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SANTRAUKA
Šiame darbe nagrinėjamos slengo kalbos kaip charakterizavimo priemonės vertimo strategijos airių rašytojos Marian Keyes „chick lit“ romano „Ar ten kas nors yra?“ („Anybody Out There“, 2006 m.) lietuviškame vertime. „Ar ten kas nors yra?“ 2007 m. į lietuvių kalbą išvertė vertėja Regina Šeškuvienė. Pagrindinės romano herojės yra moterys, kurios įvairiose gyvenimo situacijose vartoja slengo žodžius ir keiksmažodžius. Šiuo aspektu jos yra nutolusios nuo tradicinių romano herojų, kurios vartojo gražią, taisyklingą kalbą. „Chick lit“ žanro moterims keiksmažodžiai yra būdas išreikšti savo požiūrį, jausmus ir emocijas. Paprasto ir specifinio slengo žodžių vartojimas joms padeda išvengti formalumo pokalbiuose, parodyti draugiškumą, familiarumą bei leidžia nevaržomai kalbėti tokiomis nepatogiomis temomis kaip seksualinė orientacija ar priklausomybė narkotikams. Slengo kalba romane „Ar ten kas nors yra?“ tampa svarbia herojų charakterizavimo priemone, todėl šio darbo tikslas – išanalizuoti, kaip romano herojų kalba atskleidžia jų charakterį originaliame tekste ir vertime. 

 Šį darbą sudaro dvi pagrindinės dalys – teorinė ir praktinė analizės. Darbo tyrimo medžiaga ir tikslas yra pristatomi įžangoje. Antrą teorinės dalies skyrių sudaro keturi poskyriai, kuriuose aptariama slengo kilmė, apibrėžimas, slengui būdingi požymiai, slengo funkcijos ir slengo kalbos klasifikacija. Šiame skyriuje taip pat yra apžvelgiamos slengo kalbos vertimo problemos ir vertimo strategijos. Trečiame skyriuje yra kalbama apie „chick lit“ žanro romanų kilmę, jiems būdingus bruožus, taip pat šių romanų ryšį su kitais literatūros žanrais bei moterų tradicinių vertybių vaizdavimą šio žanro kūriniuose. Ketvirtame skyriuje yra aptariama veikėjų vartojamos kalbos svarba jų charakterių kūrime. 
Praktinėje darbo dalyje yra pateikiama slengo kalbos kaip charakterizavimo priemonės vertimo analizė. Terminas “slengo kalba” pasirinktas kaip pagrindinis terminas analizuojant romano vertimą į lietuvių kalbą. Pirmame praktinės dalies poskyryje romanas „Ar ten kas nors yra?“ yra kontekstualizuojamas, norint atskleisti romano intertekstualius ryšius su kitais literatūros žanrais bei jame esančius „chick lit“ žanro romanams būdingus bruožus. Antrame poskyryje yra analizuojama moterų kalboje vartojamų tabu žodžių vertimas ir jų vertimo strategijos. Trečiame poskyryje pateikiama paprasto ir specifinio slengo žodžių, kuriuos vartoja romano herojės įvairiose situacijose, vertimo analizė.

Darbo pabaigoje pristatomos tyrimo išvados. Prieduose A, B, C ir D pateikiamas Marian Keyes romanų sąrašas, vertėjos Reginos Šeškuvienės verstų darbų sąrašas, romano „Ar ten kas nors yra?“ santrauka bei slengo kalbos romane vertimo pavyzdžiai. 
Summary
This thesis focuses on the way in which slanguage, treated as a way of characterization, is rendered in the Lithuanian translation of Marian Keyes’s chick lit novel Anybody Out There (2006) by Regina Šeškuvienė (2007). The main characters in the novel are women who use slang words and swear words in different situations both at work and their personal lives. In this respect, these women are different from traditional heroines of the romance who tend to use language in a traditionally feminine way, i.e. their language is polite and suited to reflect their impeccably feminine character. Swear words for heroines of chick lit serve as a means to express their oftentimes excessive and not always socially approved emotions and attitudes. The use of proper and specific slang helps them to make their conversations sound informal, to show familiarity and friendliness and to speak about uncomfortable issues such as sexual orientation or drug addiction. Slanguage becomes a significant means of characterization in Anybody Out There. Therefore, the aim of this thesis is to analyse how the use of language by female characters reveals their character in the source text and in the target text and how slanguage as a means of characterization functions in the Lithuanian translation of the novel. 
The thesis consists of two main parts, theoretical and analytical. The material and the aim of the thesis are presented in the introduction. Chapter two presents the theoretical background of the thesis. The chapter includes four subchapters which discuss the origin, definition, characteristics, functions of slang and the classification of slanguage. An overview of translation problems and strategies of slanguage is also presented in this chapter. Chapter three concentrates on the theoretical approaches to chick lit, i.e. the origin and definition of chick lit, its relation to other literary genres and traditional feminine values as revealed in chick lit. The importance of language as a character construction strategy is offered in chapter four. 
The analysis of the thesis focuses on the discussion of the role of slanguage in character construction. The term of slanguage has been chosen as the basis for the analysis. The discussion includes the analysis of translation strategies used for rendering specific categories of slang into Lithuanian. The first subchapter situates the novel in context discussing intertextual links within the novel with other literary genres and features of chick lit genre. The analysis of taboo words in translation as compared to their function in the original is presented in the second subchapter. The translation of general and specific slang is analyzed in the third subchapter. 

The conclusion summarizes the findings of the thesis. Appendices A, B, C and D includes the list of Marian Keyes’s novels, the list of the translations by Regina Šeškuvienė, the summary of the novel Anybody Out There by Marian Keyes and excerpts from the novel including slanguage. 
LIST OF ABBREVIATIONS
AHNDCL – American Heritage New Dictionary of Cultural Literacy

DCS – Dictionary of Contemporary Slang

DC – Dictionary of Slang

DLKŽ – Dabartinės lietuvių kalbos žodynas

LDCEO – Longman Dictionary of Contemporary English Online

LKŽe – Lietuvių kalbos žodynas: elektroninis variantas

LŽB – Lietuvių žargono bazė
MWDO – Merriam-Webster Dictionary Online

NPDSUE – New Partridge Dictionary of Slang and Unconventional English

ODO – Oxford Dictionary Online

OED – Oxford English Dictionary

OSD – Online Slang Dictionary

TB – Tildės biuras

WTNID – Webster’s Third New International Dictionary

1 INTRODUCTION

According to Irving L. Allen, slang is “a necessary and inevitable cultural product of a plural, complex, dynamic and highly interdependent modern society” which serves for social and linguistic purposes (Allen 1998: 265). Allen holds that dictionaries highlight at least two meanings of slang: firstly, “slang is the special, restricted speech of subgroups or subcultures in society” and, secondly, “it is a highly informal, unconventional vocabulary of more general use” (Allen 1998: 265). Elisia Mattielo states that slang may be viewed and defined from sociological, stylistic and linguistic perspectives as it will be explained later in the thesis (Mattielo 2005: 32). However, many linguists (Dumas and Lighter 1978, Andersson and Trudgill 1990, Eble 1996, Stenström 2000) argue that due to a complex nature of slang, it is very difficult to provide one adequate definition. 
Even though slang has its particular characteristics and functions in language, the classification of slang is a challenging task. The reason for this is that slang covers a great variety of various colloquial words and expressions (Stenström 2000: 10). Anna-Brita Stenström has introduced the term of “slanguage” which includes different categories of slangy language such as proper slang words, taboo words, vogue words, proxy words and pragmatic markers (Stenström 2000: 10). 
According to Allen, slanguage is “used to manage the multiple, overlapping and shifting identities of modern life” (Allen 1998: 266). At present, the largest categories of slanguage, i.e. proper slang words and taboo words, tend to be used for different social and psychological motives not only in every day spoken discourse but also in literary works (Balčiūnienė 2006: 1). The translation of a chick lit novel Anybody Out There (2006) by the Irish novelist Marian Keyes into Lithuanian by Regina Šeškuvienė presents a good case for the analysis of slanguage in a literary work in translation since taboo words and proper slang words dominate in the dialogues and monologues of characters in the source text. In the novel, slanguage serves as a significant means of characterization.
Keyes’s novel Anybody Out There is one of the series about five Walsh sisters from Ireland. As a result, this book has intertextual links with the previous Keyes’s novels Watermelon (1995), Rachel’s Holliday (1998), Sushi for Beginners (2000) (the list of Keyes’s works is presented in Appendix A of the present thesis). This novel depicts the life of the main character Anna, whose beloved husband Aidan dies in a car accident. The novel reveals not only the physical pain that Anna has to endure after the car accident but also the emotional and spiritual suffering with which she has to cope after the great loss. It is a story of a woman’s triumph over despair. The novel reflects the realities of contemporary women and focuses on issues that are dominant in chick lit. As formulated by Suzanne Ferris and Mallory Young, these issues include reconsideration of the meaning of love, identity, femininity, consumerism, self-image, relationships, and career are dominant themes in the genre (Ferris and Young 2009: 11). A more detailed plot summary of the novel is presented in Appendix C.
The world that is depicted in Anybody Out There is mainly seen through the perspective of the main character, Anna. She is the narrator who tells her life story. The novel is constructed mainly of monologues and dialogues. The register that predominates in Anybody Out There is informal. The diction of the novel includes predominantly slanguage: it abounds in swear words, insults and proper slang words which contribute to the overall tone of the novel. Characters in the novel, mainly women, use a great variety of taboo words as a way of revealing their emotions and attitudes towards other people or situations. Moreover, proper slang words are employed in women characters’ dialogues and monologues for different purposes. The use of proper slang helps them to communicate ideas in a brief and concise way, to make them sound relaxed rather than serious or tense, to create the atmosphere of friendliness or intimacy, etc. Therefore, slanguage plays a significant role in the construction and revealing of characters in the novel Anybody Out There. 
The aim of this thesis is to analyze how the translation of slanguage works in and upon characterization in the Lithuanian translation of the novel Anybody Out There. A related focus is techniques and linguistic choices employed in rendering taboo words and proper slang words in translation. 
The tasks set by the author of the thesis are as follows: defining slang and slanguage; describing functions of slang and classification of slanguage; naming the main translation problems of slanguage and describing the main translation strategies applied in the translation of slanguage; delineating the characteristics of the chick lit genre; describing the role of language in characterization and exploring the translation strategies applied in the translation of Keyes’s chick lit novel Anybody Out There and their effect on character construction. 
For the discussion of theoretical approaches to slang and slanguage, the following scientific enquires served as the basis for the present analysis: Keith Allan and Kate Burridge’s book Forbidden Words: Taboo and the Censoring of Language (2006); Jolanta Lėgaudaitė’s dissertation Teenage Slang – a Psycho-Social Phenomenon (2002) and the article Understanding Slang in Translation (2010); Elisa Mettielo’s An Introduction to English Slang: a Description of its Morphology, Semantics and Sociology (2008) and The Pervasiveness of Slang in Standard and Non-Standard English (2012); Anna-Brita Stenström’s article From Slang to Slanguage: a Description Based on Teenage Talk (2000) and others. For the analysis of theoretical approaches to chick lit the following works were used, to mention but a few: Chick Lit: the New Women’s Fiction (2006) by Suzanne Ferriss and Malory Young, Rewriting the Romance? Chick Lit after Bridget Jones (2005) by Rosalind Gill and Elena Herdieckerhoff and others. Edgar V. Roberts’ Writing about Literature (2006), Maria MacKay’s The Cambridge Introduction to Novel (2011), Monika Fludernik’s An Introduction to Narratology (2009) and Helena Carballeira’s Language and Characterization in Merce Rodoreda’s “La Placa del Diamant” (2003) were used in the discussion of the relation of language and characterization. 
The present thesis consists of six chapters and includes list of references and four appendices. The introductory part contains a brief description of slanguage and its role in the characterization in Anybody Out There as well as a short summary of the novel (a more detailed summary is presented in the Appendix C). Chapter two concentrates on theoretical approaches to issues related to slang and slanguage. This chapter is divided into four subchapters which aim to discuss the origins, definition and characteristics of slang, functions of slang, classification of slanguage and translation problems and strategies related to slanguage. Chapter three concentrates on the theoretical approaches to chick lit, i.e. the origin and definition of chick lit, its relation to other literary genres and traditional feminine values as revealed in chick lit. Theoretical issues related to language and characterization are discussed in chapter four. The analysis of slanguage as a way of characterization in the Lithuanian translation of the novel Anybody Out There is presented in chapter five. This chapter is divided into three subchapters which situate Anybody Out There in context and discuss the translation of taboo words and proper slang words. Chapter six summarizes the findings of the thesis. Appendices A, B, C and D includes the list of Keyes novels, the list of the translations by Šeškuvienė, the summary of the novel Anybody Out There and excerpts from the novel including slanguage.
2 THEORETICAL APPROACHES TO SLANG AND SLANGUAGE

This chapter aims to discuss theoretical approaches that are related to slang and slanguage, its usage and translation related problems. The chapter focuses on the definition and characteristics of slang and slanguage (subchapter 2.1), functions of slang (subchapter 2.2), classification of slanguage (subchapter 2.3) and translation problems and strategies of slanguage (subchapter 2.4).
2.1 Origins, Definitions and Characteristics of Slang

People use language every day; however, in different situations of life, they tend to switch between different levels of language, i.e. from formal to informal or vice versa (Hatim and Mason 1990: 39). Peter Fawcett holds that the use of language is determined by such factors as social class, ethnic origin, gender, age, regional origin and professional status (Fawcett 1997: 116). Slang is one of the variations of language “which can be recognized by anyone but defined by no one” (Dumas & Lighter 1978: 10). Even though for many users of language slang is associated with words and expressions which go beyond the norms of formality and which could not be described as an appropriate or good language, many linguists (e.g. Dumas and Lighter 1978, Andersson and Trudgill 1990, Eble 1996, Stenström 2000) state that it is very difficult to define slang.

According to Stenström, most linguists and lexicographers regard the origin of the word “slang” as “uncertain” or “unknown”(Stenström 2000: 2). Concerning its etymology, for the first time, the word “slang” was mentioned in the OED in 1756, where it is defined as “the special vocabulary used by any set of persons of low or disreputable character; language of a low and vulgar type” (OED 1989, VOL. X: 651). 

Today, there is no one clear, adequate and workable definition of slang which is due to the assumption that “slang is a quirk of language rather than a frequent and sometimes important component of ordinary language use” (Eble 1996: 11). What is more, slang is a time bound phenomenon. Lars Andersson and Peter Trudgill claim that slang is subject to change over time to time and from place to place; “what is slang for one person, generation or situation, may not be slang for anothers” (Andersson and Trudgill 1990: 70). Another reason for the difficulty of defining slang is the fact that the nature of slang is wide and all-encompassing (Mattielo 2005: 9). Thus the definition of slang is currently controversial. For example, WTNID defines slang as a complex phenomenon:

1. Slang is language peculiar to a particular group: as

a) argot - the special and often secret vocabulary used by a class as thieves, beggars and usually felt to be vulgar or inferior;

b) jargon which is used by or associated with a particular trade, profession, or field of activity.

2. A non-standard vocabulary composed of words and senses characterized primary by connotations of extreme informality and usually a currency not limited to a particular region and composed typically of coinages or arbitrarily changes words, clipped or shortened forms, extravagant, forced or facetious figures of speech, or verbal novelties usually experiencing quick popularity and relatively rapid decline into disuse. (Gove 1963: 967)
According to OED, slang is “very informal language that includes new and sometimes not polite words and meanings, is often used among particular groups of people and is usually not used in serious speech or writing” (OED 1989, vol. XV: 987). LDCEO (2012) offers a very similar definition to the latter one, however, stressing the offensive nature of slang: “Slang is very informal, sometimes offensive, language that is used especially by people who belong to a particular group, such as young people or criminals” (www.ldoceonline.com/dictionary/slang). 

In view of the definitions above, slang is regarded to be a special language or a special vocabulary which is restricted to certain subgroups or subcultures of people and which encompasses informal, non-standard and sometimes offensive words and expressions used in informal situations of communication. 

Mattielo states that beside lexicographic notions of slang, there are three different approaches to slang: sociological, stylistic and linguistic (Mattielo 2005: 32). Within the three approaches, slang is viewed and defined from different perspectives. For example, in the sociological approach slang is “ascribed the two opposite purposes of keeping insiders together and outsiders out” (Mattielo 2008: 32). Accordingly, slang has two conflicting tendencies: social and antisocial. Thus on the one hand, slang is “a sociocultural practice that speakers privilege for such social purposes as being on the same speech-level with one’s audience, facilitating social intercourse, and inducing friendliness or intimacy” (Mattielo 2008: 32). On the other hand, slang may serve antisocial purposes such as hiding secret information from other outsiders (Andersson & Trudgill 1990, Stenström 2002), marking social differences (Allen 2001) or opposing people in authority. 
From the stylistic point of view, slang is defined from the perspective of the levels of language and is juxtaposed to formal language. As Lėgaudaitė suggests, slang is “highly informal register of speech, which differs from standard usage and shares boundaries with other informal levels of vocabulary” (Lėgaudaitė 2002: 29). Accordingly, slang is used in spoken language rather than in the written one. Allen (2001) and Stenström (2002) also point out that slang takes its place below standard discourse and the neutral stylistic level. Finally, within the linguistic perspective, slang is regarded as “the use of ordinary words in extraordinary senses or of extraordinary words in ordinary senses” (quoted in Mattielo 2008: 33). Thus new words are constantly being created or new meanings are being attached to old words. As Karls Sorning states, slang is “a language in the making” (Sorning 1981: 20). 

Allan and Burridge’s definition of slang can be regarded as summarizing the main aspects of slang provided in the definitions above: 

Slang is language of a highly colloquial and contemporary type, considered stylistically inferior to standard formal, and even polite informal, speech. The primary motivation for slang is to operate as a device for dissimilation and even as secret sublanguage, an anti-language, with respect to anti-groups (Allan and Burridge 2006: 88)

One more controversial issue that should be considered when defining slang is whether jargon, cant (“special words used by a particular group of people, especially in order to keep things Secret” (www.ldoceonline.com/dictionary/cant_1) and swearing, i.e. other non-standard language varieties, can be considered as slang. In Webster’s definition of slang quoted above, argot and jargon are considered to be a part of slang. 
However, some theoreticians exclude cant, jargon and swearing from slang. For instance, Andersson and Trudgill exclude cant and jargon because they are specialized terms and swearing because “it is always connected with taboos of some kind” (Andersson and Trudgill 1990: 74). Mattiello notices that slang is not a jargon, i.e. a specialized vocabulary of a set of people sharing the same trade or profession, even though it may be chosen within jargon (Mattielo 2005: 12). For example, musicians may use specific slang terms to refer to music styles or doctors may employ slang words to describe the symptoms of their patients (Mattielo 2005: 12). The most significant difference between slang and jargon is the prestige and the technical nature of jargon, whereas slang words are considered to be more familiar and spontaneous (Mattielo 2005: 12). According to Allan and Burridge, the primary function of jargon is efficiency of communication, whereas slang operates as “a device for dissimilation and even as a secret sublanguage” (Allan and Burridge 2006: 88). On its turn, cant can not be considered as slang since it is the specialized and usually secret language of thieves, beggars and other groups which operate against the law. However, Mattielo states that many words considered as slang are taken from the language of underworld and are used for the purpose of secrecy (Mattielo 2005: 13). On the other hand, slang serves to many groups in society, not necessarily to those who do not obey the law, thus it can not be reduced only to the private language of the criminal world. As far as swearing is concerned, slang does not necessarily include it, but, according to Allan and Burridge, “as a matter of practice it often, and perhaps usually does” (Allan and Burridge 2006: 74). The reason for this is that both slang and swearing are highly colloquial varieties of language.

There are different opinions regarding the differentiation between pure slang and other categories of non-standard language such as previously mentioned jargon, cant and swearing. For this reason, Stenström adopts a broader term to define slangy language – “slanguage” (Stenström 2000: 9). According to her, slanguage involves more than is usually regarded as slang (Stenström 2000: 10). For example, such words as “stuff”, “thingy”, dirty words like “bitch”, “shit” or even small words like “you know”, “I mean”, “sort of” may fall under this category (Stenström 2000: 10-11). From the definitions above, slang is described as speech, whereas MWDO defines slanguage as “slangy speech or writing” (www.merriam-webster.com/dictionary/slanguage), which means that slanguage encompasses spoken and written varieties of language. The aim of this thesis is to analyze how the translation of slanguage works in and upon characterization in the Keyes’s novel Anybody Out There. For the purpose of the thesis, the term slanguage which includes proper slang words and taboo words has been chosen as a more appropriate term. The classification of slanguage is provided in the subchapter 2.3 below. 

As regards the definition of slang or slanguage in the Lithuanian language, even a greater problem arises if compared to that of finding definitions of slang in English. It is due to the fact that in the English language, to quote Irena Balčiūnienė, slang is considered to be a language phenomenon based on the same language, analyzed in many theoretical sources and collected in many slang dictionaries (Balčiūnienė 1971: 47). According to her, slang for the Lithuanian language is a very complicated issue which has not been theoretically analyzed by language specialists (Balčiūnienė 1971: 47). 
As a result, it is difficult to find one clear definition of slang in Lithuanian. Klementina Vosilytė defines slang as expressive, emotive and colourful language, though different from the standard one (1991: 24). With reference to other linguistic sources, Algimantas Urbanavičius points out that slang is often identified with jargon described as words and expressions used by particular social groups in order to make their language incomprehensible to others, to attract others’ attention, to boast, to strengthen the effect or to colour the language (Urbanavičius 2010: 1). From such a perspective, slang is viewed as a variant of spoken language. Urbanavičius observes that most of Lithuanian slang words and expressions are considered to be a negative though an unavoidable phenomenon in language (Urbanavičius 2010: 1). On the whole, he notes that there is no purely Lithuanian slang because many words and expressions are of English or Russian origin (Urbanavičius 2010: 1). Jonas Šukys states that slang is the language which includes words and expressions used by people representing different professions or social groups (Šukys 2003: 28). According to him, slang makes language more vivid and colourful and can be tolerated in informal situations (Šukys 2003: 28). Juozas Pikčlingis is interested in the characteristics of slang, peculiarities of the formation of slang words and its place in language. He distinguishes between jargon and slang (Pikčlingis 1975: 138). According to the linguist, “jargon is professional or social slang, colloquial language which is formed in a particular sphere, whereas slang includes words of slangy nature which go beyond social and professional jargon (Pikčlingis 1975: 138; translation from the Lithuanian by the author of this thesis).
Connie Eble argues that despite the difficulty of defining slang, it should not be stated that slang has no constant characteristics (Eble 1996: 12). Within reference to various sources, Elvis Saal enumerates several characteristics with the examples that are common to slang words and expressions:

· Existing standard language words are used with new meanings, e.g. “dog” (“ugly girl”). Matiello calls this characteristic as innovation of slang (Mattielo 2005: 18).

· The creation or coining of new words (neologisms) that have not been received into the standard language, e.g. “bowgaydgous” (“nice”). This corresponds to Mattielo’s notion of the freshness and creativeness of slanguage (Mattielo 2005: 18)

· The use of figurative language, such as metaphors and metonyms, e.g. “cancer stick” (“cigarettes”). 
· The use of abbreviations and acronyms (not recognized in standard dictionaries), e.g. the big “A”, referring to “AIDS”. 

· The shortening of standard words, referred to as clipping, e.g. “agro” (“aggressive”). 

· The blending of two words, e.g. “sloozy” (from “slut” and “floozy”). 

· The ironic use of a word to indicate the opposite meaning, e.g. “yeah right” meaning “I don’t believe you”. 
· Borrowings from foreign languages, e.g. “mampara” (“a fool”).

· The use and creation of new intensifiers and the overuse of these intensifiers, e.g. “fantabulous”, “splendibulous”. 

· Manipulations of the phonemic structure of the word to make it look different (e.g. “gal” for “girl”) or to produce a rhyming effect. 

· The use of onomatopoeia (to simulate the sound in reality by articulatory realisations), e.g. “queef” (“a sound during sexual intercourse”). 

· Taboo words, e.g. “fuck-up”. 

· Use of tags, e.g. “(you know him), right?” (Saal 2009: 29-30)
The provided characteristics of slang indicate that slang is a vocabulary construct operating mainly on the lexical level or, as Saal has it, “specifically on the level of lexical morphology and lexical semantics” (Saal 2009: 29). Morphology encompasses word building processes in slanguage, which, according to Mattielo, include suffixation, prefixation, compounding, conversion, clipping, blending, acronyming (Mattielo 2005: 21-22). From the semantic point of view, slang words and expressions change or extend their meanings or, to use the terms of Mattielo, “go through the processes of semantic change and enrichment” (Mattielo 2005: 24-25). 

The above characteristics may be described as general ones, whereas Bethany Dumas and Jonathan Lighter state that true slang needs to have at least two of the following four specific characteristics:
1. Its presence will markedly lower, at least for the moment, the dignity of formal or serious speech or writing.

2. Its use implies the user’s special familiarity either with the referent or with that less statusful or less responsible class of people who have such special familiarity and use the term.

3. It is a taboo term in ordinary discourse with persons of higher status or greater responsibility.

4. It is used in place of a well-known conventional synonym, especially in order (i) to protect the user from the discomfort caused by the conventional item or (ii) to protect the user from the discomfort or annoyance of further elaboration (Dumas and Lighter 1978: 14). 

The first characteristic highlights the informal nature of slang. Other three features reveal, according to Lėgaudaitė, “the social relationship of the participants, which is based on shared knowledge among the speakers” (Lėgaudaitė 2002: 27). In other words, slang words or expressions have to have an effect on the union between the speaker and the listener. In the analytical part of this thesis, words or expressions have been identified as belonging to slanguage if they meet any two of the Dumas & Lighter’s slang characteristics and if they are identified as slang words or expressions in DCS (2007) by Tony Thorne. 

In conclusion, slang is a non-standard, informal variety of language typical of spoken discourse and found in different areas of lexicon. Even though there is no one adequate definition of slang and slanguage in English as well as in Lithuanian, slang has distinctive characteristics and functions which will be discussed in detail in the following subchapter. 

2.2 Functions of Slang 

Slang as a form of informal language is used by different people in different spheres of life. Stenström states that slang is often used on purpose (Stenström 2000: 4). This means that whenever speakers use slangy words or expressions, they have certain reasons for that. These reasons correspond to functions of slang. David Crystal (1995) believes that the complexity of slang is obvious when the variety of its functions is examined. For the purposes of this thesis, fifteen functions of slang defined by Eric Partridge (1971: 6) have been chosen. Partridge asserts that slang may be used:

1) just for the fun of the thing; in playfulness and waggishness;

2) as an exercise either in wit or/and ingenuity or in humour;

3) to be different, to be novel;

4) to be picturesque;

5) to be mistakably arresting, even startling;

6) to escape from cliché or to be brief and concise;

7) to enrich the language (it is literary rather than spontaneous);

8) to lend the air of solidity, concreteness to the abstract; of earthiness to the idealistic; of immediacy and oppositeness to the remote;

9a) to lessen the sting of, or, on the other hand, to give additional point to a refusal, a rejection, a recantation;

9b) to reduce, perhaps also to disperse the solemnity, the pomposity, the excessive seriousness of a conversation;

9c) to soften the tragedy, to lighten or to ‘prettify’ the inevitability of death or madness, or to mask the ugliness or the pity of profound turpitude; and/or thus to enable the speaker or his auditor or both to endure, to carry on.

10) to speak or write down to an inferior, or to amuse a superior public; or merely to be on a colloquial level with either one’s audience or one’s subject matter;

11) for ease of social intercourse;

12) to induce either friendliness or intimacy of a deep or durable kind;

13) to show that one belongs to a certain school, trade or profession, artistic or intellectual set or social class; in brief, to be ‘in the swim’ or to establish contact;

14) to show or prove that someone in not ‘in the swim’;

15) to be secret – not understood by those around one (Partridge 1971:6).

A long list of the functions of slang presented above suggests that slang is a useful category since it may be used in so many different situations in life for psychological or social motives. Even though sometimes described as impolite, offensive language, slanguage can function for positive purposes such as helping to escape from clichés, enriching the language by making it more picturesque, playful, humoristic, or easing social intercourse by showing friendliness and intimacy. On the one hand, slang may be used to express one’s in-group identity, on the other hand, it may serve as a means of demonstrating one’s opposition to out-group members or authority (Lėgaudaitė 2002: 29). Accordingly, the use of slanguage may unite people or disconnect them.

Despite some negative aspects of the usage of slang, it is an inevitable feature of discourse and remains irreplaceable (Partridge 1971: 6). This is due to the fact that slang may offer more possibilities for speaking about certain realities in life which are considered as taboo in the standard language, for example, speaking about such areas as sexuality, violence, crime, alcohol or drugs. On the whole, slanguage may be viewed as the most vital aspect of language, “the only speech in which linguistic process can be observed in unrestricted activity” (Partridge 1971: 7). What is more, slang often fills a gap in the language that is standard and accepted. 

2.3 Classification of Slanguage

Slang covers a wide spectrum of various colloquial words and expressions; however, it is quite difficult to decide what should be included into that spectrum and what should not. Mattielo notes that the classification of slang is a challenging task (Mattielo 2008: 35). She claims that slang may be classified as a social variety characterizing a group (e.g. music slang, military slang) and as a regional variety distinguishing an area (e.g. British slang, American slang) (Mattielo 2005: 15). Stenström offers the term “slanguage” which includes different categories of slangy language. What is more, Stenström presents an elaborate model of slanguage which is based on her observations:
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 Figure 1. A model of slanguage (Stenström 2000: 10)
The model presented in Figure 1 above includes proper slang words at one end and small words at the other. Moreover, it presents such linguistic categories as taboo words, vogue words, vague words and proxy words. According to Stenström, the categories of proper slang and taboo words are the largest ones (Stenström 2000: 10). Analysis of techniques and linguistic choices employed in rendering proper slang words and taboo words in translation will be central in the present thesis.
2.3.1 Proper Slang

Stenström points out that proper slang constitutes the greatest part of slanguage (Stenström 2000: 10). It is divided into general slang and specific slang. 

General slang is not related to a particular group or trend and is deliberately employed by speakers in order “to break with the standard language and to change the level of discourse in the direction of informality” (Mattielo 2008: 16). Whenever speakers use general slang words, they break certain conventions. General slang adds easiness and freshness to social exchange, helps to show friendliness and escape seriousness (Mattielo 2008: 16). General slang words are very popular and, according to Mattielo, “they have a wider circulation” (Mattielo 2008: 16) because they are not restricted by any group or subject. The examples of general slang include such words as “booze” (“drink”), “caff” (“caffe”), “dude” (“fellow”), “telly” (“television”) in English and “telikas” (“televizorius”), “bičas” (“vaikinas”), “drinkas” (“gėrimas”), “kafkė” (“kava”) in Lithuanian.

Specific slang, on the other hand, is related to a particular group or trend. By using specific slang words, speakers show that they belong to a particular group and express their solidarity with other members in the group. Mattielo suggests that the use of specific slang helps to create self identity, to strengthen the bonds within the group and reinforce group cohesiveness, keep others at a distance (for example, teenagers may use specific slang words to keep the older generation at a distance), increase efficiency in communication, hide secret information and keep insiders together and outsiders out (Mattielo 2008: 16). For example, drug addicts, alcoholics, criminals, prisoners as well as military men or computer users have their own specific slang words. Such words are used when communicating with group members of their group for purposes listed above. What is more, such slang may be age-specific or gender-specific (Lėgaudaitė 2002: 62). Specific slang helps to encode the language. Such words as “rock” (“cocaine”), “junkie” (“drug addict”), “speed” (“drug”), “koksas” (“kokainas”), “kaliošnikas” (“narkomanas”),  belong to drug addict’s slang; “ace” (“excellent”), “chick” (“a girl”), “cool” (“great”), “afigėnas” (“puikus”), “gaga” (“labai aukšta mergina”), “čiotkas” (“nuostabus”) fall under the category of teenage slang. Thus all of them illustrate the use of specific slang.

2.3.2 Taboo Words

Taboo words, another large category of slanguage, have been used since ancient times till these days (Apte 1998: 284). In every culture, there are domains of thought that are considered to be taboo. For example, there are topics such as death, sex, disease, menstruation, religion that are considered to be taboo in communication (Allen and Burridge 2006: 1). In language, there are many words that are not supposed to be used in spoken or written discourse since they may be impolite, offensive and shocking to others. Taboos, to quote Allan and Burridge, “arise out of social constrains on the individual’s behaviour where it can cause discomfort, harm or injury” (Allan and Burridge 2006: 1). Timothy Jay states that “taboos are sanctions on thoughts and behaviours that a society finds too powerful, dangerous or mysterious to consider openly” (Jay 2000: 193). Thus taboos are closely related to society, individuals and their thoughts or behaviours as well as culture. As a result, “nothing is taboo for all people, under all circumstances, for all times” (Allen and Burridge 2006: 9). According to Allen and Burridge, taboos include:

· Bodies and their effluvia (sweat, snot, faeces, menstrual fluid, etc.)

· The organs and acts of sex, micturition and defecation.

· Diseases, death and killing

· Naming, addressing, touching and viewing persons and sacred beings, objects and places

· Food gathering, preparation and consumption (Allen and Burridge 2006: 1).

AHNDCL describes a taboo word as “a descriptive term for words, objects, actions, or people that are forbidden by the group or the culture” (AHNDCL 2005: 3). Taboo words are otherwise called forbidden words, dirty words or strong language (Allen and Burridge 2006: 2). Taboo words are considered to be dysphemisms – words or phrases “with connotations that are offensive either about denotatum and/or to people addressed” (Allen and Burridge 2006: 31). According to Allan and Burridge, denotation is “the relation between language expressions and things or events in worlds – not just the worlds we live in, but any world and time that may be spoken of” (Allen and Burridge 2006: 31). Chandler defines denotative meaning as “the definitional, literal, obvious or commonsense meaning of a word” (Chandler 2008: 1). However, connotative meaning of a word or connotations of a word are “semantic effects (nuances of meaning) that arise from encyclopaedic knowledge about the word’s denotation and also experience, beliefs and prejudices about contexts in which the word is typically used (Allan and Burridge 2006: 31). Thus connotations of a word are associations which arise in the mind of the speaker when s/he comes across a word. As a result, different sets of words may have the same denotative meaning but differ considerably in connotations. 

Allen and Burridge observe that people use taboo words to talk about people and things that frustrate and annoy them, that they disapprove of and wish to disparage, humiliate, degrade, insult and hurt (Allan and Burridge 2006: 31). On the whole, taboo words are regarded as dispreferred language, therefore, instead of different taboo words, euphemisms – words or phrases used as alternative to dispreferred expressions – may be employed. However, taboo words are “the most emotionally evocative of all language expressions” (Allan and Burridge 2006: 42). 

Stenström divides taboo words into slang words and swear words. She maintains that some taboo words are regular slang words and are substitutes for accepted synonyms (e.g. “to piss somebody off”– “to irritate”; “eik šikt” – “palik mane ramybėje”). They may be used as abusives (e.g. “dickhead”, “bastard”, “šūdausis”, “abelis”), as intensifiers (e.g. “fucking crap”, “prakeiktas”) or as reflectors (e.g. “fucked-off”, “depresyvnas”, “susišikęs”) (Stenström 2000:10). Another group, swear words, include words which are used just for swearing as expletives (e.g. “bollocks”, “shit”, “velnias”, “šūdas”) (Stenström 2000:10). 

According to Allan and Burridge, taboo words or dysphemistic expressions include:

· Swear words/Curse words.

· Insults (Allan and Burridge 2006: 31).
Swear words or curse words, as Mahadeo L. Apte states, are words which invoke damnation, misfortune or the degradation of the targeted person or object (Apte 1998: 284). Swearing or cursing may reflect the speaker’s frustration, pain or anger. Thus swearing is like an act designed for emotional expression and for conveying the speaker’s attitude. According to Allan and Burridge, swear words may be of blasphemous, i.e. religious, (e.g. “Jesus Christ”, “God damn it”, “Dieve mano”, “Jėzau brangus”) or scatological, i.e. dealing with excrement and excretory functions, (e.g. “shit”, “fuck”, “šūdas”, “mėšlas”) nature (Allan and Burridge 2006: 88). Swear words may include obscene words that refer to sexual organs and acts and, i.e. sexual swearing (e.g. “asshole”, “dickhead”, “subinlaižys”, “palaidapimpis”) (Apte 1998: 285). Some swear words are more obscene than others. Platt claims that every swear word in English has its degree of obscenity (Platt 2000: 1). Such swear words as “damn”, “hell”, “God”, “sod”, according to him, may be regarded as very mild; “bloody”, “shit”, “bollocks”, “arse”, “Jesus Christ” as mild swear words; “fuck” as a strong swear word (Platt 2000: 1). 

Insults (or abusives, to use Stenström’s term) are another group of words and expressions that are considered as taboo because they are insulting other people’s dignity and feelings (Allan and Burridge 2006: 79). Insults are usually intended “to wound the addressee or to bring a third party into disrepute” (Allan and Burridge 2006: 79). Insults “typically pick on and debase a person’s physical appearance, mental ability, character, behaviour, beliefs, and/or familial and social relations” (Allan and Burridge 2006: 79). Dysphemistic words and expressions constitute the majority of various insults. The following are some examples of dysphemistic terms of insult provided by Allan and Burridge:
· Comparisons of people with animals that are conventionally ascribed certain behaviours (e.g. “a bitch” is “a woman held in contempt”, “a cat” is a “vicious and/or scratchy woman”, “a swine” is a “vicious, nasty fellow held in contempt”, “višta” (“a hen” ) is “a stupid woman”, “gaidys” (“a cock”) is “dandy”, etc.).

· Epithets derived from tabooed bodily language (e.g. “asshole”, “prick”, “šikna”), bodily effluvia (e.g. “shit”, “šūdas”) and sexual behaviours (e.g. “fucker”, “arse-licker”, “subinlaižys”).

· Imprecations and epithets invoking mental subnormality or derangement (e.g. “itiot!”, “shithead!”, “kook!”, “abelis”, “asilo maišas”). (Allan and Burridge 2006: 79-83; Lithuanian slang examples are provided by the author of this thesis).
To sum up, taboo words are marked by emotionality, vulgarity and offensiveness. By using taboo words, speakers express their strong emotions such as frustration, anger, annoyance and display negative attitudes towards a particular person or situation. Apte states that even though there are degrees of tabooness and some words are much strongly tabooed than others, taboo words, on the whole, should be avoided because they are considered as unfit for normal linguistic usage. What is more, such words “by community consensus are banned in everyday language in the public domain” (Apte 1998: 284). However, attitudes and belief systems differ cross-culturally, therefore, in different cultures, the semantic range and topical nature of taboo words vary. As Allan and Burridge conclude, “one person’s euphemism is another’s dysphemism” (Allan and Burridge 2006: 54). 

2.4 Translation Problems and Strategies of Slanguage 

As mentioned before, slanguage poses problems to many linguists who are constantly trying to find an adequate definition of slang, to reveal its characteristics and functions as well as to classify it. However, the translation of slanguage from the source language into the target language (hereafter referred to as SL and TL) is a also a challenging task for translators whose task is not only to translate separate words, phrases, clauses or content of the text but “the register or tone qualities of the original into the nearest approximation to the same register or tone qualities in the TL” (Butler 1999: 134). As it was stated before, slang is highly colloquial language which constitutes a great part of informal register. Slanguage is used not only in everyday language but also in literary texts. When dealing with literary texts replete with slang, translators need to be very sensitive and retain the same register level of language. Otherwise, insensitivity to register implications in a literary text may lead to the creation of a different fictive universe and different characters (Butler 1999: 134). Lėgaudaitė asserts that the translation of slang causes problems for the translator because “this phenomenon can not be translated word for word, but the equivalent in meaning should be provided in the TL” (Lėgaudaitė 2010: 91).

Languages and cultures differ (Nida 2001: 130). As a result, there may be different understandings of slanguage, for example, in English and Lithuanian. Slang can acquire different meaning in the target culture (hereafter referred to as TC). The main problems of the translation of slanguage arise because of the differences in language systems and cultures (Lėgaudaitė 2010: 92). In light of the above, there have been many attempts to define, characterize and classify slanguage in the English language. However, Egidijus Zaikauskas states that slang has received little scholarly attention in the Lithuanian language so far (Zaikauskas 2007: 1). For example, there are many theoretical material on slang in English including different linguistic articles, books and dictionaries. However, only general definitions of slang are offered in Lithuanian books on stylistics and pragmatics and so far there has been only one small dictionary of slangy language by Egidijus Zaikauskas Lietuvių kalbos žargono žodynėlis. Kalbos paribiai ir užribiai (2007) which includes general and specific slang used by Lithuanians but excludes such taboo language as swear words. One more source of the Lithuanian slang is Lietuvių žargono bazė (2010). Only recently (in April 2012) a new large (692 pages) Lithuanian slang dictionary Lietuvių kalbos žargono ir nenorminės kalbos žodynas by Robertas Kudirka has been published which includes different categories of the Lithuanian slanguage. In Balčiūnienė’s opinion, such situation may be explained by the fact that slang is the language that is not common to Lithuanian (Balčiūnienė 1971: 47). As a result, the lack of theoretical material on slanguage may cause problems to translators. 

Translating a text where slanguage predominates, translators should have certain competences. According to Christina Schäffner and Beverly Adab in order to produce the target text (hereafter referred to as TT) so that it would fulfil its specified function for its target readers, the translator should have the following competences:

· Linguistic competence: proficiency in languages s/he is translating between.

· Cultural competence: the historical, political, economic and other relevant background of SC and TC.

· Textual competence: genre and register conventions and other textual regularities.

· Subject-specific competence: relevant background knowledge about topic or theme in question.

· Research competence: search for and relevant knowledge about the topic or theme in question.

· Transfer competence: skills in using a source text (hereafter referred to as ST) appropriately and in producing a TT in a satisfactory way (Schäffner and Adab 2000: 146). 
All in all, when dealing with the translation of slanguage, the translator should consider a variety of factors which could help him/her to produce the TT in the most effective way and to achieve the intended effect on the TL reader. Consequently, the translator should take into consideration the context of culture, the writing traditions as well as the TL readers (Hatim and Munday 2008: 76). 

Another problem that may be faced in the process of the translation of slanguage is the absence of slang or taboo word equivalent in the TL. It is impossible to find exact equivalents to many slangy words and expressions as some of them may simply not exist in the TL. Even though, if the translator succeeds in finding an equivalent of slang word or expression in the TL, it can be of different intensity or degree of obscenity and can evoke different connotations for the target readers and serve different purposes (Fawcett 1997: 119). As Fawcett notes, “in addition to types of slang being unavailable, or used to different extents, the actual purpose or the effect of slang can be different between languages” (Fawcett 1997: 119). 

The usage of slanguage is a sensitive issue, and there are contradictory opinions whether slangy language should be used in a literary text or not, whether it should be translated or not. According to Lėgaudaitė, “some linguists view slang as an inappropriate kind of language that should be avoided because of its negative effect, others describe slang words as a stylistic device which helps to create the atmosphere of the text making the tone of the text more speciﬁc, expressive and even lively” (Lėgaudaitė 2010: 93). Actually, the main problem underlying such considerations is the correctness of the language usage which is strictly controlled by censorship. Allan and Burridge view the language censoring as a way of protecting the reader from the moral harm and preserving the purity of language (Allan and Burridge 2006: 13). Consequently, language is constantly subject to censoring which has a great influence on the translator and the process of translation, too. 

Even though the translation of slanguage is a challenging task, there are certain translation strategies or methods that are employed in the translation of the language abundant in slangy words and expressions. Referring to other sources, Lėgaudaitė maintains that there are three main translation methods that could be applied in order to solve problems related to the translation of slang: direct transfers, softening and stylistic compensation (Lėgaudaitė 2010: 93). Sometimes translators may choose omission or synonyms as a solution to the problematic cases in the process of translation. 

Direct transfer or literal translation refers to the translation method when words of the ST are translated directly in the TT. According to Jean-Paul Vinay and Jean Darbelnet, literal translation is the transposition of the SL message element by element into the TL (Vinay and Darbelnet 2004: 127). It is achievable only if there is structural parallelism (i.e. parallel categories) or metalinguistic parallelism (i.e. linguistic concepts) between languages (Vinay and Darbelnet 2004: 127). In their opinion, such translation strategy allows to create the same overall impression for the two messages. Whenever it is possible to find equivalents in the TL, the translator can translate slangy words and expressions literary. However, Bronislaw Malinowski points out that literal translation preserves the original but sometimes it may be unintelligible to the target readers (quoted in Hatim and Mason 1990: 37). What is more, Eugene Nida points out that making a relatively straightforward message in the SL may result in a complicated text in the TL (Nida 2000: 138). 

Softening is one more translation strategy that is used when dealing with slanguage. According to Lėgaudaitė, this strategy is “focused on the perception of the TL reader, how s/he would understand the transferred message” (Lėgaudaitė 2010: 94). Some slangy words, if translated directly, may sound too rude or unnatural to the target reader. Thus the translator may choose to soften the effect of the ST by choosing the other word with the proper meaning and by this softening the rudeness and vulgarity of slangy words or expressions. Ieva Zauberga notes that “translators often use softening strategy to cope with strong language in the SL; sometimes fewer words are needed to achieve the same effect” (Zauberga 1999: 141). In this case, translators may use slang words or expressions of native origin in order to fulfil expectations of the TL reader. According to Lėgaudaitė, this translation strategy is very useful in the translation of taboo words denoting sex or swearing since they go through a strict censorship in the Lithuanian language (Lėgaudaitė 2010: 95). In her opinion, many linguists in Lithuania regard slanguage as a negative phenomenon which should be avoided in literary texts and only used in very few cases as stylistic device, which has a great influence on the translation of slangy language (Lėgaudaitė 2010: 95). Thus softening is one of the main strategies used by the Lithuanian translators to avoid negative connotations of slang words and rudeness, vulgarity and offensiveness of taboo language. This may be done by choosing words which are less obscene or using neutral or appropriate standard words. 

Sometimes translators use the strategy of omission, i.e. they simply choose to omit a slangy or a taboo word (Lėgaudaitė 2000: 94). This may result in the loss of the meaning and the effect of the message of the ST. Nevertheless, there may be certain reasons for the translator to omit slang words or expressions. Wanlong Gao asserts that the main reasons for choosing this strategy are as follows: “the needs of the TC, the acceptance of readers, current social, political or historical conditions, or the verbosity and untranslatability of the original text” (Gao 2003: 232). On the one hand, omission may be justifiable, but, on the other hand, Mark Davies claims that it is not always the best choice to omit slang or taboo words, therefore the translator should also consider other translation strategies (Davies 2003: 80). 

Stylistic compensation is “a technique which involves making up for the loss of the ST effect by recreating a similar effect in the TT through the means that are speciﬁc to the TL and/or text” (Harvey 2001: 37). Using this strategy, the translator may omit a slang word or a taboo word in one place of a sentence but compensate this loss of meaning or effect in another part or in the following sentence (Lėgaudaitė 2000: 95). As a result, this helps to solve the problem of the translation loss and to create the effect of the TT that is similar to the one of the ST. However, this strategy demands the translator’s creativity and, as Keith Harvey maintains, “authorizes him/her to develop its own economy of meanings and effects” (Harvey 2001: 40). Even though this strategy is useful when solving translation problems that arise due to certain linguistic differences between the SL and the TL, translators should be careful with applying it since this may result in the change of the meaning and effect of the ST. 

Besides the above mentioned translation strategies that are often used in the translation of slanguage, Eglė Mikučionienė observes that Lithuanian translators tend to use synonymy as a translation strategy for slangy words and expressions, i.e. for one word or phrase that is repeated several times in the ST, the translator chooses different synonyms that are established and acceptable with regard to Lithuanian literary norms (Mikučionienė 2007: 13). The usage of synonyms helps to avoid repetitiveness which is not a valuable feature in the Lithuanian language (Balčiūnienė 1971: 52). 

 In conclusion, even though, the translation of slanguage is a difficult task for the translator, there are certain strategies such as literal translation, softening, stylistic compensation or synonymy that can be applied in translation to find the best equivalent in the TL for a necessary linguistic item. Nevertheless, when translating, the translator should respect the target audience, the purpose of the translation, the type of text as well as the ideology of the TC and try to achieve the best possible effect of the TT on the target reader.

3 THEORETICAL APPROACHES TO CHICK LIT

This chapter discusses the origins and the definition of chick lit and the treatment of traditional gender roles and values in chick lit.

Chick lit is being referred to as post-feminist fiction or as a new woman’s fiction which offers for its readers the image of a new woman that releases different types of femininity (Ferris and Young 2006: 5). Pamela Caughie states that new women are “confident, independent, even courageous women taking responsibility for who they are” (quoted in Mazza 2006: 21). 
The phenomenon of chick lit, according to Suzanne Ferris and Mallory Young, can be traced back to the novel Bridget Jone’s Diary by Helen Fieldings, which was published in 1996 (Ferris and Young 2006: 5). Bridget Jones has become an icon, an emblem which may be associated with a particular kind of femininity and, to use Rosalind Gill and Elena Herdieckerhoff’s expression, “a constructed point of identification for women” (Gill and Herdieckerhoff 2005: 2). Cecilia Konchar Farr notes that:

Being a compelling character, Bridget Jones allowed critics of chick lit to define the genre after her and characterise it by its Bridget-like main characters – white, middle-class twenty or thirty – something professional women who tend to be single, heterosexual, and absorbed with finding a man, losing weight, and shopping. (Farr 2009: 202)
Suzanne Ferris and Mallory Young believe that from the original source of Bridget Jones Diary “chick lit clearly does flow – albeit in numerous directions” and is “simultaneously fiction about and for the ‘new woman,’ the contemporary reader of our post-feminist culture, and a new ‘woman’s fiction,’ a form of popular literature written by women for a female audience” (Ferris and Young 2006: 5, 12).

Taking into consideration its subject matter, character, audience, and narrative style, chick lit can be defined as a form of women’s fiction, which “features single women in their twenties and thirties navigating their generation’s challenges of balancing demanding careers with personal relationships (Gill and Herdieckerhoff 2005: 3). For example, the British website of the chick lit fans provides such a definition of chick lit:

Chick lit is a term used to denote genre fiction written for and marketed to young women, especially single, working women, in their twenties and thirties. Chick lit features hip, stylish female protagonists, usually in their twenties and thirties, in urban settings, and follows their love lives and struggle in business (often in the publishing, advertising, public relations or fashion industry). The books usually feature an airy, irreverent tone and frank sexual themes (Memmott, www.chicklitchicks.com).

Whereas a chick lit website in the United States defines chick lit as follows:

Chick lit is a genre comprised of books that are mainly written by women for women. The books range from having main characters in their early 20’s to their late 60’s. There is usually a personal, light, and humorous tone to the books. […] The plots usually consist of women experiencing usual life issues, such as love, marriage, dating, relationships, friendships, roommates, corporate environments, weight issues, addiction, and much more. (Montgomery, chicklitbooks.com)

The above definitions of chick lit suggest that chick lit books are intended for the audience of women, as they introduce young, stylish female protagonists living in a big city and facing difficulties in their personal lives as well as in their careers. What is more, these books are marked by a light-hearted and humorous tone which differentiates them from other subgenres of women’s fiction (Anderson 2006: 7). Emma Anderson holds: “it is the use of humour that lifts chick lit out of the domain of melodrama and has even led chick lit to be coined as romantic satire” (Anderson 2006: 8).

Chick lit novels can be considered as a descendent of popular romances (Ferris and Young 2006: 5). Gill and Herdiecheroff state that chick lit is “a new genre that has claimed to rewrite contemporary romances” (Gill and Herdiecheroff 2005: 2). Pamela Regis defines a popular romance in the following way:
The romance novel is a work of prose fiction that tells the story of the courtship and betrothal of one or more heroines. All romance novels contain eight narrative elements: a definition of society, always corrupt, that the romance novel will reform; the meeting between the heroine and hero; an account of the meeting between the heroine and the hero; an account of their attraction for each other; the barrier between them; the point of ritual death; the recognition that fells the barrier; the declaration of the heroine and hero that they love each other; and their betrothal. (Regis 2003: 14) 
According to Regis’ definition above and the insights of Romance Writers of America, the central focus of the popular romance is the love story, and “the end of the book is usually emotionally satisfying as its climax resolves the love story” (Romance Writers of America 2010). Linda Christian-Smith observes that “historically, women have dominated romance fiction as writers and readers” (Christian-Smith 1995: 766). Chick lit novels are also written by women and intended for the readership of women. 
Both, chick lit and popular romances, offer similar thematic lines, however such themes as love, sexuality, career, beauty, appearance are treated in a different manner in the two literary genres. Chick lit and popular romances centre on a love plot and the relationship between a male and a female protagonist. However, chick lit, in this respect, focuses on the relationship between a female protagonist and many man, whereas a heroine in popular romances falls in love with only one man (Radway 1992: 171). Moreover, the themes of sexuality, career and beauty are present in both genres but chick lit tends to feature the identity of a heroine in terms of her social and personal life. According to Wells, chick lit novels do have identifiable roots in the history of women’s writing, “as do many of the genre’s characteristic elements: the heroine’s search for an ideal romantic partner; her maturation and growth in self-knowledge; and her relationship to conventions of beauty” (Wells 2006: 49). Nevertheless, many of the differences between chick lit and the traditional women’s writings can be attributed to changes in social customs and expectations, as well as ideals of femininity.

Traditional feminine values such as duty, self-sacrifice, modesty, faith, motherhood and sacrifice to others, virginity before marriage and passivity in matters of sex are transformed in chick lit. Many female protagonists in chick lit reject traditional feminine values and they no longer keep performing the traditional feminine roles (Ferris and Young 2006: 9). Chick lit novels bring into focus many issues that are faced by a contemporary women in modern culture. Ferris and Young note that reactions to chick lit are divided between those who “expect literature by and about women to represent women’s struggles in patriarchal culture and offer images of strong, powerful women, and those who argue that instead it should portray the reality of young women grapping with modern life” (Ferris and Young 2006: 9). Chick lit focuses on complex and significant issues regarding women’s lives and is concerned with “sexuality and femininity, genre and gender” (Benstock 2006: 253). Chick lit features independent, professional protagonists and, according to Benstock, “women are no longer battling to come from the margins into the mainstream” (Benstock 2006: 253).

One of the major themes in chick lit novels, sexuality, reveals the modern women’s rejection of her passive role in sex. As a result, chick lit authors present women not as being dependent on men, but as sexual agents with a number of sexual partners and experiences. Ferris and Young point out that “contemporary women can express their desires outside the frame of patriarchally defined heterosexual monogamy” (Ferris and Young 2006: 10). Anna Kiernann states that chick lit protagonists treat sexual experience “as a form of exchange” and in this way “invert the traditionally gendered sexual roles, placing women in a position of power over men” (quoted in Ferris and Young 2006: 10). Thus virginity before marriage is no longer considered as women’s virtue. The ideals of femininity regarding marriage are broken in chick lit, and, to quote Wells, “few, if any, chick lit novels end with the heroine’s wedding” (Wells 2006: 50). Absence of weddings in chick lit novels can be interpreted as a heroines’ unwillingness to take responsibility for family and to sacrifice themselves for others, as well as to perform their roles as wives and as mothers. This is due to modern women’s constant concern with themselves, and chick lit represent women as they actually are in the age in which we are living. According to Charlotte Krolokke and Anne S. Sorensen, now women have their right to their own bodies and “a sexuality of their own – a sexuality that is disconnected from the obligations of marriage and motherhood” (Krolokke and Sorensen 2005: 10). Finally, chick lit focuses on women in community, not in marriage (Ferris and Young 2006: 10). 

Moreover, the visibility of fashion and consumerism in chick lit novels and on its covers, presents a conflict with feminine values, since earlier fashion has been dismissed as frivolous, “as inculcating women with a debilitating femininity and making them unwitting dupes of capitalism” (Ferris and Young 2006: 10). However, Elizabeth Wilson argues, that “while feminists with one voice condemn the consumeristic poison of fashion, with another they praise the individualism made possible by dress (Ferris and Young 2006: 11). On the other hand, fashion even though considered as a waste-of-time occupation, can be seen as a means of expressing women’s identity. Living in a culture of consumerism, chick lit heroines are obsessed by simultaneous pleasures and dangers of this phenomenon. According to Wells, by indulging themselves in consumer goods, these women find delight and consolation (Wells 2006: 49). Furthermore, she also notes that without shopping chick lit could not exist (Wells 2006: 62). Consumer goods are treated in chick lit as a part of its heroine’s self-conception and self-presentation (Wells 2006: 62).

Another focus in chick lit, closely related to shopping, fashion and consumerism, is on women’s beauty and their constant occupation with their bodies. The exceptional emphasis on women’s appearance and weight is opposed to the traditional feminine value of modesty, the interest in women’s inner world rather than in their looks. Chick lit heroines are obsessed by the idea of being perfectly beautiful, which leads them to an every day preoccupation and struggle with their body image (Ferris and Young 2006: 11). Ferris and Young claim that there is an intimate relation between “a woman’s appearance and the chances of her success” (Ferris and Young 2006: 11). As a result, the desire to be seen and acknowledged in different spheres of life forces chick lit heroines to take care of their appearance as much as possible. Moreover, being beautiful makes them confident in themselves, even though, chick lit heroines are never happily self-accepting. Wells expresses the idea that “the absence of the self-accepting heroine marks but one of chick lit’s many departures from second wave feminist theory, which deconstructed the very myths of beauty” (Wells 2006: 59). Instead of caring or nurturing and being a self-sacrifying woman, a chick lit protagonist strives to have a sexy body which, as it was mentioned previously, is presented as woman’s source of identity (Gill and Herdieckerhoff 2005: 26). This emphasis on a beautiful body makes women, as Sandra L. Bartky states, “morally responsible for disciplining the body/self as post-feminist, neoliberal subjects” (quoted in Gill and Herdieckerhoff 2005: 27).

Chick lit heroines, contrary to traditional women, who were supposed to stay at home and to take care of their family, are presented as career women who are active in their lives and who, as Lois Tyson would have it, are “too success-oriented on the job, putting career before marriage and family” (Tyson 2006: 111). They are no longer depended on men, since they are capable to earn money and to take care of themselves. To quote Wells, “the heroine’s experiences in the world of work and her evolution as a professional woman” are important issues presented in chick lit and most chick lit fiction usually presents work as a background (Well 2006: 49). Chick lit novels employ the idea of the third-wave feminists who see women as capable of making choices, strong and assertive social agents having more opportunities in their lives than women before (Krolokke and Sorensen 2005: 15). 

In view of the above, chick lit deplores traditional feminine values: it refuses to see a woman as the one who has to take care of her family, to be inferior to and dependant on her husband and to offer herself as a sacrifice for others. Instead, chick novels present the image of a new woman who is working, independent, self-sufficient, sexual, taking especial care of her body and looks, indulging in shopping and consumerism. As Shari Benstock claims, chick lit heroine “bears little resemblance to the “new woman” of a century before” (Benstock 2006: 255). Living in the time of post-feminism, chick lit heroine forgets restrictions that were prevalent in the past.

4 THEORETICAL APPROACHES TO LANGUAGE AND CHARACTERIZATION

This chapter aims at the short overview of the main theoretical issues related to language and characterization. The focus of this part of the work is the discussion of how characters are created through and characterized by the language they use. 

Language that people use reveals what they actually are, i.e. it characterizes them (Gill 2006: 12). Ben Johnson foregrounds this fact by saying that:

Language most shows a man: speak that I may see thee. It springs out of the most retired, and inmost parts of us, and is the image of the parent of it, the mind. No glass renders a man’s form, or likeness, so true as his speech (quoted in Gill 2006: 11).

Through language, human identity is constructed. The language that characters use speaks them, or, as Richard Gill notes, “the language is the man” (Gill 2006: 12). Gender sensitivity aside, a man can be truly understood only if his language is interpreted correctly. 

The same truths regarding the importance of language in the construction and representation of one’s self could be applied in the discussion and analysis of literary texts which “enhance and deepen our understanding of human character and human life” (Roberts 2006: 1). According to Edgar V. Roberts, the major aim of literature is the presentation and understanding of a character which may be defined as “a verbal representation of a human being” (Roberts 2006: 1). Marina MacKay also defines a character as the most important single component of the novel (MacKay 2010: 64). According to her, the word “character” “has inbuilt connotations of writing and symbolism, of signs and meanings” (MacKay 2011: 70). Looking etymologically, this word is derived from Greek word “kharakter” which means an “engraved mark” (Harper 2001-2012: 1). In other words, a character is something that should be interpreted. Therefore, a character may be seen as a text that should be read and construed. 

The interpretation of a character is possible only because it is constructed in language (MacKay 2011: 65). Reading literary characters as texts reveals how they are made. According to Shlomith Rimmon-Kenan, in the process of reading any literary text, characters should be reconstructed, i.e. the reader should put together various indications dispersed throughout the text and get the image of the character (Rimmon-Kenan 2002: 36). Gill sees characters as products which are created through the process of characterization (Gill 2006: 10). There are numerous strategies of characterization, such as actions by characters which reveal their nature, the author’s descriptions, both personal and environmental, characterization by other characters, etc. (Roberts 2006: 3). However, language is one of the most important means of characterization (Roberts 2006: 3). Roberts states that even though the speeches of most characters are functional, they provide material from which conclusions may be drawn about their qualities and strengths, their internal and external life as well as about their individuality (Roberts 2006: 3). As there is a considerable variety in speech, characters are characterized differently by their language. Gill suggests that whenever the character is being reconstructed from the language s/he uses, the reader’s attention should be paid to his/her style and mannerism of speech since it reveals the character and may help him/her to achieve distinctiveness in a literary work (Gill 2006: 15). What is more, language may embody values, show reason, reveal social class or may serve as the self-revelation of a character (Roberts 2006: 3). 

Monika Fludernik also notes that language is the means by which characters communicate with each other and only because of language the reader is aware that there are characters (Fludernik 2009: 64). Characters are characterized not only by their inner monologues and confessions but also through dialogues with other characters (Gill 2006: 16). In dialogues, the reader can observe a revelation of a character. According to Gill, “authors sometimes tag conversations to indicate who is speaking and how the words are delivered” (Gill 2006: 17). As a result, characters may have idiosyncratic way of using the language which adds to the construction of their self-image and identity. 

In the article Language and Characterization in Merce Rodoreda’s “La Placa del Diamant”, Helena Miguelez Carballeira asserts that “language may provide sociocultural frame and may function as the primary means of characterization” (Carballeira 2003: 101). What is more, speech can reveal inner struggles of characters and uncoil verbally their experiences of fear, loss and love. Language used by characters may serve as a guide to the events and the people that fill a literary work (Carballeira 2003: 102). In her analysis, Carballeira shows that language can be the only guide not only to physical environment of characters but also to characters themselves (Carballeira 2003: 104). Therefore, what a character says and how s/he says may serve as an only clue the reader has to the overall understanding of a character’s universe and psyche. Furthermore, language can be as a vehicle for a character’s personal conception of the world and can give shape to a character (Carballeira 2003: 112). 

Referring to the considerations above, what the reader knows about a character depends on what an author has told or shown about him/her in the words of a literary work. Therefore, the rendering of the same qualities and tone of the language used by a character becomes are very important and challenging task in the translation of a literary text. The translator should aim to convey the particular way characters speak, address each other and express their thoughts and feelings because all of these things construct characters. For this purpose the translator needs to reconstruct a character and convey the peculiarities of his/her language that are presented in the ST.

Most readers, according to Susan Bassnett and André Lefevere, approach a translated text as the original, therefore, the translator should rewrite the ST using strategies that would help him/her to retain the flavour of the ST (Bassnett and Lefevere 1998: 25). The process of the translation of the language of characters involves not only the transfer of words written in one language into another for a new readership but also revealing the subtext, i.e. what is between the lines of the ST (Bassnett 2011: 102). According to Bassnett, translators have to work with much more than just words, “they have to work with silences and spaces between words, with the connotations that words arouse, with nuances that readers can attribute to words” (Bassnett 2011: 102). For the translation to be readable, the translator should write in his/her own language that is rooted in reality. On the one hand, the translator needs to retain the tone and qualities of a character’s language of the ST. On the other hand, s/he has to use the language that would be comprehensible to the TL readers at the same time trying to avoid losses in the translation as much as it is possible. 

In conclusion, language plays a significant role in the construction, characterization and reconstruction of characters. The way readers see and understand characters depends on the language they use. Language functions as a fundamental device for characterization. Carballeira notices that when translating the speech of characters, translators may be tempted to neutralize the original discourse or to raise the tone of the ST in this way changing characters’ narrative position (Carballeira 2003: 103). As a consequence, at the level of characterization, such changes may have a damaging effect since it may limit the reader’s ability to reconstruct and perceive the true nature of a character and his/her perception of life. 

The analysis of slanguage, which is a part of informal register, as a way of characterization in the Lithuanian translation of Keyes’s chick lit novel Anybody Out There has been chosen as the main focus of this thesis. A closer examination of the different treatments of characters’ speech in the translation as well as the consequences they have for the TL reader’s understanding of a character’s nature and situation will be discussed in the following chapter 5. 

5 SLANGUAGE AS A WAY OF CHARACTERIZATION IN THE LITHUANIAN TRANSLATION OF MARIAN KEYES’S CHICK LIT NOVEL ANYBODY OUT THERE

The aim of this part of the thesis is to analyse how translation works in and upon characterization. As it was mentioned above, language is one of the primary means of constructing a character (Roberts 2006: 3). For this reason, slanguage, a non-standard variation of language, which includes slang words and taboo words, as Stenström has it, has been chosen as the focus of the analysis. The discussion will be centred on the way characters are constructed through the language that they use in the ST and in the TT. A related focus is the analysis of strategies used by the translator in dealing with slanguage. The aim is also to explore the impact of the TC, by implication expectations of the implied reader, on translation strategies and significations of the text. 
5.1 Situating Marian Keyes’s Novel Anybody Out There in Context: the Novel as an Example of Chick Lit
Keyes’s novel Anybody Out There due to its formal and thematic characteristics is aligned with the chick lit genre. The novel also engages with other genres of fiction. First of all, the narrative has affinities with the popular romance. As there are many e-mail letters included in the text of Anybody Out There which are used as a means of communication between Anna’s family members, the novel can be regarded as engaging in a teasing play with the epistolary tradition (Benstock 2006: 255). Moreover, due to the first-person (Anna), confessional mode of narration, the novel is related to the genre of the memoir (Benstock 2006: 256). Anna is the narrator of her life story that deals with her past and present situation. Furthermore, the account of the central female protagonist’s internal, mental and emotional life links Anybody Out There with the novel of psychological development (Benstock 2006: 255). Keyes’s novel dwells upon the description of women’s life. The central characters are Anna, her four sisters and their mother as well as their female friends and colleagues. The novel also describes their constant preoccupation with the issues of beauty, weight, love, sex, marriage, dating and relationships. Therefore, Anybody Out There can be said to be intended for the audience of women (Gill and Herdiecherhoff 2005: 12). The main theme in the novel is Anna’s struggle with sorrow and her victory over despair, pain and frustration after her beloved husband Aidan’s death. However, the tone of the novel is marked by light-heartedness and humour, which is one of the features characteristic of chick lit (Anderson 2006: 8). 
The protagonist, Anna, is depicted as a typical chick lit heroine: she is young, stylish, lives in a big city and has a successful career (a typical chick lit woman is defined by Memmott, www.chicklitchicks.com). Specifically, she lives in New York and works as “Assistant VP for Public Relations for Candy Grrrl, one of the hottest cosmetic brands on the planet” (Keyes 2006: 21). She faces many difficulties in her life. Anna endures physical and spiritual pain after her husband’s death. The rest of the women in the novel, including Anna’s mother and her four sisters, Clair, Maggie, Rachel and Helen, as well as their friends, also share similar characteristics that are common to a typical “new woman” described by Ferris and Young (2006). These “new women” are strong, working, independent, self-sufficient, sexual, taking especial care of their bodies and looks and constantly indulging themselves in shopping and consumerism. 
Even though certain features of the popular romance such as the love story, career and appearance, defined in chapter 3 of the present thesis, can be traced in the thematic network in Anybody Out There, femininity is constructed in a different way and the novel presents a different type of women from those depicted in popular romances. What makes chick lit different from the popular romance is the treatment of the love relationship between sexes. The popular romance features the development of the relationship between the hero and the heroine leading to a happy end whereas the heroine of the chick lit novel is not interested in the happy end (Regis 2003: 10). She seeks “the ONE” but engages in all possible pleasures including casual relationships (Harzewski 2006: 38). As far as the love story is concerned, it was mentioned earlier in the thesis that chick lit, in respect of this, is interested in the relationship between a female protagonist and many men, whereas in popular romance, a heroine falls in love with only one man (Radway 1992: 171). It has to be pointed out, however, that Keyes’s heroine is different in this regard. Anna loves the man she lost, and after much doubt and consideration she starts dating another man. This links the novel with the treatment of the love story in the popular romance. 
All young women in the novel are independent and career driven, especially caring about their beauty and appearance, spending much time talking about cosmetics and clothes. These are typically feminine interests, but the main difference between the chick lit heroines and those of romance is that female characters in chick lit are more open when they talk about their bodies as a site of pleasure, which at a certain point distances Anybody Out There from the popular romance (Wells 2006: 59). In popular romances, women are seen as dependent on men. What is more, they are depicted as intelligent women but career is not their priority (Regis 2003: 10). As regards female characters’ appearance and beauty in popular romances, heroines of popular romance are very beautiful and attractive, but they are often unaware of this (Radway 1992: 126). Finally, the body is not seen as a problematic thing in popular romances, whereas in chick lit novels women are constantly preoccupied with the shaping of their bodies (Gill and Herdiecheroff 2005: 19). 
Traditional feminine values in Anybody Out There are also transformed. The transformation reveals the fact that contemporary women live in a modern culture and view the world from a different angle. Gender equality, choices and opportunities in all spheres of their life liberate these women from constrains that were dominant in the past (Benstock 2006: 253). In Anybody Out There, Anna and her sisters do not treat sex as a taboo topic: they reject passive role in sex, they always talk about their sex partners and their relationships. Moreover, they are constantly occupied with shopping and fashion. These women are career driven and no longer dependent on men; motherhood for them seems to be a great sacrifice. The characters in the novel are presented as strong, capable and assertive social agents who have many more opportunities in their lives than women of earlier generations. Some of the values of “new women” are clearly expressed in the thoughts of Maggie, Anna’s sister, who has two children:

One of the best things of having children, she says, is not having the time to worry about what she looks like, and she boasts that she has totally given up on shopping. The previous week she told me that at the start of every spring and autumn she goes to Mark and Spenser and buys six identical skirts, two pairs of shoes – one high and one flat – and a selection of tops. ‘In and out in forty minutes’, she gloated, absolutely missing the point. Other than her hair, which is shoulder length and a lovely chestnut colour, she looks more mumsy than Mum. (Keyes 2006: 16)
Referring to the quotation above, beauty, appearance, shopping and consumerism are the essential values to a chick lit woman character. The quotation also suggests that motherhood for Maggie is a great sacrifice which is expressed in her ironic statement “one of the best things of having children”. Being a mother, Maggie feels restricted and not able to occupy herself with the things that are really important for modern women. This is just one instance illustrating that women characters in the novel are distant from the traditional feminine values. 

Considering the above mentioned, the novel Anybody Out There is identifiably rooted in the history of women’s writing. The emphasis on women’s freedom can be regarded as a re-vision of limitations that persists in women’s literature (Goodman 1996: 72). Women in Keyes’s novel have the right to choose. These women’s societal status is no longer marginal and “they are no longer a cultural emblem of deficiency” (Isbister 2006: 3). This means that women and men are treated as equals: women are given the same recourses and positions as men and they are acknowledged for their contributions and competencies (Krolokke and Sorensen 2005: 5). Furthermore, the manifestations of freedom can be gleaned not only from the way they behave but also from the way they use language. One aspect that is important for the purposes of the present analysis is that their language is abundant in slang words and taboo words. These women are no longer restricted by the past constrains to use “proper” language which is a sign of proper behaviour (Allen 1998: 269). By using slanguage, which traditionally was associated to be a feature of men’s language, chick lit heroines write themselves into spheres and values associated with men (Allen 1998: 269). Therefore, the relation between character and language is of great importance as it characterizes the character.  

A woman-centred narration in the novel reads as a spoken account by Anna of her life. Her perception of life and her greatest loss is articulated solely through her language in a way that reveals her most inner thoughts, emotions and attitudes towards other people and situations. Accounting for her present situation in one chapter and then returning back to her past life in another chapter of the novel, Anna uses language as a means to guide the reader through the events and the people that fill the novel. Thus her language seems to be trapped between two worlds and realities. On the one hand, there are events and situations which are marked by loss, grief, frustration, sadness and painful physical and spiritual recovery that constitute her reality. On the other hand, there are flashbacks to the past which stands for sweet memories, joy, satisfaction and a blessed life with the beloved one. However, the language used by Anna when referring to the two realities differs. When she speaks about her present situation, which constitutes a greater part of the novel, she uses a highly colloquial informal register. When she refers to the past, she switches to the neutral register and her language becomes more sentimental. As a result, the language used by Anna becomes a very important aspect that reveals the changes that the character undergoes.

As mentioned above, the chick lit novel Anybody Out There depicts the life of modern women and is intended for women readers. The reader then may expect the women in the novel to use a female-gendered language replete with what Carballeira calls “female speech markers” (Carballeira 2003: 103). According to Carballeira, there are certain stereotypes relating to the way men and women speak (Carballeira 2003: 113). One of the most distinctive features of women’s speech is the language of detail since they prefer to talk a lot and describe everything in detail. Moreover, women tend to use diminutives which Carballeira defines as “semantically loaded particles which, when added to nouns, adjectives, adverbs or even gerunds, integrate all kinds of emotional and expressive overtones” (Carballeira 2003: 117). The frequent use of diminutives can be related to the fact that, historically, women were associated with the role of child-bearers and nurturers (Carballeira 2003: 117). One more distinctive indicator of female language is the usage of euphemisms which are employed instead of linguistic taboos. In their book Language and Gender (2003), Penelope Eckert and Sally McConnell-Ginet note that women are said to be more polite, i.e. they tend to use more polite language than men as they are more other-oriented, more affective and more collaborative (Eckert and McConnell-Ginet 2003: 134). 
The use of language by Keyes’s heroines exhibits many of the characteristics of language use by women described above. The language of detail is characteristic of the women’s language in Keyes’s novel. Anna, her mother and her sisters become very explicit and elaborate every time they talk about shopping, appearance, cosmetics and clothes, which are considered women’s issues. A detailed description that Anna gives of her coat serves as a case in point:

Aidan helped me on with my coat, a midnight-blue velvet duster, painted with a silvery cityscape. (I got it free. For a brief spell, McArthur did publicity for a designer called Fabrice & Vivien. In those halcyon days, before we fell out because they weren’t happy with our performance, they flung around free threads with abandon. Franklin, the person who’d brought in the business. Got them all, including the coat, but being a man – albeit a Jolly one – he had no use for it, so he gave it to me. Lauryn still talks with bitterness about it). (Keyes 2006: 66)
One more example of the language of detail out of many found in the novel can be Anna’s description of her haircut:

Besides free products, there are other perks. Because McArthur on the Park has the Perry K account, I get my hair cut and coloured for free by Perry K. Obviously, not by Perry K himself, but one of his loyal minions. Perry K, the man, is usually on a private plane, being flown by a studio to North Korea or Vanuatu to cut some film star’s hair on location. (Just one thing, though: free haircuts sound fabulous but, at the risk of seeming ungrateful, sometimes I can’t help feeling it’s a bit high-class prostitutes being given regular, up-the-frock health checks. It seems caring, but it’s only to ensure the girls do their job properly. Same with me. I’ve no choice about haircuts. I have to have them and I get no input: whatever is on the catwalks is what I get given). (Keyes 2006: 23) 

In the extracts above, Anna’s language is marked by detailed descriptions and, at the same time, includes many digressions. This echoes Eckert and McConnell-Ginet’s statement that women’s speech is often regarded as emotionally engaged but in a trivializing way (Eckert and McConnell-Ginet 2003: 176). In this light, Anna’s language may be said to be a reflection of her attempts to portray what actually matters to her. 

On the other hand, the reader of Anybody Out There may be surprised at the fact that s/he can hardly find any diminutives, euphemisms or markers of politeness that are characteristic of women’s speech. On the contrary, the reader is confronted with a paradox: the language used by these women characters in Anybody Out There abounds in slang words and taboo words which constitute the main part of slanguage. According to Apte, it is said that women are less likely to use slanguage than men (Apte 1998: 286). It is mainly due to constrains that were dominant in the past. Allen observes that proper language used to signal proper behaviour, and “the avoidance of slanguage reflected greater pressures on women toward conventional behaviour” (Allen 1998: 269). However, modern women that are portrayed in the novel Anybody Out There seem to have rejected cultural expectations and stereotypes. To quote Allen, “women move into male preserves and so into situations of greater cultural variety and clash” (Allen 1998: 269). By using slanguage, Anna and other women in the novel seem to be restructuring female-gendered language. As a result, their language possesses more features of language traditionally associated with men. The language they use characterize them as women who have freedom of choice. 

Slanguage, then, becomes idiosyncratic style of women’s speech in the novel and serves as a means of characterization revealing Anna and other women’s values, their inner life, their character traits and strengths, their feelings and emotions. Characters in the novel use slang words and taboo words for certain reasons which correspond to the functions of slang discussed in the subchapter 2.2 or functions of taboo words discussed in the subchapter 2.3.2 above. For this reason, when dealing with a text abundant in slang words and expressions, functions of slanguage are important in translation. This requires subject-specific competence on behalf of the translator (Schäffner 2000: 146). 
What is more, the understanding of the relations of the novel Anybody Out There to chick lit and other literary genres are very significant in the process of translation. Such knowledge constitutes one of the translator’s competences described by Schäffner, textual competence, which includes the knowledge of the genre and register (Schäffner 2000: 146). Having this type of competence, the translator is enabled to produce the target text in a way that it would fulfil its intended function for and meet the expectations of its TL readers. According to Ingrida Žindžiuvienė, the conception of a literary genre may determine the quality of translation and the insensitivity to the characteristics of a genre may result in the translation that does not meet readers’ expectations (Žindžiuvienė 2011: 42). The analysis of the Lithuanian translation of Keyes’s Anybody Out There by Šeškuvienė will focus on linguistic choices and their role in revealing generic and cultural characteristics associated with the chick lit novel.  
5.2 The Effect of the Translation Strategies of Taboo Words on Characterization in the Lithuanian Translation of the Novel Anybody Out There
As it was mentioned in the previous subchapter, the language that women use in the novel reminds us of what is traditionally regarded as men’s language. One of the features of such male-gendered language is an excessive use of taboo words which include swear words and insults. Taboo words are considered to be impolite, offensive and shocking to others (Allan and Burridge 2006: 31). Anna, her mother and her sisters tend to use taboo words when they talk about people or things that frustrate and annoy them, which they disapprove of and wish to disparage or insult.
Taboo words is the category of slanguage that includes swear words and insults (Allan and Burridge 2006: 31). According to Eckert and McConnell-Ginet, swearing is a strong language which is used to express very strong emotions: “anger at specific others or simply frustration, often manifests as anger directed at the closest available target” (Eckert and McConnell-Ginet 2003: 81). However, they note that even though profanity is often associated with men’s language, there is considerable evidence that young women use taboo language in large numbers these days even though other people may feel discomfort at hearing swear words from women’s lips (Eckert and McConnell-Ginet 2003: 181-182). To quote Irena Ragaišienė, chick lit novels “manifest a detour to realism” which can be detected in the use of well-developed characters, omniscience with the predictability of plot and character and the use of language that suggests an attempt to create “verisimilitude to reality” (Ragaišienė 2008: 70). If chick lit novels are regarded as a return to realist aesthetics, women’s language in these novels can be considered as allowing the reader to judge about tendencies in the use of language by the generation of young women. However, in different cultures, the use of taboo words by women can be treated differently; therefore, the translator needs to think not only about linguistic equivalence but also about the expectations of the TL reader. For example, Balčiūnienė states that vulgarisms are not tolerated in the standard Lithuanian language (Balčiūnienė 1971: 48). For this reason, the main task of the translator is to find other means in the Lithuanian language that would render stylistic functions of vulgarisms such as their emotionality and expressiveness to mention but a few (Balčiūnienė 2006: 4).
In the novel Anybody Out There insults or abusive language are mainly targeted at men and in some cases at women in order to insult their dignity, feelings and to debase their physical appearance, mental ability, character or behaviour. Such insults can be said to be gender-related. Jay claims that insults “are based on aspects of men’s and women’s behaviour and personalities” (Jay 2000: 169). In order to understand how men and women insult each other, social expectations associated with men’s and women’s behaviour should be considered. According to Jay, masculinity is associated with aggressiveness or dominance, whereas femininity is related to nurturance and sensitivity (Jay 2000: 169). In the novel, the use of insults by women characters can be regarded as deviations from the above mentioned gender related expectations. In Anybody Out There, women use a variety of insults to refer to men such as “bastard”, “prick”, “asshole”, “dickhead”, “chicken”, “fucker” etc. When referring to women, they use such abusive terms as “bitch”, “lickarse”. Every insult they use has certain connotations which should be retained in the translation in order to create the same effect for the TL reader. 

In Anybody Out There, the protagonist Anna, her mother and her sisters use a great variety of taboo words which include swear words and insults. The use of taboo words characterizes them as being very emotional and at the same time being equal or even superior to men. For this reason, an adequate translation of swear words and insults in the TL is very significant as it is a part of women’s characterization. The use of taboo words for these women becomes a way of expressing different emotions and different attitudes towards different people and situations. As a consequence, it is not unusual for them to curse when communicating with parents, friends or even with their employers.
Swear words which appear in the monologues and dialogues of women characters in the novel range from blasphemous, i.e. religious, (e.g. “Dear Jesus”, “Good Christ”, “Jeez”, etc.) to scatological, i.e. dealing with excrement and excretory functions, (e.g. “cripes”, “shit”, “piss”, etc.). What is more, the degree of the obscenity of swear words used by women differ. The most often used taboo words in the novel and their translation into the TL are presented in Table 1 below. Types and functions of taboo words in the table are described with reference to the classification of swear words and insults provided in subchapter 2.3.2 of the present thesis. The meanings of swear words and insults in the SL have been taken from DCS by Thorne (2007):
Table 1. Examples of the most often used taboo words in the SL, their equivalents in the TL and translation strategies.
	Keyes, Anybody Out There (2006)
	Type and function of taboo word in the ST
	Šeškuvienė, transl., Ar ten kas nors yra? (2007)
	Translation strategies used in the TT

	Fuck 
	Strong sexual swear word used as an expletive to express negative emotions such as anger, frustration, disappointment, pain, confusion, etc.
	Velniop (119), kad jį kur galas (121), velniai rautų (178, 186), šūdas (186), tiek to (189), velnias (235, 264), mėšlas (235), eina švilpt (341, 443), velniaižin (432), susikišk (574).
	Literal translation Softening

Synonymy
Omission

	Fucking/Fecking 
	Sexual swear word used as an intensifier.
	Prakeiktas (300), suknistas (84, 89, 204, 300), nupirdę (89), didžiulė (286), pasiutiškai (369).
	Softening
Synonymy
Omission

	Fucker 
	Insult derived from sexual behaviour, used to describe a stupid despised person. 
	Subingalvis (265), mergišius (187), bjaurybė (206), besmegenis (506).
	Softening
Synonymy 

	Fuck off
	Sexual swear word used as a substitute for an imperative of the standard language expressions “leave me alone”, “go away.” 
	Atsiknisk (112), pasiųsk į visas keturias puses (324), drožk į visas keturias puses (324).
	Softening Synonymy

	Fuckhead 
	Insult derived from sexual behaviour, used to describe a stupid or unpleasant person.
	Subingalvis (51, 82). 
	Softening

	Shit 
Keyes, Anybody Out There (2006)
	Mild scatological swear word used as an expletive to express negative emotions such as anger, frustration, 
Type and function of taboo word in the ST
	Šūdas (167), velnias (190), mėšlas (204), nesąmonė 
Šeškuvienė, transl., Ar ten kas nors yra? (2007)
	Literal translation Softening 
Translation strategies used in the TT

	
	confusion, disappointment, pain, etc.
	(286), sušiktas (469).
	Synonymy

	Bullshit
	Scatological swear word used as an expletive to express negative emotions such as anger, frustration, disappointment, pain, etc.
	Nesąmonė (254), didžiausia nesąmonė (259), bjauru (365).
	Softening 


	Gobshite 
	Insult derived from bodily effluvia, used to describe a contemptible person.
	Nesąmonė (371), mulkis (372),
netikėlė (489), siaurašikniai (35).
	Softening

	Damn
	Very mild swear word used as expletive to express negative emotions such as anger, frustration, disappointment, pain, etc. or may be used as an intensifier. 
	Po galais (155), velnias (155),
bac (327).
	Softening

Synonymy
Omission

	Bloody
	Mild swear word used as expletive to express negative emotions such as anger, frustration, disappointment, pain, etc. or may be used as an intensifier.
	Velniškai didelius (369), prakeiktas (209).
	Literal translation Softening Synonymy Omission

	Dear Jesus

Sweet Jesus

Jesus H 

Jeez
	Blasphemous swear words used as expletives to express astonishment, surprise, fear, anger, etc.
	Dieve šventas (6), Jėzau šventas (74), jergutėliau šventas (139). 
	Literal translation Synonymy

	Good Christ
Christ 
	Blasphemous swear words used as expletives to express astonishment, surprise, fear, anger, etc.
	Viešpatie aukštielninkas (18),
Dieve mano (30), Dieve (59).
	Literal translation Synonymy

	Bastard
	Insult used as a term of abuse, disapproval, pity, usually used to address people who are stupid, irritating or ridiculous. 
	Galvijas (474), išdykėlis (560), gyvulys (357), vargšai (89).
	Softening Synonymy

	Bitch 
	Highly offensive insult, a comparison of a woman with an animal that is conventionally ascribed certain behaviour, i.e. “a woman held in contempt.”
	Panelytė (410), boba (475), ragana (543), kalė (573).
	Literal translation Softening Synonymy 

	Prick
	Insult derived from tabooed bodily language used to describe a fool, obnoxious or contemptible male. 
	Subingalvis (357), šmikis (474).
	Softening 

	Asshole
	Insult derived from tabooed bodily language used to describe an extremely unpleasant person, especially one who combines offensiveness with stupidity.
	Apsišaukėlė (282), šiknius (322).
	Literal translation Softening


As examples in Table 1 indicate, most of swear words in the novel are blasphemous, sexual or scatological. Insults most often refer to tabooed body parts, body effluvia, and sexual behaviours. They also include comparisons of people and animals. The main translations strategies used in the TT text are softening, synonymy and omission. The use of the strategy of softening results in a partial loss of rudeness and vulgarity encoded in taboo words, whereas synonymy (i.e. the use of the variety of words which express similar meaning) helps to avoid repetition in the TL. The strategy of omission results in the loss of rudeness, vulgarity and emotionality of taboo words of the ST. A more detailed analysis of the way women use taboo language in the novel is presented in subchapters 5.2.1 and 5.2.2. Examples of the use of taboo words and their translation have been taken from the protagonist’s Anna’s and her mother’s language. Anna is a representative of a younger generation of women, whereas her mother represents an older generation. Both of them use swear words and insults in different situations of their lives. For this reason, different situations in which female characters use taboo words are presented in the examples of the analysis below in order to see how the language that they use reveal the characters’ emotions, attitudes and in this way functions as a means of characterization.
5.2.1 Taboo Words in the Female Protagonist Anna’s Language
Inner monologues and dialogues of Anna, the narrator of the story, abound in swearing and insults which reveal her personality, her emotional and spiritual condition. After having lost her husband and having to endure strong physical and emotional pain, she feels sadness, anger and frustration. Swearing for her becomes as a distancing device which helps her “to soften the tragedy, to endure and to carry on” (function of slang 9c provided in subchapter 3.2 of the thesis). In the extract below, Anna’s language reveals a wide spectrum of negative emotions that she feels after the greatest loss in her life:
Table 2
	SL
	TL

	"Why are you blocking me at every fucking1 turn? I've given you every fucking2 opportunity." I was pulling at my hair. "And why did you have to die? You should have tried harder, you lazy, useless BASTARD3. If you'd loved me enough, you'd have stayed alive, you'd have held on to your life. You fucking4 useless PRICK5, just giving in like that. You're too fucking6 CHICKEN7, that's why!" (Keyes, Anybody Out There 2006: 476)
	- Kodėl tu kiekvienam žingsny mane atstumi? Aš tau suteikiu visas progas, kokias tik galiu2. – Pradėjau rauti sau nuo galvos plaukus. – Ir apskritai, kodėl tu numirei? Reikėjo bent kiek pasistengti ir išgyventi, tu niekam nebereikalingas galvijau3! Jeigu būtum mane iš tiesų karštai mylėjęs, būtum likęs gyvas, būtum kovojęs už savo gyvybę. O tu, paliegęs4 niekam nebenaudingas šmiki5, ėmei ir pasidavei. Per daug išsigandai7, ar ne? (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 474)


With reference to the classification of swear words, which is a part taboo words, in subchapter 2.3.2, the example from the ST above includes the sexual swear word “fucking”1,2,4,6 repeated four times and three different insults, i.e. “bastard”3, “prick”5 and “chicken”7. Anna addresses all three insults to her husband Aidan who died in the accident. Her speech sounds as a reproach and is highly emotional. OSD indicates that the word “fucking” can be used as an adjective, an adverb, an intensifier or as an interjection (OSD 1996). Used as an adjective, it means “displeasing”, “despicable”. When used as an adverb, it has the meaning of “very”, “really”, “extremely” (OSD 1996). In the first two sentences of the example presented in Table 2, the swear word “fucking” serves as an intensifier according to Stenström’s classification (Stenström 2000: 10). The translator Šeškuvienė omits the first “fucking”1 and in the second sentence translates “fucking”2 using a neutral expression “visas progas, kokias tik galiu”2 (back translation: “every opportunity I can”). The omission and the softening of the swear word in the TT, as Lėgaudaitė (2010) has it, results in the loss of the strong emotion Anna expresses via the use of the swear word “fucking” in the original. In other two cases, “fucking” is used as an adjective in the expressions “fucking4 useless PRICK” and “too fucking6 CHICKEN”. The first “fucking”4 is translated using an expressive word “paliegęs”4 (back translation: “feeble”) which in the Lithuanian language is a neutral word used to mean “weak”, “sick” (Kruopas 1972: 494). “Paliegęs” does not sound vulgar. The last “fucking”6 is omitted in the translation. As a result, the omission of “fucking” in the TT or its translation by more neutral words softens the emotional effect on the TL reader and does not reveal Anna’s strong emotions which are encoded in her language.

The same example of Anna’s speech in Table 2 includes three dysphemisms (the term suggested by Allen and Burridge which means “words or phrases with connotations that are offensive wither about denotatum or to people addressed” (Allen and Burridge 2006: 31)) that she uses to address her husband. Even though she loves Aidan very much, she is so angry that he died and left her alone. The abusives “bastard”3, “prick”5 and “CHICKEN”7, as noted by Jay, are insults that women usually direct to men in order to refer to deviations from the expected male-gendered behaviour associated with aggressiveness or dominance (Jay 2000: 169). All three insults have negative connotations in the SL. Both words “bastard” and “prick” are defined in the slang dictionary as “derogatory words used to describe an unkind, obnoxious or contemptible male and are used as terms of abuse, disapproval or pity” (Thorne 2007: 28). Jay states that when using these insults, women refer to men’s behaviours and traits such as insincerity and meanness (Jay 2000: 170). When referring to her husband as “bastard” and “prick”, Anna points out that it was very unkind and mean of him to die. “Bastard”3 is rendered in the TT as “galvijau”3 (back translation: “cow”) which is a derogatory word used to describe an impolite, boor and shameless person (Kruopas 1972: 161). “Prick”5 is translated by a euphemistic expression (word used as alternative to dispreferred expression) “šmiki”5 (back translation: “dork”). In the TL, “šmikis” means “kvailys” (back translation: “an idiot”), “mulkis” (back translation: “a mug”) or “netikėlis” (back translation: “good-for-nothing”) and is used in the field of intimate relations (LŽB 2010: 208). Thus Šeškuvienė finds equivalent words in the Lithuanian language which have very similar connotations that are expressed by the insults in the SL. 
However, when dealing with the word “CHICKEN”7 by which Anna compares her husband with a bird that is conventionally ascribed the characteristics of being weak and coward (www.ldoceonline.com/dictionary/chicken_1), the translator chooses to use the strategy of softening. The literal translation of “chicken” into Lithuanian is “viščiukas” (TB 2009). The collocation “geltonsnapis viščiukas” is used to refer to an immature person or brat (LKŽe 2005). However, the translator chooses to neutralize the insult and to use a verb “išsigandai”7 (back translation: “you have become scared”) instead. Although “išsigandai” is not an insult and belongs to the neutral register, it points to the characteristic feature that is ascribed to a chicken. Therefore, the meaning but not the emotion of the word is rendered in the TT. 

As it is seen from the example above, Šeškuvienė tends to neutralize Anna’s language in the translation not only by choosing to omit some swear words and by using the strategy of softening but also by not rendering capitalization of the insults in the TT. In the ST, all the three cases of insults are in capital letters. This adds more emphasis to the words at the same time revealing stronger emotions of the protagonist of the novel. All things considered, a markedly colloquial and highly emotional tone of the original is neutralized in the TT. This results in a different characterization of Anna since her language is neutralized in the translation and does not adequately reveal her strong feelings and negative emotions over the death of her husband. 

After Anna comes back home to New York from her parents in Dublin hoping to find peace of mind and to meet her husband, her expectations are not fulfilled. She keeps on searching for Aidan, writes him messages and calls him expecting to hear his voice. As she receives no answer, she gets more and more frustrated and her pain gets unbearable. Her despair is expressed in the example below:

 Table 3
	SL
	TL

	In a breathless panic, I tried Aidan's office number but someone else--someone who wasn't him, naturally--answered, "Andrew Russell's phone." I hung up. Fuck. Fuck. Fuck. Fuck. (Keyes, Anybody Out There 2006: 229)


	Apimta kvapą gniaužiančios panikos surinkau Aidano darbo numerį, bet atsiliepė kažkas kitas – žinoma, tas kitas negalėjo būti Aidanas – ir pasakė:

- Andrius Raselas klauso. - numečiau ragelį. Velnias. Mėšlas. Mėšlas. Mėšlas. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 235)


Anna’s disappointment and anger are encoded in the repetition of the vulgar word “fuck”. According to Platt, “fuck” is considered a strong swear word in the English language (Platt 2000: 1). NPDSUE (2006) indicates that among its many meanings and usages, “fuck” can be used as an interjection for emphasis or as an intensifying word as mentioned in the discussion of swear words in subchapter 2.3.2 (Partridge 2006: 813). According to Balčiūnienė, the nearest equivalent of “fuck” in Lithuanian is “mėšlas” or “šūdas” carrying the same semantic load and expressing a very strong feeling of anger (Balčiūnienė 2006: 4). 
Šeškuvienė tries to retain the repetition of the swear word in the TT. However, she decides to translate the first “fuck” by “velnias” (back translation: “hell”) which belongs to blasphemous swearing and is less emotionally loaded than “mėšlas” (back translation: “muck”). When using the word “mėšlas”, the speaker indicates that the situation is very complicated and it is impossible to change it (LŽB 2010: 219). Thus Anna finds herself in a deadlock, and the equivalent used in the TT reveals the same situation as it is presented in the ST. The repetition of the swear word “fuck” reveals that she is aware that the reality is different from her expectations and that she can not change it. Even though the translator chooses to use one less semantically loaded swear word “velnias”, the overall emotion is retained in the TT and an adequate revelation of Anna’s feelings is rendered for the TL reader. 

After her husband’s death, every activity in which Anna indulges herself, reminds her of Aidan. She would like to be together with her husband, to go out together, to eat together, to sleep together and to do many things that they used to do together before Aidan’s death. Even such an ordinary thing as watching baseball on the television, which they used to do when her husband was alive, evokes negative emotions in Anna. Their favourite team wins, but Anna starts crying instead of being happy because she can not celebrate this victory together with Aidan. Instead, it provokes her anger and, in her monologue, she pours out her wrath upon her dead husband in the form of an insult:
Table 4
	SL
	TL

	"You stupid fucker," I told him. "If you hadn't died, you could have seen this." (Keyes, Anybody Out There 2006: 510)
	- Tu, kvailas besmegeni, - surikau jam. – Jeigu nebūm žuvęs, ir tu būtum šventęs pergalę. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 506)


In English, the dysphemism “fucker” is derived from sexual behaviour (Allan and Burridge 2006: 80). According to NPDSUE, “fucker” means “a contemptible person” (Partridge 2006: 815) whereas DCS by Thorne indicates that this word means “a person” and “does not invariably imply dislike or contempt, though it may” (Thorne 2007: 172). A literal translation of the word “fucker” in the Lithuanian language is “šūdžius” or “šūdausis” (TB 2009). Nevertheless, Šeškuvienė translates it by the standard Lithuanian word “besmegenis” (back translation: “brainless”, “empty-headed”) which, when used as an insult, has negative connotations and means “fool” or “cretinous” (Kruopas 1972: 79). The Lithuanian translation of “fucker” is milder since any indication of vulgarity is excised. However, the collocation “kvailas besmegeni” (back translation: “stupid brainless”) in the TT sounds a bit odd since the word “besmegeni” itself implies the meaning of stupidity. Thus in the TT, the translator softens the effect of the ST. The collocation “kvailas besmegeni” stresses the silliness of Aidan but it does not reveal the same level of Anna’s anger.
Strong emotions arise in Anna not only when she thinks about her husband and his death but also when she herself faces death when diving in the ocean. Being aware that there is no air in her tube, she is trying to seek help, but the person with whom she has been diving has disappeared. She becomes panick-stricken and her language reflects her fear:
Table 5
	SL
	TL

	I stopped Mr Codependent and signalled No Air. It was only when I went to grab his octopus and take a lovely mouthful of oxygen that I noticed there wasn’t one! No extra air tube! The Gobshite! <…> Every fifteen feet I was supposed to hang around decompressing for two minutes; never mind two minutes, I didn’t have two seconds. <…> Then I realized what was happening--my life was flashing before my eyes. Fuck, I thought, I'm definitely going to die. (Keyes, Anybody Out There 2006: 170-171 )


	Susistabdžiau poną Nebepriklausomą ir parodžiau ženklais, kad nebeturiu oro. Tik pripuolusi prie jo ir ketindama pasinaudoti jo atsarginiu vamzdeliu, kad galėčiau įtraukti išganingą gurkšnį deguonies, pamačiau, jog jo nėra. Nėra atsarginio vamzdelio! Tai bent šūdas! <...> Kas penkiolika pėdų aš turėčiau sustoti porai minučių ir paplūduriuoti, kad dekompresuotųsi plaučiai, bet velniop tas minutes. Aš neturėjau net dviejų sekundžių! <...> Ir tada aš supratau, kas man darosi – man prieš akis prabėga visas mano gyvenimas. Velniai rautų, pagalvojau, aš iš tiesų galiu numirti. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 177-178)


In such a hopeless situation, Anna uses the swear word “fuck” which, according Apte, “invokes misfortune of the situation”, and a dysphemism “Gobshite” which “invokes degradation of the targeted person”, in this case, Mr Codependent (Apte 1998: 284). In the ST, Anna’s language is very emotional, which is reflected not only in the words she uses but also in the way her language is presented, i.e. using exclamation marks and italics. Thus the translator’s task is to retain the same emotional tone and the representation of Anna’s language in the TT. 
When translating the insult and the swear word that appears in Anna’s speech, Šeškuvienė uses two strategies: softening and stylistic compensation. The insult “Gobshite” in the ST is addressed to Mr Codependent who leaves Anna in a difficult situation. The dysphemism “Gobshite” falls under the category of vulgarisms in the English language and is used as “a term of abuse to describe a contemptible person” (Thorne 2007: 191). As it is noted in DCS, “gob” refers to the mouth whereas “shite” refers to excrement (Thorne 2007: 191). Even though in the TT the translator renders the insult “Gobshite” by the swear word of the same scatological nature, i.e. “šūdas” (back translation: “shit”), in the TT, the reference is made not to the person but to the situation. As a result, “tai bent šūdas” is used as, to use Stenström’s term, an expletive in the TT and the effect of the ST is softened. However, this loss of the intensity of emotion is compensated later in the same passage when Šeškuvienė renders a colloquial expression “never mind” by the swear word “velniop” (back translation: “go to the hell”) in the TT. “Velniop” indicates the indifference of the speaker towards the situation (LŽB 2010: 55, 171) and is more emotionally loaded than “never mind”. 
In the last sentence of the example provided in Table 5, Anna uses the same swear word “fuck” that was uttered four times in the example provided in Table 3. This word is rendered as “mėšlas” and “velnias” (see TL in Table 3). Nevertheless, the translator avoids repeating the same words and translates it by “velniai rautų” (back translation: “to hell”). According to Stenström’s classification, “velniai rautų” falls under the category of expletives. Balčiūnienė states that “velnias” and many different collocations with this word constitute the greatest part of all Lithuanian swear words (Balčiūnienė 2006: 10). Although “velniai rautų” belongs to the category of religious swearing and is not as vulgar as “fuck” in the ST, it reveals Anna’s confusion, fear and disappointment at the moment when she faces death. In this situation, swearing is used as a response to an unexpected situation and helps to release tension. The same emotion is transferred from the ST to the TT with a minimum loss of meaning. 
In the novel, Anna is portrayed as a career woman who is active and success-oriented. Her work in a glamorous field of cosmetics publicity is very important to her. Well states that in most of chick lit novels, work is presented as a background (Well 2006: 49). After Anna’s husband’s death, she sees her work as a place where she can escape her grief, frustration and pain. However, her expectations are not met because she faces difficult situations and challenges in work due to which she experiences negative emotions. When Anna speaks about her work, her language abounds in taboo words which reveal her inner struggles and verbally uncoil her experiences and emotions. Therefore, the translator’s task is to retain the same register and tone of Anna’s speech in the TT in order to give an adequate representation of the character for the TL readers. 

The first time Anna describes her work for Candy Grrl, she presents it as one of the hottest cosmetic brands on the planet. She believes that everyone knows this brand. Anna feels responsible for it and her responsibility is reflected in her words which include the swear word “to Christ” as presented in Table 6:
Table 6
	SL
	TL

	You've probably heard of them; and if you

haven't, it means someone, somewhere, isn't doing their job properly. I hope to Christ, it isn't me.) (Keyes, Anybody Out There 2006: 22)
	Jūs tikriausiai esate girdėję apie jos produktus, o jeigu ne, tai reiškia, kad kažkas netinkamai atlieka savo darbą. Tikiuosi, Dieve mano, kad ne aš. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 30)


Since Anna’s emotions in this situation are not very strong, she uses a milder swear word “to Christ” which belongs to blasphemous swearing. Blasphemy, as indicated by Balčiūnienė, is no longer recognized as swearing by people living in a modern world (Balčiūnienė 2006: 5). Still, in this case, the use of the swear word helps Anna to release tension and anxiety which arise due to her uncertainty. Šeškuvienė translates “to Christ” as “Dieve mano” (back translation: “my God”). In the Lithuanian language, “Dieve mano” is a religious swear word and is exclaimed when the speaker feels that something may be wrong (LKŽe 2005). “Dieve mano” has the same semantic weight as the taboo word in the ST. Thus the translation of the provided example reveals the same emotion of the ST. 
Anna’s colleagues at work are mainly women. Their main task is to promote cosmetics and make the brand name of the company visible through mass media advertising. However, this is not always done successfully. Failure at work makes Anna feel disappointed. Her disappointment is expressed by swearing. This is reflected in the heroine’s thoughts as in the example below:
Table 7
	SL
	TL

	Monday mornings were horrible. I knew they were horrible for everyone, everywhere, but they were extra horrible for us, because so much of our success or failure depend on what had appeared in the weekend newspaper supplements. <…> As we took our places, Arriela ignored us. She was sitting at the head of the long table, flicking through the glossy pages of a magazine. Then I saw what it was--we all saw at the same time: this month's Femme. Shit. It wasn't on the newsstands yet. (Keyes, Anybody Out There 2006: 195-196)


	Pirmadienio rytai būdavo siaubingi. Žinau, kad pirmadieniais sunku būna visiems ir visur, bet mums pirmadieniai buvo dvigubai sunkesni, nes visa mūsų sėkmė ar nesėkmė priklausydavo nuo to, kas pasirodydavo savaitgalio laikraščių prieduose. <...> Ariela nekreipė į mus jokio dėmesio, kol rinkomės sau vietas. Ji sėdėjo viename ilgo stalo gale ir sklaidė populiaraus žurnalo puslapius. Aš pamačiau, koks tai žurnalas; tiksliau, mes visi išvydom vienu metu – tai šio mėnesio Femme numeris. Mėšlas. Jis dar nebuvo pasirodę spaudos kioskuose. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 203-204)




In the ST, “shit” is used as an emphatic exclamation expressing emotion of disappointment and anger. According to DCS, in English, “shit” is considered as a mild vulgarism (Thorne 2007: 387) which has an equivalent in Lithuanian, “šūdas” (back translation: “shit”) (TB 2009). However, “shit” is rendered in the TT as “mėšlas” (back translation: “muck”) which shares the same negative connotations with the word “šūdas” and is scatological. Both of the swear words may be used to express the speaker’s disappointment with the situation and to show that the situation is very complicated (LŽB 2010: 219). By using the swear word “shit” in the ST and “mėšlas” in the TT, Anna reveals the seriousness of the situation: the brand name of their company has not appeared in the magazine, which is a great failure and shame on all women working in the company (Keyes 2006: 195-196). As a result, her language serves as a guide to her physical environment, events as well as to herself. Once again, Anna’s emotions are revealed through her use of the swear word which is also rendered in the TT. Nonetheless, it should be pointed out that the translator chooses to use the same word “mėšlas” as an equivalent for the mild English vulgarism “shit” and for the strong English swear word “fuck” as it has been shown in the example presented in Table 3. As a consequence, this distorts Anna’s language at a certain point and gives a different representation of her character.
When Anna comes back to work after Aidan’s death, she is still wounded and gripped by terrible fear that she will not be able to handle being back at work. Her physical imperfection and terrible situation is described not only by herself but also by her manager, Lauryn. Thus the protagonist is also characterised through the dialogues with other characters in the novel (Gill 2006: 17). When Lauryn sees Anna’s bandaged fingers and a scarf on her face, she swears in the presence of Anna: 
 Table 8
	SL
	TL

	And when will that … thing… on your face be better?’ They hate physical imperfection round here. ‘And your arm? When will it be out of the cast?’ Then she noticed my bandaged fingers. ‘What is that all about?’ 

‘Missing nails.’

‘Jesus H,’ she said. "I'm gonna throw up." (Keyes, Anybody Out There 2006: 131-132)
	- O kada tau …užgis... tas baisus dalykas and veido? – čia fiziniai trūkumai yra nepageidaujami. – Ir dar ranka? Kada tau ją išims iš gipso? – Tada ji pastebėjo mano apmuturiuotus pirštus. – O čia kas dabar?

- Netekau nagų.

- Jergutėliau šventas! – suriko ji. – Aš tuoj apsivemsiu. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 139)




In the example above, the importance of women’s beauty and looks is stressed. Lauryn is a typical chick lit woman character since she is obsessed with the idea of being beautiful and charming and requires the same from her employees (Keyes 2006: 131-132). Anna’s unnatractive appearance is revealed by the blasphemous swear word Lauryn uses when she sees Anna. Pursuant to the definition in OSD, “Jesus H” is used as an interjection or general exclamation to show one’s astonishment or dissatisfaction (OSD 1996). Here, letter “H” stands for “Holly”. In the TT, the blasphemous taboo word is rendered as “jergutėliau šventas” (back translation: “Holy jeez”) which, to quote Balčiūnienė, is a softened version of the swear word “Jėzau šventas” (Balčiūnienė 2006: 5). Thus the translator uses the strategy of softening and softens the effect of the ST. As a result, the astonishment and dissatisfaction of Lauryn is reduced in the TT. 
Anna’s invidious situation is also revealed through the surprise of her co-worker Bruke. It is encoded in the swear word she uses when she meets Anna at work as in the example provided below:
Table 9
	SL
	TL

	"Oh my gosh, Anna, you're back!" It was Brooke Edison. (Keyes, Anybody Out There 2006: 133)
	- Po paraliais, Ana, tu sugrįžai! – Tai Brukė Edison. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 140)


By using the euphemism “gosh” for a blasphemous swear word “God” (onlineslangdictionary.com/ meaning-definition-of/gosh), Brooke shows her surprise at Anna’s coming back to work. In her opinion, Anna should not have returned because she needs to have rest and to recover from her physical and emotional pain. The translator follows the same pattern of the ST and translates “gosh” as “po paraliais” (back translation: “dammit”) which is a softened version of “po velniais” used to express surprise and astonishment (LKŽe 2005). In LKŽe “paralius” is defined as “velnias” or “nelabasis” (back translation: “devil”) (LKŽe 2005). All in all, the swear words expressing surprise in Anna’s co-workers speech when she returns to work characterize Anna as a strong and determined woman who, despite her physical and emotional pain as well as her unattractive appearance, comes back to work hoping to escape from her grief. Šeškuvienė’s translation captures the same mood and emotions of the ST and, in the previous two examples provided in Table 8 and Table 9, characterizes Anna in the same way as she is presented in the ST. 
However, there are other situations in Anna’s life when her language characterizes her as very sensitive, impatient and dissatisfied. Short extracts from her speech bellow can serve as an illustration:
Table 10
	SL
	TL

	Frustration burgeoned in me. When

would this fucking thing start? (Keyes, Anybody Out There 2006: 278)
	Mane ėmė graužti nusivylimas. Kada gi pagaliau prasidės ta suknista ceremonija? (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 283)


Table 11
	SL
	TL

	This is shit, I thought. This is so fucking shit. (Keyes, Anybody Out There 2006: 281) 


	Kažkokia velniava, pagalvojau aš. Didžiulė, nesuvokiama nesąmonė. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 286)


In the examples of Table 10 and Table 11, Anna comes to a spiritual mediator who is said to have the power to contact the dead. Hoping to hear from her dead husband, Anna is uneasy and impatient. It is reflected in her speech when she uses a taboo word “fucking” which serves as an intensifier for emphasis (Thorne 2007: 172). In the TT, the translator uses softening and translates “fucking” as “suknistas” (back translation: “fucked up”) which is milder even though has a similar connotative meaning. The swear word “suknistas”, according to Balčiūnienė, is used to express the speaker‘s indignation (Balčiūnienė 2006: 4). Thus in the TT, the indignation of Anna is retained. Further, when the mediator is unable to contact Anna’s dead husband, Anna feels unhappy, frustrated and angry. To show this, she repeats a swear word “shit” twice, adding “fucking” as an intensifier to the second “shit” (see Table 11). “Shit” and “fucking shit” sounds vulgar in the ST, but the translator uses the strategy of softening and changes the tone of Anna’s language. Instead of using a direct equivalent of “shit”, i.e. “šūdas”, Šeškuvienė renders it as “velniava” (back translation: “hellish situation”). LKŽe defines “velniava” as “a bad thing” or “a great disorder” (LKŽe 2005). Even though, the translation of the swear word does not sound vulgar in the TT, it reveals Anna’s dissatisfaction. In the following sentence, the protagonist repeats the same taboo word “shit” but, as it is preceded by “fucking”, it sounds much stronger. The translator renders this collocation by neutral Lithuanian words “didžiulė, nesuvokiama nesąmonė” (back translation: “great, incomprehensible nonsense”) which suggests Anna’s frustration with the situation. 
There are cases when the translator chooses to use the strategy of omission. This can be noticed in the examples from Anna’s thoughts below. In both of the cases, the translator omits the swear words “the hell” and “bloody”. In the ST, these two words are used to show Anna’s dissatisfaction with the situation. In the first case, she is so tired of people surrounding her that she wants to escape and to be alone. The swear word “the hell” is used to intensify her boredom and discontent. In the second example provided in Table 13, the heroine is very eager to speak to her friend but she can not contact her and, therefore, is disappointed. The swear word “bloody” reveals Anna’s frustration (Table 13):
 Table 12
	SL
	TL

	I was thinking of just getting the hell out, going on vacation on my own, to a place where they don't have Thanksgiving. (Keyes, Anybody Out There 2006: 324)


	Norėčiau kur nors išlėkti, išvažiuoti atostogauti viena ten, kur Padėkos diena nešvenčiama. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 327)


Table 13
	SL
	TL

	This was unbelievable--her and Joey? But her bloody machine picked up. The frustration! (Keyes, Anybody Out There 2006: 351)


	Neįtikėtina – ji ir Džojis? Bet atsiliepė autoatsakiklis. Kokia neviltis! (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 354)


The designator of informal register is missing in the TT. As a result, the TT sounds very neutral and does not reveal Anna’s true emotions which arise in two different situations presented above. Thus at a level of characterization, such omissions have a damaging effect since they limit the TL reader’s ability to perceive the true nature of Anna. 
In conclusion, the way Anna uses language in different situations reveals her character. Her inner thoughts and emotions are revealed through her monologues and dialogues with other characters. She tends to use taboo words every time she faces something that is difficult, frustrating and dissatisfying. However, swear words and insults appear mostly in her monologues when she thinks about her dead husband, her work and other unpleasant situations in life. Anna’s language which abounds in swear words and insults reveals her as being very emotional. However, in the TT, the level of her emotionality is reduced to a certain point, since the translator mainly uses the strategies of softening and omission. Strong swear words and insults are neutralized in the TT, which results in a discrepancy between the tone of the ST and the TT, and different representation of the main character and her emotions. What is more, the translator avoids the repetition of the same words in the translation and chooses to use synonyms instead. This helps to avoid repetition, but distorts the general pattern of Anna’s language. 
5.2.2 Swear Words and Insults in Anna’s Mother’s Language
Anna’s mother is the only woman in the novel who belongs to the older generation. Therefore, the reader would expect her to be a traditional woman pursuing traditional feminine values and using a polite language. However, she is trying to keep up with her young daughters who are typical chick lit heroines: she speaks a lot about fashion; she cares about her looks and image and enjoys shopping. Anna’s mother together with her daughters enjoys freedom. When speaking about her family, Anna notes that her father is a poor man since “in a household of strong women, his opinion counted for nothing” (Keyes 2007: 44). Therefore, Anna’s family does not remind the reader of a traditional family model where the father is the head of the family. On the contrary, her mother is dominant: she manipulates her husband. Anna’s mother’s strong and assertive nature is expressed through the language which abounds in swear words and insults. According to Jay, “sociocultural shifts change the standards for appropriate speech in residential and work environments” (Jay 2000: 215). As a result, there are no constrains on the use of language in different environments. Thus Anna’s mother does not avoid taboo language when speaking at home or in public, even though there is cultural belief that swearing can cause psychological harm to children and spouses (Jay 2000: 215). Taking this fact into consideration, the way Anna and her sisters speak reflects the mode of language that is used by their mother. 
Swearing and insulting serves for Anna’s mother as a means of expressing her opinion and strong emotions. Taboo words in her speech play an important role in the construction of her character. She freely uses vulgar words and insults when speaking to her daughters and other people. Insults that she uses reveal her attitude towards other people. In the example provided below (Table 14), Anna mentions the fact that her mother addresses her daughter as “lickarse”. This insult is used not so much to insult the daughter as to reveal her character traits:
Table 14
	SL
	TL

	The others (even Mum, in unguarded moments) called her a "lickarse," a word I wasn't comfortable with because it was so mean, but admittedly did the job well. (Keyes, Anybody Out There 2006: 14)
	Visi (net pati mama neapdairumo akimirkomis) vadina ją „subinlaiže“, man tas žodis nepatinka, nes labai negražus, bet puikiai nusako esmę. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 22)


The insult “lickarse” is made of two English words, i.e. “to lick” and “arse”. “To lick” is a standard English word whereas “arse” is considered to be a vulgar slang word (Thorne 2007: 12). The insult “lickarse” is used to describe a person who is “nauseatingly sycophantic” (Thorne 2007: 12). Thus when describing Maggie as “a lickarse”, the mother reveals that Maggie is a person who likes to flatter. To render this insult, the translator uses the strategy of direct transfer. The word “subinlaižė” (back translation: “arse licker”) has the same connotations as “lickarse” since in LŽB “subinlaižė” is defined as “pataikūnė” (back translation: “sycophant”) (LŽB 2010: 219). The direct transfer of the ST word retains the same tone and connotative meaning of the insult. Consequently, the way Anna’s mother sees her daughter Maggie is transferred to the TL reader.
Anna’s mother is depicted as an impatient woman. In ordinary situations of everyday life, she gets angry very quickly and expresses her negative emotions by swearing. For example, when one of her daughters, Helen, is sick, she offers her the vitamin C. But when Helen refuses, the mother becomes angry, and the tone of her language changes. Her address to the daughter sounds very imperious:
Table 15
	SL
	TL

	"Take the vitamin C."

"No."

"TAKE THE FECKING VITAMIN C!" (Keyes, Anybody Out There 2006: 50)


	- Pačiulpk, sakau vitamino C.

- Nenoriu.

-Čiulpk tą prakeiktą vitaminą C! (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 59)


In this case, the mother uses an Irish version of the swear word “fucking”, i.e. “fecking”, which is considered as a euphemism (OSD 1996). This word is used for emphasis as well as “to express anger and annoyance” (Partridge 2006: 816). However, as it is considered as euphemism, it does not sound very offensive. All capital letters of the words of the sentence in the SL indicate a raised tone of the mother and at the same time reveals her anger. Nevertheless, the same pattern is not retained in the TT although the swear word is rendered. Šeškuvienė translates the softened intensifier “fecking” as “prakeiktas” (back translation: “damned”) which in the TL sounds stronger. On the one hand, the tone of the ST is softened as the pattern of capital letters is not rendered in the TT. On the other hand, using a stronger swear word in the TT, the translator compensates for this loss. All in all, the imperiousness of Anna’s mother towards her daughter is revealed for the TL readers.
Anna’s mother uses the same swear word “fecking” when she speaks about Anna’s leaving for New York. Even though her daughter is not fully recovered from her physical and spiritual pain, she thinks and speaks about returning to New York every day. This idea sounds irritating to the mother and she tries to convince Anna to stay at home. But she does not manage to persuade her daughter. The swear word she uses shows her attitude towards Anna and towards the situation. On the one hand, the mother’s language characterizes her as a caring mother. On the other hand, it reveals her disagreement with Anna’s determination to leave. The example provided below can serve as an illustration:
Table 16
	SL
	TL

	"All on the mend. And the sooner she gets this fecking closure, the sooner she'll be back to 
us," Mum said. (Keyes, Anybody Out There 2006: 75)
	- Kuo anksčiau sutvarkys tuos savo suknistus reikalus, tuo greičiau grįš pas mus, - atsakė 
mama. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 84)


Although the same euphemism “fecking” that was used in the example provided in Table 15 appears in the mother’s speech in the ST, the translator renders it using a different word “suknistas” (back translation: “fucked up”) but not “prakeiktas” as in the example in Table 15. LŽB defines “suknistas” as “keliantis rūpesčių” (back translation: “distressing”) or “beprasmis” (back translation: “reasonless”) (LŽB 2010: 221). Thus taken, the connotative meaning of the word used in the TT reveals Anna’s mother’s experience of fear and disagreement. Although the informal tone of the mother’s language is retained in the translation, the effect produced by the repetition in the SL is not revealed.
The following example in Table 17 shows that the translator tries to avoid repetition when translating the same repeated word of the ST. Irena Balčiūnienė states that the Lithuanian language is flexive, and there is a tendency to avoid repetition of the same word because it can cause monotony (Balčiūnienė 1971: 52). In the following example, Anna’s mother expresses her dissatisfaction with the way her husband’s tie looks:
Table 17
	SL
	TL

	"Your father's tie is fecking crooked," Mum hissed at me. (Keyes, Anybody Out There 2006: 553)
	- Tėčio kaklaraištis susisukęs kaip mazgotė, - sušnypštė mama man į ausį. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 546)


To strengthen her emotion of discontent with the tie, the mother again uses the same euphemistic word “fecking”. This time, Šeškuvienė avoids using strong swear words in the TT and renders it using a simile “susisukęs kaip mazgotė” (back translation: “coiled as a dishcloth”). Simile is “an explicit comparison between two different things, actions, or feelings, using the words ‘as’ or ‘like’”(Baldick 2009: 344). In the ST, “fecking” is used as an intensifier of the adjective “crooked” which implies that the father’s tie is not straight. At the same time, it reveals the mother’s discontent. In the TL, the image of the tie is created figuratively, i.e. comparing the tie with the dishcloth. The standard Lithuanian word “mazgotė” (back translation: “dishcloth”) has negative connotations in the TL. Therefore, in this case, the tone of the ST is retained in the TT. 
The examples above illustrate that Anna’s mother uses swearing at home as a device to express her feelings and attitude. However, the example in table 18 shows that she also does not avoid offensive words in public settings. According to Jay, “a noticeable difference over time is that women are swearing more in public than they did ten years ago” (Jay 2000: 265). As chick lit novels are realistic fiction, they can be seen a cultural construction reflecting dominating tendencies of a current time. For example, when she visits a doctor, she expects him to say that Anna is all right and can leave for New York. The doctor, however, informs her that Anna is very weak and needs to stay at home. This makes the mother really frustrated:

Table 18
	SL
	TL

	Mum stared at him, and even though she didn't say it, not even under her breath, her "Fuck you, fuckhead" hung in the air. (Keyes, Anybody Out There 2006: 73)


	Mama nudelbė jį akimis ir, nors nieko garsiai nepasakė, net nesuvebleno sau po nosim, ore vis tiek tarsi pakibo jos žodžiai: „Eik švilpt, subingalvi.“ (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 82)


In the ST, the swear word “fuck you” and the term of abuse “fuckhead” are targeted at the doctor. “Fuck you” in the English language is used “contemptuously as an expression of disdain, dismissal or disbelief” (Partridge 2006: 819). The word “fuckhead” is used as “an all-purpose insulting term of address or descriptive noun for a despicable, stupid person” (Partridge 2006: 815). Thus the taboo words in the ST imply the mother’s disdain towards the doctor. Šeškuvienė renders both of them in the TL. However, she softens the first expression “fuck you” by translating it as “eik švilpt” (back translation: “fuck off”). “Fuckhead” is translated using the insult “subingalvi” (back translation: “asshole”) which means “a stupid person” (LŽB 2010: 219). As a result, the emotion of the ST is rendered to the TL reader with a minimum change in the tone. 
One more situation when Anna’s mother swears in public is the wedding ceremony of her daughter. When she is sitting at the table, something hits her. This makes her angry. In this case, she employs the swear word “cripes” as an exclamation which reveals her reaction to something that is unexpected as in the example of Table 19:
Table 19
	SL
	TL

	"Cripes!" Mum yelped as something hit her in the chest. A yellow hat. (Keyes, Anybody Out There 2006: 555)


	- O, kad tave velnias! – sušuko mama, nes kažkas jai pataikė į krūtinę ir atėmė kvapą. Geltona Megės skrybėlė. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 548)


ODO indicates that “cripes” is used as a euphemism for “Christ” “to express the speaker’s irritation, dismay or surprise” (oxforddictionaries.com/definition/cripes?q=cripes). Thus in the ST the swear word is softened. Šeškuvienė renders this euphemism in the TT as “o, kad tave velnias” (back translation: “goddamit”) which is the opposite of “Christ” and which serves as an expletive invoking damnation of the object that hit her. Both the swear word in the SL and its equivalent in the TL belong to blasphemous swearing. However, “o, kad tave velnias” is more emotionally loaded than “cripes” since the latter is a euphemistic term in the SL. 
The examples discussed above reveal that Anna’s mother use taboo words at home when communicating with her family members as well as in public. Nevertheless, she prefers euphemisms as an alternative to dispreferred expressions. This tendency is not retained in the TT. Anna’s mother uses taboo language to talk about people or things that frustrate and annoy her and that she disapproves of. Her language characterizes her as being assertive and imperious. A characteristic feature of her language is the repetition of the same swear words. However, the TL does not retain the same repetition since the translator chooses to use the strategy of synonymy. This results in the distortion of the particular way the mother speaks. When translating the mother’s speech, Šeškuvienė chooses between two strategies: softening and literal translation. Such a choice helps her to create a similar effect of the ST to the TL reader. 

5.3 The Effect of the Translation Strategies of Proper Slang on Characterisation in the Lithuanian Translation of the Novel Anybody Out There
Besides taboo words, proper slang is another large category of slanguage that constitutes a great part of the characters’ speech in Anybody Out There. Most of the examples of proper slang in the novel include general slang words which do not relate to a particular group or trend. There are also some cases where specific slang related to a particular group and trend is employed by the characters. Anna, her mother and sisters use proper slang words when they communicate at home and in public.

Proper slang in the women’s language serves for social purposes. When communicating, they use slangy words and expressions to be on the same speech-level with one another, to facilitate social intercourse and to induce friendliness and intimacy (Mattielo 2008: 32). The extensive use of proper slang words in conversations in the novel reveals that the women prefer uncomplicated and friendly communication. What is more, they want to show special familiarity with their interlocutors (e.g. communication between the mother and the daughter, dialogues between sisters). To use some of Partridge’s functions of slang, characters also use proper slang words and expressions as an exercise of humour, to be brief and concise or to reduce the seriousness of the conversation (Partridge 1971: 6).

The characters use general slang words to talk, for example, about everyday activities, to name different things or states. As the main characters in the novel are women, they talk a lot about men and they use a great number of general slang words to define males (e.g. “bloke”, “hunk”, “dude”, “buddy”, or “chum”). Furthermore, when the issue of sexual orientation or addiction to drugs is considered, they use specific slang words such as “Jolly Girls”, “Jolly Boys”, “coke”, “devil’s dandruff”, etc. Such specific slang words are used to “protect the user from the discomfort caused by the conventional item” (Dumas and Lighter 1978: 14). As a result, proper slang words make the language denoting communication among the characters in the novel very informal. The translator’s task is to keep the voicing of the TT informal and colloquial, so that the TL reader could adequately reconstruct the characters from the style and mannerism of their speech. Table 20 includes some of the examples of proper slang words that appear in the novel and translation strategies applied by Šeškuvienė: 
Table 20. Examples of some of the most frequent proper slang words in the ST, their equivalents in the TT, and translation strategies 

	Keyes, Anybody Out There (2006)
	Type of proper slang word in the ST
	Šeškuvienė, transl., Ar ten kas nors yra? (2007)
	Translation strategies used in the TT

	Telly
	General slang
	Televizija (14, 16), televizorius (15)
	Softening 

	Celebs 
	General slang
	Garsenybės (35)
	Softening 

	A knocking shop
	General slang
	Radinių biuras (57)
	Softening (mistranslation)

	The boys in blue
	General slang
	Vyrai mėlynom uniformom (57)
	Literal translation

	Hunk 
	General slang
	Vyriokas (53)
	Literal translation

	The devil’s dandruff
	Specific slang
	Velnio pleiskanos (62)
	Literal translation

	Coke 
	Specific slang
	Milteliai (68)
	Softening 

	Butch 
	General slang
	Panašus į moterį (72), vyriška moteris (72), vyrmoterė (72), Bučas (73)
	Softening (mistranslation)

	Sucky 
	General slang
	Nevykęs (74)
	Softening 

	Gammy 
	General slang
	Suknežintas (82), apmirusi (188)
	Softening 

	Ginormous 
	General slang
	Neaprėpiamas (86)
	Softening 

	To bitch
	General slang
	Skųstis (126)
	Softening 

	Piss off
	General slang
	Dink man iš akių (184)
	Literal translation

	To sack 
	General slang
	Išmesti (137)
	Literal translation

	Lad
	General slang
	Paauglys (26)
	Softening 

	Pal 
	General slang
	Draugas (26)
	Softening 

	Showbiz 
	General slang
	Pramogų verslas (34)
	Softening 

	Stuff 
	General slang
	Pirkiniai (35)
	Softening 

	Teeny-tiny
	General slang
	Koks nors (35)
	Softening 

	Kooky
	General slang
	Keistokas (47)
	Softening 

	Granny
	General slang
	Senelė (229)
	Softening

	Keyes, Anybody Out There (2006)
	Type of proper slang word in the ST
	Šeškuvienė, transl., Ar ten kas nors yra? (2007)
	Translation strategies used in the TT

	Buddy 
	General slang
	Draugas (74), bičiulis (176), vyrutis (254)
	Softening 

	Fella
	General slang
	Priešininkas (99)
	Softening (mistranslation)

	Weirdo
	General slang
	Puskvailis (101), keistuolis (428), vyras (490)
	Softening 

	Naff 
	General slang
	Neskoninga (132)
	Softening 

	Chum 
	General slang
	Vyrukas (142), draugė (143)
	Softening

	Kaput 
	General slang
	Baigta (427)
	Softening 

	Jolly Girl
	Specific slang
	Paleistuvė (17), lesbietė (488)
	Softening (mistranslation)

	Jolly Boy
	Specific slang
	Paleistuvis (17), linksmasis vyrukas (392)
	Softening (mistranslation 

Literal translation


According to Table 20, most of the general and specific slang words are neutralized in the TT. Due to this, the tone of the TT is raised. This gives a different representation of characters in the novel. A more detailed analysis of the translation of proper slang is presented hereafter. 

The first three examples where the general slang word “telly” is used instead of the standard English word “television” are taken from Anna’s communication at home with her parents and sisters. When communicating with family members, the characters tend to be brief and concise; therefore, they prefer to shorten standard words as in the examples in Table 21, Table 22 and Table 23: 
Table 21
	SL
	TL

	But why would she move out, she often asks, when she’s got cable telly, and a built-in chauffeur (Dad)" (Keyes, Anybody Out There 2006: 5).
	Bet kam jai eiti iš tėvų namų, dažnai klausia ji, kai turi nemokamą pragyvenimą, kabelinę televiziją ir instaliuotą vairuotoją (tėtį) (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 14).


Table 22
	SL
	TL

	“It’s not like on the telly,” she complained afterward, kneading the top of her arm (Keyes, Anybody Out There 2006:6)


	- Visai ne kaip per televizorių, - paskui skundėsi ji, trindama ranka žemiau peties (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 15)


Table 23
	SL
	TL

	Mum’s hand went to her mouth, the way a person would on telly if they wanted to indicate anxiety (Keyes, Anybody Out There 2006:6).
	Mamos ranka pakilo prie burnos, kaip daro žmonės per televiziją, kai nori parodyti išgąstį (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 16).


Even though in all of the three cases the slang word “telly” is repeated in the ST, the translator uses two synonymic words in the TL, i.e. “televizija” (back translation: “television”) and “televizorius” (back translation: “television set”). However, Šeškuvienė’s translation does not retain the informal tone of the ST, since both words “televizija” and “televizorius” belong to the standard Lithuanian language. With reference to LŽB, there are two slang words for “televizorius” and “televizija” in Lithuanian, i.e. “telikas” or “telis” (LŽB 2010: 229). In the example in Table 21, the word “telly” collocates with “cable” which could not be rendered in the TL as “kabelinis telikas or telis”. Therefore, the translator chooses to render “cable telly” by the collocation “kabelinė televizija” (back translation: “cable television”). Nevertheless, the rest two cases in Table 22 and Table 23 where the expression “on telly” is used could be translated as “per teliką”. Instead of using colloquial words in the TL, the translator chooses to neutralize them. 
The life of celebrities and show business are important topics which are often considered in conversations between the women in the novel. Anna, her mother and sisters enjoy watching different television shows about celebrities, they like to discuss their appearance, clothes, etc. When speaking about show business and well-known people, characters also do not avoid slang words. Such words make their speech colloquial and contribute to the easiness of social interaction. The example in Table 24 includes the word collocation “showbiz types”. “Showbiz” is considered to be a colloquial term for “show business” (Thorne 2007: 402). The slang term “showbiz” has an equivalent in the Lithuanian language, i.e. “šoubyzas” (LŽB 2010: 211). Nevertheless, the translator chooses to use a standard language expression in Lithuanian, “pramogų verslas” (back translation: “show business”). As a compensation, she renders the word “types” collocating with “showbiz” by a diminutive “tipeliai” (back translation: “geezers”). The word “tipas” in Lithuanian is used in the informal register to describe a person who is strange and has negative character traits (LKŽe 2005). The diminutive form “tipelis” implies a derogatory attitude of the speaker towards the targeted person as in the following example:
Table 24
	SL
	TL

	When showbiz types came to town, whatever they wanted, from Bono’s phone number, to someone to take them shopping after hours, to a decoy double to shake off the press, it was her job to provide it. (Keyes, Anybody Out There 2006: 25)
	Kai į miestą atvykdavo pramogų verslo tipeliai ir kai tik jie ko nors užsimanydavo – pradedant Bono telefono numeriu, begalinėmis vaikštynėmis po parduotuves ir baigiant antrininkų suradimu, kad atsikratytų persekiojančios spaudos, jos darbas būdavo visa tai parūpinti. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 34)


The tendency to soften slang words in the TT can also be traced in the example in Table 25. In this case, Anna, employing an informal word “celebs”, describes her friend’s Jacque’s relationship and attitude towards celebrities. The use of the slang word implies Anna’s familiarity with the topic:
Table 25
	SL
	TL

	She says that most celebs are either midgets or gobshites or both. <...> The visiting celebs often bought her expensive presents (Keyes, Anybody Out There 2006: 26).
	Ji sako, kad dauguma garsenybių yra neūžaugos arba siaurašikniai, arba ir vieni, ir kiti kartu. <...> Atvykusios garsenybės dažnai parūpindavo jai dovanų. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 35)


Both words “celebs” are rendered as “garsenybės” (back translation: “celebrities”) in the TT. “Garsenybė” is a standard Lithuanian word used to define a well-known person (LKŽe 2005). According to LŽB, “zviozda” or “gviazda” could be chosen as equivalent slang terms for “garsenybė” in Lithuanian (LŽB 2010: 123). Šeškuvienė chooses the strategy of softening and raises the register of the TT.
When Anna describes the way her sister Maggie looks after she has become a mother, she uses two general slang words for the standard English word, “mother”, i.e. “mumsy” and “Mum”:
Table 26
	SL
	TL

	Other than her hair, which was

shoulder length and a lovely chestnut colour (artificial—clearly she hadn’t given up completely), she looked more mumsy than 
mum. (Keyes, Anybody Out There 2006: 16)
	Neskaitant jos plaukų, kurie yra iki pečių ir nuostabios kaštoninės spalvos (dažyti – kaip matyti, ji dar ne visai visko atsisakė), ji labiau panaši į perekšlę nei į mamą. (Šeškuvienė, 
transl., Ar ten kas nors yra? 2007: 24)


Both words in the ST have different connotations which offer a certain image of the way Maggie looks. The slang word “mumsy”, according to Thorne, is “the older generation’s colloquialism to describe a woman who is unglamorous” (Thorne 2007: 300). If used as an adjective, “mumsy” means “giving an impression of dull domesticity; dowdy or unfashionable” (oxforddictionaries.com / definition/mumsy?q=mumsy). 

Thus the word in the SL suggest that being a mother, Maggie does not look the way she used to, i.e. attractive, fashionable, etc. Thorne argues that “for a younger generation of women the maternal aspect is less important than the suggestion of fussiness, unfashionable appearance and asexuality” (Thorne 2007: 300). The slang word “mumsy” is rendered in the target text by a standard Lithuanian word “perekšlė” (back translation: “a brooding bird”. DLKŽ defines “perekšlė” as “a brooding hen or any other bird” (Kruopas 1972: 548). Therefore, in the TL, the mother is compared to a bird who sits on its eggs as long as its babies hatch. Such comparison suggests that when raising children, the mother has to sacrifice a lot. The word “mumsy” in the ST implies the way the mother looks when she raises children, whereas “perekšlė” points to the process of raising children. Both “mumsy” and “perekšlė” have similar connotative meanings.  
The second word in the example, “Mum”, is another slang term for “mother” in English. Thorne defines the word “mum” as a word used to address “a homely female” (Thorne 2007: 319). Šeškuvienė renders this word by “mama” (back translation: “mother”) which is a general term to refer to one’s mother in Lithuania. LKŽe indicates that “mama” is regarded as a kind form of address towards one’s mother (LKŽe 2005). Thus both “mum” and “mama” imply positive connotations. Even though the translator’s linguistic choices in the TL does not include slang words, the standard Lithuanian words help to render a similar emotion of the ST to the TL reader. 
When describing his life as a student, Aidan tells Anna about his room mate Marty. In the example in Table 27, his friend is addressed by the slang word “roomie” which implies that their communication was informal and friendly:
Table 27
	SL
	TL

	He told me about his job, his roomie, Marty, and his lifelong love of the Boston Red Sox. (Keyes, Anybody Out There 2006: 96).
	Jis papasakojo apie savo darbą, apie kambario draugą Martį, apie jo begalinę meilę Bostono Red Soxams. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 103)


However, the translator renders the word “roomie” as “kambario draugas” (back translation: “roommate”) which sounds formal in the TL. As a result, the register of the ST is changed in the TT.

Characters in the novel use many different slang words to name males or females which indicate their close relation to persons who are addressed by these terms, e.g. “hunk”, “lad”, “bloke”, “dude” and “buddy”. With reference to LŽB, it can be suggested that there are equivalent slang terms in the Lithuanian language which could be applied in translation, e.g. “bičas”, “chebrantas”, “chebrinis”, “čiobrelis”, “družbanas”, “kentas”, “čiuvakas”, etc (LŽB 2010: 51). In the examples, provided below the tendency to use standard Lithuanian words can be traced:
Table 28
	SL
	TL

	Mind you, she also had the good sense to make sure he was a dark, handsome hunk with lovely, broad shoulders and—according to Helen (don’t ask)—a fine, big mickey. (Keyes, Anybody Out There 2006: 53)
	Be to, dar nepamirškite, kad jai Dievas apšvietė protą pasirūpinti dar ir tuo, kad jis būtų tamsiaplaukis, išvaizdus vyriokas su patraukliais ir plačiais pečiais bei, pasak Helenos (verčiau nieko neklausinėkit), su gražiu, dideliu pimpalu (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 62)


In Table 28, the word “hunk” means “a well-built, sexually attractive man” (Thorne 2007: 247). In the Lithuanian translation, it is rendered as “vyriokas” (back translation: “a young man”) which, according to LKŽe, is used to describe a young male (LKŽe 2005). LŽB (2010) offers the following slang words to describe a large and strong man: “rėmas” (187), “škafas” (228) or “boisas” (29). Thus the connotations of the word “hunk” of the ST are not retained in the TT.
In the examples in Table 29 and Table 30, both slang words “lad” and “bloke” are translated by a neutral Lithuanian word “vyras” (back translation: “a man”). “Lad” means “a boisterously macho or high-spirited young man” (Thorne 2007: 281). “Bloke” is used as an informal term for “a man” (Thorne 2007: 64). The neutralization of the slang words raises the register of the TL as in the examples below:
Table 29
	SL
	TL

	As the lads got stuck in to their Scrabble and beer, we curled on the couch in a softly lit corner and Rachel gave me a hand massage on my nongammy hand (Keyes, Anybody Out There 2006: 181).
	Kai vyrai įniko į savo alų ir loto, mudvi susirangėme ant sofutės jaukiai pašviestame kamputyje ir Rachelė ėmė masažuoti mano apmirusią ranką. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 188)


Table 30
	SL
	TL

	She met another bloke, Adam, and she

had the good sense to make sure he was younger than her and easy to scare into submission. (Keyes, Anybody Out There 2006: 52).
	Tada susirado kitą vyrą, Adamą, ir šįkart Dievas jai apšvietė protą pasirūpinti, kad jis būtų už ją jaunesnis ir paklustų jos valiai. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 62)


The strategy of softening is also used in the examples of Table 31 and Table 32. In the SL, the word “dude” is a slang word for “a man” (Thorne 2007: 163), whereas in the TL it is rendered simply by the pronoun “jam” (back translation: “to him”). The example in Table 32 includes the slang word “buddy” which is used to address a male friend (Thorne 2007: 85). Šeškuvienė’s choice again neutralizes the register of the original as she chooses a standard Lithuanian word “draugas” (back translation: “a friend”):
Table 31
	SL
	TL

	“Wow. Getting married. Well, congratulations. He is one lucky dude.” (Keyes, Anybody Out There 2006: 208)
	- Oho! Greitai ištekėsi. Ką gi, sveikinu. Jam labai pasisekė. (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 62)


Table 32
	SL
	TL

	“Anna, meet my best buddy, Leon.” (Keyes, Anybody Out There 2006: 65)
	- Ana, susipažink, čia mano geriausias draugas Leonas (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 74)


As a result, the neutralization of slang terms used to refer to males or male friends in the TT gives a different representation of the relations of characters for the TL reader, i.e. the relation between characters becomes formalized. 
There are several cases in the novel when characters use specific slang. As it was mentioned in the theoretical part of the present thesis, specific slang is related to a particular group of people or trend. Specific slang words are mainly used to encode the language (Mattielo 2008: 16). In the examples provided below, characters of the novel use specific slang when they speak about sexual orientation and drug addiction. Since such realities in life are considered as taboo in the standard language, slang words offer possibilities of speaking about them and help to avoid the discomfort caused by such taboo topics (Mattielo 2008: 16). 
In the examples provided below, Anna and her mother speak about lesbians and gays, and employ the slang term “Jolly Girl” for “a lesbian” and “Jolly Boy” for “a gay”. The adjective “jolly” means “happy and cheerful” (oxforddictionaries.com/definition/jolly?q=jolly). Thus the literal translation of these words into Lithuanian would be “linksmoji mergaitė” and “linksmasis berniukas”. However, Šeškuvienė does not find equivalent slang words in the Lithuanian language to name a lesbian and a gay and renders them as “paleistuvė” (back translation: “slut”) and “paleistuvis” (back translation: “libertine”) as provided in Table 33:
Table 33
	SL
	TL

	All of a sudden Mum seized my arm—luckily, my unbroken one—and hissed, in a voice throbbing with excitement, “Look! It’s Jolly 
Girl, Angela Kilfeather. With her Jolly Girl girlfriend! <...> Helen once worked with an Indian man who mistranslated gays as “Jolly Boys.” It caught on so much that nearly everyone I knew—including all my gay friends—now referred to gay men as Jolly Boys. And always said in an Indian accent. The logical conclusion was that lesbians were

“Jolly Girls,” also said in an Indian accent (Keyes, Anybody Out There 2006: 8).
	Staiga nei iš šio nei iš to mama čiupo mane už rankos – laimei, už nelūžusios – ir iš susijaudinimo virpančiu balsu sušnypštė:

- Žiūrėk! Ta paleistuvė! Angelina Kilfer. Su savo tokia pačia drauguže irgi paleistuve! (17)

Kartą Helenai teko dirbti su vienu indu, kuris žodį „gėjus“ į savo kalbą išvertė kaip „paleistuvis“. Šis pavadinimas taip greitai prilimo, kad dabar visi mano pažįstami – ir net įskaitant draugus gėjus – homoseksualius vyrus vadina „paleistuviais“. Ir taria tai su indišku akcentu. Buvo padaryta logiška išvada, kad lesbietės irgi yra „paleistuvės“, ir taip pat tariama su indišku akcentu“ (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 17).


Specific slang words used in the ST imply sexual orientation, whereas the standard Lithuanian words “paleistuvė” and “paleistuvis” define a person who is depraved and licentious (LKŽe 2005). However, lesbians and gays are not necessarily licentious. This results in a distortion of the meaning in the TL since the words chosen as equivalents for “Jolly Girls” and “Jolly Boys” in the TT have different denotative meaning.
However, when the same specific slang words appear in the novel later, the translator renders “Jolly Boys” as “Linksmieji Vyrukai” (back translation: “jolly boys”) and “Jolly Girls” as “lesbietės” (back translation: “lesbians”) as presented in the examples in Table 34 and Table 35:

Table 34
	SL
	TL

	I looked around. It was Ornesto, with two other Jolly Boys whom I recognized from going up and down the stairs to his apartment, and nice Eugene who had moved my air conditioner (Keyes, Anybody Out There 2006: 390)
	Apsidairiau. Tai buvo Ornestas su dar dviem Linksmaisiais Vyrukais, kuriuos teko matyti bėginėjant aukštyn žemyn laiptais į jo butą, ir dailusis Eugenijus, padėjęs man nukelti oro kondicionierių (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 392)


Table 35
	SL
	TL

	Anna, you’ll have to be my birthing partner. We’ll have to go to the prenatal classes together and all the other man-and-woman couples will think we’re a pair of Jolly Girls.” She even 
went to the trouble of doing an Indian accent when she said “Jolly Girls” (Keyes, Anybody Out There 2006: 493)
	Ana, tau teks būti mano gimdymo partnere. Mes drauge turėsime lankyti nėštumo paskaitas, o visi vyrai ir moterys galvos, kad mes esame lesbietės. – Ji net pasistengė žodį lesbietės 
ištarti su indišku akcentu (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 488).



“Linksmaisiais Vyrukais” is a literal translation of “Jolly Boys”. Neither Zaikauskas’ Lithuanian slang dictionary nor LŽB (2010) include “Linksmieji vyrukai” as the slang term for “gays”. However, LŽB offers such specific slang words as “agrastas”, “debesėlis”, “dizaineris”, “gaidys”, “gaidosas”, “homikas”, “mezgėjas”, “pedalas” which could be used in the TT as Lithuanian slang words for “gays” or “homosexuals” (LŽB 2010: 48, 65, 74, 159) . When translating “Jolly Girls”, Šeškuvienė uses a standard Lithuanian word “lesbietės”. There are several slang terms in the Lithuanian language which could be used for “lesbians”, e.g. “lesbė” or “lesbijanka” (LŽB 2010: 114). Thus the translation of specific slang words poses problems to the translator as it is difficult to find equivalent terms in the TL. This results in the mistranslation and neutralization of the original. What is more, the function of slang to encode the language when talking about realities of life that are regarded as taboo is not retained in the TT. 
One more example of the translation of specific slang words is presented in Table 36. The words used by the characters in this example include specific slang words denoting drugs. The use of such words helps to encode the language and to make it secret. “The devil’s dandruff” is a slang term for the standard English word “cocaine” (DS 1996). The slang word “coke” is used instead of the standard English word “cocaine” (Thorne 2007: 120). The translator finds equivalents for both of these specific slang terms and translates “the devil’s dandruff” directly as “velnio pleiskanomis” (back translation: “the devil’s dandruff”) and “coke” as “miltelių” (back translation: “snuff”). Thus, in this case, the informal register is retained in the TT. 
Table 36
	SL
	TL

	Several years ago, while she’d first been living in New York, she’d developed a fondness for the devil’s dandruff (cocaine) <...> A barrel-chested man slung a ham like arm around my neck, swung a tiny plastic bag of white powder at my face, and said, “Hey, Morticia, want some coke?”

 (Keyes, Anybody Out There 2006: 53, 59)
	Prieš keletą metų, kai ji pirmą kartą atsikėlė gyventi į Niujorką, ji smarkiai buvo susižavėjusi velnio pleiskanomis (kokainu) <...> Vyrukas su plačia lyg statinė krūtine užmetė man ant sprando kiaulės kumpio storumo ranką, kyštelėjo man į veidą mažulytį plastikinį maišelį su baltais miltukais ir 
paklausė:

- Ei, Mirtiše, ar nenori miltelių?

 (Šeškuvienė, transl., Ar ten kas nors yra? 2007: 62, 68).


In conclusion, as proper slang words are often neutralized in the TT, a different picture of characters of the novel is presented to the TL reader. The translation of language that characters use raises the register of the ST. This has a damaging effect since it limits the TL reader’s ability to reconstruct and perceive the true nature of female characters who in the ST are presented as “new women” having freedom of choice which includes the freedom to choose the register of language, by implication, behaviour. Therefore, the image of “a new woman” associated with the chick lit heroine is distorted in the TT, and the transformation of characters as well as remodelling of female identities are not fully revealed to the TL reader.
6 Conclusions
The aim of the present thesis was to analyze how the translation of slanguage, a non-standard variation of language which includes slang words and taboo words, works in and upon characterization. The discussion was focused on the way characters are constructed through the language that they use in Keyes’s novel Anybody Out There and its Lithuanian translation. A related focus was analysis of strategies used by translators in dealing with slang and taboo words. 

The overview of theoretical approaches to issues related to slang and slanguage showed that slang is a special language or a special vocabulary which is restricted to certain subgroups or subcultures of people. Slang encompasses informal, non-standard and sometimes offensive words and expressions used in informal situations of communication. Slang can serve for social or for antisocial purposes; it can unite people or divide them. Despite the fact, that slang has its characteristics and functions in language, the definition of slang remains controversial both in English and Lithuanian. However, in the English language, slang has been analyzed in many theoretical sources and collected in many slang dictionaries, whereas slang in the Lithuanian language lacks scholarly consideration. For example, so far, there has been only one Lithuanian slang dictionary by Zaikauskas Lietuvių kalbos žargono žodynėlis. Kalbos paribiai ir užribiai (2007) which includes general and specific slang used by Lithuanians but excludes such taboo language as swear words. Lietuvių žargono bazė (2010) is one more source of Lithuanian slang which beside general and specific slang includes different kinds of taboo words. Only recently, i.e. in April 2012, a new, larger Lithuanian slang dictionary Lietuvių kalbos žargono ir nenorminės kalbos žodynas (2012) by Kudirka has been published. 
One more controversial issue regarding slang is the classification of slangy language. As slang covers a wide spectrum of various colloquial words and expressions, it is difficult to decide what should be regarded and what should not be regarded as slang. However, Stenström’s suggested term “slanguage” seems to resolve the problem of the classification of slang. Her classification of slanguage includes a great variety of informal language ranging from proper slang words and taboo words to vogue words, proxy words and pragmatic markers. 
Nowadays, the increasing use of different categories of slanguage can be observed not only in everyday conversations but also in literary works. Thus the translation of works that abound in slangy words and expressions poses new challenges to translators. The greatest problems in the process of translating slanguage arise due to different understandings of slang and attitudes to its use, differences in language systems and cultures. However, translation theory offers different translation strategies, such as literal translation, softening, compensation, omission and synonymy, which could help the translator to render slanguage adequately and achieve the same effect of the ST on the TL reader. 
Keyes’s novel Anybody Out There has served as a good case for the analysis of the translation of slanguage. This novel is a typical chick lit novel which, due to its thematic lines, makes a dialogue with chick lit genre, popular romance and other literary genres. The main characters in the novel are women who indulge themselves in constant preoccupation with such issues as beauty, weight, love, sex, marriage, dating and relationships. The language they use functions as a fundamental device for characterization. The protagonist Anna’s monologues and dialogues with other women include a great deal of slanguage ranging from general and specific slang to swear words and insults. In this respect, chick lit women are different from women of the popular romance. Thus the translator’s main task was to try to capture and retain a markedly informal register of the ST and the way the revelation of ideologised characters is presented for the implied reader. 
The analysis of the situations when Anna and her mother use swear words and insults showed that they tend to use taboo words at home and in public every time they face something that is difficult, frustrating and dissatisfying. The abundance use of swear words in Anna’s discourse characterizes her as being very emotional, whereas the way Anna’s mother uses taboo words reveals her strong, imperious and assertive nature. However, as Anna’s mother belongs to the older generation, she prefers to use euphemisms instead of obscene swear words in order to soften their effect. When translating swear words and insults in Anna’s language, the translator uses mainly the strategies of softening and omission, therefore the level of emotionality is reduced to a certain point. Some swear words and insults tend to be neutralized both in Anna and her mother’s language. This results in the discrepancy between the tone of the ST and the TT. What is more, the translator does not retain the repetition of the same swear words which is a characteristic feature of Anna’s mother’s speech. Instead, Šeškuvienė uses synonymy. However, there are cases when the translator uses the strategies of literal translation or compensation. Despite the fact that there are discrepancies between the ST and the TT, the translation of taboo words in the novel keeps to the original mood of the ST. 
Proper slang words is another large category of slanguage that is extensively used by the characters in the novel. Women in the novel use general and specific slang words to make their conversations sound informal, to denote various states and actions, to name people or things or to speak about such uncomfortable issues as sexual orientation or drug addiction. The characters employ proper slang words to show friendliness, intimacy and familiarity, to be brief or to reduce seriousness of the subject matter. Nevertheless, the colloquial and informal register of the original dialogues and monologues is not retained in the TT. Šeškuvienė’s translation tends to use a higher register, not evident in the original, since most of original proper slang words are translated by standard Lithuanian words. What is more, there are several cases where the equivalent chosen for the original word has absolutely different meaning. Thus in the translation, discrepancies appear not only in the tone and register of the ST and the TT but also in meanings of words. This results in a different construction and revelation of characters and does not reveal the transformation of characters in the ideological context. 
In conclusion, since slanguage has remained a relatively unexplored area of research in the Lithuanian language, it calls for linguists to develop views of this phenomenon. In particularly, the attention should be paid to the classification of the Lithuanian slang and its relation to other languages. For example, a corpus based on the translation of slanguage in chick lit novels could be compiled. 
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APPENDIX A: LIST OF mARIAN Keyes’s NOVELS 
Marian Keyes is considered to be one of the most successful Irish novelists and a pioneer of the chick lit genre. She was born on 10 September 1963 in Limerick, Dublin. Keyes graduated from Dublin University where she studied law and accountancy. Her first book Watermelon was published in 1995. Keyes books have been translated into 35 different languages all over the world such as German, Danish, Polish, Lithuanian, Spanish, Turkish, Swedish, Italian, etc. 
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Some of her best-known novels are listed below: 
· Watermelon. 1995. (The novel was made into a film in 2003). Translated into Lithuanian in 2004.
· Lucy Sullivan is Getting Married. 1996. (The novel was made into a sixteen part television series in 1999-2000).
· Rachel’s Holiday. 1998.

· Last Chance Saloon. 1999. (The novel was made into a film in 2004).
· Sushi for Beginners. 2000. Translated into Lithuanian in 2006.
· No Dress Rehearsal. 2000.

· Angels. 2002.

· The Other Side of the Story. 2004.

· Nothing Bad Ever Happens in Tiffany’s. 2005. 

· Anybody Out There. 2006. (The British Book award for popular fiction and the inaugural Melissa Nathan award for Comedy Romance). Translated into Lithuanian in 2007.
· This Charming Man. 2008. (The Irish Book award for popular fiction)
· The Brightest Star in the Sky. 2009. 

Source: Marian Keyes. http://www.mariankeyes.com/Home. Accessed April 17, 2012. 
APPENDIX B: LIST OF REGINA ŠEŠKUVIENĖ’S TRANSLATIONS
The list provided below includes the main translations by Regina Šeškuvienė. Translations of different novels from the English language constitutes the greatest part of her works. Some of the novels that were translated belong to the chick lit genre. Being a translator, Šeškuvienė is also interested in how foreign languages influence Lithuanian. 
Hoffman, Alice. 2012. Trečiasis angelas. Vilnius: Alma littera.
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APPENDIX C: Summary of THE PLOT OF Anybody Out There 
Anybody Out There (2006) by Marian Keyes is a chick lit novel that tells a story about a young Irish woman Anna Welsh who experiences a great loss in her life, the death of her husband Aidan, and is trying to cope with her grief by different means. 

The story opens with Anna’s recovering from an accident that left her scarred and broken not only physically but also spiritually. Living at her parents’ home and being carefully looked at by her mother and her sisters in Ireland, Anna is constantly thinking about the returning to New York where she has left her home, her job, and the most precious person in her life, Aidan, who actually died in the car accident. Even though feeling weak physically and emotionally, the main character returns to New York and tries to start living her normal life. She comes back to work in the company Candy Grrrl and is trying to behave in the way she used to. However, she is different, and everything in New York reminds her of her dead husband. Anna calls him everyday by phone, writes email messages but gets no answer. Later, she even tries to contact her dead husband through a spiritual mediator, however, unsuccessfully. Only after some time, Anna realizes that her husband will never come back, thus she has to live her life on and not to give up. 

The story is told from the main character Anna’s perspective. In the book, flashbacks and present scenes are skilfully intertwined and the suspense is created from the very beginning of the story. The author of the book touches upon such issues as love, loss, identity, femininity, self-image and career. It is a story about overcoming despair and heartbreak, which reminds the reader that sometimes life can be unexpected in the worst imaginable ways. 

APPENDIX D: Examples of the Translation of Slanguage in Marian Keyes’s Chick Lit Novel Anybody Out There
	SWEAR WORDS

	Marian Keyes Anybody Out There (2006)
	Regina Šeškuvienė Ar ten kas nors yra? (2007)

	"Dear Jesus," a voice said. It was my sister Helen, home from a night's work. (4)


	-Dieve šventas, - pasigirdo balsas. Tai mano sesuo Helena grįžo namo po naktinės pamainos (6). 



	"Good Christ, would you look at that!" Then: "Buh-loody hell! Ding-dong! What are they trying to do? (9)


	-Viešpatie aukštielninkas! Tu tik pažiūrėk! – O paskui: - Jėzau Šventas! Dzin-dzilin! (18)

	"Jeez." Dana sighed and fanned her hand in front of her chest. (74) 


	-Jėzau šventas, - atsiduso Deina ir pavėdavo ranka sau ant krūtinės. (74)

	"You know what? I've had it

with New York men. They're fucking lunatics! (82)


	- Žinai ką? Man nuo tų vyrų jau vidurius suka. Visi kažkokie nupirdę lunatikai! (89)

	"Whoever heard of going on a date and building a house? A fucking house--" (82)


	Ar girdėjai, kad vyras, pakvietęs merginą į pasimatymą, siūlytų važiuoti statyti namo? Kažkokio suknisto namo! (89)



	„And age is only a number. And you're only as young as the person you're feeling. Now

fuck off!“ (105)


	- O metai – tai tik bereikšmis skaičius. Esi tokia jauna, kokia jautiesi. O dabar - atsiknisk! (112)

	"I'm not FUCKING hiding. I'm FUCKING meditating." Rachel's voice came from somewhere above us. We all looked up.“ (105)


	- Niekur aš nepasislėpiau! Aš medituoju. – Rachelės balsas atsklido iš aukštai, kažkur mums virš galvų. (112)



	"Isn't it a bloody shame that both of you live in New York." She put her hands on her hips and thrust her bosom at us.” (106)


	- Argi neapmaudu, kad judvi abi gyvenat Niujorke? – Įrėmusi rankas sau į klubus, ji atstatė į mus krūtinę. (113)

	"Sweet Jesus," Jacqui hissed. "He's coming over." (108)


	- Jėzau šventas, - sušnypštė Džekė. - Jis ateina. (115)



	"Anna?" he said softly. He was right beside me, I hadn't heard him approach. I looked up.

"Fuck the candles," he said. (112)


	- Ana, - švelniai pašaukė jis. Aidanas stovėjo šalia manęs, aš net nepajutau, kaip jis priėjo. Pakėliau į jį akis. – Velniop tas žvakes, - tarė jis. (119)



	I'd been here before and I knew the rules: keep it light, don't push him, let him do his elastic-band thing. Well, fuck that. I deserved better. (114)


	Tokio žaidimo taisykles aš gerai žinojau: nepersistenk, elkis atsargiai, leisk jam patempti gumą. Et, kad jį kur galas!(121)

	"Damn! Oh, Anna! It's stood there for years,

so long I don't even see it anymore. That was so damn tactless of me." (148)


	- Po galais! Oi, Ana! Ji tiek daug metų čia stovi, kad aš jos net nebematau. Velnias, kaip netaktiška iš mano pusės. (155)

	I gave Lauryn my Eye Captain press release. A one-second glance was all it took.

"This is shit." She threw it back at me. (160)


	Įteikiau Lorynai savo pranešimą spaudai apie Akių Kapitoną. Užteko tik sekundės jai užmesti akį.

- Šūdas! – Ir sviedė man atgal. (167)

	“Yes, he might have trouble keeping his lad in his pants! But basically, Anna Walsh, you haven't a fucking CLUE how lucky you are!" (163)


	Taip, jam gal iš tiesų bus sunku nulaikyti kelnėse savo pimpį! Bet iš esmės, Ana Volš, tu nė nenutuoki, kaip pasiutiškai tau pasisekė! (170)



	"Fuck," he said, shaking the match out as it started burning his fingers. (179)


	- Šūdas, - supyko jis ir ėmė kratyti degtuką, nes šis jau buvo pradėjęs jam svilinti pirštus. (186)



	Lots of people, after meeting him

for the first time, would say, with sudden venom, "What the fuck was up with that Joey bloke?" (179)


	Dauguma žmonių po pirmo susitikimo su Džoju visada piktai atkerta:

- Velniai rautų, kas per paukštis tas jūsų Džojis? (186)



	"Don't fucking blame him," said Jacqui.

"I don't get it. Why can't he just be normal? Well, fuck it, I'm off.“ (181)


	- Ant jo jau nevaryk, - tęsė Džekė.

- Nieko nesuprantu. Kodėl jis negali būti normalus? Et, tiek to. Aš jau lekiu.(189)



	It was Ornesto, our upstairs neighbor, coming down the street in a bright red pimpy suit. Shite. (183)


	Tai buvo Ornestas, kaimynas iš viršaus. Jis artinosi gatve su ryškiai raudonu iškrypėlišku kostiumu. Velnias. (190)



	"Tahiti? Tahiti! Even I haven't been to fucking Tahiti. (196)


	- Į Taitį? Taitį! Net aš dar nesu buvusi Taityje. (204)



	„The smell!! Burning flesh! Growing back already, but prickly and…like fucking stubble.” (200)


	O kvapelis! O jau degina! Vis tiek atauginėja, ir dar...Kokie dygūs. Lyg šeriai! (208)

	I wished I could delete the bloody messages without having listened to them, but the machine wouldn't let me, so I hit play, then legged it to the bathroom, hearing as I went, "Anna, it's Leon.“ (201)


	Kaip norėčiau ištrinti tas prakeiktas žinutes jų neišklausiusi, bet aparatas sukurtas taip, kad reikia pirma išklausyti, todėl nuspaudžiau Play ir kiek kojos neša dūmiau į vonią, bet pakeliui vis tiek išgirdau:

- Ana, čia Leonas. (209)



	"That's bullshit," Dana exclaimed. "He doesn't deserve that much!" (249)


	- Nesąmonė! – suriko Deina. – Jis nevertas tokių pinigų. (254)

	When Dana wasn't shouting about things being hideous and bullshit, she was immensely warm and funny. (250)


	Kai Deina nerėkauja ir nespygauja, kad viskas pasibaisėtina ir bjauru, ji būna visai miela ir linksma. (255)

	"Anna, mediums are bullshit!" Dana exclaimed. "Bullshit! They take your money and take advantage. (254)


	- Ana, aiškiaregiai – didžiausia nesąmonė! – suriko Deina. – Nesąmonė! (259)

	I've always been desperate

for a boyfriend. But now I just couldn't be arsed. They always start out nice, so how do you know they're fuckers? (260)


	Ankščiau mirtinai trokšdavau susirasti vaikiną. Bet dabar nebegalėčiau leistis rūrinama. Jie visi iš pradžių būna meilūs, o kaip žinoti, kad pasui nebus subingalviai? (265)

	Feck, I thought. I'll have to ring her. I'd rather have gnawed my own ear off. (259)


	Velnias, pagalvojau. Reikės būtinai paskambinti. Bet jau mieliau būčiau nusigraužusi ausį. (264)

	"And TURN and SHIMMY and THRUST and TURN, smile, guys, SMILE,

for fuck's sake." (273) 
	- Apsisukit, dabar šimis, įtūpstas, apsisukit. Šypsomės vaikinai, šypsomės! Dėl Dievo meilės, šypsokitės. (278)

	"Fucking hayseed," Lauryn screamed. "This is fucking crazy." (295)


	- Prakeiktas stuobrys! – plyšavo Loryna. – Suknista nesąmonė! (300)

	I bet you're really pissed off with the way they're treating me. (296)


	Kertu lažybų, kad ir tau baisiai nepatinka tai, kaip su manim elgiasi. (301)

	The words were out of my mouth before I knew I was going to say them.

"Tell her to fuck off!" <...>

"She says, `Fuck off yourself.'" (320)


	Nė nepajutau, kaip žodžiai lyg žvirbliai man išlėkė iš burnos:

- Pasiųsk ją į visas keturias puses! <…>

- Ji sako: „Drožk pati į visas keturias puses!“(324)

	Cripes, it had gone up a lot since Mitch had talked to her. Not that it mattered, I was thrilled that they'd got back to me. (335)


	Velniai rautų, kaip viskas pabrango nuo tada, kai su ja bendravo Mičas. Bet man nesvarbu. Be galo apsidžiaugiau, kad apskritai man pranešė. (338)



	My bell rang. She was early. "Ah, fuck!" I flung my toothbrush hard into the sink. (339)


	Suskmbo durų skambutis. Atėjo per anksti. „Eina švilpt!“ – sviedžiau į kriauklę savo šepetėlį. (341)



	I don't know why but it's always mortifying and the nice, easy conversation that you'd been having only a few minutes earlier has dissipated entirely and the mood is tense and strained and you're looking at the tracks and praying, Come on, train, for fuck's sake, come on. (363)
	Nežinau kodėl, bet man visada tokiu atveju būna bjauru, nes prieš kelias minutes įvykęs ilgas ir nemalonus pokalbis staiga pašvinksta, nuotaika sugenda, atsiranda įtampa, o tu stovi, žiūri į bėgius ir meldi Dievą, kad greičiau tas prakeiktas traukinys atvažiuotų. (365)

	The rich really are different, I thought: they're fucking freaks. (366)
	Pagalvojau, kad turtingi žmonės iš tiesų labai skiriasi. Jie tokie keisti. (368)



	This is so fucking boring, but I'll tell you something, Anna, am getting paid bloody fortune. (367)


	Dieve, kaip pasiutiškai nuobodu, bet žinai, ką tau pasakysiu, Ana? Man moka velniškai didelius pinigus. (369)



	Then she calmed down and said that eff it (and she didn't say "eff," she said the full word), she'd take her medicine. (387)


	Bet paskui nusiramino, liepė viską pamiršti (riebiai nusikeikė) ir išgėrė vaistų. (389)

	"How the hell do I know?" (420)


	- Iš kur, po galais, man žinoti? (420)

	“Leaning over me, he pulled his tie undone, unzipped his fly, and whispered, "I'm gonna fuck you." (430)


	Pasilenkęs virš manęs atsirišo kaklaraištį i, nutraukė užtrauktuką ir sušnibždėjo:

- Dabar aš tave išdulkinusiu. (430)

	The headboard was squeaking in time with his noises. "Ah! Ah! Ah! Ah!" Then: "Oh, fuck, no!" (430)


	Lovos galvūgalis girgždėjo vienu ritmu su jo dūsavimais:

- Ai! Oi! Ai! – paskui: - Gana, užteks! (430)



	After fuck knows how many weeks since started tailing her, finally got picture of Detta Big at Racey O'Grady's house. (432)


	Po velniaižin kiek savaičių, kai pradėjau sekti Detą Bosienę, pagaliau pavyko padaryti jos ir Reisio O‘Greidžio nuotrauką jo namuose. (432)



	On the other hand, everyone might just decide, fuck that, I couldn't be arsed, give me my usual order of La Prairie. (443)

	Kita vertus, žmonės gali imti ir pamanyti: „Eina švilpt, manęs tai jau neapmulkins. (443)

	"I'm sorry. And I don't even want to be effing pregnant. Isn't life shit?" (470)


	- Apgailestauju. O aš visai nenoriu, po perkūnais, būti neščia. Argi ne sušiktas gyvenimas? (469)



	"Do you know when it happened? The first night. The first effing night!“ (471)


	- Žinai, kada tai atsitiko? Ogi pirmą naktį. Pačią pirmą suknistą naktį. (470)

	She sank onto the couch and had a good old sob while I murmured what a fuckhead he was. (489)


	Ji sukniubo ant sofos ir užsiraudojo. O aš vis kartojau, kad jis tikras subingalvis. (487)

	"Fuck me, fuck me. What's it to you? You're a man. You don't have to be emotionally involved. Just fuck me." (496)
	„Išdulkink mane! Iškrušk! Argi sunku? Tu juk vyras. Tau nebūtina paisyti jausmų. Iškrušk mane.“ (493)

	Her exact words were, "Pissed fool." (526)


	Jos tikslus atkirtis buvo toks:

- Sušiktas kvailys. (522)



	The water was coming from under Jacqui's skirt. In a burst of agitation, I accused, "What were you thinking of, washing that bloody floor? (572)
	Vanduo tekėjo iš po Džekės sijono. Susijaudinimo pagauta, puoliau ją barti:

- Ką tu sau galvoji? Sumanė mat plauti virtuvės grindis! (564)

	"Fuck the birthing pool," Ramona shrieked. "Fuck that fucking pool. No one told me it would hurt this bad.“ (582)


	- Susikišk tą savo gimdymo baseiną, - spiegė Raimona. – Susikišk tu jį kur nori. Nežinojau, kad taip skaudės. (574)

	It had upset me the first time they’d said it. Especially when they’d offered me money to lift my bandages and show them my cuts. It was like being asked to lift my T-shirt and show them my

knockers, only worse (18)
	Kai jie pirmą kartą taip su manim pasisveikino, aš smarkiai supykau. Ypač kai dar už pinigus pasiūlė atlupti tvarsčius ir parodyti jiems žaizdas. Tarsi būtų pareikalavę atsmaukti marškinėlius ir pademonstruoti papus, ar dar blogiau (26).


	She’s about fifty, roundy bum, big knockers, leathery cleavage. (298)
	Jai apie penkiasdešimt, apvalaina, su didžiuliais papais, gilia iškirpte (303)


	She’d go on a women’s retreat, where they all run around in their pelt, daubed with blue paint, worshiping the female goddess, proud that their knockers reach their belly buttons (300).
	Ji pasitrauks į moterų prieglaudą, kur visos bėgioja taip, kaip Dievas sukūrė, išsitepliojusios mėlynais dažais ir garbindavos moterų Deivę bei besidžiaugiančios savo papais, kurių speneliai beveik siekia bambas (328). 


	“Yes! For the first time ever. It’s great having knockers.” (523)
	- Taip! Pirmą kartą gyvenime užsiauginau papus! Nuostabu (519).


	Mr. Coaster was a short, big-swinging-dick superflirt (41).
	Ponas Kousteris buvo kresnas, palaidapimpis moterų gundytojas (50)


	Mind you, she also had the good sense to make sure he was a dark, handsome hunk with lovely,

broad shoulders and—according to Helen (don’t ask)—a fine, big mickey (53)
	Be to, dar nepamirškite, kad jai Dievas apšvietė protą pasirūpinti dar ir tuo, kad jis būtų tamsiaplaukis, išvaizdus vyriokas su patraukliais ir plačiais pečiais bei, pasak Helenos (verčiau nieko neklausinėkit), su gražiu, dideliu pimpalu (62).


	And what would happen if he couldn’t keep his mickey to himself? What if he wasn’t just

unfaithful to Janie, but habitually frisky?
	Kaip bus, jeigu jis nesuvaldys savo pimpio ir pradės lakstyti pas kitas? Gal jis neištikimas ne tik Džeinei? Gal jis apskritai mėgsta lakstyti per panas? (152)



	Nothing left to imagination—mickeys
and full frontals and the whole war-crime business (473).


	Vaizduotei jau nebėra ką veikti – pimpis ir visi jos atributai kaip ant delno, tragiškas vaizdelis (471).

	Comforting stuff, but obviously not

coming from “the other side.”It’s all bollocks, I thought bitterly, which was just when Leisl said, “Anna, I’m getting something for you.”(280)


	Teikiantys paguodos, bet toli gražu ne iš anapus atėję žodžiai. Visa tai didžiausia nesąmonė, su kartėliu pagalvojau sau, ir kaip tik tuo metu Leislė prabilo į mane. (285)

	“It’s not her fault.” After her own union had gone so disastrously wrong, Claire began to deride marriage as “a load of bollocks.” (86)


	- Čia ne ji kalta. – Kai jos pačios santuoka nuėjo šuniui ant uodegos, Klara ėmė žiūrėti į santuokas kaip į „krūvą didžiausių nesąmonių“. (93)

	The woman was walking away from us, wearing jeans and looking (I couldn’t help but notice) quite broad in the butt. Of course, I should have been proud that Aidan was the kind of guy who didn’t discriminate against girls with big bums, but I had other things on my mind. (151)


	Moteris tolo nuo mūsų, apsitempusi džinsais ir (negalėjau nepastebėti) su gana storu užpakaliu. Žinoma, man reikėjo didžiuotis, kad Aidanas buvo iš tokių, kurie nediskriminuoja moterų su plačiais užpakaliais, bet mano mintys buvo užimtos kuo kitu. (158)

	Seconds later, Joey strode in, closed the door behind him with some fancy foot rotation, grabbed

a straight-backed chair, twirled it round, pulled it to him, and planted himself in it, facing into the

chair back, all without splitting his jeans or squashing his goolies. (178)


	Po kelių minučių į butą įžirgliojo Džojis, labai įmantriai suktelėjęs koją užtrenkė duris, pasičiupo kėdę su tiesiu atlošu, apsuko nugara į save, atsisėdo atbulom ir visa tai padarė neperplėšęs džinsų ir nesutraiškęs kiaušių. (185-186)

	I kept bumping into things; I’d knocked a cup of coffee into Lauryn’s desk drawer and

I’d made a whiteboard topple over at a briefing session and caught Franklin in the goolies. (303)
	Nuolat į ką nors atsitrenkdavau; ant Laurynos stalo apverčiau puodelį su kava ir ši išsiliejo jai į stalčių, per brifingą netyčia apverčiau pastatomą lentą ir ji griūdama kampu kirto Franklinui į tarpkojį. (307)
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	The woman was walking away from us, wearing jeans and looking (I couldn’t help but notice) quite broad in the butt. Of course, I should have been proud that Aidan was the kind of guy who didn’t discriminate against girls with big bums, but I had other things on my mind. (151)


	Moteris tolo nuo mūsų, apsitempusi džinsais ir (negalėjau nepastebėti) su gana storu užpakaliu. Žinoma, man reikėjo didžiuotis, kad Aidanas buvo iš tokių, kurie nediskriminuoja moterų su plačiais užpakaliais, bet mano mintys buvo užimtos kuo kitu. (158)

	INSULTS

	"Ha-ha-ha." I laughed politely, while thinking Fuckhead. (42)


	- Hahahaha. –Mandagiai nusižvengiau ir pagalvojau: „subingalvis“. (51)

	I always knew that they had crossed the line from thinking he was a grumpy fucker to fancying him. (180)


	Seniai žinojau, kad jos dažnai peržengia ribą, ir, iš pradžių laikiusios jį paniurėliu mergišium, vėliau pradeda įsivaizduoti jį esant meilužį.(87)

	I've always been desperate

for a boyfriend. But now I just couldn't be arsed. They always start out nice, so how do you know they're fuckers? (260)


	Ankščiau mirtinai trokšdavau susirasti vaikiną. Bet dabar nebegalėčiau leistis rūrinama. Jie visi iš pradžių būna meilūs, o kaip žinoti, kad pasui nebus subingalviai? (265)

	"Mitch, this is Anna. Her husband died--when? Few months back? She got ripped off by some asshole psychic who told her she'd been cursed“. (277)


	- Mičai, susipažink, čia Ana. Jos vyras mirė – kada? Prieš kelis mėnesius. Ją apkvailino kažkokia apsišaukėlė aiškiaregė, pareiškusi, kad ant jos užleistas prakeiksmas. (282)

	Mackenzie's tanned face was flushed. "Tell him from me he's a drunken asshole who knows nothing. (318)


	Įdegusį Makenzės veidą užliejo raudonis:

- Pasakyk jam nuo manęs, kad jis yra prasigėręs šikšnius ir nieko neišmano. (322)



	"Your beef with other men is that they're always nice to begin with, keeping the fact that they're

bastards well under wraps. At least with Joey, you know where you are. He's a narky prick and

he's never pretended to be anything else." (354)


	- Bėda su kitais vyrais yra ta, kad visada viskas prasideda maloniai, o kai atsiduri po antklode, jie pasirodo besą tikri gyvuliai. O su Džoju bent žinai, ko tikėtis. Jis šlykštus subingalvis ir jam nereikia apsimetinėti geručiu. (357)

	Him (uncomfortable): It doesn't seem right. It's an invasion of her privacy.

Me (thinking, what a gobshite): You're paying me to trail her, day in day out and report every time she lights a cigarette—(369)


	Jis (pasijutęs nejaukiai): Kažkaip negerai. Panašu į įsiveržimą į jos privatumą.

Aš (galvodama, kas per nesąmonė): Jūs man mokate pinigus už sekimą dieną ir naktį, už tai, kad pranešu jums, kada ji prisidega cigaretę...(371)

	But sometimes he talks about giving up crime and going straight and then I think he's gobshite. Sexy beast or deluded gobshite? (370)


	Bet kartais jis pradeda kalbėti, kad nori mesti mafiją ir pradėti gyventi dorai, o aš tada pagalvoju, kad jis skleidžia nesąmones. Kas geriau: seksualinis gyvulys ar nusipeizėjęs mulkis. (372)

	"Can't. I'm doing Super Saturday in the Hamptons."

"Oh! You lucky, lucky bitch." (410)


	Negaliu. Turiu dalyvauti šeštadienio superrenginyje Hempstonse.

- Oi, kaip tau pasisekė, panelyte. (410)

	She dashed down her pony-skin blusher brush and said, "I've got better fucking things to do with my time than try the hard sell on these assholes. (418)

"Have I not taken care of you? Put clothes on your back? When we were representing Fabrice & Vivien before the ungrateful fucks went elsewhere? (466)


	Ji sviedė žemėn ponio ašutų skaistalų šepetėlį ir tarė:

- Aš galiu kur kas geriau leisti laiką, negu čia užsiimti su šitais šikniais! (418)

- Argi aš tavim nesirūpinau? Argi nerengiau? Pameni, kai atstovavom Frabrice & Vivien, kol tie šmikiai nenudūmė pas kitus? (465)

	"...flaky bitch," Lauryn was saying. "We should never have let her come back after her husband..." (477)


	- ...pasiutus boba, - išgirdau Lorynos balsą. – Nereikėjo jos priimti į darbą po vyro... (475)

	She sank onto the couch and had a good old sob while I murmured what a fuckhead he was. (489)


	Ji sukniubo ant sofos ir užsiraudojo. O aš vis kartojau, kad jis tikras subingalvis. (487)

	“I'm a gobshite, and I can't even drown my sorrows.” (490)


	- Aš esu netikėlė, kuri negali net savo sielvarto dorai paskandinti. (489)

	"See?" I told the screen. "They're all bastards." (517)


	- Matai? – tariau į monitorių. – Visi jie vienodi galvijai. (513)



	"Calm down? My daughter's getting married today even if it isn't in a church and one of you five bitches has stolen my Multiple Orgasm.“ (549)


	- Nusiraminti? Mano duktė šiandien išteka, tegu ir ne bažnyčioj, o jūs visos penkios raganos nušvilpėt mano „Daugkartinį orgazmą“! (543)

	"You mad bastard," I finally managed. "But there's more," he gasped. "Anna, Anna, there's more. Watch; no, wait, watch." (570)


	- Ak, tu pasiutęs išdykėli, - pagaliau įstengiau ištarti.

- Čia dar ne viskas, - žiogčiojo jis. – Ana, Ana, bus dar daugiau. Žiūrėk, ne, tu palauk, pažiūrėk. (560)

	"I thought the pain was unbearable before, but it's much worse now. Get the bitch nurse, will you, Anna?" (581)


	- Pirma maniau, kad skausmas nepakeliamas, bet dabar dar blogiau. Ana, atvesk greičiau man tą kalę sesutę. (573)

	I would find it terribly depressing but she says it doesn’t bother her because she’s always known that men were total scumbags. (5)


	Man tai sukeltų didžiausią depresiją, o ji sako, kad jai nė motais, nes ji jau seniai žinanti, kad visi vyrai – absoliutūs mulkiai. (14)

	“Nothing to worry about,” Helen said. “We had a little chat. He asked for my phone number.

Cack-head,” she added with blistering scorn. (7)
	- Nėra ko baimintis,- nuramino Helene. – Mudu pasišnekėjom. Jis paprašė mano telefono numerio. Subingalvis, - pridūrė ji su pikta pagieža. (16)


	Second sister: Maggie, the lickarse. (53)
	Antroji sesuo – Megė, subinlaižė. (62)


	“What kind of song?”

“About what a dickhead Joey is.” (575)
	- O kokios norėtum?

- Apie tai, koks Džojis šunsnukis. (567)



	I looked around for Jacqui. This was all her fault—she worked with Kent’s brother. But all I saw were lots of shouty meatheads with saucerlike pupils, and trashy-looking girls, necking vodka straight from the bottle (59).
	Apsidairiau ieškodama akimis Džekės. Čia ji dėl visko buvo kalta – ji dirbo su Kento broliu. Bet mano akys matė tik spygaujančius tešlagalvius su penkių centų dydžio lėliukėmis ir prastos reputacijos mergiščias, tiesiai iš butelio maukiančias degtinę (69).



	“You know, I nearly didn’t go to that party that night, and when I saw you there, talking to that meathead, that made me believe in God.” (143)


	- Žinai, tą vakarą, kad ir kiek, būčiau nuėjęs į tą vakarėlį, o kai išvydau tave, besikalbančią su tuo tešlagalviu, supratau, kad Dievas tikrai yra. (150)

	However, its an ill wind, and during this time of nonexclusivity, you can ride rings around yourself; you can sleep with a different man every night should you so wish and no one can call you a six-timing tramp. (62)
	Tačiau šis periodas tik iš dalies yra jums nepalankus, nors per jį jūs galite susitikinėti su kuo norite be jokių įsipareigojimą ir nušluostyti bet kam nosį, be to, galim kasnakt miegoti su kitu vyru, jeigu tik širdis geidžia, ir niekas nepavadins jūsų „nusivalkiojusia šliundra“ (71)



	“She’s forty,”Helen said, in alarm. “She looks like a tramp.”(104)


	- Jai jau keturiasdešimt, - susirūpinusi pasakė Helena. – O atrodo kaip šliundra.(111)

	Altruism: the latest fashion. I knew all about these projects. Basically a group of young New

York pissheads descend on a poor rural community in Pennsylvania and insist on building some misfortunate bastards a house. (81)
	Altruizmas – naujausias mados klyksmas. Tokius projektus užuodžiu iš tolo. Paprastai grupelė jaunų pramuštgalvių niujorkiečių vaikinų užgriūva kokią nedidelę kaimo bendruomenę Pensilvanijoje ir siūlosi pastatyti tiems vargšams namą. (89)


	What a pisser: I couldn’t be with people and I didn’t want to be alone. Suddenly my perspective

whooshed and I was far out in space, watching the world. (183)


	Tikra surūgėlė: nenoriu būti su žmonėmis ir nenoriu likti viena. Staiga man prieš akis atsivėrė perspektyva: lekiu per kosmosą ir matau mūsų pasaulį. (190)

	PROPER SLANG WORDS

	After I got my diploma in PR, I got a job in the Dublin press office of a low-rent cosmetics

company; it was crappy money, backbreaking work—mostly stuffing envelopes for mailshots—

and as our bags were searched every evening when we left work, I didn’t even have the

compensation of free makeup (25)
	Turėdama ryšių su visuomene specialistės diplomą, gavau darbą vienos žemo rentabilumo kosmetikos kompanijos spaudos skyriuje. Pinigai nedideli, o darbas alinantis – dažniausiai grūsti į vokus paštu išsiuntinėjamas sąskaitas, o kadangi prieš išeinant iš darbo kas vakarą mūsų rankinės būdavo kruopščiai tikrinamos, tai aš net negalėdavau kompensuotis šio triūso nemokama kosmetika (34). 



	But once we were in the mall I cheered up because when I’m away from home, even shops that

are normally beneath me suddenly become exciting. I visited CVS, Express, and a whole load of other crappy places (150)


	Vos tik spėjom įkelti koją į pasažą, aš iš karto pralinksmėjau, nes kai tik ištrūkstu iš namu, net ir gerokai žemesnio lygio parduotuvės nei mano skonio staiga pradeda man atrodyti nuostabios. Aplankiau Duane Reade, Express ir daugybę kitų keistų parduotuvyčių (157). 

	I printed out my crappy press release and went to Lauryn’s desk, ready to play the humiliation

Game (159).


	Atsispausdinau savo niekam tikusį pranešimą ir patraukiau prie Laurynos stalo, pasirengusi išklausyti pažeminimo litaniją (166).

	You know, I nearly didn’t go to that party that night, and when I saw you there, talking to that

meathead, that made me believe in God. Seeing you, it was like…like getting hit with a baseball

bat…” He looked like he was going to puke (143)
	Žinai, tą vakarą, kad ir kiek , būčiau nuėjęs į tą vakarėlį, o kai išvydau tave, besikalbančią su tuo tešlagalviu, supratau, kad Dievas tikrai yra. Kai pamačiau tave, pasijutau...Tarsi būčiau gavęs per galvą su beisbolo lazda.. – atrodė, kad jam pasidarė bloga (150).

	Panic flickered as my path was blocked by another man with yet another jocko name, a short butch thing. In fact, now that I think about it, it might actually have been Butch. (62)
	Staiga mane apėmė panika, kai kelią pastojo dar vienas vyras su irgi keistu vardu ir labai panašus į moterį. Tiesa pasakius, tai dabar prisimenu, tai gal ten iš tiesų buvo vyriška moteris. (72)



	I was wondering whether to tell him I was an elephant voice coach or the inventor of the inverted

comma, when a voice cut in on us and said, “Don’t you know Anna Walsh?” Butch said, “Say what?”(63)
	Galvojau sau, gal kam pasakyti, kad mokau žmones bliauti dramblio balsu arba esu kabučių išradėja, bet staiga mano mintis nutraukė griežtas vyriškas balsas:

- Ar nepažįsti Anos Volš?

Vyrmoterė sukruto:

- Ką sakai? (72)



	“Neat,” Butch said, but I wasn’t looking at him. <...>

“Hmm?” The someone was Butch. I was surprised to find him still there. Aidan and I looked at Butch, then back at each other. Did we? “Yes.”(63-64)


	- Kietai, - atsakė vyrmoterė, bet į ją nepažiūrėjau. <...>

- Mmm? – tas kažkas buvo Bučas. 

Mudu su Aidanu pažiūrėjome į Bučą, o paskui vėl įsmeigėm akis vienas į kitą. Argi mes pažįstami? (73)

	Anxiously, Leon asked me, “It’s a sucky party, right?”

“Um…”

“You’re with the good guys,” Aidan said. “Tell it like it is.”

“Okay. It’s supersucky.”(65)


	 Leonas susirūpinusiu balsu manęs paklausė:

- Nevykęs vakarėlis, ar ne?

- Aha...

 - Tu čia tarp savų. Gali drąsiai rėžt tiesą, - patarė Aidanas. 

- Ką gi. Tuomet supernevykęs. (74)

	“What about your gammy knee?” Mum said, suddenly animated: all was not lost. “How can you go to New York if you can’t climb a step?”(73)


	- O kaip suknežintas kelis? – staiga pagyvėjusi paklausė mama. Dar ne viskas prarasta. – Kaip tu važiuosi į Niujorką, jeigu negali lipti laiptais. (82)

	As the lads got stuck in to their Scrabble and beer, we curled on the couch in a softly lit corner and Rachel gave me a hand massage on my nongammy
hand. (181)


	Kai vyrai įniko į savo alų ir loto, mudvi susirangėme ant sofutės jaukiai pašviestame kamputyje ir Rachelė ėmė masažuoti mano apmirusią ranką. (188)

	But she had no idea how determined

I was to leave. I would do it. And I did do it—even though it took over ten minutes and left me

covered in sweat and a little puky from the pain. (73)
	Tačiau ji nesuvokė, kaip žvėriškai aš troškau iš čia išvažiuoti. Aš būtinai tai padarysiu. Ir padariau – nors man prireikė daugiau nei dešimties minučių, po kurių aš pasijutau visa suprakaitavusi, o nuo skausmo net supykino (82). 



	His stomach was massive—and although it kills me to say it because I hate when men say it

about women—he had a ginormous arse. (79)
	Pilvas – milžiniškas, o užpakalis – nors man nepatinka, kad turiu taip sakyti, nes nekenčiu, kai vyrai kalba apie moteris, - tiesiog neaprėpiamas. (86)



	They had never bitched to me about each other, but if they were to, Rachel would say that Jacqui

was too shallow and Jacqui would say that Rachel needed to lighten up. (119)


	Jos niekada nesiskųsdavo viena dėl kitos, bet jeigu kartais sumanytų, tai Rachelė psakytų, kad Džekė per daug lėkšta, o ši pareikštų, kad Rachelei nepakenktų šiek tiek užriesti nosį. (126)



	“Thank you. You’re lovely.” Now please piss off before Lauryn comes over. (121)
	- Ačiū. Tu nepaprastai miela. – O dabar dink man iš akių, kol neatėjo Loryna. (184)

	“She is? Irish Anna, we thought they’d sacked your ass. And whatcha do to your face?”(130)


	- Tikrai? Airiškoji Ana, mes manėm, kad tave išmetė nebegrįžtamai. O ką čia pasidarei savo veidui? (137)

	Luckily, because this was New York, no one really gave a shite. For a short while I’d be an

object of curiosity, then they’d lose interest. (136)


	Kadangi čia Niujorkas, mano laimei, niekas per daug neima į galvą. Kurį laiką pabūsiu jo dėmesio ir smalsumo centre, o paskui veikiai mane pamirš. (143)

	He did his sympathetic face. “I know, baby cakes. So how ya doing?”(137)
	Jis nutaisė gailestingą veidelį.

- Suprantu, pupa. Verčiau sakyk, kaip tu laikaisi, panelyte? (144)



	At the bottom of the steps, as I wasted a few more

seconds hunting in my bag for my keys, someone yelled, “Baby cakes. Wait up.”It was Ornesto, our upstairs neighbor, coming down the street in a bright red pimpy suit. Shite (183)
	Apačioje prie laiptų, kai kelias minutes krapščiausi ieškodama rantų ir tempiau laiką, kažkas sušuko:

- Pupa, uoga! Palauk.

Tai buvo Ornestas, kaimynas iš viršaus. Jis artinosi gatve ryškiai raudonu iškrypėlišku kostiumu. (190)



	As we neared the green — it wasn’t far, it just felt that way because my knee was so sore that

even JJ, a child of three, could go faster than me —one of the lads spotted us and alerted his four

or five pals. (17)
	Kai prisiartinom prie žaliosios zonos – ji buvo visai netoli, tik mums atrodė, kad toli, nes man taip skaudėjo kelį, kad net trimetis Džei Džei judėjo greičiau už mane – mus pastebėjo vienas paauglys ir davė ženklą dar keturiems savo draugams. (26)



	The best bit, she said, was when she’d

take them on a shopping trip; if they bought tons of stuff for themselves they’d feel guilted into

buying something for her, too. Mostly teeny-tiny designer clothes, which she looked great in. (26)
	Geriausia būdavo, pasak jos, kai lydėdavo juos po parduotuves; jeigu šie apsikraudavo maišais pirkinių, tai būtinai pasijusdavo kalti ir ką nors būtinai nupirkdavo ir jai. Dažniausiai kokių nors dizainerio sukurtų drabužių, su kuriais ji visada atrodydavo šauniai. (35)

	Right away I registered with several ritzy employment agencies, bearing a gorgeous, slightly

embroidered resume. (29)


	Nieko nelaukdama, apsiginklavusi įspūdingu, kiek pagražintu gyvenimo aprašymu, užsiregistravau keliose prašmatniose įdarbinimo agentūrose. (38)

	So along I went, taking the rare opportunity to strip myself of as many kooky accoutrements as

possible .(38)


	Taigi nuėjau pas jį, pasinaudojusi reta proga nuplėšti nuo savęs kuo daugiau keistokos mano ekipiruotės. (47)

	It was the fecking kookiness, hanger after hanger of it, plus rack after rack of colourful shoes and bags — and, worst of all, the hats. I was facing into my thirty-third birthday, far too old for this. (126)


	Siaubingai keistas jausmas, kai eini per drabužių pakabus ar batų, rankinukų lentynas, o dar blogiau – per skrybėlaites. Man ant nosies trisdešimt trečiasis gimtadienis, o aš jau tam per sena. (133)

	“And he won’t buy it for you, I prompted, finding a packet of tissues in my house-shaped

handbag. They were patterned with shoes, which sort of shocked me. This kookiness thing really

had me in its grip. (366)
	- Ir jis nenorėjo tau jos pirkti? – pagelbėjau jai ir savo dviejų aukštų namo formos rankinuke suradau pakelį vienkartinių nosinaičių. Jos buvo su muštais batų raištais, ir tai mane smarkiai šokiravo. Keistenybių pasaulis iš tiesų buvo mane smarkiai užvaldęs. (368)



	Me: What can I do you for?

Man: I’m looking for a woman.

Me: This isn’t a knocking shop. (48)
	Aš: kuo galėčiau padėti?

Vyras: Aš ieškau moters.

Aš: Čia ne radinių biuras. (57)



	“Christ, don’t have a cow. All right, then. But it won’t work.”(50)
	Dieve, nebliauk kaip karvė. Gerai, jau gerai, bet vis tiek nepadės. (59)

	Mind you, she also had the good sense to make sure he was a dark, handsome hunk with lovely,

broad shoulders and—according to Helen - a fine, big mickey. (52)
	Be to, dar nepamirškite, kad jai Dievas apšvietė protą pasirūpinti dar ir tuo, kad jis būtų tamsiaplaukis, išvaizdus vyriokas su patraukliais ir plačiais pečiais, bei, pasak Helenos, su gražiu, dideliu pimpalu. (62)



	In fact all my sisters are loyal to the point of fisticuffs—while it’s okay for them to slag each

other, they’d kill anyone else who tried it. (55)
	Iš esmės visos mano seserys ištikimos viena kitai iki kaulų smegenų, ir nors kiek tik išgali plaka viena kitą liežuviu, bet ką kitą už tokį darbą sudraskytų į gabalus. (74)



	If you haven’t heard it already, and you probably have, because the world and his granny seems to know about it, here it is. (56)
	Jeigu jūs apie jį dar nieko negirdėjot, bet tikriausiai jau turėjot girdėti, nes visas pasaulis apie jį žino, tai paklausykit. (65)



	When my grandparents had died I’d been too young or hadn’t cared enough to wonder if they’d really gone to heaven (or hell—Granny Maguire was definitely a candidate for down below). (223)
	Kai mirė mano seneliai, aš buvau arba per jauna, arba man visai nerūpėjo, ar jie pateks į rojų (o gal į pragarą – senelė Magair buvo tikriausia kandidatė į požeminę karalystę) (229)

	“Wow. Getting married. Well, congratulations. He is one lucky dude.”(208)
	- Oho! Greitai ištekėsi. Ką gi, sveikinu. Jam labai pasisekė. (216)

	I arrived at Jenni’s far too early, ordered a latte, and tried to eavesdrop on the intense

conversation which was taking place between a foursome of gaunt, good-looking men dressed in

black. Unfortunately I only caught the occasional word: “…getting high…”; “…let go with

love…”; “…a dash of teriyaki sauce, dude…”(206)


	Atvažiavau į Dženės kavinę gerokai ankščiau ir, užsisakiusi puodelį latte, pabandžiau pasiklausyti intensyvaus pokalbio, kuris vyko tarp keturių sulysusių, bet gerai atrodančių juodai apsirengusių vyrukų. Deja, pavyko nugirsti tik pavienius žodžius. - ...užsikaifavo...atsidavė meilei..šliūkštelėjo terijaki padažo. (213)

	Just then, a short, dark man, the sort of man who’d been my type until I’d met Aidan, butted his way between us and asked, “Whereja get to, buddy? You just took off.”(65)
	Tada kaip tik tuo metu pro mus prasibrovė kresnas tamsiaplaukis vyras, visai mano tipo, kol nebuvau sutikus Aidano, ir paklausė:

- Kur čia skubat, mielieji? Juk dar tik viskas prasidėjo. (74)



	A look passed over Aidan’s face: Were we ever going to be left alone? Then he smiled and said,

“Anna, meet my best buddy, Leon.” (65)
	Aidano veide šmėstelėjo reikšmingas žvilgsnis: „Ar mus kada nors paliks ramybėje?“ Tada nusišypsojo ir pridūrė:

- Ana, susipažink, čia mano geriausias draugas Leonas. (74)



	Because Aidan wasn’t coming, I had to get another “buddy”—even though I hate the word

buddy. Except when it’s used as an insult. (Example: “What’s it to you, buddy?”

I got buddied with a man who’d been reading Codependent No More on the beach. He’d come

on holiday on his own and had been buddied with the instructor for every other dive. (169)


	Kadangi Aidanui nebuvo leista nerti, man buvo paskirtas kitas „bičiulis“. Beje, man baisiai nepatinka žodis „bičiulis“, nebent jis būtų vartojamas kam nors įžeisti (pavyzdžiui: „Kas tau daros, bičiuli?“

Mane suporavo su vienu vyruku, kuris paplūdymije visą laiką skaitė knygą „Nepriklausomas“. Jis buvo atvykęs atostogauti vienas ir todėl kiekvienąkart neriant būdavo suporuojamas su instruktorium (176)

	“Ambulance is coming, buddy,” a man’s voice said, and I wondered if I had really heard it or

just in my head. (211)


	- Greitoji jau atvažiuoja, vyruti, - išgirdau vyrišką balsą, bet nesupratau, ar tas balsas nuskambėjo tikrai, ar man pasivaideno

	It seemed to be telling me something—could it be that it wanted the channel changed? “Well, okay, buddy,” I said. “I can try.”(217)


	Atrodo, jis norėjo man kažką pasakyti – gal jis nori, kad perjungčiau kanalą? „Ką gi, gerai, mielasis. Man nesunku“, tariau jam. (224)

	“Nice driving, buddy,” Dana said, very loudly, bending down to the driver’s window. (249)


	- Puikiai vairuoji, vyruti, - garsiai tarė Deina, pasilenkusi prie jo langelio. (254)

	I sat in the matchbox of a back garden, watching the grass grow— the painkillers made me superdopey and serene—and airing my cuts. (10)
	Sėdėjau lyg degtukų dėžutėje vidiniame mūsų namo kieme ir žiūrėjau, kaip auga žolė – nuo nuskausminamųjų buvau it apdujusi, visiškai romi ir vėdinau savo žaizdas. (19)
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