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SANTRAUKA

Šis baigiamasis darbas nagrinėja du Antano Baranausko poemos „Anykščių šilelis“ (1958-1959) du vertimus į anglų kalbą. „Anykščių šilelį“ (“The Forest of Anykščiai”) 1956m. į anglų kalbą išvertė poetas ir vertėjas  Nadas Rastenis, o 1985 m. poetas ir vertėjas Peteris Tempestas. Antanas Baranauskas (1835-1902) – iškiliausia XIX a. figūra lietuvių literatūros istorijoje, davusi pradžią romantinei lyrinei poezijai. Poema „Anykščių šilelis“ yra ne tik poeto kūrybos viršūnė, bet ir žymiausias XIXa. pirmos pusės lietuvių poezijos kūrinys, išaukštinęs lietuvių kalbos ir gamtos grožį. Pagrindinis šio darbo tikslas – išanalizuoti Antano Baranausko poemoje pavartotų kultūrinių realijų ir meninių priemonių perteikimą dviejų vertėjų darbuose, o taip pat palyginti vertimo strategijas, naudotas verčiant kultūrines realijas, pavyzdžiui, tikrinius daiktavardžius, onomatopėjas, deminutyvus, dialektą ir šnekamosios kalbos frazeologizmus, bei menines priemones, šiuo atveju, metaforas, palyginimus ir personifikacijas. 
Antano Baranausko „Anykščių šilelis“ remiasi vertimo specialistų, tokių kaip Jean Paul Vinay and Jean Darbelneto (1958), Peterio Newmarko (1981, 1988), Javiero Franco Aixelos (1996), Monos Baker (1992), Susan Bassnett (1991), Ritvos Leppihalme (1997, 2000), Hasano Ghazalos (2003) ir kai kurių kitų teorijomis. Šis darbas yra suskirstytas į septynis skyrius. Įvade trumpai pristatomas darbo tikslas, Antano Baranausko „Anykščių šilelio“ reikšmė lietuvių kalbai ir literatūrai, tyrimo metodas. Antrasis skyrius pateikia teorijas apie poeziją ir jos išverčiamumą. Trečiasis skyrius suskirstytas į tris poskyrius, kuriuose atitinkamai pristatomos vertimo problemos, vertimo strategijos ir kultūrinių realijų vertimo klausimas. Ketvirtajame skyriuje pateikiama kultūrinių realijų analizė. Penktajame skyriuje pristatoma teorija, susijusi su meninėmis priemonėmis, tokiomis kaip metaforos, palyginimai, personifikacijos ir frazeologizmai. Šeštasis skyrius pateikia meninių priemonių vertimo analizę. Galiausiai, septintas skyrius pateikia išvadas ir apibendrinimus.

SUMMARY

The thesis analyses two translations of Antanas Baranauskas’ poem “Anykščių Šilelis” (1858-1859) into English. In 1956 “Anykščių Šilelis” (“The Forest of Anykščiai”) was translated by the Lithuanian-American poet and translator Nadas Rastenis in 1956 and in 1985 it was translated by the English poet and translator Peter Tempest. Antanas Baranauskas (1835-1902) is one of the most outstanding people in the history of Lithuanian literature in the nineteenth century. He is the beginner of Lithuanian Romanticism in poetry. “Anykščių Šilelis” is considered not only the peak of A. Baranauskas' lifelong creative path but also the most prominent work of Lithuanian poetry in the first half of the 19th century that exalts the beauty of nature as well as the Lithuanian language. The main purpose of this thesis is to investigate culture-specific references and figurative language used by Antanas Baranauskas and analyse their translations into English. Another goal of this work is to compare translation strategies applied by both translators to convey culture-bound references, such as proper names, onomatopeia, diminutives, dialect, and figurative language, in this particular case, metaphors, similes, and personifications.
The analysis is based on the theories introduced by a number of translation scholars such as Jean Paul Vinay and Jean Darbelnet (1958), Peter Newmark (1988), Javier Franco Aixelá (1996), Mona Baker (1992), Susan Bassnett (1991), Ritva Leppihalme (1997, 2000), Hasan Ghazala (2003) and others. This study is divided into seven parts. 
After Introduction, Section 2 discusses theoretical approaches to the issue of poetry and the question of its translatability. Section 3 has three sub-sections: in sub-section 3.1, types of translation problems are discussed, while in sub-section 3.2 translation strategies are explored. Sub-section 3.3 presents the theoretical background to the culture-specific references. Section 4 analyses with analysis of the translation strategies used by Nadas Rastenis and Peter Tempest for the treatment of culture-specific references in Antanas Baranauskas’ “Anykščių Šilelis”. In Section 5 theoretical approaches to the concepts of a metaphor, a simile, a personification, and phraseology are presented. Section 6 focuses on the analysis of strategies used to render metaphors, similes, and personifications in “Anykščių Šilelis” translated into English by Nadas Rastenis and Peter Tempest. Finally, Section 7 gives conclusions on the research done.

1 INTRODUCTION

The main aim of the present MA thesis is to present the analysis of two translations of Antanas Baranauskas’ poem “Anykščių Šilelis” made by Nadas Rastenis and Peter Tempest. The method used in the present paper is a comparative analysis. Theoretical aspects are applied in the analytical part taking into account the most frequent strategies employed in translation of culture-specific references and figurative language by two translators and their choices of translation strategies are analyzed.

Antanas Baranauskas is one of the most eminent poets in the 19th century Lithuanian literature. He was born in a small town of Anykščiai in East Lithuania on January 17 in 1835 in a peasant family. After graduating from St. Petersburg Catholic Theological Academy, Antanas Baranauskas continued his studies in Western Europe after which he became a professor at Kaunas Theological Seminary; later he became the bishop of Seinai (now Poland). Approaching his old age, A. Baranauskas turned to Lithuanian literature. After writing a few religious songs, in the last years of his life he began to translate the Bible into the Lithuanian language but managed to do just a part of this job. The greatest Lithuania’s poet of the mid-nineteenth century died in Seinai (Poland) on November 26 in 1902 (Baranauskas 1985: 180, Girdzijauskas 2007).
His narrative poem “Anykščių Šilelis” was written during his summer vacations of 1858 and 1859 and is considered as the landmark of Lithuanian literature. The poem is related to the dramatic history of the forest of Anykščiai, starting with the description of the holy woods of Heathen era and ending with willful acts of czarist officials. Antanas Baranauskas’ poem “Anykščių Šilelis” introduces the prehistory of a forest, how it changed, decayed, and grew again. The expressive language and expressive vocabulary with elements of folklore is the distinctive feature of this poem. The magnificent language of Antanas Baranauskas made his poem a topic that aroused a lot of interest for readers of foreign countries. According to Vytautas Vanagas, “Anykščių Šilelis” is “among the most widely read and the most popular works of Lithuanian literature” (Vanagas 1997: 70; translation mine) and the best evidence of this is that the poem is translated and continuously republished into various languages such as English, German, Latvian, Russian, Polish, Ukrainian, Belorussian, and even Japanese (Mikšytė 1993: 113-114). In Anthology of the Lithuanian Classic Literature, professor Juozapas Girdzijauskas defines the significance of Antanas Baranauskas’ poem “Anykščių Šilelis” to literature by saying thatn
For the first time in Lithuanian literature, A. Baranauskas praised emotional attitude of country people who preserved their native language. These are the first allusions in Lithuanian poetry to the spiritual wealth, creative potential and moral values of country people. For the first time in Lithuanian poetry, A. Baranauskas began to speak about ties between nature and human spiritual wealth (Girdzijauskas 2007).
In the article “Literature at the Crossroads of Enlightenment and Romanticism”, Vytautas Vanagas points out that Antanas Baranauskas’ poem “is the second peak in Lithuanian literature, rising high above its horizon”, [as it is a work] “of great literary refinements, written by a talented pen” (Vanagas 1997: 69). According to Vytautas Vanagas, Antanas Baranauskas is properly called 

[a] subtle stylist who managed to use accurately various visual, euphonic and metric forms and means of expressions. The poet’s verse is closely tied to Lithuanian folk culture. The symbols of this culture – lively folk vernacular, the realia of folklore, ethnicity and the everyday – make the verse Lithuanian and endow it with an evident national local color (Vanagas 1997: 69-70).

In her monograph Antanas Baranauskas, a literary critic Regina Mikšytė admits that in the 19th century “Anykščių Šilelis” attracted foreigners’ attention because it was the source containing scientifically important data of the Lithuanian language. The critic also adds that Indo-European linguists viewed not only the beauty of the Lithuanian language in the text but also recognized it as a work of the eminent poet; they declared him not only as a linguist but also as a gifted poet (Mikšytė 1993: 113).
In the “Cultural Differences and Translation”, Chen Hongwei states that “it is no exaggeration to say that language is the life-blood of culture and that culture is the track along which language forms and develops (Hongwei 1999: 122). In this connection, it can be stated that language is a powerful tool that can help a culture to exist and be the object of interest for so many years. In Beads of Amber, Alfonsas Maldonis remarks: 
Poetry, more than any genre of literature, is a crossroads where both the road leading ahead and the road left behind meet. And the former always bears some dust from the latter. The dust, in this case, symbolizes the continuity of traditions. Traditionally, Lithuanian poetry is closely linked with the country of its origin, its people and their hopes and dreams. It has always been sensitive to the truth about life, man and his time (Maldonis 1979: 7). 

It may be for this reason that Antanas Baranauskas’ highly poetic work has been of interest for foreign scholars. Eduardas Mieželaitis points out that “Anykščių Šilelis” “marked the end of the didactic literature and the beginning of the age of pure poetry [moreover, it] has played a unique role in our literature: it launched Lithuanian poetry onto the road leading to its Golden Age” (Mieželaitis 1985: 42).
In A Short History of Lithuanian Literature, Rimvydas Šilbajoris states that “a literary text must speak in it own language, and more often than not it is the tongue of a particular people by which their ethnic and national identity is defined” (Šilbajoris 2002: 9). According to Rimvydas Šilbajoris, “Lithuanian is a pre-industrial language, rich in forms and vocabulary well suited to the experience of life with nature and daily peasant chores, with the nuances of color and shape offered by varieties of grass and flowers, shadings in the colours of sunrise, and human hope, sorrow and love not governed by the anxieties of city life” (Šilbajoris 2002: 12).

Talking about the distinctiveness of the Lithuanian language from, for example, English, it can be stated, using Rimvydas Šilbajoris’ words, that Lithuanian has “morphological encodings of the multiple distinctions in degrees of affection conveyed by rich and complex system of melodious diminutives that come through very lame in English translation since that language has little more to offer than “my dear”, or “my little one”, or “my sweetie” and the like” (Šilbajoris 2002: 12-13). In this connection, the author draws a conclusion, that the Lithuanian language is “a poetic language within a traditional understanding of poetry” (Šilbajoris 2002: 13). The masterpiece of Antanas Baranauskas “Anykščių Šilelis” (“The Forest of Anykščiai”) serves as an example which proves that Lithuanian is “a peasant language, grown from the soil, seasoned in the harshness and grace of the changing seasons, tempered by long endurance under enduring hardships” (Šilbajoris 2002: 13).

According to Dalia Vabalienė, it is very complicated to translate “Anykščių Šilelis”. This exciting work of poetry about the beauty of the Lithuanian forest and its tragic doom requires translator’s accurate preparation. Therefore, a translator must explore Lithuanian folklore, get to know Lithuanian history, flora and fauna of the forests, and eventually explore the dialect of Anykščiai region; she also admits that the most difficult, and very often the major disadvantage is to render the tinge of folklore in Antanas Baranauskas’ “Anykščių Šilelis” (Vabalienė 1982: 178-179). As the analysis will show, this poem is full of motives from folklore such as fairy tales, legend, onomatopoeia, and phraseology which stress the uniqueness of Lithuanian poetry. Peter Newmark claims that poetry translation cannot be considered as the closest form of translation, because “the language of poetry includes so many additional factors – the kind of poem, poetic form, metre, connotations, rhythm, sound, including rhyme, alliteration, assonance, onomatopoeia, wordplay – which are missing or not so important in other types of writing” (cited in Connolly 1999: 142).

Antanas Baranauskas’ poem was translated into English by the Lithuanian-American poet and translator Nadas Rastenis (1891-1980) as “The Forest of Anykščiai” in 1956. The second English version is translated by the English translator and journalist Peter Tempest (1924-1984) whose translation of “The Forest of Anykščiai” was first published in 1981, later the second edition was published in 1985; the latter will be used in the present analysis. The purpose of this thesis is to provide an analysis of two English translations of Antanas Baranauskas’ poem “Anykščių Šilelis”, translated by these two poets. The paper focuses on the translation of culture-specific references and examines the significance of preservation of national culture and identity in translation. The present work includes theoretical overview of translation strategies applied to translation of culture-specific references or cultural realia. The emphasis is laid on discussing the translation strategies which are used in the translations in order to prevent possible misunderstanding. The paper highlights that the most suitable translation strategies should be determined by a variety of factors such as the type of the text, the type of realia, the degree of acceptance of unusual collocations in the target culture, and the presupposed reader. The present thesis focuses on the translation of culture-specific references such as allusions, culture-specific proper names, onomatopoeia, dialect of Anykščiai reagion and figurative language; in particular, metaphors, similes, personifications, as well as phraseology. 
The present thesis consists of seven main parts. After introduction, Section 2 discusses theoretical approaches to the issue of poetry and the question of its translatability. Section 3 has three sub-sections: in Sub-section 3.1, types of translation problems are discussed, while in Sub-section 3.2 translation strategies are explored. Sub-section 3.3 reveals theoretical background to the culture-specific references. Section 4 follows with analysis of the translation strategies used by Nadas Rastenis and Peter Tempest for the treatment of culture-specific references in Antanas Baranauskas’ “Anykščių Šilelis”. In Section 5 theoretical approaches to the concepts of a metaphor, a simile, a personification, and phraseology are presented. Section 6 focuses on the analysis of strategies used to render metaphors, similes, personifications, and phraseological units in “Anykščių Šilelis” by Nadas Rastenis and Peter Tempest. Finally, Section 7 gives conclusions on provided analysis.

2 POETRY AND THE ISSUE OF TRANSLATABILITY

According to David Connolly, the translation of poetry is “a special case within a literary translation and involves far greater difficulties than the translation of prose. The language of poetry will always be further removed from ordinary language than the most elaborate prose, and the poetic use of language deviates in a number of ways from ordinary use” (Connolly 2001: 171). He also remarks that “in addition to the difficulties involved in accounting for content and form, sounds and associations, the translator of poetry is also often expected to produce a text that will function as a poem in the TL” (Connolly 2001: 171). According to Connolly, “it is often suggested that, unlike other forms literary translation, the translation of poetry must stand on its own as a poetic text” (Connolly 2001:171). These remarks clearly show that poetry translation is a demanding task and a challenge to the translators.
Various scholars agree that to translate poetry is a very difficult task. Robert Browning, who talking about poetry translation, admits that it “ought to be absolutely literal, with [the] exact rendering of [the] words, and the words placed in the order of the original. Only a rendering of this sort gives any real insight in the original” (Browning cited in Connolly 2001: 171). Those who are convinced that poetry is untranslatable, states that the only way to translate poetry is to render it literally (Nabokov cited in Connolly 2001: 171). Roman Jacobson’s attitude is quite different from the ones mentioned above, as he states that “only creative transposition, rather than translation, is possible where poetic art is concerned” (Jacobson cited in Connolly 2001: 171). David Connolly, considering the critics’ views, concludes that “it is impossible to account for all the factors involved and to convey all the features of the original in a language and form acceptable to the target language culture and tradition” (Connolly 2001: 171). In this regard, Nida admits: “most models of poetry translation focus on either the decoding of the ST or the product of the re-encoding in the TL” (Nida 1964: 146).

In connection to this, Conolly suggests the approaches to deal with poetry translation. For example, one approach is “to compare one or more translations of a poem with some national ideal translation, with the ensuing unavoidable and subjective value judgments” (Connolly 2001: 172). Moreover, a more useful approach, according to Connolly, is “to compare several translations of a poem, not in order to make value judgments, but to examine the different strategies employed” (Connolly 2001: 172). Similarly, Susan Bassnett suggests that 

One of the most useful critical methods for approaching translation is the tried and trusted comparative one. When we compare different translations of the same poem, we can see the diversity of translation strategies used by translators, and locate these strategies in a cultural context, by examining the relationship between aesthetic norms in the target text system and the text produced (Bassnett 1998: 70).

Jones suggests three main stages that are involved in translating poetry: “the understanding stage”, “the interpretation stage”, and “the creation stage” (Jones cited in Connolly 2001: 172):

The understanding stage means that source text should be closely analyzed, the interpretation stage means that “the translator works item by item, though with continual reference to source text and the target texts”, and the creation stage denotes, that the translation functions as an “artefact that can be valid in target-culture” (Jones cited in Connolly 2001: 172).

Translators can choose various strategies in dealing with translation problems of poetry but they have to take into consideration, as David Connolly maintains, “a thorough stylistic analysis of the text [because it] is a prerequisite in poetry translation” (Connolly 2001: 173). According to him, the concept of style can be described as follows:

Style is one of the features that distinguishes literary translation – and in particular poetic translation – from other forms of translation, and since readers expect to find in a translation those particular characteristics that mark the text as belonging to a particular poet, a poetic translation necessarily involves close attention to the matters of style (Connolly 2001: 173).
In the article “Reading Translation of Poetry”, Jonas Zdanys, a bilingual poet and translator, points out that “reading translations is a process little different than reading original poetry, for each involves response to metaphor and image and to the music of the poem's (the translation's) and the poet's (the translator's) time and place” (Zdanys 1988). According to him, readers should keep in mind that “the purpose of poetic translation is poetry and not the verbal definitions in dictionaries” (Zdanys 1988). As Jonas Zdanys notes, the translator can achieve such effect, “[…] by his conviction not to make a carbon copy of the original poem but rather a readable and enjoyable English poem” (Zdanys 1988). In another article “Some Thoughts on Translating Poetry”, Jonas Zdanys states that “the translator is modulator and interpreter of a text, a shaper, a sound giver [whose task is] [...] to create a text of sufficient depth and complexity to embody the thrust of the meaning of the original” (Zdanys 1982). As Jonas Zdanys indicates above, all translation is a question of choice, an attempt to capture the sense of the connotative power of the original. Reading a poem involves a constant interpretation and re-construction of relationships among its elements, while translating a poem involves another set of requirements and expectations on what is already an extremely complicated process (Zdanys 1988).
There are many debates about the possibility and impossibility of the translation, particularly of the translation of literary works. When discussing the translation of poetry, the concept of translatability unavoidably associated with untranslatability seems to be one of the key issues in translation theory. Antony Pym and Horst Turk claim that “translatability is mostly understood as the capacity for some kind of meaning to be transferred from one language to another without undergoing radical change (Pym and Turk 2001: 273). Some scholars have pessimistic views about translatability, especially of literary works. One of them is Roman Jacobson who argues that “all poetic art is therefore technically untranslatable”. He notes the following:

Only creative transposition is possible: either intralingual transposition – from one poetic shape into another or interlingual transposition – from one language into another, or finally intersemiotic transposition – from one system of signs into another […] (Jacobson cited in Bassnett 1991: 15).

Another scholar Andrew Catford distinguishes two types of untranslability: linguistic and cultural (Catford cited in Bassnett 1991: 32). According to him, linguistic untranslatability “occurs when there is no lexical or syntactical substitute in the TL for an SL item. For example, sentences involve structures that do not exist in English. Yet both can be adequately translated in English once the rules of English structure are applied” (Catford cited in Bassnett 1991: 32). What concerns the second type, i.e. cultural untranslatability, Andrew Catford emphasizes that it is “more problematic” and admits that it “is due to the absence in the TL culture of a relevant situational feature for the SL text” (Catford cited in Bassnett 1991: 32). Anton Popovič also defines untranslatability without making a distinction between linguistic and cultural untranslatability. Thus, he explains it by defining two situations: one of which is described as “a situation in which the linguistic elements of the original cannot be replaced adequately in structural, linear, functional or semantic terms in consequence of a lack of denotation or connotation (Popovič cited in Bassnett 1991: 34). The second situation is defined as “a situation where the relation of expressing the meaning, i.e. the relation between the creative subject and its linguistic expression in the original, does not find an adequate expression in the translation (Popovič cited in Bassnett 1991: 34). Susan Bassnett, generalizing two typologies explained by Andrew Catford and Anton Popovič, draws a conclusion that Popovič’s first situation coincides with Catford’s linguistic untranslatability, while the second situation, as defined by Popovič, corresponds to Catford’s second category that “illustrates difficulties of describing and defining the limits of translatability” (Bassnett 1991: 35). 

Eugene Nida and Charles R. Taber emphasize that “anything that can be said in one language can be said in another, unless the form is an essential element of the message” (Nida and Taber cited in De Pedro 1999: 552). In the same view, Wolfram Wilss states that “everything can be expressed in every language” and this might be considered, as Raquel De Pedro puts it, “a universal translatability hypothesis” (Wilss cited in De Pedro 1999: 553). According to Wilss, the translatability of a text

[…] is guaranteed by the existence of universal categories in syntax, semantics, and the (natural) logic of experience. Should translation nevertheless fail to measure up to the original in terms of quality, the reason will (normally) be not an insufficiency of syntactic and lexical inventories in that particular TL [target language], but rather the limited ability of the translator in regard to text analysis (Wilss cited in De Pedro 1999: 553-554).

In the light of this, Raquel De Pedro claims that at present it might be supposed that “most texts are translatable, however different the understanding of the nature of translation may be amongst scholars”; however, “absolute untranslatability, whether linguistic or cultural, does not exist” (De Pedro 1999: 556).

Susan Bassnett states that “what matters in the translation of poetry is that the translator should be so drawn into the poem that he or she then seeks to transpose it creatively, through the pleasure generated by the reading” (Bassnett 1998: 74). According to David Connolly, “we read foreign poetry to become acquainted with the particular poet and the SL culture. If we require the translation of a foreign poem function as an English poem in terms of equivalent effect, there would seem to be little point in reading foreign poetry in translation” (Connolly 1999: 151). In the view of this, Connolly also admits that “we have to accept that in translations of poetry, there will be pragmatic loss as the translator’s duty (though this depends on his aims) is above all to the author and the SL culture rather than to the TL reader and the TL culture (Connolly 1999: 151). In addition, Connolly, drawing on Newmark (1988: 48), remarks that “the concept of equivalent effect is more desirable result of translation than an aim, and as such, it cannot really be included as a factor in the translation process (Connolly 1999: 151). 

In this regard, Bassnett states: “The poem, like the sacred text, is open to a great range of interpretive readings that involve a sense of play. If a translator treats a text as a fixed, solid object that has to be systematically decoded in the ‘correct’ manner, that sense of play is lost” (Bassnett 1998: 65). Referring to Connolly, it is important to mention that “all translation, it is true, is to some extent an interpretation, but it should not preclude other possible interpretation. The TL reader must be allowed access to the various levels of meaning and possible interpretations contained in the original remains intentionally allusive (Connolly 1999: 153). Similarly, Bassnett points out that “in order to translate poetry, the first stage is intelligent reading of the source text, a detailed process of decoding that takes into account both textual features and extratextual factors. If, instead of looking closely at a poem and reading it with care, we start worry about translating the ‘spirit’ of something without any sense of how to define that spirit, we reach an impasse” (Bassnett 1998: 60). In view of the above, it should be stated that

The poet plays with language and comes to create a poem by fixing language in such a way that it cannot be altered. But translator has a completely different kind of play. The translator starts with language that the poet has fixed, and then has to set about dismantling it and resembling the parts in another language altogether. […] The task of the translator is to compose an analogous text in another language, and the translator is therefore firstly a writer and then a reader, but firstly a reader who becomes writer (Bassnett 1998: 66).

3 THEORETICAL APPROACH TO TRANSLATION PROBLEMS, STRATEGIES AND CULTURE-SPECIFIC REFERENCES

One of the aspects of the present thesis is the translation of culture-specific references in Nadas Rastenis’ and Peter Tempest’s translations of Antanas Baranauskas’ poem “Anykščių Šilelis”. This section is divided into three parts. First, the types of translation problems are defined, while the second part provides an overview of translation strategies suggested by scholars of translation, such as Jean-Paul Vinay and Jean Darbelent (2000), Peter Newmark (1988), Javier Franco Aixelá (1996), and Eirlys E. Davies (2003). The third part of this section introduces the concept of culture-specific references and provides some examples of them.
3.1 Types of Translation Problems

Discussing translation problems, Christina Schäffner and Uwe Wieserman claim that these problems are objective and “they must not be confused with subjective difficulties a translator may have due to deficient translation competence” (Schäffner and Wieserman 2001: 24). According to Nord, there are four types of translation problems, i.e. “pragmatic, intercultural, interlingual (or linguistic), and text-specific” (Nord cited in Schäffner and Wieserman 2001: 24). Referring to Nord, Schäffner and Wieserman describe these four types as follows:

1. Pragmatic translation problems. They arise because of the contrast between source text situation and target text situation “in which the texts are used and relate, in particular, to […] culture-bound terms, references to place and time, indication of the relationship between communicative partners” (Nord cited in Schäffner and Wieserman 2001: 24-25).

2. Intercultural translation problems. They occur because of the “difference of the conventions […], such as measuring conventions, formal conventions, text type and genre conventions, conventional forms of address, salutation formulas” (Nord cited in Schäffner and Wieserman 2001: 25).
3. Interlingual translation problems. They appear due to the “structural differences in vocabulary, syntax, and suprasegmental features of two languages” (Nord cited in Schäffner and Wieserman 2001: 25).
4. Text-specific translation problems. They belong to “those problems which arise in the translation of one specific text and cannot be generalized, for example, puns, rhetorical figures, alliteration, rhyme” (Nord cited in Schäffner and Wieserman 2001: 25).

Following Cordero (1984: 473), Ritva Leppihalme states that “interest in intercultural translation problems arise from recognition that culture-bound concepts […] can be more problematic for the translator than semantic or syntactic difficulties of a text” (Leppihalme 1997: 2). However, other translation scholars, as Leppihalme adds, attribute culture-bound translation problems to intralinguistic and pragmatic that involve “idioms, puns, wordplay” (Leppihalme 1997: 2). In regard to this, the present paper focuses on pragmatic translation problems as it analyses the rendering of culture-specific references, and also on text-specific or intercultural translation problems because the translation of metaphors and phraseology are discussed. It is complicated to decide whether the translation of metaphors should be attributed to text-specific or intercultural translation problems.

Dealing with problems of culture-specific references in translation, the ongoing dilemma of the translator of poetry is how to account as accurately as possible for the characteristic features of the original and at the same time create a poetic text in the TL that will have a similar pragmatic effect on the reader (Connolly 2001: 174). Many scholars agree that translation and culture, as well as language and culture are closely related (Davies 2003: 68, Nedergaard-Larsen 1993: 208, Aixelá 1996: 52). In regard to this, Maria Tymoczko admits:

Many of the differences between ST and translation are inescapable, resulting from the shift from the obligatory features of one language to the obligatory features of another. Other shifts have a cultural basis; the translator must decide how to handle features of the source culture (e.g. objects, customs, historical and literary allusions) that are unfamiliar to the receiving audience, adapting and modifying the source text in the process, if only through the process of explanation (Tymoczko 2002: 23).

Maria Tymoczko, explaining translation problems of culture-specific references, says that unfamiliar cultural information usually “does not simply reside in lexical item, but is a more diffuse presence in a source text” (Tymoczko 2002: 26); for instance, translators may come across with a myth or custom which are not expressed explicitly. Then, the translator’s task, as the author notes, is to present such implicit information “either through explicit inclusion in the translation or through paratextual
 devices” (Tymoczko 2002: 26). Another translation specialist Ritva Leppihalme emphasizes the importanse of translation of culture-bound allusions, by saying that

The translation of allusions involve not just name as such, but most importantly, the problem of transferring connotations evoked by a name in one language culture into another, where these connotations are much weaker or non-existent. The familiarity or lack of it of a name for receivers in the target culture is therefore a factor of vital importance in decision-making (Leppihalme 1997: 79-80).

It is problematic not only to define the exact concept of cultural realia, but also to decide what goals of translation to choose. The best solution, according to many scholars, is to try to use several translation strategies at the same time.

3.2 Translation Strategies

Lawrence Venuti indicates that “strategies of translation involve the basic tasks of choosing the foreign text to be translated and developing a method to translate it. Both of these tasks are determined by various factors: cultural, economical, political” (Venuti 2001: 240). There are a lot of strategies which enable the translator to solve translation problems, including culture-bound translating problems as well. Many scholars suggest different labels for various translation strategies. It needs to be pointed out that, even though the different names are used by different translators and scholars, many strategies denote the same strategy in the translation process. In this paper, strategies proposed by Jean-Paul Vinay and Jean Darbelent, Peter Newmark, Javier Franco Aixelá, as well as Eirlys E. Davies will be discussed. Speaking about strategies, it is also worth noting that different linguists use diverse terminology; for instance, translation strategies proposed by Jean-Paul Vinay and Jean Darbelent are called methods, Eirlys E. Davies and Peter Newmark refer to translation strategies as translation procedures, while Javier Franco Aixelá calls them either translation strategies or procedures. According to Schäffner and Wieserman, a strategy is “a general procedure or approach for the accomplishment of a task or for the solution of a problem” (Schäffner and Wieserman 2001: 26). Andrew Chesterman describes the notion of a strategy as follows:
Strategies represent well-tried, standard types of solution to a lack of fit between goals and means; they are used when the means that first appear to be at hand seem to be inadequate to allow the translator to reach a given goal (Chesterman 2000: 82).
Jaaskelainen considers a strategy as, “a series of competencies, a set of steps or processes that favor the acquisition, storage, and/ or utilization of information” (Jaaskelainen cited in Ordudari 2007). Translators distinguish an extensive amount of translation strategies, procedures, and methods which sometimes can be confusing because of their wordy labels or not very transparent definitions. Another difficulty that the translators have to face is the choice of strategies. In this connection, Violeta Kalėdaitė claims the following: “the actual choice of a particular strategy depends on a variety of factors, such as the purpose of the TT (target text), the intended readership, generic and textual constraints of a text [or] publication, and the importance of the cultural item itself” (Kalėdaitė and Asijavičiūtė 2005: 32).
Jean-Paul Vinay and Jean Darbelent note that their translation methods “are applied to different degrees at three planes of expression, i.e. lexis, syntactic structure, and message” (Vinay and Darbelent 2000: 92). They present seven methods of translation, which are:

1. Borrowing. It is the method, used for the creation of a stylistic effect, for example, “in order to introduce the flavour of the source language (SL) culture into a translation, foreign terms are used” (Vinay and Darbelent 2000: 85).

2. Calque. It is “a special kind of borrowing” when an expression from another language is borrowed and then all of its elements are translated literally (Vinay and Darbelent 2000: 85).

3. Literal translation or word for word translation. It is “the direct transfer of a SL text into a grammatically and idiomatically appropriate TL text” (Vinay and Darbelent 2000: 86).

4. Transposition. It is a method when one word class is replaced with another “without changing the meaning of the message” (Vinay and Darbelent 2000: 88).

5. Modulation. This is “a variation of the form of the message, obtained by a change in the point of view” and it is used when “a literal or transposed translation […] is considered unsuitable, unidiomatic or awkward in the TL” (Vinay and Darbelent 2000: 89).

6. Equivalence. It is a method of creating equivalences. “As a result, most equivalences are fixed, and belong to a phraseological repertoire of idioms, clichés, proverbs, nominal or adjectival phrases” as well as to many onomatopoeia of animal sounds (Vinay and Darbelent 2000: 90).

7. Adaptation. This method is used “in those cases where the type of situation being referred to by the SL message is unknown in the TL culture”, thus, a translator creates a new situation in the TL text that can be considered as equivalent one, which is called “a situational equivalent” (Vinay and Darbelent 2000: 90-91).

Translation procedures distinguished by Peter Newmark (1988) are the following:

1. Transference. It is the process of transferring a SL word to a TL text in its original form (Newmark 1988: 81).

2. Naturalization. It is a procedure when a SL word is adapted first to the normal pronunciation, then to the normal morphology of the TL (Newmark 1988: 82).
3. Cultural equivalent. It means “approximate translation, where a SL cultural word is translated as TL cultural word” (Newmark 1988: 82).
4. Functional equivalent. It requires the use of a culture-neutral word and it is called “the most accurate way of translating, i.e. deculturalising a cultural word” (Newmark 1988: 83).
5. Descriptive equivalent. This is a procedure where the meaning of the culture-bound term is explained in several words (Newmark 1988: 83).

6. Neutralization. It means that SL word is neutralized or generalized, i.e. this word is explained by some “culture free” words ((Newmark 1988: 83-84)).
7. Componential analysis. It means “comparing an SL word with a TL word which has a similar meaning but is not an obvious one-to-one equivalent, by demonstrating first their common and then their different sense components” (Newmark 1988: 84).
8. Synonymy. It is a strategy where “a near TL equivalent” is used to define SL concept (Newmark 1988: 84).
9. Through-translation. It is the literal translation of common collocations, names of organizations and components of compounds. It denotes calque or loan translation. (Newmark 1988: 84). 

10. Shifts or transpositions. It involves a change in the grammar from SL to TL, for instance, (a) change from singular to plural, (b) the change required when a specific SL structure does not exist in the TL, (c) change of an SL verb to a TL word, change of an SL noun group to a TL noun and so forth (Newmark 1988: 86).
11. Modulation. It occurs when the translator reproduces the message of the original text in the TL text in conformity with the current norms of the TL, since the SL and the TL may appear dissimilar in terms of perspective (Newmark 1988: 88). 

12. Recognized translation. It occurs when the translator “normally uses the official or the generally accepted translation of any institutional term” (Newmark 1988: 89). 
13. Compensation. It occurs when loss of meaning in one part of a sentence is compensated in another part (Newmark 1988: 90).
14. Paraphrase. This procedure means that the meaning of the CBT [culture-bound term] is explained. Here the explanation is much more detailed than that of descriptive equivalent (Newmark 1988: 91).
15. Couplets, triplets or quadruplets. It is a procedure when occurs when two or more different translation strategies are used to deal with a translation problem (Newmark 1988: 91).
16. Notes, glosses and additions. This is the procedure when additional information appears either in a text or as a footnote. (Newmark 1988: 91).
The following translation strategies or translation procedures are presented by Javier Franco Aixelá that are applied to the translation of culture-specific items [CSIs], in particular. In the article “Culture-Specific Items in Translation”, Aixelá distinguishes eleven strategies, five of them belong to the category of conservation, while other six are attributed to the category of substitution, and they are as follows:

Conservation:

1. Repetition. It is a strategy when translators “keep as much as they can of the original reference” (Aixelá 1996: 61).

2. Orthographic adaptation. This is a strategy that “includes procedures like transcription and transliteration which are mainly used when original reference is expressed in a different alphabet from the one target readers use” (Aixelá 1996: 61).

3. Linguistic (non-cultural) translation. It is used when translators want to make CSIs transparent and choose “a denotatively very close reference to the original”, which actually is a version of target language, but still can “be recognized as belonging to the cultural system of the source text” (Aixelá 1996: 61-62).
4. Extratextual gloss. This strategy is used together with the strategies mentioned above when it is “necessary to offer some explanation of the meaning or implications of the CSI, [usually it is used] to offer data about famous people or to explain puns” (Aixelá 1996: 62).

Substitution:

5. Intratextual gloss. It is also can be called as “the strategy of explicitness”, this strategy is the same as the mentioned above, the difference is that the translators “include their gloss as an indistinct part of the text, usually so as not to disturb the reader’s attention” (Aixelá 1996: 62).
6. Synonymy. It is a strategy when translators avoiding to repeat the CSI choose “[a] synonym or parallel reference” (Aixelá 1996: 63).
7. Limited universalization. It is used in the case when translators want to replace CSI because it is “too obscure for their readers or that there is another […] reference , also belonging to the source language culture but closer to their readers another CSI, but less specific” (Aixelá 1996: 63).
8. Absolute universalization. This is the strategy which is chosen as in the previous case but translators cannot “find a better known CSI or prefer to delete any foreign connotations and choose a neutral reference” (Aixelá 1996: 63).
9. Naturalization. It is the case where translators prefer to include culture-specific reference “into the intertextual corpus”, as being specific to the target culture readers (Aixelá 1996: 63).
10. Deletion. It is a strategy when translators omit culture specific reference because it is “unacceptable on ideological or stylistic grounds, or […] it is not relevant enough for the [understanding of the source language text], or it is too obscure” (Aixelá 1996: 64).
11. Autonomous creation. This is a strategy which means that translators just for interest “put in some nonexistent cultural reference in the source text” (Aixelá 1996: 64).
In the article “A Goblin or Dirty Nose?” which presents the discussion about the translation of culture specific items of Harry Potter books, Eirlys E. Davies points out two goals of translation: preserving and adapting. As Davies notes, characteristics of the source text are preserved “as far as possible, even where this yields an exotic or strange effect”, or adapted in order “to produce a target text which seems normal, familiar and accessible to the target audience” (Davies 2003: 69). Davies distinguishes seven translation strategies to deal with culture-specific items such as preservation, addition, omission, globalization, localization, transformation, and creation (Davies 2003: 72-89). The scale below shows all seven strategies suggested by Davies which, at the same time, are compared with the strategies and procedures by the other authors, discussed above: 

1. Preservation. It is a strategy when the translator chooses “to maintain the source text term in the translation” either without any change or is changed phonologically (Davies 2003: 72-73). This strategy also includes instances where “the actual [SL] words are not preserved, but where a cultural reference receives a literal translation (Davies 2003: 73). Aixelá calls it repetition, while Newmark defines it as transference.
2. Addition. This is a strategy used together with the one, mentioned above, i.e. preservation plus additional information (Davies 2003: 77). Referring to Aixelá, it is called intratextual gloss.
3. Omission. It is procedure when the translator cannot find an adequate way to convey the meaning of the SL item and omits the problematic concept (Davies 2003: 79-80). Aixelá defines it as deletion, whereas Vinay and Darbelent and Newmark do not mention it at all.
4. Globalization. It is “the process of replacing culture-specific references with ones which are more neutral or general in the sense that they are accessible to audience from a wider range of cultural backgrounds” but in many cases it can result in the loss of effect, as the associations are not retained (Davies 2003: 82-83). Aixelá calls it universalization. Newmark difines it neutralization.
5. Localization. It is the opposite strategy to the globalization, i.e. a translator tries to adapt “a reference firmly in the culture of the target audience” and makes them sound as a reference from the target language culture (Davies 2003: 83-84). Aixelá refers to this strategy as naturalization, while in Newmark terms, it is componential analysis or synonymy. Vinay and Darbelent calls it adaptation.
6. Transformation. This is a strategy when a translator modifies and shifts the meaning of the source text items in order not to sound obscure for the target language readers (Davies 2003: 86-88). While Vinay and Darbelent, and Newmark labels this strategy
7. Creation. This is the case when a translator wants to“convey some descriptive meaning” and creates CSIs that are not present in the source language text, and it is usually used “to compensate for the loses of [foreignness] at other points in the text” (Davies 2003: 88-89). Aixelá labels this strategy as autonomous recreation, whereas Newmark does not define it at all.

As it is seen from what has been discussed above, it is not very easy to decide what strategies to choose in order to deal with translation problems, especially how to handle translation problems related to culture-specific references. All the scholars mentioned above suggest sufficient amount of strategies and describe them in more or less the same way. However, the translation procedures proposed by Eirlys E. Davies seems to be the most transparent both for their labels and, as Milda Danytė affirms, for being “simple in formulation” (Danytė 2006: 204). Thus, the translation procedures suggested by E. E. Davies will be applied in the present analysis of the translations of Antanas Baranauskas’ “Anykščių Šilelis”.
3.3 The Notions of Culture-Specific References

Various scholars suggest different denotations to the same concept but most of them, as Javier Franco Aixelá puts it, even avoid defining the concept of culture-specific reference, for they assume that it is “intuitively recognizable” (Aixelá cited in Davies 2003: 69). Nevertheless, there are scholars who try to name this concept and make quite definite clarification of it, for example, Mona Baker, speaking about culture-specific concepts, points out that “the source-language word may express a concept which is totally unknown in the target culture”, further adding that such concepts may be “abstract or concrete” (Baker 1992: 21). According to M. Baker, culture-specific concepts may include “a religious belief, a social custom, or even a type of food” (Baker 1992: 21). J. F. Aixelá describes culture-specific concepts as culture-specific entities or culture-specific items, further explaining that there belong “customs, traditions, clothes, food, or institution” (Davies 2003: 68). In addition, Aixelá emphasizes that the concept of culture-specific item “can be identified only with reference to a particular source text and a particular target language” (Aixelá 1996: 57) and explains this by saying that 

In translation a CSI does not exist of itself, but as the result of a conflict arising from any linguistically represented reference in a source text which, when transferred to a target language, poses a translation problem due to the non existence or to the different value […] of the given item in the target language culture” (Aixelá 1996: 57).

Christina Schäffner and Uwe Wieserman refer to this notion as culture-bound, or culture-specific phenomena “that exist only in one of two cultures that are compared in the translation process” (Schäffner and Wieserman 2001: 32). They also admit, referring to Markstein (1994, 1998), that culture-specific phenomena might be labeled as “realia, covering geographical, ethnographical, folkloric, socio-historical, and every day aspects (Schäffner and Wieserman 2001: 33). Sarolta Semigné Fenyő calls the notion of culture specific items cultural realia. According to her, cultural realia stand for “cultural terms, names of culture-specific items, historic events, characteristic of the source culture but often unknown in target culture” (Fenyő 2005: 62). In addition, Aixelá admits that it is very difficult to define the notion of CSI due to the fact that everything in language is “culturally produced, beginning with language itself” (Aixelá 1996: 57). Thus, after discussion on different definitions of culture-specific reference, it might be concluded that all terms mentioned above can be considered as culture-specific items (subsequently CSIs).

4 THE TREATMENT OF CULTURE-SPECIFIC REFERENCES IN ANTANAS BARANAUSKAS’ “ANYKŠČIŲ ŠILELIS” TRANSLATED BY NADAS RASTENIS AND PETER TEMPEST

In “Lithuanian Translation of Canadian Literature”, Milda Danytė points out that translation is more a cultural problem than a linguistic one because “the cultural elements of a source text are often more resistant to translation than linguistic ones” (Danytė 2006: 195). Thus, Antanas Baranauskas’ “Anykščių Šilelis” is an example of Lithuanian literary work that contains a great number of cultural realia and its translations may serve as a good source for comparative analysis. Additionally, it is a good opportunity to compare strategies which are opted in translations and to look whether translators managed to deal with rendering a culture-specific content. As it has been mentioned above, there is no intention to evaluate which translation is better.
Referring to culture-bound translation problems Ritva Leppihalme focuses on translation problems caused, as she puts it, by “streches of other texts embedded in the text at hand, but it may be meaningless or puzzling in translation” (Leppihalme 1997: 3). Such embedded texts are known as allusions, which, according to Leppihalme are divided into key-phrase allusions and proper-name allusions (Leppihalme 1997: 3). M. H. Abrams explains the term of allusion as “a reference, without explicit identification, to a person, place, or event, or to another literary work or passage” (Abrams 1993: 8). 

Antanas Baranauskas’ poem “Anykščių Šilelis” bears various allusions to persons, places and other literary works, such as folktales and a legend about Puntukas. This poem is the text which has a distinctive style and can be recognized as the work reflecting stylistic peculiarities of the Lithuanian language. The following analysis focuses on culture-specific references found in Antanas Baranauskas’ “Anykščių Šilelis” which include allusions, culture-specific proper names, onomatopoeia, diminutives and dialect words. This Section is divided into four parts: the Sub-section 4.1 introduces proper-name and key-phrase allusions, sub-section 4.2 presents onomatopoeia, sub-section 4.3 provides examples of Lithuanian diminutives, and sub-section 4.4 introduces Lithuanian dialects.
4.1 The Translation of Allusions to two Lithuanian Folktales

In “Anykščių Šilelis”, A. Branauskas alludes to a popular folktale “Eglė, Žalčių karalienė” (Eglė, the Queen of Grass snakes”). It is a tale about a fisherman’s daughter by the name of Eglė who becomes the wife of a grass snake and the Queen of the Grass Snakes. They lived in Grass Snake’s palace at the bottom of the sea. Eglė together with her four children (three sons, Birch, Ash and Oak, and a daughter Aspen) gets permission to visit her parents but has to return on the ninth day and say secret words to call her husband from the bottom of the sea. The queen’s parents, her twelve brothers and two sisters want to keep her at home and plan to kill Eglė’s husband, the Grass Snake. The daughter Aspen contrary to her brothers blurts the secret words to Eglė’s brothers who kill the Grass Snake. After nine days pass, Eglė and children return to the sea shore and she recites the secret words, after which she sees a blood-foam coming from at the sea and hears the dead husband’s voice which announces of the betrayal of their daughter and his murder. Striken by pain Eglė punishes her cowardly daughter Aspen by turning her into an aspen tree forever trembling with fear. She also turns her three sons into the trees but she turns them into the strong ones. Eglė herself decides to turn into a fir (Tempest 1985: 185). According to Regina Mikšytė, Antanas Baranauskas introduces the motif of this tale in his poem “Anykščių Šilelis” because he wanted to show the ancient mythological belief that people are related to trees (Mikšytė, 1993: 94). The first example below introduces the Lithuanian tale:

Antanas Baranauskas,“Anykščių Šilelis”

Čia berželiai kaip meldai Pašlavį apstoję,

Čia visais lapais dreba epušės nusgandę;

Kožnoj klaiką nekantrios žalktyčios atrandi.

Čia ąžuolai ir uosiai prie eglių sustojo,

Lyg tartum žalktienė patį apraudojo,

Kai pieno putos vietoj kraujo puta plūdo

Ir su vaikais iš savo motiniško sūdo

Medžian gailysta virto – pati egle tapo,

Jaunučiukus aptaisė vaikus rūbais lapo. 

(Baranauskas 1985: 59-60).
Table 1. The Translation of Allusions to the Lithuanian Folktale “Eglė Žalčių Karalienė” 
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Birch trees, like rushes, hillsides surround;

Mood of young serpents strangely display.

Aspens, all pallid, tremble and play,
Near oaks and ash trees stands a tall fir,

As if the Queen of Serpents came here

Crying, when blood-foam, and not milk-foam,

Rose on the lake surf, as she came home

With her three babes from her father’s house

Back to the King of Serpents, her spouse;

And, in the palace, deep in the lake,

Found him beheaded. Then she did make 

A mournful prayer: and she became

A fir; her children then did the same: 

One son an ash, another an oak,

The daughter an aspen, drest in leaf cloak. (p. 15).
	The vale of Pašlavys a birch-wood fills.

With leaves all quivering the aspen quakes

As did the frightened Princess of Grass Snakes.

Round firs grow ash and oak trees, as if here

The Queen for her dead King shed many a tear

When blood at sea, not milky foam, she saw
And then decided that her children four

Should trees become and she herself a fir, 

And all wear foliage green along with her.

(pp. 146, 148).



The example in Table 1 shows that both translators try to render cultural realia in this episode. The translation done by Peter Tempest achieved more equivalence than Nadas Rastenis did. Nadas Rastenis’ translation becomes longer by six lines, moreover, his narration has a lot of inaccuracies. For example, according to N. Rastenis, Eglė together with her family lives in the lake but according to Lithuanian folktale, she lives in the sea. Another case, where N. Rastenis translates inaccurately, is the statement in the passage that Eglė has only three children (sons Ash and Oak, and a daughter Aspen).

In their translations, Nadas Rastenis and Peter Tempest use such words as ‘queen’ for ‘žalktienė’, ‘king’ to name Eglė’s husband, whereas the choice for ‘žalktyčia’ differs; N. Rastenis renders it as ‘the daughter an aspen’, while P. Tempest refers to her as ‘Princess of Grass Snakes’. However, these English names are not appropriate to Lithuanian culture. The words ‘žalktienė’ and ‘žalktyčia’ are words belonging to the dialect of East Aukštaitija (Mikšytė 1993: 98-99), therefore they do not have equivalents in English. ‘Žalktienė’ means ‘the wife of a grass snake’ and ‘žalktyčia’ means ‘the daughter of a grass snake’.

Nadas Rastenis, translating the word ‘žalktienė’ as ‘the Queen of Serpents’ and ‘pats’ (meaning Eglė‘s husband) as ‘King of Serpants’ uses the strategy of globalization which means that words are more neutral or general in sense. The word ‘serpent’ instead of a ‘grass snake’ is not suitable because in Lithuanian a ‘grass snake’ and a ‘serpent’ do not mean the same. A ‘serpent’ has a negative meaning. In the Merriam-Webster Online Dictionary, ‘serpent’ means ‘snake’ or ‘devil’ (Merriam-Webster Online Dictionary 2007-2008; subsequently, MWOD). The word ‘snake’ is defined as “any of numerous limbless scaled reptiles with a long tapering body and with salivary glands often modified to produce venom which is injected through grooved or tubular fangs” (MWOD 2007-2008). The second meaning ‘devil’ is defined as “the personal supreme spirit of evil often represented in Jewish and Christian belief as the tempter of humankind, the leader of all apostate angels, and the ruler of hell” (MWOD 2007-2008). In the Oxford Advanced Learner’s Dictionary, the word ‘grass snake’ has the definition of a small harmless type of snake (Oxford Advanced Learner’s Dictionary 1996: 519; subsequently, OALD). In the view of this, it can be stated that N. Rastenis uses the strategy of transformation as chooses the word ‘serpent’ instead of ‘grass snake’, thus changing the meaning of the Lithuanian concept of Eglė’s husband who has nothing in common neither with snakes nor with devils.
Peter Tempest rendering the words ‘žalktienė’ and ‘pats’ also prefers the strategy of globalization, as he renders ‘žalktienė’ as ‘the queen’, and referring to the husband of Eglė chooses the word ‘king’ in order the target readers could understand but these names do not correspond to the concepts used by Antanas Baranauskas. N. Rastenis and P. Tempest maintains the Lithuanian word ‘žalktyčia’ by using the translation strategy of globalization, however the translations differ. N. Rastenis renders it as ‘the daughter an aspen’ and it looks quite neutral. For instance, the word ‘daughter’ does not have any connotation. Whereas P. Tempest translates this word as ‘Princess of Grass Snakes’, it sounds more general and more appropriate to the target readers. Moreover, both translators use the strategy of addition, as they briefly explain this Lithuanian folktale at the end of the book.

This episode also contains one more culture-specific reference ‘Kai pieno putos vietoj kraujo puta plūdo’ which, according to R. Leppihalme, can be called key-phrase allusion. Antanas Baranauskas alludes to the famous words that Eglė says in order to call her husband, the grass snake, from the sea: “Žilvine, Žilvinėli / Jei tu gyvas, atplauk pieno puta, / Jei negyvas - kraujo puta!” (Šlekonytė 2007: 46). Nadas Rastenis translates it as ‘when blood-foam, and not milk-foam, / Rose on the lake surf’. The strategies of globalization and addition are used to translate the phrase, as Rastenis adds ‘on the lake surf’, trying to explain the target readers where it appears from. Peter Tempest conveys this modified allusion as ‘When blood at sea, not milky foam she saw’ also using the translation strategy of globalization. Moreover, as it has been mentioned earlier, both translators give explanatory notes at the end of the book, where the readers can check how the original phrase sounds in English

Another example of the close relationship between people and trees, mentioned in the poem, is a fragment from a folktale about ‘sedulėlė’ (‘cornel’ or ‘dogwood’). The words ‘Savo seserį skundžia liekna sedulėlė’ is an allusion to a folktale about two beautiful sisters. When matchmakers come, the sisters are sent into the forest by their mother who intends to give in marriage the daughter who would return first. Seeing that her younger sister will come home first the elder sister kills her and buried in the forest. A cornel tree grows at the site of the grave. Meanwhile, the elder sister gets married and has a son who becomes a fiddler. One day going to the wedding he passes the cornel tree and cuts a stick for a new bow. When the young man begins to play, the bow tells him the dramatic story (Tempest 1985: 182). In his translation, Rastenis omits the allusion, while Tempest uses the strategy of addition (see Table 2). 

Table 2. The Translation of Allusion to the Lithuanian Folktale about Two Sisters
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Bird-cherry, willow, withy, pear tree,

Apple tree, dogwood, spread in the lee;

Elm, buckthorn, linden, and many more

Tribes of wild saplings thrive in this store

(p. 15).

	Here pear and apple show munificence.

The cornel rues her sister’s violence
Here buckthorn grows,birdcherry, linden,elm

And many trees dwell in this forest realm

(p. 148).



This allusion (sedulėlė) does not convey anything to the readers’ of other cultures. This episode disappears entirely from Nadas Rastenis translation. The strategy used by N. Rastenis is called omission. Using term of Eirlys Davies, omission is the strategy of translation which is used when “the problematic cultural references which cannot be easily explained and which the translator judges unnecessary for the overall meaning of a particular passage or indeed for the whole text” are omitted (Davies 2003: 79-80). However, Peter Tempest tries to transfer the Lithuanian motif ‘Savo seserį skundžia liekna sedulėlė (Baranauskas 1985: 60) translating it as follows: ‘The cornel rues her sister’s violence. Comparing A. Baranauskas’ passage with Peter Tempest’s one, it can be observed that the translator uses the strategy of transformation in translating the verb ‘skųsti’ (‘to complain’) because he chooses the verb ‘to rue’ (‘gailėtis, sielvartauti’) which means ‘to regret sth because it has bad results’ (OALD 1996: 1027). Moreover, the translator also uses the strategy of addition as he adds a phrase ‘her sister’s violence’, thus trying to render the additional information of the folktale and at the same time to maintain the rhyme with previous line (‘munificence’ rhymes with ‘violence’). Furthermore, P. Tempest also gives an explanation at the end of the book briefly introducing the tale in order the readers of the target language could understand this allusion. Referring to E. E. Davies terms, the strategy applied in this case is called addition or, using the classification of Aixelá, it corresponds to the strategy of translation called extratextual gloss.
4.2 The Translation of Allusions to a Lithuanian Legend

As it has been already mentioned, in “Anykščių Šilelis”, we find allusions to a well-known Lithuanian legend about Puntukas, the biggest stone in Lithuania, which lies not far from Anykščiai. Antanas Baranauskas narrates the whole legend in brief as follows:

Nuo Puntuko lig Šlavei ąžuolų daugybę

Laikę žmonės lyg kokią didžią šventenybę./ [...]

Nešęs velnias akmenį, didumo kaip gryčios,

Ir sudaužyt norėjęs Anykščių bažnyčios

Arba užverst upės; bet kaip tik išvydęs

Ąžuolyną pašvęstą ir gaidys pragydęs,

Tuoj iš nagų paleidęs ir smėlin įmušęs:

Net žemė sudrebėjus, senos griuvę pušys (Baranauskas 1985: 70, 72).

Table 3 The Translation of Allussions to the Lithuanian Legend about Puntukas

	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Near the Puntukas, in the green leas,

All oak were revered as sacred trees./ […]

Spurred by a wicked midnight carouse,

Satan, with a rock big as a house,

Once flew in haste and fury to smash

The Holy Church in a might crash,

Or dam the stream; yet seeing a row

Of sacred oaks, and hearing cocks crow,

He dropped the rock, which fell to the ground,

And shook the earth and wood all around (pp. 27, 29).
	From Šlavė to Puntukas many an oak

Was as a shrine by country folk/ […]

This giant boulder once a devil bore

Intent to wreck Anykščiai chapel or

To damn a stream, but then he saw below

An oak grove and a cock began to crow.

He dropped the rock. So heavily it fell

Earth shook, it brought down aged pines as well… (pp.158, 160)




The phrase ‘Nešęs velnias akmenį, didumo kaip gryčios/ Ir sudaužyt norėjęs Anykščių bažnyčios’ is the allusion to the Lithuanian legend about the biggest stone ‘Puntukas’. It is also the allusion to the days when the Lithuanians were still mixing their old faith, i.e. worshiped the pagan sacred oaks, with the new religion, which came together with the establishment of the Christian church (Rastenis 1956: 39).
Another technique used translating culture specific item ‘Anykščių bažnyčios’ is preservation. Peter Tempest uses preservation for the name of the church of Anykščiai and renders it as ‘Anykščiai chapel’. As Eirlys Davies remarks: “Faced with a reference to an entity which has no close equivalent in the target culture, a translator may simply decide to maintain the source text term in the translation” (Davies 2003: 72-73). It might be assumed that P. Tempest preferred not to change the proper name because it is the name of a town, so it will not be confusing to the target reader to understand the meaning. Nadas Rastenis does not use preservation translating ‘Anykščių bažnyčios’ as he renders it as ‘The Holy Church’. He chooses the strategy of globalization instead, which, following Eirlys Davies, is the replacing of the original name or culture-specific item with one that is more neutral or general for the target language readers (Davies 2003: 83). In addition, N. Rastenis applies one more strategy of translation, i.e. addition as he gives notes at the end of the book in order to explain the culture-specific reference to the target readers. ‘The Holy Church’ is explained as ‘the Roman Catholic Church of the town of Anykščiai’ (Rastenis 1956: 38). Talking of the legend itself, it is transferred quite successfully by both translators. Moreover, the target language readers have an opportunity to get acquainted with this legend in Nadas Rastenis’ explanatory notes given at the end of the book. Translation of culture-specific proper names of ‘Šlavė’ to ‘Puntukas’ will be explained in sub-section 4.3.

4.3 The Translation of Culture-Specific Proper Names

As it has already been mentioned, proper names belong to culture-specific references which cause translation problems and require a careful examination of the source language culture. Moreover, translators need to decide what strategies could help the target language readers to understand the target texts. The examples below show how both translators have managed to render proper names in Antanas Baranauskas’ “Anykščių Šilelis” in English. Proper names found in “Anykščių Šilelis”are mainly names of persons and place names (see Table 4).

Table 4. Culture-Specific Proper Names

	Exam-

ples
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Čia kazlėkai pakrūmėm ant piemenų tako

Tartum kupkeliai kniūpšti, kaip Mickevičius sako (p. 57).


	Butter mushrooms pave the shepherd’s way,/

“Like cups procumbent”, a poet would say (p. 13).


	Here butter-mushrooms by the footpath spread/

Like upturned goblets, as Mickiewicz said (p. 145).

	2.
	Putinai krauju varva, serbentai po Šlavę/ 

Ir paliūnėm kur ne kur prieglaudą sau gavę (p. 58).


	Wayfaring-tree shrubs, dripping in blood,/

And currant bushes, silently nod (p. 15).
	The guilder-rose bleeds. Currants black and red/

In sheltered places by the river spread (p. 146).

	3.
	Čia berželiai kaip meldai Pašlavį apstoję (p. 59).
	Birch trees, like rushes, hillsides surround (p. 15).

	The vale of Pašlavys a birch-wood fills (p. 146).


	4.
	Kai rudeniop lapeliai geltoni, raudoni/

Tartum krauju Marčiupio pakalnes aptraukia (p. 61).


	When the fall leaves turned yellow and red,/

When the blood-color nature would bring (p. 17).
	In autumn with her red and rusty hues/

As if with blood the hillside covering (p. 149).

	5.
	Ėgi srove teškena upelė Šventoji (p. 64).


	Rippling? The Šventa murmuring flows (p. 21).
	Or it’s the river laps her bank in bliss (p. 152).

	6.
	Ė kur dabar šilelis, buvę miškai šventi, /

Kažin kodėl senobėj visiškai išskinti. /

Mažir vierą įvedęs Jagiela išskynė (p. 69).


	Where is the forest that once here stod?/

Who devastated this sacred mood?/

Perhaps Jogaila, who took Christ’s creed (p. 27).
	Where are they now, those hallowed groves of yore/

Long since destroyed, though no one knows wherefore?/

Perhaps Jagiello, just baptized, it was (p. 157).

	7.
	Nuo Puntuko lig Šlavei ąžuolų daugybę (p. 70).

	Near the Puntukas, in the green leas (p. 27).

	From Šlavė to Puntukas many an oak (p. 158).



Proper names that are listed in Table 4 have posed difficulties for both translators: for example, none of them have managed to retain all the names. The proper names are important names in Lithuanian culture. Thus, translation strategies vary from preservation, localization and globalization to transformation and omission. For instance, two proper-names such as ‘Šlavė’ (example 2) and ‘Marčiupis’ (example 4) are omitted in the target text by both translators. The only translated case is example 6, where both translators renders the name of the Grand Lithuanian duke and king of Poland, Jagiela, who embraced Christianity. N.Rastenis uses the strategy of globalization as he chooses more general Lithuanian name ‘Jogaila’, however the choice of P. Tempest also can be considered as translation using the strategy of globalization. The fact that Jogaila was also the king of Poland should be taken into concideration, and approve the decision of P. Tempest to translate this name using the Polish name. In addition, both translators give explanations about this culture-specific proper name at the end of the book
. Another three examples, i.e. examples 1, 3, and 7 show that P. Tempest chooses the strategy of globalization and maintains the proper-name ‘Mickevičius’, and the strategy of preservation conveying ‘Pašlavį’, ‘Puntuko’, and ‘Šlavei’. In examples 1 and 3, N. Rastenis uses the translation strategy of globalization, as ‘Mickevičius’ is translated as ‘a poet’, and ‘Pašlavį’ – ‘The vale of Pašlavys’. In example 7, the allusion to the ‘Šlavė’ (the ravine in the forest) is omitted but proper name ‘Puntukas’ (the biggest rock in Lithuania) is preserved. Finally, in translating the name of the river Šventoji, Tempest uses the strategy of globalization whereas N. Rastenis uses the strategy of preservation. Moreover, N. Rastenis gives an endnote, explaining the meaning of this culture-specific reference.

4.4 The Translation of Lithuanian Onomatopoeia

In Lithuanian Grammar, onomatopoeic words is decribed as “class of invariable words which are mostly a deliberate imitation of sound or acoustic and visual  effects or impressions of human actions, animals, natural phenomena, artifact” (Ambrazas 1997: 440). According to M. H. Abrams, onomatopoeia “designates a word, or a combination of words, whose sound seems to resemble closely to the sound it denotes: “hiss”, “buzz”, “rattle”, “bang”. There is no exact duplication, however, of nonverbal by verbal sounds; the perceived similiarity is due as much to the meaning, and to the feel of articulating the words, as to their sounds” (Abrams 1993: 199). The examples bellow present the words imitating the birds:

Table 5 
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai (Nadas Rastenis 1956)

	Ėgi antys „pry! pry! pry!“ priskridę į liūną (p. 64)
	The ducks cry, “Quack, quack,” gay and elate (p. 21).



	
	“The Forest of Anykščiai (Peter Tempest 1985)

	
	On marshes, ducks are landing one by one (p. 152).


Onomatopoeia in Table 5 is the sound produced by ducks. Tempest does not succeed to translate this Lithuanian culture-specific reference; he simply uses the strategy of omission. Nadas Rastenis translates this example onomatopoeia by using the strategy of localization, i.e. he substitutes it with an expression established in English, ‘quack’. 

In Table 6, Antanas Baranauskas uses onomatopoeia, which is the imitation of the sound prodused by a hoopoe that can be seen in the following examples:

Table 6
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)

	Ėgi kukutis klausia pačią, sūnų:

„Ką, ką, ką jums atnešti? Ką jūs kalbat niekus?

Ką, ką, ką, ką? Ar grūdus? ar musias? ar sliekus?“ (p. 64)
	The hooping hoopoe asks his wife and son:

And the male hoopoe cheers his sweet mate

And children, “Hah, hah, hah! Papa speeds

To bring you, dear ones, flies, worms, and seeds” (p. 21)


	
	“The Forest of Anykščiai (Peter Tempest 1985)

	
	“What-what-what-what to bring you? Speak in turn!

What-what? A grain of wheat? A fly? A worm?” (p. 152)


Both translatiors tried to render the imitations of sounds and the meaning of the words. Peter Tempest’s translation is closer to the source text than Nadas Rastenis’ because the sound effect as well as the meaning of words is rendered, except the case where N. Rastenis chooses a word ‘children’ instead of ‘son’. But altogether, the sound effect is achieved. As it is seen from the example above both translators uses the strategies of preservation and addition.
Another example of a successful translation of Lithuanian onomatopoeia also proves that it is possible to convey the characteristic feature of Lithuanian such as this example in the English language:

Table 7
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)

	Skamba tik, skamba miškas: čia volungė Ievą

Trotina: „Ieva, Ieva! neganyk po pievą!“(p.65).

	Strains of the golden oriole burst,

“Eve, Eve, keep your herd out of the hurst!” (p. 21).



	
	“The Forest of Anykščiai” (Peter Tempest 1985)

	
	The forest rings. The oriole teases Eve:

“Eve, Eve, believe me! You this field must to leave!” 

(p. 153).


The only thing which can cause problems to the readers of target texts is ‘Eve’ because in Lithuanian it means not only a woman’s name ‘Ieva’ but also a tree ‘ieva’. These two words are similar in their orthography. The reader of the target texts may understand that the word ‘Eve’ means just a woman’s name because there is no indication to a tree (which in English is called ‘bird cherry’). One more thing worth mentioning is vernacularism ‘trotinti’ that according Lietuvių kalbos žodynas, means ‘to tease’, ‘to wear out’ or ‘to mock’ (LKŽ 2005). Antanas Baranauskas uses the word ‘trotinti’ in the sense of ‘to mock’. Peter Tempest translates this word as ‘to tease’, but it does not convey the full meaning of the ST word. However, Peter Tempest and Nadas Rastenis, use the strategy of creation, translating this onomatopoeia and manage to convey the rhyme. 

Another example of onomatopoeia is the sounds of the snipe (‘tilvikas’). The strategies are creation and omision used in translating this folklore onomatopoeia.
Table 8

	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)

	Čia paupy „ri-u! ri-u! ri-u!“ tilvikas sušuko (p. 65).
	Rail chirps, “True, true am I to my mate,” (p. 21).

	
	“The Forest of Anykščiai” (Peter Tempest 1985)

	
	The snipe calls by the stream (p. 153).


As Table 8 illustrates, firstly, Nadas Rastenis, translates ‘tilvikas’ as a ‘rail’ but this word has the different meaning. The Merriem- Webster Online Dictionary defines ‘rail’ as an “any of numerous wading birds (family Rallidae, the rail family) that are of small or medium size and have short rounded wings, a short tail, and usually very long toes which enable them to run on the soft mud of marshes” (MWOD 2007-2008). In Lithuanian the word ‘rail’ means ‘ilgasnapė vištelė’ but not ‘tilvikas’ as Rastenis translates it. Secondly, Rastenis translates the onomatopoeia “ri-u! ri-u! ri-u!”, while Tempest omits it at all.
As it is seen from the example, Peter Tempest employs the strategy of omission for rendering the onomatopoeia, while Nadas Rastenis tries to convey the onomatopoeia by using the strategy of creation, thus rendering the sound effect. The above analysis shows that the prevailing strategies used by P. Tempest are omission and creation, while N. Rastenis prefers localization and creation.

4.5 Deminutives as Culture-Specific Reference

According to Jurgita Macienė, “Diminutives are expressive language units, the expressiveness of which is partially determined for by formation and semantics” (Macienė 2003: 32). As Ineta Savickienė points out, “the greatest quantity and variety of diminutives can be found in folklore, whereas in modern spoken and written Lithuanian their usage is less frequent, except for phenomenon of speech directed to children, dear persons and pets (Savickienė 2007: 15). In Bendrinės lietuvių kalbos žodžių daryba, Stasys Keinys defines diminutives as words that have diminutive or hypocoristic meaning and are derived using special suffixes (Keinys 1999: 51). The most common and productive suffixes to form diminutives, as Ineta Savickienė notes, are: “the masculine forms –elis/ -ėlis, -(i)ukas, -utis, -ytis, -aitis, and their female counterparts –ė: -elė/ -ėlė, -(i)ukė, -utė, -ytė, -aitė (Savickienė 2007: 14). For example, brolis (brother) - brolelis, broliukas, brolytis; saulė (sun) - saulelė, saulytė, saulutė.

According to Jurgita Macienė, “most of the diminutives are formed from nouns, a little less frequently from adjectives, and some from numerals” (Macienė 2003: 32). She goes further explaining that diminutives derived from nouns denote “persons, animals, mythological beings, different things, space and time, etc.”, while the diminutives of adjectives usually name “external and internal features of persons, animals, plants, things and phenomena, time and space, which are perceived by senses” (Macienė 2003: 32). 

As it is seen from the explanation given above, diminutives can be derived using a great number of suffixes, which enable these words bear not only the meaning of smallness but the other meanings as well. For example, Stasys Keinys distinguishes six meanings of diminutives:

1. Diminutive (express smallness, e.g., langelis, kačiukas);

2. Hypocoristic (describes the speaker’s admiration, satisfaction, and endearment, e.g., dukrelė, bitelė);

3. Diminutive – hypocoristic (have both meanings mentioned above at the same time);

4. Augmentative (describes size, power and abundance of the thing in question, e.g., O jau gerumėlis negirdėtas); 

5. Pejorative (when the speaker shows his pejorative and contemptuous attitude towards the thing described, e.g., berniūkštis, mergšė);

6. Peculiar or specific (when the diminutive denotes not its initial noun, but a thing with different / or metaphoric meaningsimilar to it, e.g., darželis - (kindergarten) ‘vaikų auklėjamoji įstaiga’ (Keinys 1999: 52).

Ineta Savickienė remarks that “most researchers view smallness as the basic meaning of diminutive, whereas connotations, which are associated with emotions and assessment, are dealt with in the field of pragmatics” (Savickienė 2007: 14). According to J.Macienė, diminutives perform four functions, that are as follows: “two main functions – specifying and evaluating, and two supplementary ones – text-linking and aesthetic” (Macienė 2004). Discussing the functions in detail, J. Macienė says that “when a diminutive performs the specifying function, the suffix most often carries the meaning of smallness. The diminutive is given the formative meaning of kindness or scantiness or irony when the evaluating function predominates. It is possible to define the precise meaning of the diminutive formation only when the functions performed by a diminutive in the text are known and when the wider context is analyzed (Macienė 2004).
A scholar and linguist Kazimieras Župerka, remarks that one of the features of national style is word-formation, which allows deriving diminutives (Župerka cited in Akelaitienė2005: 58). In this regard, other languages do not have this kind of word-formation, or have, but not to such an extent, as it is recorded in Lithuanian; Lithuanian has about eighty suffixes to derive diminutives which make the language more elaborate (Akelaitienė 2005: 59). In the view of translation, diminutives can be considered as culture-specific references. Therefore, it might be an obstacle for the translators to render the expressiveness and the implied meaning, for example, English does not have the opportunity to derive so many diminutives as Lithuanian. Refering to Vera Kempe, Patricia J. Brooks and Steven Gillis, it is worth noting that English has “rather impoverished morphological structure” (Kempe, Brooks, Gillis 2007: 327). Therefore, as they point out, “the productivity of diminutives is extremely limited” (Kempe, Brooks, Gillis 2007: 327). V. Kempe, P. J. Brooks, and S. Gillis note that 
English diminutives can be derived from proper names as in Billy, Patty and Johny, names of relatives mommy, daddy and auntie, and some names of animals as in doggie, horsy, and birdie (but not much beyond these, as in ill-formed examples like sheepy, or cowie attest). A few additional English diminutives comprise child-related or other small objects such as binkie, bootie, [or] cookie (Kempe, Brooks, Gillis 2007: 320).
The above presented examples mainly contain the suffexes –ey, -ie, -y. Other frequently used suffixes of diminutives in English are -ette (diskette, kitchenette), -let (piglet, chicklet, applet), -ling (duckling, gosling). Moreover, English diminutives of first names such as, Maggie (from Margaret), Sally (from Sarah), or Suzie (from Suzanne) can also function as nicknames.
4.5.1 Translation Problems Related to Translation of Diminutives in A. Baranauskas’ poem “Anykščių Šilelis” by Nadas Rastenis and Peter Tempest

Gražina Akelaitienė states that in “Lithuanian cultural tradition there exists the abundant use of diminutives in folk songs”, [where] “diminutives aim to express the speaker’s inner state rather than a visual evaluation of an object or the emotional state with the subject being discussed” (Akelaitienė 2005: 58, translation mine). Akelaitienė‘s statement proves the fact that the diminutives used in Antanas Baranauskas’ “Anykščių Šilelis” are culture-specific references which are difficult to render into English, and whose emotional effect is very difficult to convey.

For example, Antanas Baranauskas’ diminutives such as ‘paukšteliai, paukštytės’ simply become ‘birds’ in both translations. Thus, the expressiveness of Lithuanian diminutives is lost in both English versions and the readers of target texts cannot perceive the author’s intention expressed by use of diminutives. As it has been mentioned above, Lithuanian is abundant in diminutives because it has many diminutive suffixes that enable to derive plenty of words from the stem of the word. In connection to this, it is interesting to see how translators Peter Tempest and Nadas Rastenis render these diminutives characteristic to Antanas Baranauskas’ writing style in their translations of the poem “Anykščių Šilelis”. For example, the words ‘pušelės, pušelytės’ occurring many times in the poem are translated as ‘pines’ by P. Tempest and ‘pine trees’ by N. Rastenis. The Lithuanian words ‘žvėrys, gyvuliai, žvėreliai’ appear as ‘living creatures large and small’ in P. Tempest’s translated text, and ‘beasts and animals’ in N. Rastenis version. ‘Vėjelis’ becomes a ‘gentle breeze’ in P. Tempest’s text and it is more close to Lithuanian than N. Rastenis’s choice to translate it simply as ‘breeze’. Lithuanian diminutive adjectives also disappear in the target language. As it can be seen in the following examples, P. Tempest translates ‘minkštučiukai’ as ‘soft’ while N. Rastenis translates the same word as ‘soft-sprung’. ‘Linksmutės’ becomes ‘happy’ in P. Tempest’s translation whereas N. Rastenis changes the diminutive into an adverb ‘gaily’ and adds a verb ‘congregate’ (gaily congregate).

To sum up, the examples above prove that it is very difficult and nearly impossible to convey Lithuanian diminutives in English and get the same effect of expressiveness as in the Lithuanian language because Lithuanian diminutives are simply translated as nouns or adjectives with no diminutive meaning. Thus, both translators use the strategy of omission, however, the reader can observe that in some places the strategy of transformation is used when culture-specific diminutives are translated by replacing them with descriptive expressions. For example, P. Tempest translates ‘žvėrys, gyvuliai, žvėreliai’ as ‘living creatures large and small’. Other examples, such as ‘leikelės’, ‘kūpkeliai’, ‘burbuolytė’ or ‘vėjelis’, are translated by P. Tempest as ‘funnels’, ‘goblets’, ‘young buds’ and ‘breeze’ using the strategy of localization. Nadas Rastenis translates only the word ‘kūpkeliai’ as ‘funnels’. As Dalia Vabalienė admits, diminutives, which are typical of Lithuanian folklore, are very rare in the English language, therefore they disappear in the translation (Vabalienė 1982: 179). 

4.6 Dialect as a Culture-Specific Reference

In “Translation as a(n) (Im)possible Task: Dialect in Literature”, María T. Sánchez remarks that “Amongst the great variety of texts embraced in translation, we find literary texts, which […] are always difficult to translate, and which become practically impossible […] when the literary piece contains regional or local speech” (Sánchez 1999: 304). The literary representation of any non-standard variety of language is, in most cases, not accurate, and, due to the difficulty in representing it, the author needs to decide what peculiarities of the particular variant or dialect chosen he/ she is going to represent in writing (Sánchez 1999: 305). Sánchez also remarks that “the use of dialect in a text is an important style marker. It conveys a lot of information about the character or the speaker who uses the dialect, something that cannot be easily ignored by the translator (Sánchez 1999: 305).

Translators dealing with the translation of a dialect encounter many problems. Sánchez refers to Sándor Harvey, Ian Higgins, and Louise M. Heywood who distinguish four translating problems dealing with text where dialect is used (Sánchez 1999: 305). The first problem, according to them, is “the lack of familiarity with the ST dialects and their peculiarities can lead to serious mistranslation, whether the translator has decided to render the SL dialect by a TL dialect or has decided to neutralize it in the translation” (Sánchez 1999: 305). The second problem, according to the same critics mentioned above, is that the translator has to decide “how important the dialectal features, and the information they convey, are to the overall effect to a ST” (Sánchez 1999: 305). The next problem, as Sánchez points out, is when the translator tries to reflect “the phonetic representation of the dialectal sound” by the dialect of the TL but the chosen dialect may be unfamiliar to the target readers because it is a form of a spoken language (Sánchez 1999: 308). The last difficulty, which is faced by translators rendering the dialect by the TL variant, is “a lack of natural background atmosphere” (Sánchez 1999: 308).

Dialect can be translated using different translation strategies. In “The Two Faces of Standardization: On the Translation of Regionalisms in Literary Dialogue”, Ritva Leppihalme, talking about the translation of dialect, refers to the translation theory of Gideon Toury (1995) and Lawrence Venuti (1995). Toury’s concept of standardization means that “in translation, textual relations obtaining in the original are often modified, sometimes to the point of being totally ignored, in favor of [more] habitual options offered by a target culture” (Toury cited in Leppihalme 2000: 259-260). Referring to Toury, Leppihalme points out that standardization stands for the replacement of “unusual source elements […] with more common target language elements” (Leppihalme 2000:260). She also admits that strategies of standardization may be used for “source-text metaphors, functional ambiguity, wordplay, etc., as well as dialect” (Leppihalme 2000: 260). According to Venuti, the use of this strategy involves “ethnocentric reduction of the foreign text to […] target language cultural values, [in other words, it is minimizing] the foreignness of the TT (Venuti cited in Munday 2004: 146). Using strategy of domestication, as Ritva Leppicalme maintains, a translator “can make a text devoid of individuality”, therefore the strategy of compensation is required that can compensate for the loss of originality of the ST (Leppihalme 2000: 261). According to Ritva Leppihalme, additions can work as compensation. One more strategy, used to deal with translation of dialect, is foreignization which, as Venuti explains, “is achieved by systematic direct transfer of a number of key items and by occasional use of fairy literal renderings, which can e seen as attempts to convey local colour” (Venuti cited in Leppihalme 2000: 263).

4.6.1 Problems of Rendering Dialect in Translations of “Anykščių Šilelis” 

Literary dialect has been used in literature for a long time and the aim of its usage has always been to represent the kind of speech of a particular group (Sánchez 1999: 304). According to critic Gražina Mikšytė, the lexicon of poetic language used in Antanas Baranauskas poem belongs to the authentic lexicon of spoken language of East Aukštaitija (Mikšytė 1993: 99). Describing nature, the poet uses such lexicon that is close to folk people in order to convey their inner feelings and their experiences, to make this piece of work sound authentic. The table below presents examples of dialectal nouns and their translation into English by Nadas Rastenis and Peter Tempest. The chosen examples show what translation strategies have been chosen to translate the dialectal nouns, and what problems both translators face and how they succeed to deal with them.
Table 9. Use of Dialectal Nouns
	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1981)

	1.
	Kas jūsų grožei senobinei tiki? (p.55).
	In your old beauty who now believe? (p. 11)
	Can anyone believe you once were fair? (p. 143).

	2.
	Kožnoj klaiką nekantrios žalktyčios atrandi (p.58).
	Mood of young serpents strangely display. (15).
	As did the frightened Princess of Grass Snakes. (146).

	3.
	Lyg tartum čia žalktienė patį apraudojo (p. 58).
	As if the Queen of serpents came here/ Crying […] (p.15).
	The Queen for her dead King shed many a tear (p. 146).

	4.
	Ir su vaikais iš savo motiniško sūdo/ Medžian gailysta virto – pati egle tapo (p. 60).
	[…] Then she did make/A mournful prayer: and she became/ A fir; her children then did the same (p. 15).
	And then decided that her children four/ Should trees become and she herself a fir, (p. 148).

	5.
	Nuo ligų ir padarų gydžia visą svietą. (p. 60).
	Therewith departing the sick to heal. (p. 17).
	The treatment of each illness best will suit. (p. 148).

	6.
	Ir kai pliki stabarai pavasario laukia. (p. 61).
	When the bare branches sighed for spring. (p. 17).
	And in the bare black boughs awaiting spring… (p. 149).

	7.
	Prasideda šventa dienos byla. (p. 64).
	Day‘s holy music speedily starts (p. 21).
	And day again resumes its melodies (p. 152).

	8.
	Vis kitokie balseliai, vis kitokios bylos (p. 65).
	Their breasts, dispelling the woodland‘s hush (p. 23).
	More calls and melodies from more throats gush (p. 153).

	9.
	Iš to šventos pajautos, iš to giesmės imas (p. 67).
	That is whence dreams and poems arise (p. 25).
	Our solace and our poetry arise. (p. 155).

	10.
	Nešęs velnias akmenį, didumo kaip gryčios (p. 70).
	Satan, with a rock big as a house (p. 29).
	This giant boulder once a devil bore (p. 158).

	11.
	Ronas su brazdais gydęs, vočių traukęs ugnį (p. 73).
	Healed wounds with bark and drew pain from boils (p. 29).
	Healed wounds and quenched the fire of festering sores (p. 161).


In example 1, the Lithuanian word ‘senobinė’ which is explained by Lietuvių kalbos žodynas as ‘senovinė’ (old) has been translated into English as ‘once’ and ‘old’. Peter Tempest uses the word ‘once’ which is defined in Oxford Advanced Learner's Dictionary as a “at some time in the past” or “formerly” (OALD 1996: 808). Nadas Rastenis uses the word ‘old’ which is defined as “belonging to past times” (OALD 1996: 805).
In example 2, the noun ‘klaikas’ the meaning which is explained in Lietuvių kalbos žodynas as “baimė, išgąstis” (fear; fright), is translated as ‘frightened’ by Tempest. Oxford Advanced Learner's Dictionary defines this word as “in a state of fear; afraid”. While Rastenis absolutely mistranslates the Lithuanian word “klaikas” using the word ‘mood’. His translation does not have any reference to ‘fear’ or ‘fright’.
Examples 2 and 3, i.e. Lithuanian nouns ‘žalktyčia’ and ‘žalktienė’, are problematic cases for translation. Tempest uses such words as ‘queen’ for ‘žalktienė’, ‘princess of Grass Snakes’ for ‘žalktyčia’ but these English names are not appropriate to the 19th century Lithuanian culture. The words ‘žalktienė’ and ‘žalktyčia’ are vernacular; therefore, they do not have equivalents in English. ‘Žalktienė’ means ‘the wife of a grass snake’ and ‘žalktyčia’ means ‘the daughter of a grass snake’. Nadas Rastenis translates ‘žalktienė’ as ‘the Queen of Serpent’ and does not translate ‘žalktyčia’, he mentions all children calling them ‘young serpents’. Actually, it is mistranslation because in the Lithuanian text Antanas Baranauskas speaks only about ‘žalktyčia’ (the daughter of a grass snake). Moreover, the word ‘serpent’ in the meaning of grass snake is not suitable because in Lithuanian, ‘grass snake’ and ‘serpent’ do not mean the same as ‘serpent’ has a negative meaning. In the Merriam-Webster Online Dictionary, a ‘serpent’ has two meanings: a ‘snake’ and ‘devil’. A ‘snake’ is defined as “any of numerous limbless scaled reptiles with a long tapering body and with salivary glands often modified to produce venom which is injected through grooved or tubular fangs” (MWOD). A ‘devil’ is defined as “the personal supreme spirit of evil often represented in Jewish and Christian belief as the tempter of humankind, the leader of all apostate angels, and the ruler of hell” (MWOD). In the Oxford Advanced Learner’s Dictionary ‘a grass snake’ has the definition of a small harmless type of snake (OALD 1996: 519).
In example 4, the Lithuanian word ‘gailysta’ in Lietuvių kalbos žodynas is defined as ‘gailestis’ or ‘pasigailėjimas’ (pity) but in both translations this word is not rendered (LKŽ 2005). The word ‘padarų’ in (example 5) is also omitted. The Lithuanian noun ‘padarai’, as Lietuvių kalbos žodynas explains, means ‘gyva būtybė’ (living being or living creature) (LKŽ 2005).

Exampe 6 presents the case where the Lithuanian noun ‘stabaras’ which, according to Lietuvių kalbos žodynas, is defined as ‘a dry bough without leaves’ (LKŽ 2005) is translated into English using English equivalents ‘bough’ and ‘branch’ by Rastenis and Tempest respectively. These nouns are synonyms and in the Oxford Advanced Learner’s Dictionary are defined as “a part of tree which grows out of the trunk and on which leaves grow (OALD 1996: 132).

In examples 7 and 8 a Lithuanian word ‘byla’ is used but in each example it has the different meaning. Both Tempest and Rastenis failed to retain this dialect word. In Example 7, the word ‘byla’ has the meaning of “time”, while in Example 8, the word ‘byla’ means “talking/ speaking” (LKŽ 2005). As it is seen in example 7 ‚ ‘byla’ is translated as ‘melody’ and ‘music’, in the example 8, it is rendered as ‘melody’ in Tempest’s text while Rastenis translates it as ‘hush’.

As shown in example 9, the word ‘pajauta’ denotes “jausmas” (feeling) (LKŽ 2005), it is interesting to note that both translators mistranslate it. Tempest renders it as ‘solace’ that means “comfort or relief from sorrow, anxiety” (OALD 1996). Rastenis translates it as ‘dream’, and it is obvious from the definition that both translators are incorrect. 

The last two examples are omitted by Tempest but are translated by Rastenis. The Lithuanian noun ‘gryčia’, according to Lietuvių kalbos žodynas, indicates “troba/ pirkia” (house). Rastenis translates it as a ‘house’. Example 11 is also rendered but incorrectly. In Lithuanian ‘brazdas’ is “sultinga plėvelė, skirianti medieną nuo žievės”, while in English it means “a sappy membrane that separates wood from bark” (OALD 1996). However, Rastenis translates it as ‘bark‘, which, according to the ST, is inaccurate translation.

To conclude, both translators use the strategy of standardization, that is, replace the dialect words with TL neutral words or omitted the item at all. Referring to E. E. Davies’s terms, Rastenis and Tempest use the strategy of globalization because render the Lithuanian dialect words using more general ones. Another frequent translation strategy is omission when problematic cases are simply omitted. Some places is mistranslated because it is difficult to translate dialect, especially in the cases when part of the ST translator is not familiar with the dialect of SL. Otherwise, mistranslations and the loss of meaning are unavoidable in the process of translation.
5 THEORETICAL APPROACH TO FIGURATIVE LANGUAGE AND ITS TRANSLATION

In A Glossary of Literary Terms, M. H. Abrams defines figurative language as “a departure from what users of the language apprehend as the standard meaning of words, or else the standard order of words, in order to achieve some special meaning or effect” (Abrams 1993: 66). In Understanding Figurative Language, Sam Glucksberg points out that “in figurative language, the intended meaning does not coincide with literal meanings of the words and sentences that are used. Traditionally, figurative language such as metaphors and idioms has been considered derivative and more complex than ostensibly straightforward literal language” (Gluksberg 2001: v). According to Oxford Advanced Learner’s Dictionary, the adjective ‘figurative’ has such a meaning: “used in an imaginative or metaphorical way that is different from the usual or basic meaning” (OALD 1996: 433). The word ‘figurative’ is the opposite to the word ‘literal’ which is defined as “concerned with the basic or usual meaning of a word or phrase” (OALD 1996: 687).

Different scholars discuss figurative language from different points of view. M. H. Abrams divides figurative language into two groups:

1) “Figures of thought”, or tropes, “in which words or phrases are used in a way that effects a conspicuous change in […] their standard meaning” (Abrams 1993: 66).

2) “Figures of speech”, or “rhetorical figures”, or schemes, “in which the departure of standard usage is not primarily in the meaning in the words, but in the syntactical order or pattern of the words” (Abrams 1993: 66).

As M. H. Abrams points out, the most common tropes are simile, metaphor, metonymy, synecdoche, personification, aporia, conceit, hyperbole, irony, litotes, paradox, periphrasis, pun, and understatement (Abrams 1993: 67-69). According to A. F. Scott, figurative language includes “metaphor, simile, personification, and metonymy” (Scott 1967: 108). Peter Samuel and David Frank, speaking of figurative language, suggest other classification: metaphor, simile, personification, apostrophe, metonymy, synecdoche, hyperbole, irony, idioms, and proverbs (Samuel and Frank 2000). In order to narrow down the scope of the analysis, the present thesis mainly focuses on four types of figurative language, i.e. metaphor, simile, personification and phraseology that will be discussed in detail in Section 6.

Peter Samuel and David Frank, referring to the translation of poetry and figurative language, remark that a translator should examine not only the author’s “intended meaning and the formal devices used in the source language”, but also the poetic forms as well as “figurative devices available in the receptor language” (Samuel and Frank 2000). In regard with this, they distinguish two dangers that translators can encounter with during the process of translation of figurative language. The first danger occurs, according to P. Samuel and D. Frank, when the translator does not really focus on the expressed meaning, “perhaps not even understanding it, carries across the words, idioms, metaphors, grammatical constructions, etc., from one language to the other” […] i.e. literally translating the form, […] but not the meaning” (Samuel and Frank 2000). When such a problem happens, as Samuel and Frank note, the translation does not sound naturally and “the meaning is not clear” (Samuel and Frank 2000). Another danger occurs when a translator tries to render the meaning but reduces figurative language to its literal meaning. In this case, a translator also “might, for example, seek to make all information that was implicit explicit, turn all metaphors into similes or abandon them completely, or translate poetry as normal, everyday sentences” (Samuel and Frank 2000). As the result, this translation will be “over-translation” as well as “dull and lifeless” (Samuel and Frank 2000).
5.1 The Concept of Metaphor and Translation Problems Related to it

In Introducing Metaphor, Murray Knowles and Rosamund Moon define metaphor as an “instance of non-literal language that involve[s] some kind of comparison or identification; if interpreted literally, they would be nonsensical, impossible, or untrue. The comparison in a metaphor is implicit” (Knowles and Moon 2005: 7). According to The New Princeton Handbook of Poetic Terms, a metaphor “is a trope, or figurative expression, in which a word or phrase is shifted from its normal uses to a context where it evokes new meanings” (Brogan 1994: 184). In A Textbook of Translation, Peter Newmark defines a metaphor as “any figurative expression: the transferred sense of physical word […]; the personification of an abstraction […]; the application of a word or collocation to what it does not literally denote, i.e. to describe one thing in terms of another” (Newmark 1988: 104). In M. H. Abrams’ terms, metaphor is “a word or expression which in literal usage denotes one kind of thing or action and is applied to a distinctly different kind of thing or action, without asserting a comparison” (Abrams 1993: 67). 

Scholars, classifying the types of metaphor, choose different labels as well as different explanations; for instance, Shabani refers to Peter Newmark who distinguishes six types of metaphors:
1. Dead metaphor. This type of metaphor “frequently relates to universal terms of space and time, the main part of the body, general ecological features and the main human activities” (Shabani 2008).

2. Cliché metaphor. It is “used as a substitute for clear thought, often emotively, but without corresponding to the facts of the matter” (Shabani 2008).

3. Stock or standard metaphor. It is a metaphor which is “an established metaphor, which in an informal context is an efficient and concise method of covering a physical and / or mental situation both referentially and pragmatically” (Shabani 2008).

4. Adapted metaphor. This type of metaphor is actually a stock metaphor that has been adapted into a new context by its speaker or writer (Shabani 2008).

5. Recent metaphor. This type of metaphor is produced through coining and is spread in the SL rapidly (Shabani 2008).
6. Original metaphor. It is a metaphor which is “created or quoted by the SL writer […and] contains the core of an important writer's message, his personality, his comment on life” (Shabani 2008). 
Murray Knowles and Rosamund Moon identify only two types of metaphors, which are as follows:

1. Creative metaphor (or novel metaphor) is a metaphor “which a writer / speaker constructs to express a particular idea or feeling in a particular context, and which a reader/ hearer needs to deconstruct or ‘unpack’ in order to understand what is meant” (Knowles and Moon 2005: 5). 

2. Conventional metaphor (or dead metaphor) is a “metaphorical usage which is found again and again to refer to a particular thing. […] These kinds of metaphors are institutionalized as part of language” (Knowles and Moon 2005: 6).

As Knowles and Moon note, the creative metaphor is “often associated with literature” (Knowles and Moon 2005: 5). Talking about creative metaphors in other languages, they admit that these metaphors “are individual cases which reflect cultural traditions of discourse and text, as well as metaphorical characteristics and capabilities of different languages” (Knowles and Moon 2005: 92).

Referring to the creative metaphors, it is important to mention that in translating them, it is very important to reproduce the writer’s metaphorical choices, “in order to maintain the imagery of the text, rather than substituting near-equivalent or non-metaphorical expressions” (Knowles and Moon 2005: 92).

Speaking about metaphors, Lithuanian scholar Juozas Pikčilingis classifies metaphors according to the associations between the theme and image of a metaphor (Pikčilingis 1975: 283; translation mine). The author distinguishes seven types of metaphorical resemblance, such as resemblance of appearance and form, resemblance of colours, resemblance of sounds, resemblance of location, resemblance of impression, resemblance of function, and resemblance of value (Pikčilingis 1975: 283-290; translation mine, italics mine).
In the view of this, Peter Newmark notes that metaphors “contain the core of an important writer’s message, his personality, his comment on life, and though they may have a more or a less cultural element, these have to be transferred neat” (Newmark 1988: 112). Moreover, as Peter Newmark notes, “metaphors are a source of enrichment for the target language” (Newmark 1988: 112). Murray Knowles and Rosamund Moon claim that metaphor is important because its functions are to explain, clarify, describe, express, evaluate, and entertain (Knowles and Moon 2005: 4). Thus, using metaphors, the author can convey ideas in an interesting and creative way, and engage the readers in one’s literary work.

It is important to note that metaphors are the difficult problems for translators, because the target text aims to convey meaning. Usually, a writer uses metaphors to convey his or her message and impress a reader by using figurative meaning of the word. Thus, the translator’s task is to transfer the author’s message insomuch that the translated text (for example, a poem) would have the same effect as the original one. As a poet and translator Jonas Zdanys notes, a translator can achieve such effect, “by his conviction not to make a carbon copy of the original poem but rather a readable and enjoyable English poem” (Zdanys 1988). According to Jonas Zdanys, “the translator in this process is modulator and interpreter of a text, a shaper, a sound giver [whose task is] [...] to create a text of sufficient depth and complexity to embody the thrust of the meaning of the original” (Zdanys 1982). As Knowles and Moon note, when translating metaphors translators encounter with the problems such as: 

1. The same metaphor can exist in the source language and in the target one but sometimes differences in connotation or usage affect the meaning (Knowles and Moon 2005: 90).

2. Languages sometimes have corresponding metaphors, but they differ in frequency or formality (Knowles and Moon 2005: 90).

3. Some metaphors cannot be translated exactly into other languages, although there may be very similar metaphors which exploit the same underlying concept (Knowles and Moon 2005: 90).

4. Source and target languages may both have metaphorical expressions with similar meanings, but the actual metaphors do not correspond (Knowles and Moon 2005: 90).
In addition, in The Journal of Pragmatics, Margaret H. Freeman points out that “poets [...], in their metaphor making, serve as arbiters of and commentators on the way humans understand and interpret their world (Freeman 1995). The uniqueness of the source language and its peculiarities conveyed through the figurative language might be explained by Teresa Dobrzyńska as follows: “The sets of associations fixed in the consciousness of native speakers of a given language make metaphorical communication always extremely ‘sensitive’ to the communicative context” (Dobrzyńska 1995). 

Referring to Christina Schäffner and Uwe Wieserman, the main issues, speaking about metaphor, are “the translatability of metaphors (for linguistic and /or cultural reasons), and the potential translation procedures” (Schäffner and Wieserman 2001: 43). According to Nord, metaphors can be discussed as “text-specific translation problems” (Nord cited in Schäffner and Wieserman 2001: 43). While Schäffner and Wieserman state that they are attributed to “intercultural translation problems” because “the same conceptual metaphor may exist in source and target culture with identical (or similar) metaphorical expressions, with different metaphorical expressions, or […] may be specific (or exclusive) to one culture” (Schäffner and Wieserman 2001: 43). In the view of this, Newmark proposes seven translation procedures to deal with the translation metaphors into the TL:

1) Reproducing the same image in the TL;

2) Replacing the image in the SL with a standard TL image; 

3) Translation of metaphor by simile; retaining the image;

4) Translation of metaphor (or simile) by simile plus sense;

5) Conversion of metaphor to sense; 

6) Deletion;

7) Same metaphor combined with sense (Newmark 1981: 88).

In The Journal of Pragmatics, Teresa Dobrzyńska states that “the interpretation of metaphors is strongly culturally conditioned. This is especially the case with translated metaphor. Adopting a metaphor to a new context, a translator can choose among three possibilities” (Dobrzyńska 1995):
1) To use an exact equivalent of the original metaphor (M→M procedure) (Dobrzyńska 1995).

2) To seek another metaphorical phrase which would express a similar sense (M1→M2 procedure) (Dobrzyńska 1995).

3) To replace an untranslatable metaphor of the original with its approximate literal paraphrase (the M→P procedure) (Dobrzyńska 1995).
In the present analysis, Newmark’s suggested translation procedures and Pikčilingis’ classification will be applied when disccussing metaphors and the problems of their conveyance into English in the translations of Antanas Baranauskas’ poem “Anykščių Šilelis” (sub-section 6.1).
5.2 The Concepts of Simile and Personification and Translation Problems

In Introducing Metaphor, Murray Knowles and Rosamund Moon describe similes as follows: “similes are very like metaphors, but there is one important difference: the comparison is explicit. That is, similes are introduced or signaled by words such as like, as, compare, resemble” (Knowles and Moon 2005: 8). The authors also admit that “simile is also the term for a type of fixed phrase that follows the pattern as clear as crystal, as white as a sheet” (Knowles and Moon 2005: 8). According to A. F. Scott, a simile “makes an imaginative comparison for purposes of explanation, allusion, or ornament, introduced by a word such as like, as, or such [for example, as in] ‘My heart is like a singing bird’” (Scott 1967: 268). M. H. Abrams describes simile as “a comparison between two distinctly different things [also introduced] by the word ‘like’ or ‘as’” (Abrams 1993:67). Discussing the translation problems of similes, Peter Samuel and David Frank, suggest that “[e]very simile (and metaphor) can be analyzed in terms of these three components: a topic, an image, and a point of similarity” (Samuel and Frank 2000). They also add that often these components are not explicit, sometimes one or more components can be implicit; therefore a translator should make that implicit part of simile explicit in order the target text reader to be able to understand the comparison clearly (Samuel and Frank 2000).
Another figure, according to M. H. Abrams, which is related to metaphor is personification, “or in Greek term, prosopopeia, in which either an inanimate object or an abstract concept is spoken of as though it were endowed with life or with human attributes or feelings” (Abrams 1993: 69). According to Murray Knowles and Rosamund Moon, personification is “a subtype of metaphor […], where something inanimate is treated as if it has human qualities or is capable of human actions” (Knowles and Moon 2005: 8). Similarly, A. F. Scott refers to personification as “a kind of metaphor [which] is one of the most frequent resources of poetry” (Scott 1967: 217). The author also defines it as the “representation of inanimate objects or abstract ideas as persons, or endowed with personal attributes, as in, ‘Let the floods clap their hands’” (Scott 1967: 217). The Lithuanian scholar Juozas Pikčilingis also defines personification as a type of metaphor, which is very popular in Lithuanian folklore (Pikčilingis 1967: 33; translation mine). According to him, “to personify means to find similar features between living being and inanimate nature” (Pikčilingis 1975: 290; translation mine). As it will be seen, Antanas Baranauskas’ “Anykščių Šilelis” contains a number of personifications that will be discussed and analysed in sub-section 6.2. Discussing the theme of translating personifications, Peter Samuel and David Frank note that sometimes it is possible to render personification literally, but other times when it is difficult to comprehend, “it may be necessary to make adjustments or abandon the figurative language” (Samuel and Frank 2000). 

5.3 The Concept of Phraseology and Idiomaticity

Phraseological units are among the most important means of expression that make language imaginative and expressive. According to Kazimieras Župerka, most metaphors are simply phraseological expressions (Župerka 1983: 68). In Lietuvių kalbos frazeologijos žodynas, Jonas Paulauskas states that Lithuanian phraseological units have three main features such as wholeness of the meaning, figurative meaning, and consistency (Paulauskas 2003: 3-4). In “Lingvistikos ir meno sandūroje: Šiuolaikinių lietuvių novelių vertimai į prancūzų kalbą” (“At the Juncture of Linguistics and Art: Aspects of Translating Current Lithuanian Stories to French”), Aurelija Leonavičienė defines a phraseological unit as “a fixed, invariable in meaning and figurative phrase” (Leonavičienė 2006: 163). Semantically, as she points out “the most important feature of phraseological unit is invariable meaning” which cannot be understood from the individual meaning of its constituent words (Leonavičienė 2006: 163; translatin mine). Zita Šimėnaitė states that the most difficult task for translators is to render such figurative phrases because it is necessary to find phrases that would not distort the intended meaning but would convey the same stylistic effect to the target language readers (Šimėnaitė 1980: 183). As Zita Rapšytė puts it, in order to render the same stylistic effect, a translator needs to recognize such phraseological unit and not to confuse it with collocation, then to perceive and convey its meaning and expressiveness (Rapšytė 1980: 367). Discussing the concept of phraseology, Dalibor Kesič remarks that “a frequent encountered definition of phraseologisms is that they are metaphorical linguistic constructions existing in one language and untranslatable in others” (Kesič 2004). According to various Lithuanian scholars, methods used to translate Lithuanian phraseological units are “equivalency, discovery of an analogy and notional translation” (Pikčilingis 1975: 365, Kitkauskienė 1979: 70, Šimėnaitė 1980: 184). Lithuanian linguist Juozas Pikčilingis states that “after all, the fundamental feature of phraseological unit is idiomaticity, as in its semantics and grammatical form there is something what is too peculiar and unique. As a result, phraseology mostly contains what we usually describe as ‘untranslatable’” (Pikčilingis 1975: 363). 
In “Tradicinė frazeologija ir kiti stabilūs žodžių junginiai” (“Traditional Phraseology and other Frozen Linguistic Units”), Rūta Marcikevičienė notes that frozen linguistic units in other languages are attributed to phraseology and idiomaticity
. According to her, it is worth to remark that English speaking countries prefer the term ‘idiom’ that includes not only pure idioms but also figurative idioms and similes (Marcikevičienė 2001: 85). In Webster‘s New World Dictionary an idiom is defined as “a phrase, construction or expression that is recognized as a unit in the usage of a given language and either differs from the usual syntactic patterns or has a meaning that differs from the literal meaning of its parts taken together” (Webster‘s New World Dictionary 1991: 670).

From the given definition, it can be concluded that the concept of Lithuanian phraseological unit corresponds to the English concept of an idiom; therefore two major procedures in the translation of idiomaticity suggested by Hasan Ghazala can be applied to explain translation of phraseological units. In “Idiomaticity between Evasion and Invasion in Translation: Stylistic, Aesthetic and Connotative Considerations”, Hasan Ghazala explains that evasion is “the elimination of the idiomaticity of the SL idiom when translating it into the TL with no compensation of any kind” (Ghazala 2003: 209).

Hasan Ghazala divides the strategy of evasion into two sub-procedures: dissuasion from idiomaticity and preference of insensible sense. According to Ghazala, translators choose dissuasion from idiomaticity in the following cases:

1) A translator is not competent to translate an idiom (the translator’s incompetence) (Ghazala 2003: 209-213). 

2) There is no SL idiom because there is no such a thing in the TL (zero language equivalence in TL) (Ghazala 2003: 209-213).

3) English idiom has “socially and culturally bad, obscene, anti-religious or apolitical” meaning or implication in TL (avoidance of taboo) (Ghazala 2003: 209-213). 

By the using preference of insensible sense, the translator tends to translate an idiom by simplifying it. The explanation of this choice is that the TL reader is unable “to grasp idiomaticity in such straightforward way” (Ghazala 2003: 215).

The second translation strategy of translating idiomaticity is invasion, which is more preferable among translators because “its main goal is to retain idiomaticity [and] the essence of any idiom” (Ghazala 2003: 217). This strategy is divided into three types: equivalent of idiomaticity, enforced idiomaticity, and abortive idiomaticity. The first type (equivalent of idiomaticity) of translation is chosen when the translator tries “to find idiomatic equivalence in the TL, especially if available in the TL lexicon” (Ghazala 2003: 217). The second type (enforced idiomaticity) is considered to be the most creative because it is used when there is no recognized equivalent in TL and the translator chooses TL idiom to compensate for the absence of the equivalent. Idiomaticity in such cases can be retained using different image or other well-established idiom (Ghazala 2003:220-221). The third type (abortive idiomaticity), using Ghazala’s words, it is “based on copying English idiom literally in [TL], regardless of difference of cultural connotations between [two languages]” (Ghazala 2003: 222). As the author states, this type of strategy is not advisable, as the idiomatic meaning of an idiom is lost in the TL. To conclude, the most acceptable strategy of translation when translating idiomaticity is the use of enforced idiomaticity, if the TL has no direct equivalent of the SL idiom.

6 THE CONVEYANCE OF METAPHORS, SIMILES, PERSONIFICATION, AND PHRASEOLOGICAL UNITS IN ANTANAS BARANAUSKAS’ POEM “ANYKŠČIŲ ŠILELIS” TRANSLATED BY NADAS RASTENIS AND PETER TEMPEST

A. Baranauskas’ “Anykščių Šilelis” contains a lot of metaphors, similes, and personification. The aim of this section is to show how the sense of metaphors, similes, and personification are conveyed in translations of “Anykščių Šilelis” by N. Rastenis and P. Tempest. In order to find out whether the translated texts are adequate to the ST, the two translations will be compared.

Referring to E. A. Nida, Rūta Marcinkevičienė notes that “the main requirement for the translation of fiction is that a translation has to be read as if it would be an original work written in the native language” (Nida citted in Marcinkevičienė 2006: 76; translation mine). In connection with this, the concept of equivalence should be mentioned. In order to read a translated text as an original one, equivalence between the source text and the target text should be reached. According to Dalia Masaitienė, equivalence is the central concept in the theory of translation; it is the relationship between the source text (or its element) and the target text (or its element), when the content, form, style and function of the source text are preserved (Masaitienė 2006: 79). This present analysis focuses on how metaphors are preserved and to what extent the translated text influences the content. 

Sub-section 6.3 is an attempt to analyse Lithuanian phraseology in English translations of “Anykščių Šilelis”; it also examines the significance of preservation of national culture and identity in translation. The English translations of “Anykščių šilelis” are rather different and can serve as the examples for comparative analysis. The aim of this section is to show how the phraseology of Lithuanian is conveyed in the target texts. In order to find out whether the translated texts are adequate to the ST, the theory of Hasan Ghazala will be applied.
6.1 The Conveyance of Metaphors in Translations of Antanas Baranauskas’ Poem ‘Anykščių Šilelis’

The focus of analysis is concentrated on translated metaphors; comparative analysis of two translated poems will show whether original metaphors are preserved by translators in the target texts. Eduardas Mieželaitis states, “the poet [Baranauskas] had a keen sense of the majestic power of poetry because without a metaphor, poetry cannot expect to achieve its magic effect” (Mieželaitis 1985: 46). Examples of metaphors are provided in the table below:

Table 10 Resemblance of Appearance and Form
	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Voveruškų leikelės kur nekur pro plyšį / Iš po samanų marškos sarmatlyvai kyši (p. 57).
	Funnel-like yellow chanterelles sprout, / Through wide moss carpets stick their heads out (p. 13).
	From under their blanket shyly peep / The chanterelle funnels wakening from sleep (145).

	2.
	Čia musmirės raupuotos, veršakiai gleivėti (p. 57).
	Gay fly agaric scattered in rows (p. 13).
	Here grow milk mushrooms and fly agarics (p. 145).

	3.
	Krūmai, žole barzdoti, kraštais mišką riečia (p. 58).

	Green shrubs encircle this woodland fair (p. 15).

	Green-bearded bushes mark the forest edge (p. 146).


Examples 1-3 in Table 11 present metaphors which, according to Pikčilingis, belong to the type of metaphor distinguished by resemblance of appearance and form. All metaphors created by Antanas Baranauskas and, as it can be seen from the examples (Table 10) express images from nature. Thus, referring to Newmark’s or Knowles and Moon’s classification, these metaphors are original or creative.

Example 1 shows that both translations preserve the meaning of the original metaphor. Lithuanian metaphor voveruškų leikelės is translated as funnel-like yellow chanterelles , by Rastenis, and the chanterelle funnels by Tempest. The translation strategy used by both translators is translation of metaphor by simile, which enables them to convey the same image. Lithuanian metaphor samanų marškos is translated differently, i.e Rastenis translates it by using an English metaphor moss carpets, which, using Newmark’s term, is reproducing the same image in the TL. Tempest translates using one word blanket which loses metaphorical meaning of the Lithuanian metaphor. Moreover, the English word blanket corresponds Lithuanian marškos. According to Lietuvių kalbos žodynas, marškos means ‘paklodė’ (a blanket). Tempest’s translation strategy is conversion metaphor to sense.

Example 2 shows that Lithuanian metaphor musmirės raupuotos is translated using conversion of metaphor to sense, i.e. both translators only render the word musmirės (fly agarics). According to Dvitomis anglų-lietuvių kalbų žodynas (subsequently, DALKŽ), the word ‘musmirė’ means ‘fly agaric’ in English (DALKŽ 2004: 39). Although Lithuanian metaphor disappears, Nadas Rastenis compensates it by using the strategy of E. E. Daivies, i.e. the strategy of addition. Rastenis adds scattered in rows, whereas Tempest translates only ‘musmirės’. Speaking about another metaphor in example 2, veršakiai gleivėti, Rastenis uses deletion, while Tempest again translates it by using conversion of metaphor to sence as veršakiai meaning ‘grūzdas, gleivėtas grybas’ (Brazaitis 1961) is translated as milk mushrooms.

Example 3 gives a metaphor žole barzdoti which is rendered using the strategy of conversion of metaphor to sence by Rastenis. Tempest preserves the metaphor by the strategy of reproducing the same image in the TL, as he translates using English metaphor ‘green-bearded bushes’.

The next three examples belong to the creative or original metaphors that are created by Antanas Baranauskas using the images from nature.As it is seen, metaphors belong to the type when they are distinguished by resemblance of colours:

Table 11 Resemblanse of Colours

	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Putinai krauju varva (p. 58).
	Wayfaring-tree shrubs, dripping in blood (p. 15).
	The guelder-rose bleeds (p. 146).

	2.
	Kai žiedų varške šakos obelų pražyla, (p. 61).
	When the fresh creamy blossoms came out (p. 17).
	In apple blossom gleaming white as cheese (p. 149).

	3.
	Tartum krauju Marčiupio pakalnes aptraukia / Ir kai pliki stabarai pavasario laukia. (p. 61).
	When the blood-color nature would bring, / When the bare branches sighed for the spring (p. 17)
	As if with blood the hillside covering, / And in the bare black boughs awaiting spring (p. 149).

	4.
	[Liepynas] boluodavęs pervasar gelsvu žiedų pienu (p. 73).
	[Linden trees] all summer creamy blooms dressed the trees (p. 29)
	[A linden grove] In summer creamy blossom decked the trees (p. 161)


Examples 1, 2 and 4 are the cases when SL metaphors are conveyed using TL metaphors. For example, both translators translates the metaphor krauju varva using the strategy of reproducing the same image. Rastenis chooses English metaphor dripping in blood, whereas Tempest opts the word bleeds, which also has figurative meaning if it is attributed to trees. In example 2 Lithuanian metaphor žiedų varške is translated as English metaphor the fresh creamy blossoms by N.Rastenis using the same image in the TL. P. Tempest translates this metaphor using
translation of metaphor by simile plus sense gleaming white as cheese. The next example (example 4) žiedų pienu, which also has associations with white colour, as in the example mentioned above, is translated using the same image. Moreover, Rastenis and Tempest use verbs in figurative sense, thus enforcing metaphorical image, e.g. Rastenis translates creamy blooms dressed the trees, Tempest’s translation is creamy blossom decked the trees. Example 3 shows that translators prefer to use the strategy of reproducing the same image. As metaphors the blood-color nature would, used by Rastenis, and bring with blood the hillside covering, translated by Tempest preserve the same image.
The examples discussed above show how perfectly a metaphor can be transferred into another language and sustain the message of a metaphor. These examples also point out how exact equivalences create the picturesque view similar to the original poem.

The next example belongs to the metaphor which belong to the type of metaphor distinguished by resemblance of sounds. 

Table 12 Resemblance of Sounds

	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956) 
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Girdi, kaip šakom šnibžda medžių kalba šventa (p. 63)
	The pain trees whisper, the flowers call (p. 19).
	Here tree to tree in gentle whispers call (p. 151).


Lithuanian metaphor šnibžda medžių kalba is translated by using the strategies reproducing the same image in the TL. Both translation conveys Lithuanian metaphor, nevertheless, Rastenis adds the words the flowers call which distorts the ST image.

Table 13 presents metaphors which, according Pikčilingis, means resemblance of impression (Pikčilingis 1975: 283-290). Referring to Newmark‘s term they are original metaphors (Newmark 1981: 84), while using Knowles and Moon‘s classification, these metaphors are creative (Knowles and Moon 2005: 5).
Table 13 Resemblance of Impression

	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Liemuo liemenį plaka, kaip mendrės siūruoja (p. 61).
	One strikes another, sways like a reed.
	Like reeds they grow, they close the distant view…


	2.
	Kur tik uostai, vis miela: giria nosi trina!
	All smells so sweet, and all is serene.
	With every scent the forest woos your nose

	3.
	Miškas žmonių pasgailęs, rasa apsiverkęs / Aukštas savo viršūnes debesin įmerkęs (p. 76).
	The wood took pity, dewy tears shed, / And in compassion audibly said (p. 33).
	The forest pitied them, dew tears it shed / And wet its crowns in grey clouds overhead (p. 164).


In example 1 the Lithuanian metaphor Liemuo liemenį plaka gives an impression that the forest is very dence. Nadas Rastenis translates it by conversion of metaphor to sence: One strikes another. Peter Tempest renders the Lithuanian metaphor as they close the distant view and this English expression means that something is dence. The translation procedure, used by Tempest, is also conversion metaphor to sense as well.
In example 2 Tempest’s translation the forest woos your nose preserves the Lithuanian metaphor giria nosį trina partially because in English the meaning of ‘trinti nosį’ is ‘to tickle nose’. The expression woos your nose can be understood as ‘scent affects your nose’. Nadas Rastenis translation does not convey the peculiarity of the original metaphor as “smells so sweet” is not the same as to “tickle nose”. Rastenis uses the strategy of conversion of metaphor to sense, while Tempest translates it by trying reproduce the same image. These examples indicate that N. Rastenis uses exact equivalent, while the P. Tempest uses a metaphorical phrase.

In example 3 both translators convey the Lithuanian metaphor rasa apsiverkęs using the same collocation ‘shed tears’ which means ‘to cry’. For example, Rastenis’ choice is dewy tears shed. Accordingly, Tempest translates it as dew tears it shed. The translation strategy used by both translators is called replacing the image in the SL with a standard TL image.
To sum up, the analysis shows that two translations are rather different. Two poems, translated by different translators, perfectly serve as examples for the comparative analysis. The comparison of the original poem with the translated ones reveals a discrepancy between the source text and the target texts. The comparative analysis shows that Peter Tempest’s “The Forest of Anykščiai” is more faithful to the original in respect of the meaning conveyed. Nadas Rastenis’ “The Forest of Anykščiai” is less faithful to the original because, as it was shown in the analysis, there are a lot of inaccurate translations. In some places Nadas Rastenis omits the words, in some places adds; consequently, these changes does not correspond with the original work. P. Tempest preserves the meaning of metaphors, and this helps to convey expressiveness of the Lithuanian language.
6.2 The Conveyance of Similes and Personification in Translations of Antanas Baranauskas’ Poem ‘Anykščių Šilelis’ by Nadas Rastenis and Peter Tempest

According to Regina Mikšytė, the most typical stylistic feature in Antanas Baranauskas’ “Anykščių Šilelis” is simile. R. Mikšytė notes that all similes are taken not from literature but from the language of folk people from Aukštaitija (Mikšytė 1993: 96). Examples provided below will show that similes and personification found in the source text belong to the motif of nature which is inseparable from the Lithuanian people from the ancient times. Antanas Baranauskas, as Mikšytė puts it, compares a man‘s experience together with natural phenomena. The following two tables show how two translators: Nadas Rastenis and Peter Tempest translate Lithuanian smiles and personification in Antanas Baranauskas “Anykščių Šilelis”.
Table 14 Translation of Similes

	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Uogienojai kaip rūtos kelmais želia (p.56).
	Berry stalks, rue-like, grow everywhere (p. 13).
	Fruit bushes green as rue besides the track (p. 144).

	2.
	Žali ėgliai kaip kvietkai po dirvonus keri (p. 58).
	Here dwarfish yew trees crown each hill crest (p. 15).
	Where flowerlike green junipers have sprung (p. 146).

	3.
	Čia berželiai kaip meldai Pašlavį apstoję (p. 58).
	The Vale of Pašlavys a birch-wood fills (p. 146).
	Birch trees, like rushes, hillside surround (p. 15).

	4.
	[Pušelės] Ir vasarą ir žiemą kaip rūtos žaliuoja,/ Liemuo liemenį plaka, kaip mendrės siūruoja (p. 61).
	[young pine trees] Summer and winter rue-like they heed,/ One strikes another, sways like a reed (p.17).
	[Pines] In summer and in winter green as rue, / Like reeds they grow, they close the distant view (p. 149).

	5.
	Pušys aukštos ir lygios, tartum nugenėtos (p.62)
	Old and young pine trees happily blend,/ Planted and nurtured by nature’s hand (p. 17).
	As if trimmed by some hand stands every pine (p.150).

	6.
	Tankios, aukštos, lygutės, geltonos kaip žvakės (p. 70).
	Thick, high, straight, yellow, candle-like, gay (p.27). adition
	Like yellow candles rose the tall smooth trees (p.158).

	7.
	Visos buvę viršūnės vienybėn susipynę,/ Kaip lietuvnykų širdys į vieną tėvynę (p. 74).
	The tree tops twining made one vast blend,/ As the Lithuanians one Fatherland (31).
	The trees all merging in one vista grand/ As Lithuanian hearts in one homeland (p.162).

	8.
	Tartum miškas kvėpuoja nelyginant žvėris (p. 62)
	As if the forest redolence breathes (p. 19).
	The forest like a living creature breathes (p.150).


Is is obvious from the examples listed above that both translators do not encounter with translation problems when rendering Lithuanian similes. As it has been mentioned in sub-section 5.2 by P. Samuel and D. Frank, similes can be analysed according three components, such as a topic, an image, and a point of similiarity. As it is seen from examples in Table 14, all these componentsare explicit, therefore translators do not face translation problems. For instance, examples 1, 4, 6, and 7 are translated as similes by both translators. Comparing the choices made by Nadas Rastenis and Peter Tempest, it is worth to mention that Tempest translates all Lithuanian similes using similes. Following Newmark’s terms, the strategy used by Tempest is reproducing the same image in the TL 

(Newmark1981: 88). Nadas Rastenis translates using the strategy of conversion of simile to sence, as in example 2 and example 5. In example 3, Rastenis only retains the image. Thus, most often the strategy of reproducing the same image is used translating Lithuanian similes, in other words, similes are usually translated as similes.

The next table provides the examples of Lithuanian personification. Because Lithuanian scholar Juozas Pikčilingis defines personification as a type of metaphor (Pikčilingis 1967: 33) the classification of Teresa Dobrzyńska’s translation strategies can be applied for rendering personification. According to her, there are three possibilities: to use exact equivalent, to use another phrase with similar sense, and to use literal paraphrase (Dobrzyńska 1995). 

Table 15 Translation of personification

	
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	1.
	Čia rausvos, melsvos pilkos ūmedės sutūpę,-/ Linksmutės niekas joms nerūpi (p. 57)
	Here proud russulass dressed in bright hues,/ Happy, contented, hear no sad news (p. 13)
	Brown,blue and grey ones gaily congregate/ With nothing to disturb their natural state (p. 145)

	2.
	Čia berželiai kaip meldai pašlavį apstoję, / Čia visais lapais dreba epušės nusgandę (58).
	Birch trees, like rushes, hillsides surround/ Aspens, all pallid, tremble and play (p. 15).
	The vale of Pašlavys a birch-wood fills. / With leaves all quivering the aspen quakes (p. 146).

	3.
	Ir kai pliki stabarai pavasario laukia (p. 61)
	When the bare branches sighed for the spring (p. 17).
	And in the bare black boughs awaiting spring… (p. 149).

	4.
	Paskum ilgai krūtinėj šilelis kvėpuoja (p. 67).
	Deep by the forest’s beauty impressed, / Sways, like a woodland, each sighing breast (p. 25).
	Long afterwards our lungs breathe forest air (p. 155).

	5.
	Nes miškas lietuvį, kaip tiktai galėjęs, / Taip visados raminęs, visados mylėjęs (p. 74).
	And e’en the forest did its full share: / Gave the Lithuanian its love and care (p.31).
	In turn the forest soothed and gave delight, / Loved Lithuania’s folk with all its might (p. 163).


In example1, only the second part of personification is translated as exact equivalents by both translators. Lithuanian personification ūmedės sutūpę is translated by Nadas Rastenis using different phrase, while Peter Tempest omits personification. Example 2 shows that Rastenis and Tempest choose the strategy of literal paraphrase rendering personification berželiai pašlavį apstoję. However, personification dreba epušės nusgandę is translated by using exact equivalent.Rastenis renders it as Aspens, all pallid, tremble and play, and Tempest translates as With leaves all quivering the aspen quakes. Although Rastenis’ translation looks as exact equivalent, the second part of phrase is translated wrongly, because there is no any hint about play.

Example 3 demonstrates the case of exact equivalence, as Lithuanian personification pliki stabarai pavasario laukia is translated as the bare branches sighed for the spring by Rastenis, and Tempest translates it as the bare black boughs awaiting spring. Example 4 shows hat both translators use literal paraphrase. In example 5, Lithuanian personification miškas lietuvį visados mylėjęs is translated as exact equivalent. To sum up, translation of personification does not cause many problems. The strategies of exact equivalent and literal paraphrase are used to translate Lithuanian personification.

6.3 Problems of Conveying Lithuanian Phraseology in Translations of “Anykščių Šilelis” 

Phraseology of “Anykščių Šilelis” belongs to the poetics of folklore that includes everyday spoken language sayings and similes. The examples below will show how translators succeeded in translating Lithuanian phraseology into the English language.

Table 16
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Miškan būdavo, eini – tai net akį veria (p. 56).
	Viewing this wood the eye was appalled (p. 11).
	Once walking here you found your eyes would ache (143)


The Lithuanian phraseological unit ‘net akį veria’ is defined as ‘žavėti’ (to attract) in Lietuvių kalbos žodynas (LKŽ 2005). Tempest and Rastenis mistranslate this phrase as both choose the words that refer to ‘pain’ not to ‘charm’. As indicated in the example, Tempest uses the English word ‘ache’ which denotes suffering from continuous dull pain, whereas Rastenis chooses the verb ‘appall’ that has the meaning of ‘to make somebody feel horror or disgust’ (OALD 1996: 46). According to Hasan Ghazala, both translators use the strategy of evasion where sub-procedure is called ‘the translator’s incompetence’ (Ghazala 2003: 209-213).
	Table 17
“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Vat taip linksmina dūšią, užu širdies tveria (56)
	Viewing this wood the eye was appalled (11)
	The forest would your soul so merry make, (144)


Table 17 presents an example of Lithuanian phraseological unit ‘užu širdies tveria’ which Lietuvių kalbos žodynas defines as “labai jaudinti” (to affect/ excite very much) (LKŽ 2005). The idiomaticity is not retained by Tempest neither by using exact equivalent nor literally; he renders only the first part of example, leaving the idiom untranslated. Speaking in Ghazala’s terms, Tempest applies the strategy of evasion. However, Rastenis managed to render this phraseological expression quite successfully though leaving the first part ‘linksmina dūšią’ (amuse the heart) un translated. According to Oxford Advanced Learner’s Dictionary, the verb ‘to enthrall’ means to capture the whole of somebody’s attention or to interest or entertain somebody greatly (OALD 1996: 385). Thus, it can be stated that Rastenis uses the strategy of abortive idiomaticity, as he translates the Lithuanian phraseological unit literally.
Table 18
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Kad, net širdžiai apsalus, ne kartą dūmojai: (p. 56)
	The mind, awakened, moved to surmise (p. 11)
	Your heart so glad you wondered in surprise (p. 143)


Table 18 contains an example of Lithuanian phraseological unit ‘širdžiai apsalus’. Lietuvių kalbos žodynas describes ‘širdžiai apsalus’ as “labai malonu pasidarė” (it is very pleasant). Tempest conveys the sense of an idiomatic expression by translating it literally, i.e., using the strategy of abortive idiomaticity. The Lithuanian phraseological expression is rendered as ‘your heart so glad’ where the adjective ‘glad’ means ‘pleased/ delighted’ (OALD 1996: 501). Contrary to Tempest, Rastenis mistranslates the expression, as ‘awakened’ which is not the same as ‘glad’. The procedure employed, using Hasan Ghazala’s terms, is called evasion: ‘preference of insensible sense’ when translation is awkward and insensible (Ghazala 2003: 209-213).
	Table 19
“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1981)

	Ką tik jauti, vis ramu: širdį glosto, griaudžia (56).
	In your heart feeling enchantment dear(10).
	You sense a deep calm soothing to the heart. (143).


Table 19 provides theexample of ‘širdį glosto’ which literally means ‘teikti malonumą’ (to give delight). Both translators attempt to convey the sense of the phrase but do not find exact equivalent in English. Therefore, both Tempest and Rastenis use the strategy of invasion: where Tempest uses enforced idiomaticity as he tries to compensate for the absence of an equivalent idiomatic expression by translating the sense. Tempest translates the Lithuanian phrase širdį glosto as ‘soothing to the heart’ where the verb ‘to sooth’ has the meaning ‘to calm or comfort somebody’. Although it does not mean the same as “to give delight”, the overall meaning of the ST expression is retained (OALD 1996: 1133). Rastenis chooses the noun ‘enchantment’, which refers to the person’s condition when he or she is very pleased (OALD 1996: 308). Although Rastenis’ translation seems closer to the Lithuanian text than Tempest’s, still the translation strategy is not equivalent idiomaticity. It is called abortive idiomaticity, which means literal rendering from the source language into the target one.
Table 20
	“Anykščių Šilelis” (Antanas Baranauskas)
	“The Forest of Anykščiai” (Nadas Rastenis 1956)
	“The Forest of Anykščiai” (Peter Tempest 1985)

	Ir vis dūšion įsmenga – lyg Lietuvos dainos. (66)
	Reaches the heart like the Lithuania‘s song (23)
	[...] ever reaching to/ The heart as Lithuanian folk songs do. (154)


Table 20 is an example of Lithuanian phraseological unit ‘dūšion įsmenga’ that is defined as “labai paveikti, įsiminti” (to impress, to embed). Both translators render this expression using the strategy of invasion, i.e. the strategy of enforced idiomaticity. The sense of idiomaticity is conveyed using metaphorical expression ‘to reach the heart’.

To sum up, the phraseology of the Lithuanian language causes a lot of problems for translators. It is possible to draw such conclusion because translation strategy of evasion is most often used which resulted in the loss of meaning. The analysis provided in previous section demonstrates that in most cases both translators used the same strategies when dealing with phraseology. The strategy of evasion prevails when translating Lithuanian phraseological units, although there were some cases where the strategy of invasion, was used, i.e. when idiomatic expressions were rendered literally conveying the sense of expressions. Inevitably, the cases of the loss of idiomaticity have occurred because the provided examples belong to the phraseology of everyday spoken language and are characteristic only to Lithuanian culture. Therefore, it is a difficult task to find exact equivalence among phraseological units and idiomatic expressions in the English language. 

7 CONCLUSION

The present thesis aims to provide theoretical framework for the debatable issue of culture-specific references and figurative language in poetry translation. The investigation of this paper proves the statement made by many scholars who claim that poetry is translatable, despite the differences in languages.

The present MA research is an attempt to compare English translations of Antanas Baranauskas’ poem “Anykščių Šilelis” translated by Lithuanian American poet and translator Nadas Rastenis and published in 1956, and English translator and journalist Peter Tempest, whose translation was published in 1985. The The masterpiece of Antanas Baranauskas “Anykščių Šilelis” (“The Forest of Anykščiai”) demonstrates that “a peasant language” can be highly poetic and depict the beauty of the nature. The figurative language and expressive vocabulary of folklore elements is the distinctive feature of this poem. The magnificent language of Antanas Baranauskas made his poem a topic interesting for translators and readers of foreign countries.

The present MA paper of English translations of Antanas Baranauskas’ poem “Anykščių Šilelis” showed that it is not easy to translate “Anykščių Šilelis”. The problems that have caused difficulties to the translators are connected with the culture-specific references, metaphors, dialect of the Lithuanian language, particularly East Aukštaitian dialect, and the issue of idiomaticity of Lithuanian phraseological units.

In the view of this investigation, it can be concluded that a loss of meaning in translation is unescapable because of the cultural aspects in the source text where implicit information of the source language culture will always be an obstacle to translators and cause problems and misunderstanding to the target culture readers. On the whole, the present analysis has shown that both translators tried to render Lithuanian culture-specific references and figurative language of Antanas Baranauskas’ “Anykščių Šilelis” into English. As Lithuanian and English differ in most aspects, it is obvious that the translators have used a number of strategies dealing with translation problems. In general, the tendency of omitting some untranslatable features was observed; the explanation to this might be the statement that it is impossible to find equivalents to every word in the target language. The translation of figurative language, especially the translation of metapfors is a real challenge to the translators, because not all of them can be conveyed adequately.
As the analysis has revealed, Nadas Rastenis used the strategies of globalization and omission while Peter Tempest preferred the strategies of globalization and transformation when dealing with translation of allussions. Dealing with culture-specific proper names, Nadas Rastenis most often used preservation, and Peter Tempest used the strategy of globalization. Moreover, both translators gave additional information by using translation strategy of addition. As for onomatopoeia as culture-specific reference, the above analysis showed that the prevailing strategies used by P. Tempest was omission and creation, while N. Rastenis preferred localization and creation. Talking about diminutives, the analysis revealed that it was very difficult and nearly impossible to convey Lithuanian diminutives in English and got the same effect of expressiveness as in the Lithuanian language because Lithuanian diminutives were simply translated as nouns or adjectives with no diminutive meaning. Both translators used the strategy of omission, however, the reader could observe that in some places the strategy of transformation was used when culture-specific diminutives were translated by replacing them with descriptive expressions. One more problematic area was the translation of dialect. Referring to E. E. Davies’s terms, Rastenis and Tempest used the strategy of globalization because rendered the Lithuanian dialect words using more general ones. Another frequent translation strategy was omission when problematic cases were simply omitted. Some places were mistranslated because it was difficult to translate dialect. Otherwise, mistranslations and the loss of meaning are unavoidable in the process of translation. The most frequent strategies used by translators when dealing with translation of metaphor were reproducing the same image in the TL and the conversion of metaphor to sense. Similes and personification caused least problems for the translators. The strategy of reproducing the same image was used translating Lithuanian similes. The strategies of exact equivalent and literal paraphrase were preferred in translating Lithuanian personification. Finally, the phraseology of the Lithuanian language caused a lot of problems for translators. The strategy of evasion prevailed when translating Lithuanian phraseological units, although there were some cases where the strategy of invasion, was used, i.e. when idiomatic expressions were rendered literally conveying the sense of expressions. Therefore, it was a difficult task to find exact equivalence among phraseological units and idiomatic expressions in the English language. 
Discussing Nadas Rastenis’ and Peter Tempest’s translations, it is necessary to mention that some inadequacies are common, as the translation of poetry requires not only to convey content, rhyme and poetic language of the author of a poem but also to produce a text that would function as a poem in the target language. 
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� The term ‘paratext’ is defined by Gérard Gennette. According to him, paratext = peritext + epitext, where the peritext includes elements “inside” the confines of a bound volume - everything between and on the covers, as it were. The epitext, then, denotes elements “outside” the bound volume - public or private elements such as interviews, reviews, correspondence, diaries etc. - although Genette does comment that “in principle, every context serves as a paratext”. See Chris Koenig-Woodyard (1999).





�  If you are alive,


Show yourself in milk-foam;


But if you are dead,


Then appear in blood-foam (Rastenis 1956: 37).





Foam milky-white


Means you‘re alive,


But if blood-red


It means you‘re dead (Tempest 1985: 181).


� Jogaila (in English usually written Jagellon), a Lithuanian duke,who married (about 1386) the Polish queen, Hedwig, embraced Christianity, and became the ruler of the united Lithuanian-Polish state. But later Lithuania denounced that union so unfortunate to Lithuania (Rastenis 1956: 38).





Jagiello – (Lith.) Jogaila (?1350-1434), Grand Prince of Lithuania and King of Poland, during whose reign Christianity was adopted in Lithuania (Tempest 1985: 182).


� “Idiomaticity, or native-like quality in written language, appears to be property characterized primarily by the presence of collocations and/ or sentence stems rather than by actual idioms. […] . In second language performance, idiomaticity is further characterized by the absence of errors and by the use of quantitavely appropriate amounts of certain language-specific features, such as phrasel verbs […]” (Hyltenstam and  Obler 1989: 68).
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