM TOTO, YTO YXKE JIEKUT B
MOJTyIpeMe Ha 3ape Balllero CO3HAHUS.

Yunrens, MPOTyIHBAOIIANACSA B TEHH XpaMa CO CBOMMHU yYSHUKAMH,
JISIATCSL C HUMU HEe MY/IPOCTHIO, HO CKOpee CBOEH Bepor U
JIF00OBBIO.

U ecin oH u BipaBay MyJip, TO HE IPUTIACUT BaC BOMTH B JIOM €TO
MYJIPOCTH, HO CKOpEee MOABEIET Bac K MOPOTyY Balllero
COOCTBEHHOT'O CO3HAHUS.

ACTpOHOM MOXKET pPacCKa3blBaTh BaM O CBOEM ITOHHUMAaHUHU
MUPO3JIaHus, HO OH HE CMOKET IepeIaTh BaM CBOETO
IMOHUMAaHHA.

My3BIKaHT MOKET HAIEeTh BaM MEJIOJIUI0, YTO CIBIIITUTCS BO BCEM,
HO OH HE CMOXKET JIaTh BaM HH CJTyXa, YTOOBI YIIOBUTh PUTM, HU
rojioca, 9To00bI BTOPHUTH EMY.

U Tor, kTO CuIieH B Hayke 1udp, MOKET OBEaTh BaM O IIaPCTBE
Mep U Beca, HO He CMOKET MPOBOJIUTH BaC Ty/a.
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W60 BuaeHne 0JJHOTO YelloBeKa HE OaKUBAET CBOU KPBLIbS
JIpyromy.

[Togo6HO TOMY, KaKk KaXKIbIi U3 BaC — €IMHCTBEHHBIN B CO3HAHUH
Bora, Tak kaxxpomy U3 Bac HaJJIS)KUT OBITH OJJMHOKUM B
no3HaHnuu bora u B mnoHuUMaHuu 3eMJIu.

D)

U cnipocunt Torga oauH U3 crapeiinH ropoaa: “Urto ckaxxelb ThI O
Hob6pe u 3ne”.

U Tot oTBeyar:

O no6pom B Bac s MOTY TOBOPHUTE, HO HE O 3JI0M.

N60 uto ecTh 3110, KaKk HE JOOPO, U3MYUYECHHOE TOJIOIOM H KK IO ?

Bowuctuny, ncnsITeIBas rojaoj, 40OpO MILET MUILY JaKe B TEMHBIX
Meniepax, 1 MydyuMoe Kax 01, yTOJIsIeT €€ MEPTBOM BOAOK.

*

JloOperIit uenoBek — eMHOE TENOoe.

Ho u He Oyny4n eIMHBIM LIEJIBIM YETIOBEK HE 30I1.

W60 nom, paznenuBmuiics B cede — elie He BepTen pa300iHUKOB;
3TO TIPOCTO JIOM, T/I€ HET COTJIACHsl.

U xopabinp, mTypBaig KOTOPOTO CIIOMaH, MOXKET OECIeIbHO
CKHTAThCS 110 MOPIO, TIOJTHOMY OTIaCHBIX pU(OB, HO BCE XKe HE
MOITH KO JTHY.

*

Bpr1 1006pEI, KOTZIa CTPEMUTECH MTOIETUTHCS YacTUIIEH ceOsl.

Ho v He 311BI, eClTU UIIUTE MOIb3bI JJIs CAMHX ceOs.

N60 B cTpeMiieHnn K cCOOCTBEHHOM BBITOJIE YE€JIOBEK €CTh KOPEHb,
YTO BPOC B 3€MJIIO U COCET €€ IPYIb.

Kopsro He ckaxeT mnof, “By/b, mog00HO MHE, CIIENIBIM U COYHBIM,
Y IIEJPBIM B CBOEM 00MIAN”.

W60 ecnu tutoay npeaHa3HAYCHO OT/IABATh,

To Ha3HaueHHe KOpHs — OpaTh.

Br1 1006pBI1, KOraa B peun cBoel cBOOOAHBI OT CHA,
Ho u He 37151, eciii BO CHE S3BIK Ball 0OPMOYET OECCMBICIUILY.
W60 naxe HecTpoiiHas peyb HAAETSIET CHIION Clalblif A3bIK.
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*

Br1 100pbI1, KOrAa TBEPABIM M PELIUTENBHBIM IIATOM HIETE K CBOCH
LETIH.

Ho u He 31151, ecu HampaBiseTech K Hel MpUXpaMbIBasi.

N60 naxe TOT, KTO XpOM, CTPEMHTCS TOJIBKO BIIEPE].

Ho ToT, KTO cuieH u ObICTP, HE TOMKEH CIIEPKUBATH IlIara paju
KaJIeK, CUUTasl 9TO MPOSBICHUEM JOOPOTEHI.

He 3naroT rpanu u yncna Bamm A00pbIe MOCTYNKH, HO U Ballle
Oe3neiicTBrE — ellle He TIPU3HAK 3JI0i HATYpHhI

W60 uenoBeky CBOHCTBEHHO OBITh MEIJTUTENBHBIM U JICHUBBIM.

JKaib, 4TO OJIEHb HE MOXET HAY4YUTh OBICTPOTE U CTPEMUTEIHHOCTH
4yepenaxy.

*

To xopoiiee, 4TO NPUCYIIE BCEM BaM, KPOETCS B JKEJIaHUHU 00pECTH
cBO& TurantTckoe “A”.

Ho B o1HUX XKenaHue 3TO — HEUCTOBBIM OTOK, MYAIIUICA K MOPIO U
HECYIIHHA CeKPETHI XOJIMOB U IIECHHU JIECOB.

B npyrux sxe oHO — MeNKHi pydeii, 4To TepsieTcst B COOCTBEHHBIX
M3rubax v U3BUBACTCS, U MEJJIUT, TIOKA HE JTOCTUTHET MOPSI.

[TycTh 5k HE TOBOPUT TOT, KTO JKEIA€T MHOTOTO, TOMY, KTO JKEJIaeT
Majoro, “Urto MeIHIIG ThI U CIIOTHIKACIILCA?”

W60 nctuHHO N0OPHIi YeIoBeK He crpanmBaeT Haroro: “I e TBoe
iatbe?” ¥ He 3a7aeT Bonpoca 0e3nqomMHoMy: “Kakoe HecuacThe
IIOCTHUTIJIO TBOM noM?”

D)

U cnipocuna Torga ciyxutenbHuna xpama: “UTo ckakelb Tl O
Moantse?”

U oH u3pex uM B OTBET:

Brl ynTaeTe MOIUTBY, KOIJa OKa3bIBACTECH B OTUASIHUU U HYXK/IE.

Ho xax ObI X0Tea 51, YTOOBI MOJMJINCH BBl U B HAMBBLICIIHI MOMEHT
CBOEH paJIoCTH, U B IHU CBOETO OJIaromnorydus!

*

N60 uto ecTh MONMTBA, KaK He pacTBopeHue B bore?
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U ecnu ycrokoeHue Baiie B TOM, YTOOBI U3JIUTh MPaK TyIIH CBOCH
BO MpaK KOCMOCa, TO PaJOCTh Ballla B TOM, YTOObI BHIIIIECHYTh
HapyXKy 3aHUMAOLLYIOCS 3apI0 CBOETO CepALa.

W ecnu peiaere, koraa ayiia NpU3bIBaeT Bac K MOJIMTBE, Tyla
Ballla, 1mjaada, Oyaet noOyXaaTh K He CHOBA M CHOBA, ITOKa HE
3aCMEETECH.

Bo Bpemst MOTUTBEI BBl OTPBIBAETECH OT 3€MJIH, YTOOBI BCTPETUTHCS
C TEMH, KTO TOKE MOJIUTCS B 3TOT )K€ Yac, U KTO HEAOCATAEM,
KOI'Jla HET MOJIUTBBI.

IToToMy IpuXoAUTE B 3TOT HE3PUMBIN XpaM JIMIIb Pay BEIUKON
PalloCcTH U CIAJOCTHOTO MPUOOIICHUSI.

Nbo0 ecnu npuaere B XpaM ¢ €AMHCTBEHHOW LENBIO — POCUTBH, TO
HUYEro He TOJIy4HTe.

U ecnu BoiineTe Tyaa, 4TOOBI CMEPEHHO YHU3UTHCS TIPE
I'ocriooM, TO HE BO3BBICUTECK.

U naxe korga nmpuaetre MonuTh ['ocroga o 61aronoayvnu Ipyrux,
TO He OyZeTe yCIbIIIaHbl.

IIpocTo BoiiauTE B HEBUAUMBIN XpaMm.

*

MHe He Hay4uTh Bac CJI0BaM MOJIUTBBI.

lNocmions BHEMIIET CITIOBAM BaIllUM JIMIIb TOT1a, Koraa CamM TOBOPHUT
BalllUMU yCTaMH.

M MHe He Hay4YUTh Bac MOJIMTBAM MOPE, JIECOB, U TOP.

W60 BBI, neTH TOp, JICCOB, U MOPEIA, CaMH OTHIIIIETE ATH CJIOBA B
CBOMX Cep/Ilax.

CtouT BaM TOJIBKO MPUCIYIIATHCS, U B 0€3MOJIBHON HOYH BBI
YCIBIIIUTE UX rojioca:

“I'ocrionp Halll, Halle OKPBUICHHOE $1, BOJIA TBOS IIOBEJIEBAET B HAC.

’Kenanuem TBOUM KellaeM MBI.

3oB TRBoif BHyTpH Hac IIpeBpamIaeT HoUM, KOTOpbIe oT Tebs, B AHH,
KoTopsIe oT Tebs Takxe.

Mgl He MoXeM pocuTh Te0s 0 ueM-1100, 160 Thl 3HACITH HYKIBI
HalllF MPEXK/JIe, YEM OHU POXKJIAIOTCA B HAC!

ThwI ecTh HyX/1a Hallla; U, ofapss Hac yacTtuiei ceds, Tol gaemib
HaM Bce HeoOxoaumoe”.

111



U Torga oTmensHUK, KOTOPBIA pa3 B TOA MPUXOAMI B TOPOJI, BBILIET
BIiepea u cpocuit: “Uto ckaxkemb Tl 00 Y 10BOIBCTBUN?”

W cka3zan OH B OTBET:

VY 10BOJBCTBUE — TTECHB, Aapyloliasi CBO0OIy.

Ho ne cama cBobona.

OTO IBETEHUE BaIINX JKEJIAHHI, HO HE UX IO,

3Ot0 6e31Ha, B3bIBAIONIAS K BEPIIUHE,

Ho He kameHb Ha IHE ¥ HE 00JIaKO B BBILIHMHE.

VY 10BOJBCTBUE — MITUIIA, TOTOBAs BEUIETETh U3 KJIETKH, HO HE
MPOCTPAHCTBO, 3aKIIOUYCHHOE 32 €€ MPYThSIMHU.

Bouctuny ynoBoabcTBHE — OCBOOOXKAAIOMIAS TIECHb.

W 51 Ob1 xxen1ai, 4ToOBI IECHB 3TY TMEJI0 BCE BAIlIe CEP/IIIE;

Ho 4t006 He 3a0bU10CH OHO M HE MOTEPSIIO ce0si B 3ByKax MECHHU.

*

ToT, KTO MOJIO — MILIET YAOBOJICTBUS, KaK €CJIA Obl B HEM OBLIT
CMBICIT BCEH )KU3HU; U TAKUM JIOCTAIOTCA YIIPEKU U OCYKJEHHUE.

S ke He ynpeKar M He OCYK/ak0 UX.

S1 OBl skeman, YTOOBI UCKAII OHH.

N60 He TONBKO yIOBOJLCTBUE OYIET UX HATPaIOM.

Ectb Y YAOBOJILCTBHA CEMBb CECTEP, U CaMad MJjlaallas U3 HUX
IIPEKPACHEE BCEX YAOBOJBCTBUM.

PasBe He CIbIIIaau Bbl HCTOPHIO O YEIOBEKE, KOTOPBIN KOTal
3€MITIO B TIOUCKaX CheOOHBIX KOPEHBEB, U HAIIIEN COKPOBUIIIE?

*

U ToT, KTO CTap, BCHOMUHAET 00 N3BEIaHHBIX HACTAKIEHHUIX C
YYBCTBOM pPacKasiHbs, Kak €CJIH Obl 3TO OBUIH MPOCTYIIKH,
COBEpIIICHHbIE B ONIbSTHEHBH.

Packastabe xe — cMyIlieHne pasyMa, HO He OUHIIEHHE €ro.

Takne mycTs BCHOMHUHAIOT 00 YZAOBOJIBCTBUSAX C 0JIar0JapHOCTHIO,
KaK eciii Obl TO ObliIa TAMSITh 0 OOTaTOM ypoJKae.

Ho ecnm B packassHUM JN€XHUT yTEIICHUE UX, MYTh YTEIIATCS.

*

U ecth cpenu Bac Takue, KTO HE MOJIOJ YXKe JUIsl TIOMCKOB, U HE CTap
el1le ISl BOCIIOMUHAHUM;
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Ho xTo B yxace npex TeM 1 APYrUM H30€raroT yJOBOJIBCTBHIMA, 1a0bI
He 3a0BITh O AyIIE U HE OCKBEPHUTH €€.

W B 3TOM €cThb paiocTh UX.

W oHu TOXE HAWIYT COKPOBUILE, XOTS IPOKAIIUMHU pyKaMU
pa3pbIBaIOT 3€MJIIO B TIOUCKAaX KOPEHBEB.

Ckaxute MHE, YTO MOXKET OCKBEPHUTH IYIILy?

OckopOJIsieT JIn CONOoBeH CBOCH MECHBIO TUIIMHY HOYH, & CBETIISIK
CBOMM I10JIETOM — 3BE€3/1b17

Wnu, MoxxeT, OTOHB U JIBIM Balllero o4ara 00peMeHHUTENbHBI IS
BeTpa?

Cunraere 11 AyX CBOM CIIOKOIHBIM 03€pOM, KOTOPOE MOYKETE
TPEBOXUTH BeCJIOM?

Yacro, oTKa3bIBas ceOe B YOBOIBCTBUAX, BHI JIUIIh HaKaIJIUBaeTe
HEYTOJICHHBIE JKEJIaHUs B TAHUKAX CBOEH AyLIU.

Ho xT0 3HaeT, MOXKET TO, OT 4ero OTKa3bIBa€TECh CErO/IHA, II03HAETE
3aBTpa’?

N60 naxe Teno Bamie TOMHHT O TOM, YTO HACIIEAYET, U O
MOJIOXKEHHOM €MY, U BaM He 0OMaHyTh €ro.

A Teno — 310 apda ayuu,

W 3aBucHT OT Bac, M3BJII€YETE JIM U3 HEE CIAJAKYIO [TECHIO, HITH
OeccBsI3HBIE 3BYKU.

*

W BBI cripammBaeTe ceifyac B cepaue: “Kak OTIHYHATH TO, UTO B
YIIOBOJIBCTBUH XOPOIIIO, OT TOTO, YTO B HEM MaryoHo?”

Wnute Ha OIS CBOU U B caJibl Ballld, M TaM y3HAETE BbI, KaK
OTpaHO COOMpATh MUese HEKTap C [BETKa,

U uBetky oTpasiHO OTJAaBaTh MUENe HEKTAp.

M0o0 1BeTOK 1715 IMUelibl — ObIOIIMI NCTOYHMK JKU3HH,

A Tdena JuTsl IBeTKa — IMOCIaHHHUIA JTI00BH,

W 49To anst myensl ¥ BETKa BO3MOKHOCTH JIAPUTh U COOMPATh
HEKTap — TO JUIsl HUX TIOTPEOHOCTh M BBICIIAS PAJIOCTh.

*

Kurenn Opdaiesa, OyapTe )Ke B paIoCTAX CBOUX MOJAO0HBI IIBETKY
" mI4eJIe.
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U Torna Ansmutpa ckazana: “Tenepb cipocum Mbl 0 CMepTh”.

U Tot oTrBeuan:

B HazHaueHHBIN Yac NO3HAETE Bbl TAlHY CMEPTH.

Ho kak no3naere ee, ecnu He OyeTe UCKaTh B CEpJLEC CaMOon
JKU3HHU?

CoBa, 4bH ria3a CJenbl JHEM, HUKOT/Ia He PACKPOET TalHbI
COJIHEUHOTO CBETA.

Ecamn Ha camoM Jienie mpecTOUT BaM y3peTh IyX CMEPTH,
pacmaxHHUTe CBOE CEpJIC HABCTPEUY KU3HHU.

N60 %u3Hb ¥ CMEPTh — CYTh SIUHBI, KaK €AWHBI pEKa U MOPE.

*

B rinyOuHe cBOMX HaeXK]l M XKeJlaHUH KpoeTcs Balle 0€3MOJIBHOE
3HaHME TOT'O MUPA.

W xak npemiroiue 1ojx CHEroM CEMEHa, CEpALIE Ballle MEYTAeT O
MIPUXO/IE BECHBI.

JloBeppTech MeuTaM, MO0 B HUX COKPBITA OPOTa K BEYHOCTH.

*

Uro cTpax Ball npea CMepThIo — APOKb MAcTyxa Mepes JINIOM
BJIaJIBIKH, YTO HAMEPEH HarpaJuTh €ro U3 CBOUX PYK.

He panyercs nu mactyXx, HECMOTpS Ha APOKb CBOIO, YTO OyZAeT
HOCHUTbH Ha ceOe MedaTh KOPOJIEBCKOM MUIIOCTH?

U Bce ke He cTpaluTes I OH JPOKU CBoei Oosblie?

*

N60 uto 3HaunT CMEPTH — KaK HE CTOSIHUE HATUM Ha BETPY U
TasHUE B Jlyyax cOJHIA?

U yto 3HaunT HE ABIIATE 00JIee — KaK HE OCBOOOKIECHHUE IBIXAHUS
OT CTECHAIOILINX BIOXOB,

UTOoOBI B3JIETEIIO OHO M paCTBOPHIIOCH U, CBOOOHOE, NCKaiio bora?

*

TonbKo HCTIHB U3 PEKU OE3MOJIBHS, CMOXKETE BBI 3aIIETh.

M TOABKO IOCTUTHYB BEPILIHUHBI TOPHI, HAYHETE BBl CBOE
BOCXOXJCHUE.

U TonbKo KOTIa WiIEHBI BAIlIA B 3eMJIE 00paTATCs B Mpax, Oymer
HCKYCEH Balll TaHell.
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