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Introduction

Jeanette Winterson has received England’s
Whitbread Prize for the best first novel
and has been compared to an unlikely pan-
theon of literary figures, from Flannery
O’Connor through Gabriel Garcia Marquez,
Italo Calvino, Milan Kundera and Virginia
Woolf. Undoubtedly, such comparison is
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LInb OBOT pajia je aHa/MM3a Ha4MHA IpeBohema
Yygecne xrouie IlaneT BuHTEpCcOH Ha MO/BCKIM.
Kao mTo je motspheHo, mponec npesobema
TaKBOT JIOC/IEHOT M Y ICTO BpeMe
IBOCMMCIIEHOT POMaHa IIofjpasyMeBa
ITK/BYBO CTPYKTYPUPAHy MHTEPIpPeTaLnjy y
Be3J Ca BEeHMM CIIeNMPUIHNM HA4THOM
npunosepama. lllTaBuie, jesndxa CTPyKTypa
EHIVIECKOT je3yKa Ipy>ka MoryhHocT fia ce

Y OPUTVIHa/THOM TEKCTY He HaBOJIM I10JT
TOBOPHMKA, IIITO Ce He MOXKe JIaKo mocTuhu y
jelIHOM CTIOBE€HCKOM je3uKy. CBM OB acIIeKTH
YJHe ITPeBefIeHN TeKCT BPeHIM aHa/In3e

Ca CTAHOBMIITA CTUJICKIX, KAO U je3UIKIX
BPEeJHOCTH KOje je 0Baj IO/bCKI NpeBOANIaLL
04yBaO M/IM CaM YHeO.

justified since it identifies ‘the originality
of her voice, her distinctive mix of roman-
ticism and irony, erudition and passion’
(Shepart1993). Winterson herself has admit-
ted that she is ‘the only true heir of Virginia
Woolf” and sees herself in the high-mod-
ernist, anti-realist tradition of the writer.
Moreover, she has been known to harass
interviewers and reviewers who make a less

Gnf 2004

14.10.2004, 1:04



210

14 Ginter.indd

ANNA GINTER

enthusiastic assessment of her gift (com-
pare: Pritchard 1995).

Winterson’s language may be described
as ‘quite simple but lyrical, generally strik-
ing and occasionally beautiful’ She success-
fully cares about art and passion. ‘Her tales
and their ambiguous tellers can be too pre-
cocious and too convoluted, and she is not
above (over)using hackneyed and simplis-
tic expressions. Her dialogue is often too
simple, with too few words (and these all
too heavy with meaning). The writing can
be precious — and yet it can also shine’
Hence, “Winterson is a craftsman and an
artist’ (Arsdale 1999)

However, Jeanette Winterson is not
known for being an “easy read”. In fact, she
is one of the most complicated, ‘confound-
ing writers, the kind of old-fashioned fic-
tion magician who can leave one wonder-
ing how she got from A to Z without once
mentioning the intermediate letters of the
alphabet. says Sarah Van Arsdale (1999).

Winterson cannot resist making meta-
phors. In fact, she uses the metaphor of
e-mail to tell the story about the woman
having an affair with a married woman
and to discuss sexual freedom and power.
Apparently, the novel has been designed to
suggest the appearance and the technique
of virtual reality, with a cover like a compu-
ter handbook and chapter divisions of hard
drives, icons and documents. As a result, in
The PowerBook Winterson creates an end-
less series of love stories — the triangular
affairs of lovers in the contexts of imagi-
native versions of contemporary and clas-
sic fairytales, in London, Paris, Capri and
cyberspace.

Another aspect of the novel, which
needs carefully constructed interpretation,
is the complexity of its climate related to the
specific way of narration (to some degree
influenced by Virginia Woolf’s texts). Lin-
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guistic structure of English language gave
the author an opportunity not to specify
gender of a speaker whenever she tried to
create an ambiguous situation or relation-
ship between the protagonists. Unfortu-
nately, no such device is possible in Polish.
To translate this way of telling the story
into a different formal system poses quite a
challenge and might be achieved only after
constructing a certain conceptual structure
by the translator (compare: Wojcik-Leese
2000: 47).

All the features mentioned so far make
the novel exceptional and at the same time
extremely difficult to translate into another
language preserving the original linguistic
and stylistic values. Gabriela Janowska is
the one who made an effort to approach
the novel’s complexity.

Strategy of translation

The main problem for the translator is how to
comply with text issues referring to a certain
culture and reality, i.e. to decide which issues
take priority, whether the cultural aspects of
the source language community, the cultural
aspects of the target language community,
or perhaps a combination of the two, a com-
promise between two or more cultures? The
choice of translation strategy may result in
source-culture bound translation (the trans-
lation stays within the source language cul-
ture — so called foreignisation), target-cul-
ture bound translation (the translation stays
within the target language culture - so called
domestication) or in a ‘hybrid, where the
translation is a product of a compromise
between two or more cultures.

The terms ‘domestication’ and foreignisa-
tion’ are extensively used in the works refer-
ring to translation studies. ‘Domestication’
in the broader sense means the domestic
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assimilation of a foreign text. A full explana-
tion of its meaning is to be extracted from
the following paragraph:

Translation is often regarded with
suspicion because it inevitably domes-
ticates foreign texts, inscribing them
with linguistic and cultural values that
are intelligible to specific domestic con-
stituencies. This process of inscription
operates at every stage in the produc-
tion, circulation, and reception of the
translation. It is initiated by the very
choice of a foreign text to translate,
always an exclusion of other foreign
texts and literatures, which answers to
particular domestic interests. It contin-
ues most forcefully in the development
of a translation strategy that rewrites
the foreign text in domestic dialects
and discourses, always a choice of cer-
tain domestic values to the exclusion of
others. And it is further complicated by
the diverse forms in which the transla-
tion is published, reviewed, read, and
taught, producing cultural and politi-
cal effects that vary with different insti-
tutional contexts and social positions.
(Venuti 1998:67)

The concept of a hybrid text as a feature of
contemporary intercultural communication
that could contribute to translation studies
has been described by Christina Schéftner
and Beverly Adab in their article Translation
as intercultural communication — Contact as
conflict (1997). The authors presented four
independent opinions of the following panel-
lists: Anna Trosborg, Sonja Tirkkonen-Con-
dit, Candace Séguinot and Ieva Zauberga,
who participated in a discussion invited on
some selected questions connected with the
problem of hybrid texts.
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A hybrid text has been provisionally
defined as follows:

‘A hybrid text is a text that results
from a translation process. It shows fea-
tures that somehow seem ‘out of place’/
‘strange’/‘unusual’ for the receiving cul-
ture, i.e. the target culture. These fea-
tures, however, are not the result of
a lack of translational competence or
examples of ‘translationese, but they are
evidence of conscious and deliberate
decisions by the translator. Although
the text is not yet fully established in
the target culture (because it does not
conform to established norms and con-
ventions), a hybrid text is accepted in
its target culture because it fulfils its
intended purpose in the communicative
situation (at least for a certain time).

(1997: 325)

Even though the concept of hybrid texts
applies mainly to political texts or legal
documents, some of its aspects refer also to
the majority of literary texts which come
to existence as a compromise between vari-
ous cultures and ‘are arrived at as an out-
come of negotiations between different lan-
guages and cultures and may involve features
which are contradictory to target language
and target culture norms’ (330). As a matter
of fact, the Polish version of The PowerBook
by Jeanette Winterson, entitled Wolnos¢ na
jedng noc, can be considered as an example
of a hybrid technique of translation.

The strategy of ‘domestication” only to
some degree applies to the Polish text.
The cases of domestication intersperses
between the numerous examples of for-
eignisation. Janowska preserved the origi-
nal plot with its location, names and cul-
ture. She did not transpose the setting from
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London, Paris and Capri to Poland. What she
transposed, however, are literary allusions,
quotations and sayings, which have been
quite frequently replaced by references from
another literature or culture, as it can be seen
in the following example:

He was his own call to prayer (15)"
Sam sobie byt sterem i okretem (15)?,

where a quotation from Oda do mtodosci
by Adam Mickiewicz is substituted for the
English saying. Such a solution makes it pos-
sible for the reader to share the cultural
knowledge presupposed by the author and
to understand the deeper meaning of a text.
Apparently, the strategy of ‘domestication’
has been used here in order to assimilate
or change those elements which may have
been too alien to the reader (because of some
limitations concerning his knowledge).

However, this technique of translation
occurred not to be a welcome tool for trans-
lating some of the other literary references
used by Jeanette Winterson, which could be
observed in the allusions to Orlando by Vir-
ginia Woolf. Via Orlandini (88) has been left
unchanged in Polish text as via Orlandini
(112) with no explanation, even though
the Woolf’s novel is not widely known
and easily recognisable by Polish readers
(unless, of course, they are educated on
English literature).

Another reference to Woolf’s style is
the narrative voice of The PowerBook and
the concept of shifting gender. English lan-
guage gives an opportunity not to specify
gender of a speaker, which in the literary
texts of Woolf and Winterson was used as

a tool to achieve a high level of ambiguity,
like in the following quotation from the
last story referred to Orlando:

Downstairs, I switched on the screen
and watched the familiar blank space
surface towards me to be filled. Blank
spaces are my domain.

Here’s the story...

The rain was thick as glass. For many
days I had eaten, drunk, slept, walked,
cased in glass. I felt like the relic of a
saint. I felt like an Eastern curiosity. I
stared out of the running walls of my
prison, able to move, unable to escape.

In the forest every solid thing was
changing into its watery equivalent.
Whatever I grasped for purchase - root,
branch, rock - slipped its hold. My fin-
gers closed on nothing. The leaf-deep
forest floor was a moving raft of brown
water. The trees were water columns. In
the liquid forest, I was the only solid
thing and already my outline was begin-
ning to blend with other outlines that
were not me. I said my name again
and again - ‘ORLANDO! ORLANDO!
(279-280)

Unfortunately, in Polish there exists no
such possibility; it is unavoidable to use
either masculine or feminine forms. For
that reason the process of translating the
text into Polish must involve a better under-
standing of the original and careful inter-
pretation of the novel; otherwise the novel’s
conceptual potential would be lost or at
least limited by the change of the plot.

1) Winterson J. The PowerBook — New York, Toronto: Alfred A. Knopf New - 2000. All English
quotations illustrating certain devices and solutions are from this edition.

2) Winterson J. Wolno$é¢ na jedna noc, przel. Gabriela Janowska — Poznan: ,Rebis” - 2003. All
Polish quotations illustrating certain devices and solutions are from this edition.
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In some cases it is really difficult to estab-
lish whether the narrative voice belongs to
a man or to a woman, since both situations
are probable and no explanatory phrase has
been appended to the original. And then the
translator’s decision might seem unjustified.
As an example we can see here the Polish
version of the English text quoted above:

Wilgczylam ekran i patrzytam, jak zna-
joma pusta przestrzenr wynurza sie ku
mnie, czekajgc, az jg wypetnie. Puste prze-
strzenie to moje krélestwo.

A oto opowiesc...

Deszcz gesty jak szklo. Przez wiele dni
jadtem, pitem, spatem, spacerowatem -
caly spowity w szklo. Czutem sig niby
Swieta relikwia. Jak osobliwos¢ Wschodu.
Wygladatem zza ciektych scian mojego
wiezienia, zdolny do ruchu, niezdolny do
ucieczki.

W lesie kazda rzecz zmieniala sie w
swdj wodnisty odpowiednik. Wiszystko,
cokolwiek bym schwycit z wysitkiem -
korzen, gatgz, kamien - wymykato mi sig
z rgk. W zacisnietych palcach nic nie zosta-
walto. Lesna Scidtka przeobrazita sie w ru-
chomg tratwe z brunatnej wody. Drzewa
staly sie wodnymi kolumnami. W tym
plynnym lesie bytem jedyng substancjalng
rzeczq, a jednak moja sylwetka juz zaczy-
nata sig zlewad z innymi liniami, ktére nie
nalezaty do mnie. Co i rusz powtarzatem
swoje imig: ,ORLANDO! ORLANDO!”
(218-219)

The English version of The PowerBook,
following the source text of the allusion,
does not specify gender of Orlando. Using
masculine or feminine forms in transla-
tion seems determined by the translators
interpretation, which here is not justified by
any author’s clue or suggestion. Moreover,
equally difficult here is to appraise the trans-
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lator’s decision since the only person entitled
to do it is the author herself.

However, bearing in mind Winterson’s
fondness of metaphor and ambiguity,
is groundless the following Janowska’s
reworking:

Your marrow is in my bones. My
blood is in your veins. Your cock is
in my cunt. My breasts weigh under
your dress. My fighting arm is sinew’d
to your shoulder. Your tiny feet stand
my ground. (80)

Twdj szpik jest w moich kosciach. W
twoich zylach plynie moja krew. Mdj penis
wypetnia twojg wagine. Moja piers roz-
sadza twojg szate. Moje orezne ramie
zrasta sig Sciegnami z twoim barkiem.
Twoje drobne stopy stgpajg po mojej ziemi.
(62-63)

All the changes introduced to the text of
translation, resulting from the differences
between English and Polish formal systems
as well as from the translator’s interpretation,
influenced its perception by the Polish reader,
who cannot participate in the game to which
the English reader is invited.

Stylistic devices

As has been mentioned in the Introduction,
Winterson’s language and style are strikingly
simple. She is able to express the whole idea
of the presented world in only few words,
using stylistic devices such as metaphor, allit-
eration or repetition of some phrases as well
as single words.

In her translating work, Janowska appar-
ently values the simplicity of the original
structure and makes attempts to preserve
this feature in a different formal system,
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which can be observed in the example
quoted below:

I loved the fire. The coals were my
books. Heated to story temperature,
they burst into flame and I read in them
the stories that no one would read to
me.

‘What can you see?’

It was my mother’s voice roaring
from miles away. I shook out of my
trance by the fire.

‘Another world’

“There isn’t one’

I pointed to the road winding
through the flames. She was angry with
me.

‘The fire will be out soon enough.
There’s nothing in the ashes but ash’

She went to bed. My father went to
bed too. They left me alone as they usu-
ally did, to sleep and half-wake by the
dying fire. When the novelty of myself
had worn off, they had given up tucking
me into my galvanised bed and I either
went there or not, as I felt.

The fire was grey. The road was gone.
I had to stay young. I had to look in the
right place. I had to keep the fire going.
I had to believe in the treasure. I had to
find the treasure too. (170-171)

Uwielbiatam ogien. Wegle bylty moimi
ksigzkami. Podgrzane do temperatury nar-
racyjnej buchaty ptomieniami i wtedy czy-
tatam w nich te opowieci, ktorych nikt
nie chciatl mi czyta.

— Co widzisz?

Glos matki wrzeszczat do mnie z od-
legtosci wielu mil. Otrzgsnetam si¢ z
transu.

— Inny $wiat.
— Nie ma takiego.
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Wskazatam droge wijgcg sig wsréd pto-
mieni. Matka rozztoscila si¢ na mnie.

— Ogien zaraz zgasnie. W popiotach
nie ma nic procz popiotu.

Poszta sig potozy¢. Ojciec tez poszed?
do t6zka. Jak zwykle zostawili mnie samg,
zebym to przysypiata, to na pét czuwata
przy dogasajgcym ogniu. Kiedy juz im spo-
wszedniatam, przestali utulaé mnie na noc
w moim cynkowanym tézeczku; albo kia-
dtam sie do niego sama, albo nie, jak mi
sie podobalo.

Ogieti zszarzal. Droga znikta. Musiatam
pozostaé mloda. Musiatam umieé szuka¢
we wlasciwym miejscu. Musiatam podtrzy-
mywac ogien. Musiatam wierzyé w skarb.
Musialam tez znaleZ¢ skarb. (130-131)

It can be easily observed that although
in many cases Janowska successfully limits
Polish sentences to short and simple struc-
tures, quite frequently she cannot resist using
additional and superfluous elements. The
Polish version of the sentence I read in them
the stories that no one would read to me
includes a kind of retrospective interpreta-
tion of the parents’ behaviour when the narra-
tor says: i wtedy czytatam w nich te opowiesci,
ktérych nikt nie chciat mi czytad.

Janowska’s method of translating formal
stylistic devices is subject to variation.
She seems intent upon finding an equiva-
lence of both form and meaning; in cases
where this proves impossible she tries
to convey the meaning and sacrifice the
formal effects.

Sometimes Janowska succeeds in render-
ing the sense as well as contriving the same
kind of a stylistic device, as in the following
example:

Palms were taller than towers (18)
Palmy rosty tam wyzsze od wiez (17),
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where in the comparison wyzsze od wiez
we can observe not only alliteration but also
a play on the consonant [Z].

Successfully and effectively she also trans-
lates repetition (example 1-3), and a pun on
the word ‘$wiat’ (example 4):

[1] To avoid discovery I stay on the
run. To discover things for myself I stay
on the run. (3)

W cigglym ruchu, zeby unikngé roz-
poznania. W cigglym ruchu, zeby pozna-
waé. (7)

[2] My search for you, your search
for me, is a search after something that
cannot be found. Only the impossible
is worth the effort (...) Love is worth
death. Love is worth life. My search for
you, your search for me, goes beyond
life and death into one long call in the
wilderness. (90-91)

Moje poszukiwanie ciebie i twoje po-
szukiwanie mnie to poszukiwanie czegos,
co nie moze by¢ znalezione. Tylko niemoz-
liwe jest warte wysitku (...) Mitos¢ jest
warta Smierci. Mito$¢ jest warta zycia.
Moje poszukiwanie ciebie, twoje poszuki-
wanie mnie wykracza poza zZycie i Smier¢,
w jeden dlugi zew dziczy. (70-71)

[3] Freedom for a night, you say. Just
for one night the freedom to be some-
body else. (3)

Wolnosé na jedng noc, méwisz. Wol-
nos¢ bycia kims innym, tylko przez jedng
noc. (7)

[4] He was a man of the world and
a worldly man... (14)

Kapitan byt obiezyswiatem i Swiatow-
cem... (14)
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It would be worth, however, focusing our
attention on the examples [1] and [3]. In the
first case, Janowska renders the sense and
provides repetition of only the first part of
the sentence and the word-play in the second
one. In order to preserve alliteration in the
initial parts of each sentence, she decided to
convert the word order.

The same process of changing the word
order in the example [3] gives an opportunity
to gain a repetition of initial words in each
sentence (not introduced by the author) but
at the same time alters the logical value of
the sentence: in the original text the stress is
put on the words just for one night, while the
Polish version emphasises the part wolnos¢
bycia kims innym.

However, preserving both meaning and
artistic values was not always possible.
Another group of examples shows different
stylistic devices lost in the process of transla-
tion:

[1] asyndesis

Tulips, every one - and hundreds
more - each distinctively different, all
the same. (9)

Kazdy tulipan - a sq ich setki - jest
zupetnie inny, choé wszystkie takie same.

(11)

[2] syndesis and alliteration

Frame by frame, that Friday night
was shot and exposed and thrown away.
(41)

Pigtkowy wieczor filmowany klatka po
klatce, wywolywany i odczucany. (35)

[3] a word-play (pun)
‘Drink this’

You sipped noisily from the edge of
the cup.
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“Too strong’

T thought you like it strong’
‘A liquid should not be a solid’
‘It will get you going’

‘Going where?’ (131)

— Wypij to.
Upita$ hatasliwie z samego brzezka

filizanki.

— Za mocna.

— Myslatam, ze lubisz mocng.

— Plyn nie powinien miec konsystencji
ciata stafego.

— Postawi cie na nogi.

—A czy ja sig dokgds wybieram?
(100)

Concentration on meaning rather than
acoustic values of a phrase or sentence
seems inevitable in the process of trans-
lation when two different formal lan-
guage systems are taken into consideration.
Semantic and grammatical features typical
of a source-language, responsible for creat-
ing sound instrumentation or play on words,
quite rarely can be found in a target-lan-
guage. For this reason translation of some
stylistic devices is often regarded as a proc-
ess that involves fields of untranslatability
(compare: Batuk-Ulewiczowa 2000).

Aware of this fact, from time to time
Janowska goes further than restoring of the
original; when possible, she extends repeti-
tions, introduces new alliteration and word-
plays or tries to create particular image
(reproducing the Winterson’s style):

[1] The sun rose. The ship hoisted
sail. I lifted my arms and waved and
waved. Then, adjusting my tulip, I went
below. (13)

Wzeszlo storice. Statek rozwingt zagle.
Podniostam rece; machatam, machatam i
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machatam. A potem zesztam pod poktad,
poprawiwszy najpierw tulipana. (13)

[2] There were women at the road-
side selling hard-boiled eggs and home-
made dolma (13)

kobiety sprzedawaly jajka na twardo
i domowg dolme (14)

[3] Behind us, the Friday-night cars
were queuing in a wrapper of brake
lights and exhaust haze; the toxic red of
hometime. (35)

Za naszymi plecami sungt sznur pigt-
kowo-wieczornych samochodow skrytych
za otuling ze swiatel stopu i spalin; tok-
syczna czerwier zamykania sie w domach.

(31)

[4] The shop - Exterminateur des
Animaux Nuisibles — has been in the old
meat market since the 1920s, and its
wood and glass shopfront, and its high-
polished counter, have never changed.
(49)

Sklep, Exterminateur des Animaux
Nuisibles, zostat zatozony przy dawnym
rynku migsnym, jeszcze w latach dwudzie-
stych i od tamtych czasow jego wyglgd i
wystroj — witryna z drewna i szkla, Isnig-
ca mosigzna lada - nigdy nie zostaly zmie-
nione. (40)

[5] The evening was cooling. (53)
Wieczér przepetniat chlodem. (43)

[6] As he knots himself into a history
that never happened and a future that
cannot have happened, he is like a cross-
legged Turk who knots a fine carpet and
finds himself in the pattern. (254)

Gdy wplata sig w historie, ktora nigdy
sig nie zdarzyla, i w przyszto$¢, ktora nigdy
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nie bedzie mogla si¢ zdarzy¢, jest jak sie-
dzgcy po turecku Turek, ktéry wyplata ar-
cypiekny dywan i odnajduje samego siebie
we wzorze. (199)

The last example deserves especial atten-
tion since it provides a very clear illustra-
tion of how stylistic value of a text is condi-
tioned by linguistic features. A cross-legged
Turk’ in English describes only a certain sit-
ting position while the Polish construction
‘siedzieae po turecku’ not only denotes the
way of sitting but also refers it to a particular
nationality. Such lucky coincidence gave an
opportunity to create a Polish annomina-
tion, which was impossible in the English
language system.

Conclusion

Gabriela Janowska took up the challenge of
translating The PowerBook — an extremely
ambiguous and deceitful novel where the
sentences are simple on the surface but com-
plex and insidious in their meaning, and
successtully dealt with the task.

As we could observe, in the process of
translation she is equally concerned to pre-
serve the meaning and the stylistic individu-
ality of the original. She uses different tech-
niques and strategies of translation, in order
to achieve most accurate and faithful replica
of Winterson’s book and to make it possible
for the Polish reader to ‘touch’ the specific
world and climate created in the original.
Quite frequently, as a compromise between
the two aspects: meaning and style, Janowska
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was forced to sacrifice one of them and,
where possible, compensate for all that is
lost - by introducing new elements of her
own creation.

As a second author (an author of a text
translated) she has the right to convey the
story according to her own perception and
artistic imagination. At the same time, how-
ever, she is under obligation to translate as
close to the original as possible. Moreover,
position of a translator also involves respon-
sibility for linguistic and stylistic choices.
Unfortunately, in numerous cases the lan-
guage used by Janowska sounds awkward,
unnatural and inappropriate. It is really dif-
ficult not to pay attention to some lexical or
stylistic mistakes, such as wlasne imié mnie
ocembruje (219) as an equivalent of my name
would contain me (280), or unjustified choice
of a highly colloquial and incorrect phrase
in the dialogue:

T can’t be an exile from my own past’
‘T don’t want your past’ (239)

— Nie moge by¢ wygnaricem z wlasnej
przesztosci.

— Mi nie zalezy na twojej przesztosci.
(280)

This disappointment, however, cannot
diminish the high value of the Polish ver-
sion of The PowerBook and the translator’s
inventiveness. As a conclusion it should be
pointed out that Janowska successfully deals
with all the elements singled out for consid-
eration here because of the special problems
they usually pose for the translator.
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CTunucTudecKme ¥ CTPYKTYPHbIe 0COOeHHOCTH TNTEPATyPHOTO TEKCTa B IIPoIecce
IepeBofa: OLleHKa IOTIbCKOro nepeBoya pomana J[>kanetr Bunrepcon The PowerBook

HaCTOHIlLaH CTaTbhbA IIPENCTABIIAET cobont IIOIIBITKY aHa/IM3a C1r10co60B IepeBosa
CTVMINCTUYECKNX U IMHIBUCTUYECKUX CPECTB TEKCTA ,H)KaHeT BI/IHTepCOH The PowerBook,
Y4UTbIBasA MPEXAE BCETO CTPYKTYPHbIE 0cobeHHOCTHI IIOJIMHHMKA.

ABTOp CTaTbn 06pau1aeT BHMMAaHIE Ha CJIOJKHOCTD ITpoLecca IepeBO/ia TEKCTa,
CO3[1aHHOTI'O Ha OCHOBE cneumbmt{ecxoro cnoco6a nmosecTBoBanus. Kak JOKa3bIBAIOT
IIpUBENEHHDbIE IPUMEPDI, AHTTIMICKUI SI3BIK JaeT BOSMOXHOCTD MCIIOZIb30BAaThb TaKMeE
S3BIKOBbIE CPENCTBA, IIPY ITOMOIIV KOTOPbIX YNTATE/Ib HE B COCTOSAHMU OIIPENE/INTD I10JT
I7IaBHOTI'O Irepos. Takas CTpaTeruA OKa3bIBAE€TCA COBCEM HEBO3MOYKHOI B IIO/IbCKOM SI3bIKE,
CcucTeMa KOToOporo Tpe6yeT VCIIO/Tb30BaHMA IEKCUYECKIUX CPEICTB B 3aBUCUMOCTH OT UX
IrpaMMaTU4€CKOro poja. B cBsa3u ¢ atum IIepeBOl MHOITO3HAYHOTI'0, XOTA OJHOBPEMEHHO
HEOOBIKHOBEHHO CBA3HOI'O TEKCTa BbI3bIBAET Yy nnepeBoguInKa HeO6XOJII/IMOCTb
BHMMATE/IPHOT'O aHa/IM3a ¥ MHTEPIIpETALNN TEKCTAa OPUTMHAIA B IIOMCKaX Haubonee
COOTBeTCTByI()IL(eI‘/‘[ CTpaTermmn.
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