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SUMMARY


The aim of the thesis is to analyze certain stylistic as well as thematic aspects in prose fiction. The analysis focuses on the representation of relationships and mystique with regard to the use of punctuation, repetition and other forms of figurative language in both original and translation of romances Black Rose (2005) and Red Lily (2007) by Nora Roberts. The analysis is based on the theory of romance novels and the use of stylistic aspects in representation of the themes relationships and mystique.

The paper is divided into five parts and includes appendices. Part One introduces the aim of the paper and gives a short summary of the romance novels Black Rose (2005) and Red Lily (2007) by Nora Roberts. Part Two presents the theory of romance as well as the role of mystique in romance, and outlines the theoretical background for the analysis. Part Three focuses on the theoretical aspects of theme and style and the translation problems in prose fiction, namely in the romance novels. An analysis of the cases found in the two romance novels is presented in Part Four where Chapter 4.1 focuses on the use of style in representing the theme of mystique and translation problems. Chapter 4.1 is further subdivided into Section 4.1.1 which dwells on the usage of repetition, Section 4.1.1 analyzes the use of other forms of figurative language, and Section 4.1.3 focuses on the use of punctuation patterns. Chapter 4.2 is devoted to the stylistic aspects representing the theme of relationships and translation problems. In Section 4.2.1, Section 4..2 and Section 4.2.3 analysis of the selected examples is presented with regard to repetition, other forms of figurative language and punctuation. Finally, Part Five concluded the thesis by presenting the main points of the investigation.

Appendix A provides a summary of the romance novel Black Rose (2005). Appendix B provides a summary of the romance novel Red Lily (2007).

SANTRAUKA
Šio darbo  tikslas - išanalizuoti tam tikrus stilistinius ir teminius aspektus grožinėje literatūroje. Daugiausia dėmesio skiriama tarpusavio santykių ir mistikos elementų vaizdavimui, naudojant skyrybos, pakartojimo ir kitus vaizdingos kalbos elementus Nora Roberts romanuose “Juodoji rožė” (2005)  ir “Raudonoji lelija” (2007). Analizė yra pagrįsta romano teorija ir stilistiniais aspektais, vaizduojant mistikos ir tarpusavio santykių temas. 
Darbą sudaro penkios pagrindinės dalys ir du priedai. Pirmojoje dalyje pristatomas darbo tikslas ir pateikiamos trumpos knygų santraukos. Antrojoje dalyje pristatoma romano teorija ir mistikos elementų romane reikšmė, o taip pat pateikiama teorinė medžiaga, kuria bus remiamasi praktinėje dalyje. Trečioji dalis dėmesį skiria teoriniams temos ir stiliaus aspektams ir jų vertimo problemoms grožinėje literatūroje, šiuo atveju, romanams. Ketvirtoje dalyje pateikiama pavyzdžių , rastų Nora Roberts romanuose „Juodoji rožė“ (2005) ir „Raudonoji lelija“ (2007), analizė. Skyrius 4.1 dėmesį skiria mistikos temos vaizdavimui ir jo vertimo problemoms. Skyrius 4.1 yra suskirstytas į poskyrius, kur poskyris 4.1.1 nagrinėja pakartojimų naudojimą, poskyris 4.1.2 nagrinėja kitas vaizdingos kalbos formas, o poskyris 4.1.3 dėmesį kreipia į skyrybos problemas.  Skyrius 4.2 nagrinėja stilistinius aspektus vaizduojant tarpusavio santykių temą. Poskyriuose 4.2.1, 4.2.2 ir 4.2.3 nagrinėjami pavyzdžiai su pakartojimais, kitomis vaizdingos kalbos formomis ir skyrybos problemomis. Galiausia, penktoji dalis pateikia darbo išvadas ir pamini pagrindines analizės dalis. 

Priedas A ir priedas B pateikia romanų „Juodoji rožė“ (2005) ir „Raudonoji lelija“(2007) santraukas. 

1 INTRODUCTION

The thesis concentrates on the romance novels Black Rose and Red Lily by Nora Roberts and their translations into Lithuanian by Vilma Krinevičienė. First, short plot summaries will be presented and the main themes of the novels will be delineated. The two main themes that will be presented in the paper are representation of relationships and mystique in the novels. With regard to the themes, stylistic aspects will be analyzed. The following stylistic aspects are chosen for analysis: the use of figurative language, repetition, as a part of figurative language and punctuation will be discussed in the analytical part of the thesis. Differences of the usage of these stylistic aspects in the source and target texts will be discussed with regard to translation strategies used by the translator. These will be presented as reflecting the loyalty to the source text or opting for clearness to the target text readership. It will be also discussed in what ways and to what extent translation choices affect ideas and mood as well as atmosphere of the translated text. 

The novels Blue Dahlia, Black Rose and Red Lily form the trilogy “In the Garden”.  The trilogy consists of a series of books that depict the lives of three different women who are searching for ways to find happiness and to accept new future. Each of the series has a united plot which centers on one woman protagonist. As the translation of the first book of the series Blue Dahlia either has not appeared yet or is not easy to find, the last two novels will be viewed in the paper. 

In the novel Black Rose, Nora Roberts depicts the protagonist Rosalind Harper who is a forty-five-year old widow, has raised her three sons and survived a disastrous second marriage with Bryce Clerk. She owns a Garden which is not only a source of her income but also a place where she can be on her own and a place where she can delve into her self. The garden is also a symbol of hope and independence. Together with her son and her two friends who live with her, Stella and Hayley, Roz nurtures her Garden which brings her a lot of joy and even shows her a path to a better future. The Harper’s house is also inhabited by a mysterious ghost, known as the Harper Bride, named Amelia. Whishing to reveal the secret of the ghost, Roz hires a genealogist Dr. Mitchell Carnagie to find out Amelia's identity. Unexpectedly, a romantic passionate relationship blossoms between the two characters. Along with a romantic relationship, Harper’s Bride becomes angry and even violent, attempting to interrupt and divorce the beloved. Yet the protagonist remains strong and clever in dealing with the ghost’s attacks. Finally, at the very end of the novel, Rosalind suppresses the anger of the Bride. Equally, Roz finds her happiness with a man who fulfills her expectations. 

Red Lily is the last book in the series and ends the trilogy. The main character of the book is Hayley Phillips, a young woman who is trying to build a new life for herself and her baby daughter, Lily. She has a new place to live at Rozalind Harper’s house, a job in the garden, which she adores, and her new friends. Roz took Hayley to live with her and helped Hayley when she was pregnant and alone. Hayley is struggling with her feelings for Harper, a son of Roz. She believes that Harper is just her friend. Hayley is afraid of her passionate feelings for him. On the other hand, Harper at the same time is attracted to her, but assumes that she thinks of him as a brother. After the protagonists finally work out their feelings, Amelia, the ghost of the house, appears. Still the lovers start a relationship and they spend time away from the house and the ghost Amelia. As the novel progresses, Amelia gets more aggressive with what she is doing to try to discourage the three women from having romantic relationships. In the last book, she starts to actually possess Hayley. Hayley is able to see events from Amelia’s life which helps her and other characters of the book to find answers to secrets that haunt. More facts are learned about Amelia and the characters of the book develop an idea about how to get the ghost to leave them all alone. The mystery of the ghost is resolved in the last book of the series, and the protagonists of the book finally find their happiness.

Pamela Regis in A Natural History of the Romance Novel, describes Nora Roberts as being “simply the master of the romance novel form” (Regis, 2003: 183). She points to the writer’s inventiveness, flexibility and the deep understanding of the romance genre. The relationships between the woman and the man “reflect the long tradition of the romance, the importance of affective individualism, of financial independence, and of companionate marriage for the heroine, as well as taming and the healing of the hero” (Regis, 2003:184). The heroines of the novels are independent women who are accompanied by men to build strong relationships that end in marriage. Nora Roberts writes, ”one man, one woman love stories”, at the center of which, relationships between two people are important (Regis, 2003:184). Although there are a number of characters in the books, in each novel of the series the focus is on one of the three main female protagonists, their personal relationships and emotions. 

The aspects considered in this paper will be analyzed in relation to the source texts and the target texts and the problems of rendering of the mysterious, translating the figurative language and representation of the romantic relationships in the novel. The romance novels are written and translated by women, textual features that are associated with women’s language can be found in both, the source and the target texts. Francoise Massardier- Kenney states that “feminist translation adapts existing translation strategies rather than invent new ones” (Massardier- Kenney, 1997: 55). She also categorizes the strategies of translation as being ”author-centred and translation-centred”, i.e. rendering author’s thoughts faithfully or adapting the original text to the target readership (Massardier- Kenney, 1997: 55). The translations of the books convey the overall mood of the novels through specific means that depend on the target culture, but at the same time by trying to be as loyal to the originals as possible. The mysterious aspects and the romantic relationships between the characters are the most important themes in the whole trilogy. However, the target texts do not always retain the mysterious. This is conditioned by the target culture norms or the use of different language structures which convey the main idea, but the feeling of the romantic or tension is reduced. Although the use of language and the selection of words depend highly on the editors of the translation, the overall textual effects implicit in the target text also depend on translation strategies employed by the translator. 

2 THEORY OF ROMANCE AND THE ROLE OF MYSTIQUE IN ROMANCE

According to Vivien Fritsche, a number of critics “emphasize that popular fiction cannot be taken seriously” (Fritsche, 1999:1).  But the most popular fiction today is the romance novel written mainly from a point of view of women, focusing on the aspects of life that women consider important. Ann Burnett and Rhea Reinhardt Beto state that romance novels “present a visual stimulation for the reader through language” and continue their argument by stating that “the words describe the characters, from the sound of their voice to the type of clothes they wear” (Burnett, Beto, 2000:1). According to Ann Burnett and Rhea Reinhardt Beto, “even the cover of the novel, with the picture of its characters, can be used as nonverbal stimuli” (Burnett, Beto, 2000:1). While the theme of love is a “universal theme of fiction”, romances occupy a large place in the market (Paizis, 1998:3). Sarah Bower defines romance in terms of content as a genre that develops the story of a man and a woman who meet, fall in love, “struggle against various obstacles, both internal and external, to their love, and finally unite in the voluntary, companionate marriage” (Bower, 2004: 1). Romances not only show women’s lives through women’s perspective, but also reveal the struggle of women in a patriarchal society and the strengths and weaknesses of women. George Paizis describes the category romances as love stories, “focusing on the developing relationship between the protagonists and always having a happy ending” (Paizis, 1998: 1). Perhaps the main reason, why romance is often subjected to critique is that it always has a happy ending. This is usually marriage of the hero and the heroine, a fact which may seem to be too simplistic, too insignificant and perhaps too optimistic and unreal to the critical eye.  

Therefore, T. Modleski (1980) states that heroine of the novels can achieve happiness only by undergoing a complex process of self-formation which involves, “sacrificing her aggressive instincts, her pride, and--nearly--her life” (cited in Ann Burnett and Rhea Reinhardt Beto, 2000:1). Such an approach describes romance novels as reinforcing and reflecting a patriarchal society and its values, suppressing the feminine needs and liberation. Equally, the reader is encouraged to support the domineering patriarchal nature of society. Moreover, Janice Radway (1981) presents another point of view of romance novels and she ironically sees “the happy marital ending as the only opportunity for the heroine to be happy” (cited in A.Burnett and R. R. Beto, 2000:1). Janice Radway (1981:143) concludes that the reader identifies with a heroine who is either “wrongly abused by men or who remains unusually independent” (cited in A.Burnett and R. R. Beto, 2000:1). The protagonist is supposed to be submissive to the traditional gender norms, whereas self-realization is seen as destructive. Janice Radway generalizes the romance novel as a “form of escape” (1984:87). The escape is seen as the desertion of family, home, traditional position of wife and mother and this escapism threatened patriarchal ideas. In general, Janice Radway (1981) and other critics argue that romance novels are “patriarchal, and silence female readers” (A.Burnett and R. R. Beto, 2000: 1). 

Pamela Regis sees the happy ending as “trumped by processes of overcoming cultural barriers and reforming society through love” (Regis, 2003: 29). The idea of obligatory closure is not seen as the main factor, whereas the process of reformation is the main idea of romance.  Pamela Regis states that love stories in romance novels require “the destruction of social barriers” (Regis, 2003: 32). The barriers are indicated as a series of scenes. Barriers provide internal and external reasons to the reader why the protagonists can not marry. External reasons usually consist of various social constraints and society that suppresses the hero and the heroine. The internal ones arise from the psychology of one or both protagonists. Romances are seen to promote women’s independence because heroines are depicted as intelligent and strong. Pamela Regis provides a definition of romance which is based on pointing to eight typical narrative elements. The essential elements are the following: 

the initial state of society in which heroine and hero must court, the meeting between heroine and hero, the barrier to the union of heroine and hero, the attraction between the heroine and hero, the declaration of love between heroine and hero, the point of ritual death, the recognition by heroine and hero of the means to overcome the barrier, and the betrothal. (Regis, 2003: 30)

Pamela Regis observes that the rise of romance novels is consistent with social movements and emphasizes emotional individualism and marriage, as well as improved economic status of married women.  James Crane, a reviewer Pamela Regis book A Natural History of Romance Novel states that, “if it is not the climactic marriage but the courtship that makes the romance, then the process of exercising romantic choice makes nineteenth- and twentieth-century heroines independent” (Crane, 2004:1).  

The novels Black Rose and Red Lily by Nora Roberts may have elements of gothic literature. This is suggested by the atmosphere of mysteriousness that pervades the novels. According to John Anthony Bowden Cuddon, “most gothic novels are tales of mystery and horror, intended to chill the spine and curdle the blood” (Cuddon, 1992:381). Judy Pearsal defines  mystique as “a fascinating aura of mystery, awe, and power surrounding someone or something” (Pearsal, 2001:1225).  Mystery is created by a woman ghost who threatens the protagonists of the novels. The mystery of the ghost begins in the first book of the garden trilogy, Blue Dahlia, and ends in the final book that comprises the series -- Red Lily. In the novel Black Rose, aggressiveness and violence of the ghost is suppressed but the mystery still is not resolved. The role of mystique in the novels is very important, as the ghost of the house serves as an obstacle for the lovers to reach complete happiness. According to John Anthony Bowden Cuddon, gothic novels “contain a strong element of the supernatural” (Cuddon, 1992:381).  The supernatural element in the novels is the ghost Amelia. The novels that are discussed in this paper evoke chilling terror by the mysterious, cruelty, and a variety of horrors. The ghost of the house, Amelia, not only appears in the novel, but also threatens the residents of the house. Amelia uses violence against the men of the family and against the lovers of the protagonists. In Red Lily, the ghost even obsesses Hayleys thoughts and actions. 

There is little research available on translations of popular fiction, and even less on the translation of romances. According to George Paizis, the main features of fiction since World War II has been “ideological simplicity, absence of character complexity, sanitization or elimination of sex scenes and a focus on the central intrigue at the expense of secondary themes” (Paizis, 1998: 3). The central intrigue is the development of romantic relationships.  Translations also focus on the same model of censorship of sexual scenes and taboo words, simplification of thematic elements, and ideological aspects. 

According to Lawrence Venuti, translators nowadays negotiate the linguistic and cultural differences of the foreign text by reducing it and supplying another set of differences, basically “domestic, drawn from the receiving culture to enable the foreign to be received there” (Venuti, 1998: 1). Lawrence Venuti notices that the English language has an “overwhelming domination” as compared to other languages and “has become the most translated language worldwide” (Venuti, 1998: 1).  The English-language books selected for translation tend to be in popular genres like the romance and the thriller, which “invite the pleasures of imaginative identification instead of the critical detachment of the high aesthetic” (Venuti, 1998: 1). The translations of popular fiction cultivate values of the source language by incorporating them in the target language. 

According to George Paizis, the first strategy concerns the translation “as recreation of the original”, then the communicative purposes of the text should be taken into consideration, as well as “the meaning the source text conveys to the target reader”, and finally, “the ways the texts can be altered by editors and translators” to fulfill the target audience needs without loosing the essence of the original (Paizis, 1998: 4). Translation choices as to the “target length” are decided at the editorial level rather than by the translator (Paizis, 1998: 5).  George Paizis also suggests that “if the kind of choices the translator has to make are a factor of inherited cultural model of genre, levels of language and story content, the other possible area of excision” is concerned with the socio-cultural experience and an awareness of whether the target culture will be hostile to the source culture writing traditions (Paizis, 1998: 5). Cultural traditions of the target readers affect the process of translation because if the texts, with regard to linguistic content or length, do not correspond to the target reader, the popularity of the texts decreases. Thus taken, the translator has to choose the best strategy of translation to make the text target reader-friendly. There are some main aspects that the translator has to consider when translating a romance novel. The first concerns the operation of “normative constraints” that influence the overall size, shape the mood of the book and “impose certain limits on the choices available to the editors and translators”, whereas the second has more to do with the “textual consequences” of the first and gives rise to a new set of problems (Paizis,1998: 6). Problems of translation correspond to “signification and referentiality, narratological aspects, character definition and motivation, but may also be linguistic” (Paizis,1998: 6). Translation is readily determined as integrating the source language text with an “internal significance”, i.e. integrating source language aspects into the target culture (Venuti, 1998: 1). The translator meets the important constraint of whether to preserve or to change the foreign aspects of the text. Lawrence Venuti suggests that the linguistic and cultural differences of the foreign text can only be signaled indirectly, by their displacement in the translation, through a “domestic difference introduced into values and institutions at home”, while the “internal effects of the record can only be formulated and practiced primarily in domestic terms, in domestic dialects, registers, discourses and styles” (Venuti, 1998: 1). The internal language aspects of the source text reform the target language’s canon, introduce new strategies or may even modify the ideology of the reader. 

Romance novels present “a visual stimulation for the reader through language, as the words describe the characters, from the sound of their voice to the type of clothes they wear” (A.Burnett and R. R. Beto, 2000:1). George Paizis lists differences in the use of language in the source text and its translation. First of all, the degree of formality differs, for example in English and French, so the language and the effect it carries differs, too. The written language in French requires a degree of formality not usually present in English, in the domain of “grammatical rigour and the absence of abbreviations so common in the latter’s daily and literary speech” (Paizis, 1998: 8). Another aspect is the usage of specific vocabulary, such as curse words that carry negative conotational meaning. French language softens such words or expressions, whereas English leaves them as is. Using this strategy, the negative but direct meaning such words convey is lost in the French text. Accordingly, in the Lithuanian translations swear words and negative expressions used to be removed by editors or translators, whereas nowadays they are beginning to appear in fiction. Irena Balčiūnienė in the article “Keiksmažodžių Vertimas” states that “the attitude towards the swear words translation has changed” in Lithuania, but the translators still face “the problem of finding exact equivalences in the target language” (Balčiūnienė, 2006:1; my translation). The usage of informal, everyday spoken language is also emerging in the translations of romances. Irena Balčiūnienė argues that “even the etiquette of literal language has changed, the problem of translating swear words still exist while this kind of lexis is stylistically active and one cannot translate it neutrally” (Balčiūnienė, 2006:1; my translation ). Translators have to adapt these words to the target readership by finding the best meaningful equivalents to them.  George Paizis also notices problems with such language in the Russian translations, where a “new level of language has to be invented for the reason that there was no appropriate level of literary language found to fill the void between classic literature and journalistic register” (Paizis, 1998: 9).

The diction used in love scenes should also be taken into consideration. According to George Paizis, “euphemisms used in the originals are particular to the genre and have been more or less developed by women authors of romantic fiction, with no readily available alternatives in other languages”  (Paizis, 1998:10). The specific aspects of romantic content and sexual scenes should be taken into consideration when translating romance novels. George Paizis names two aspects: “neutralization and alteration” of such kind of such matters (Paizis, 1998: 9).  George Paizis states that alteration, with regard to the translation of love scenes, could be that “of content and of relations between the protagonists” (Paizis, 1998: 9). He also refers to the example of French translations where the sexual scenes are altered because the editors select another content that the reader might prefer instead. This kind of alteration changes not only the content, but also the overall message encoded in the source text. Another way to alter sexual scenes is to cut the details that might not be acceptable to the target reader and make the love scene shorter in length because the target culture might not accept some of the liberties. Vivien Fritsche talks about romances translated into German. At first she indicates that there are more translations of romances into German than into English. But the quantity of translated texts is not equal to the quality of the translations. She points out the strategies of translation by comparing several original texts and their translations into German. Vivien Fritsche states that German translations are “grossly inaccurate, especially the love scenes are the target of some sort of translator- censorship or the translators invent new scenes to make the book steamier “(Fritsche, 1999: 1). George Paizis cites a Polish translator who states that “when it comes to sexual language, there is a tradition to soften such kind of vocabulary to be less literal due to church comments” (Paizis, 1998: 10). Thus, the conclusion may be drawn that the translations should take into account society and its ideals, but the main themes and scenes should not be cut out or altered in such a way that the message loses its main idea. 

The aspects of culture-specific items and the translation of meaningful names should also be taken into consideration. Although the description of culture-specific content in the source text is meaningful to the source readers, it may not be as meaningful to the target readers. The translators have to be aware when translating items, such as descriptions of “culinary, geographic or historical content that corresponds to the ‘local colour’” (Paizis, 1998: 13). The translator has several choices: either to cut out the items that are not meaningful to the target readers or to “bring them near home” (Paizis, 1998: 13). There is also an opportunity to explain the unknown by expanding it and making it clear to the reader. This kind of strategy is often used when dealing with historical and social references. The problem of meaningful character names is another  difficult aspect of translation. The names of the character can carry a meaningful significance in the source text. The associations that might be triggered by “a name in a given language will not necessarily be triggered by that name in another language” (Paizis,1998: 17). The strategies taken by the translators could be renaming the character to sustain the effect the name of the character carries, adding an adjective before the source name to indicate the meaning, or to preserve the source name without any connotational meaning of it. 

To sum up, it can be said that there are certain aspects that a translator should take into account: differences in the use of language, description of love scenes, cultural values, culture-specific items and character definition problems. Thus, the translator should not only adapt the source text to the target readership, but also should try to maintain the source text message in the target text. 

3 THEORETICAL ASPECTS OF STYLE AND THEME AND TRANSLATION PROBLEMS
This part of the thesis concentrates on the thematic aspects related to style. According to Geoffrey N. Leech and Michael H. Short, “style can be applied to both spoken and written, both literary and non-literary varieties of language, but it is particularly associated with written literary texts” (Leech, Short, 1981:11). Equally, style represents the “relation between language and artistic function” of it (Leech, Short, 1981:13). The major stylistic aspects that will be discussed in the theoretical part and analyzed in the analytical part are usage of figurative language, repetition as an aspect of figurative language, and punctuation patterns. It is the intension of this paper to consider the ways translation choices, with regard to the afore-mentioned stylistic devices, affect thematic figurations implicit in two themes chosen for the present analysis, namely relationships and mystique. 

Figurative language includes such aspects as the usage of symbolism, idiomaticity, descriptions of character, “metaphor, simile and personification” (Leon T. Dickinson, 1959:53). According to Clarence Hugh Holman, figurative language “is writing that embodies one or more of the various figures of speech, the most common of which are: antithesis, apostrophe, climax, hyperbole, irony, metaphor, metonymy, personification, repetition, simile, synecdoche” (Holman, 1980:185). The symbolic aspects of the source text are simply transferred to Lithuanian in order to maintain the metaphorical aspects of them. According to John Anthony Bowden Cuddon, “literary symbol combines an image with a concept” (Cuddon, 1992:939). John Anthony Bowden Cuddon also names types of symbols as “public or private, universal or local” (Cuddon, 1992:939). The lexical means that describe the symbols are altered in the target text, but the translator is loyal to the symbolic meanings encoded in the source text and tries to transfer them into the target text. The main symbols in the novel Black Rose are the garden, rose and the colour black. According to Juan Eduardo Cirlot, the garden is a symbol of “consciousness, a feminine attribute because of its character as a precinct” (Cirlot, 1995: 115). The Dictionary of Symbols widens the meaning by stating that the garden “represents fertility, happiness, salvation and purity” (Protas, 2001: 1). The protagonist likes taking care of her garden, she likes taking care of the place which she perceives as secure. The garden brings her a lot of joy and is also a symbolic path to happiness. Within the context of the novel, the symbol of the black rose is reflected as symbolizing strength, reticence, wilderness and freedom, but at the same time the wish to love and to be loved. The symbolic meaning of the title of the book can be interpreted with regard to the character of the protagonist, while the symbolism of the ‘black rose’ is attached to Roz’s character in the novel. She is independent and was once hurt very painfully because of marrying the wrong man; does not allow anyone to hurt her anymore but she is afraid to let love in her heart.  However, the feminine wish to be happy makes her even stronger in the ‘fight’ for herself and her future. Thus, the black rose symbolizes such a strong but feminine personality. Symbolism also plays an important role in the novel Red Lily. The title of the book is symbolic, where the color “red” and the name of the flower, “lily”, are meaningful in relation to the whole context of the novel. The intensive color “red” is associated with “love, passion, health, and/or sexual arousal” as the Dictionary of Symbols explains (Protas, 2001:1). The meaning of “red” in the novel is closely connected with strong emotions that the protagonist experiences: love, passion, sexual arousal and a strong and emotional sexual experience. Literatūros Simbolių Žodynas states that “lily is often contrasted to rose, while the intensity of the color spectrum differs-rose is associated to red and the lily- to white” (Ferber, 2004:157; my translation). On the contrary to such a belief, the title of the book presents the lily as being red. The main aspect of the lily as being pure and white can be detected in the context of the book. Lily is the name of Hayley’s daughter. In the novel she is just a little baby girl and small children are associated with innocence and purity. Moreover, it should be mentioned that Hayley decided to name her daughter Lily because, when she was pregnant, Harper brought her red lilies to her room and when the girl was born, she was “beautiful, so bright. She’s Lily”(Nora Roberts Red Lily, 2007:142). The meaning of the red lily could be the passionate but pure and innocent love of the heroes. 

The problem of figurative language can be treated through the prism of idiomaticity. Hasan Ghazala categorizes idioms as “full/pure idioms, semi-idioms, proverbs, popular sayings and semi-proverbial expressions, phrasal verbs and metaphorical catchphrases and popular expressions” (Ghazala, 2003:208). According to Hasan Ghazala, there are several strategies in the translation of idiomaticity: “evasion of translating idiomaticity altogether by way of eliminating it for reasons of the translators incompetence or simplification of the message for the target language readers; or invasion of idiomaticity by translating it unabashedly in a challenging spirit in an attempt not only to mach it but also sometimes to supersede it” (Ghazala, 2003:209). Idioms have their metaphorical meaning and they cannot be understood literally. The task for the translator is to find and recognize the idiom in the source text and then attempt to find the correct equivalent idiom in the target text or to preserve the source text idiom. Metaphorical use of language is closely connected to the idiomaticity because metaphors cannot be treated and translated directly. According to Leon T. Dickinson, a metaphor “is calling one thing by the name of another” (Dickinson, 1959:56). Another aspect of figurative language is personification, which, according to John Anthony Bowden Cuddon is “the impersonation or embodiment of some quality or abstraction; the attribution of human qualities to inanimate objects” (Cuddon, 1992:702).

  Repetition is also an aspect of figurative language. According to Clarence Hugh Holman, repetition is “a rhetorical device reiterating a word or phrase, or rewording the same idea, to secure emphasis” (Holman, 1980:376). It is a dominant feature of style in the Black Rose and Red Lily, thus a separate section on repetition patterns will be provided in the analytical part of the thesis.  According to Kinga Klaudy and Krisztina Karoly, repetition “refers to a particular type of cohesive relation, i.e. the phenomenon in which, in a given text, a lexical unit is repeated either in exactly the same form, or with inflectional or derivational change” ( Klaudy, Karoly, 2000:146). Repetition is a feature of style and functions as “stylistic activity for the purpose of emotional impact” (Juozas Pikčilingis, 1988:111; my translation). Repetition of various segments, words or phrases in the romance novels provide a certain flow, even musicality to the content of the novels, make the love scenes more romantic and intimate. Kazimieras Župerka states that “repetition rises the intensity of the action” (Župerka, 1997:72; my translation,). On the contrary to such importance of repetitions to the literary works, Nitsa Ben-Ari states that “avoiding repetitions is one of the most recurrent norms of translation” and even calls such a phenomenon “a ‘universal’ of translation”( Ben-Ari, 1998:1). This so called “‘universal’ of translation” can be seen in the translations of the novels that are discussed in the present paper. The translators try to avoid using repetitions by eliminating them from texts or by substituting them with synonyms. According to Nitsa Ben-Ari, repetitions can function “as a simulator of dialogues or spoken language in modern literature” (Ben-Ari, 1998:1). 
Henry Whittlesey argues, that “the vast majority of a translation must be literal to enable the author’s voice to sound in the ear of the reader” and the translations of repetitions must also be retained whenever it is possible (Whittlesey, 2006:1). Juozas Pikčilingis states that “if the words that have a spoken language connotation are used by the author in terms of artistic expressive means, and if they have a stylistic purpose, this could not be disregarded when translating text in another language” (Pikčilingis,1975:92; my translation,).  Kinga Klaudy and Krisztina Karoly, state that “the principal aim of aspiring translator is to reflect faithfully the global meaning communicated by the source text” (Klaudy, Karoly, 2000:143). Mona Baker treats repetition as being one of the means of lexical cohesion and states that “lexical cohesion refers to the role played by the selection of vocabulary in organizing relations within a text” (Baker, 2002:202). Kinga Klaudy and Krisztina Karoly present the repetition categories that on the repetition type contain “simple unit repetition which means the recurrence of the same lexical unit with possible inflectional difference and derived repetition which refers to the appearance of an identical root morpheme, but with possible derivational difference” (Klaudy, Karoly ,2000:146). Repetition falls into lexical relations and text bound relations. The lexical relation “may be broken down into two further categories, same unit repetition and different unit repetition”, where the latter includes synonymy, opposites, hyponymy and metonymy (Klaudy, Karoly, 2000:146).  According to Geoffrey N. Leech and Michael H. Short, such type of repetition, when the words or phrase are repeated exactly as they are, is called “asyntactic repetition” ( Leech, Short, 1981:248). Geoffrey N.Leech and Michael H.Short also distinguish an “expressive type of repetition which gives emphasis or emotive heightening to the repeated meaning” (Leech, Short, 1981:247). The focus of the present paper falls on the same unit simple repetition or “asyntactic repetition”, when the word is repeated exactly as it is and carries an expressive meaning ( Leech, Short, 1981:248).

Another stylistic aspect which is important in discussing the thematic aspects of the romance is punctuation. The function of punctuation, according to Rachel May, is “to clarify and standardize texts” and it helps novelists “to imitate speech” (May, 1997:1). According to Geoffrey N. Leech and Michael H. Short, “written prose has an implicit, ‘unspoken’ intonation, of which punctuation marks are written indicators” (Leech, Short, 1981:215).  Rachel May also points to another aspect of punctuation, which is “to challenge the norms, either for visual effect or for suspense, surprise irony” (May, 1997:1). The use of punctuation in the novels plays a very big part because the flow of thought can be depicted more explicitly and even the imitation of direct speech is made clearer. As the novelists have their own punctuation patterns they use to reveal the character, the task for the translator becomes complex. Also taken in to account should be the work and the changes made by editors. Rachel May states that “in published translations the clarifying uses of punctuation outweigh its interpretive or creative ones”, this suggests that the translator is not the creator of the target text, he is only a reproducer of the source text (May, 1997:1). Rachel May also suggests that translators often become editors, rather than take up “the role that of the reader or writer” (May, 1997:1). The changes in punctuation made by the translator “may change substantially the thematic or narrative force of the author’s sentence” (May, 1997:2). In this way, the idea of the source text may be completely changed in the target text. According to Geoffrey N. Leech and Michael H. Short, punctuation marks “follow a pattern of decreasing length, bringing the effect of an increase of tempo towards a climax, until he last unit, being longer, relaxes the tension towards a ‘dying fall’” (Leech, Short, 1981:216). According to Jonas Šukys, “punctuation of the Lithuanian language is grounded on three main principles: syntactical or grammatical, notional or logical and grounded on intonation or pauses” (Šukys, 2004:279; my translation ). The first principle involves “syntactical relations of words”, the second is based on “logics of the text”, and the last one is based on intonation and pauses in the text (Šukys, 2004:279; my translation).

Punctuation marks have their own individual stylistic and rhythmic features that help the author to describe the characters of the novels. Every punctuation mark has its own stylistic purpose. According to Leon T. Dickinson, “character’s thoughts can be revealed through various devices of punctuation” (Dickinson, 1959:16). The present paper will define the punctuation marks that will be necessary in the discussion of the thematic aspects in the analytical part. Rachel May presents period marks, that are used to introduce “powerful silences into narration” (May, 1997:4), i.e. period marks mark not only the end of the sentence, but also has its stylistic use, as a representative of silence. According to Geoffrey N. Leech and Michael H. Short, period is “the heaviest punctuation mark and has the greatest separative force” (Leech, Short, 1981:217). According to Juozas Abaravičius, period mark “can show emotional silences or even unexpected flow of emotions or muted feelings of loss” (Abaravičius, 2002:74; my translation). Very short sentences, which are often used in the romance novels, ending in a period mark can not only represent silences, but also create tension, arouse the feeling of intimacy between the lovers or help create the romantic atmosphere. In short sentences period marks “will mark emotional silences or pauses” (Abaravičius, 2002:74; my translation). In a very long sentences, “period mark comes like a deep breath” after the outburst of some thoughts, feelings or actions (May, 1997:7).  Translators however, “are careful to reproduce the larger rhythms signified by period marks”, but they “take more liberties within sentences”, i.e. they can change the punctuation marks within sentences according to the norms of the target culture or to emphasize certain words or phrases of the sentence (May, 1997:7). 

Another punctuation mark, that should be discussed is comma, which, according to Alexa Dubreuil, is used to “separate items in a series”, where the last element of the series is usually connected with a conjunction “and” (Dubreuil, 2004:1). V. Sirtautas and Č. Grenda states that “homogeneous parts of speech can be connected without any conjunctions, only with intonation” (Sirtautas, Grenda, 1988:133; my translation). Alexa Dubreuil continues that commas are used to “set off nonsential clauses and phrases” which give extra information about the subject (Dubreuil, 2004:1). Commas can also be used to “set off an expression that interrupts a sentence”, i.e. they can express the opinion of the speaker, the unexpected flow of mind, etc. (Dubreuil, 2004:1). According to Juozas Abaravičius, “commas form author’s speech, emotional intonation, the rhythmical segmentation of author’s thoughts dictated by emotions and feelings” (Abaravičius, 2002:90; my translation). Juozas Abaravičius also states that commas “render the intonation, ecliptics and open rehearse line of the spoken discourse” (Abaravičius, 2002:94; my translation).  

According to Rachel May, dashes “capture both connection and detachment” of the character’s thoughts (May, 1997:10). Dashes can be used to separate commentaries from the set of ideas expressed in the sentence, or they can “indicate an abrupt break in thought” (May, 2004:1). Rachel May states that “commas and dashes are not boundaries that contain phrases, but membranes, permeable in both directions, across which voices flow and blend” (May, 1997:16).  According to Juozas Abaravičius , “dash marks emotional pauses, discontinuous language, also it prepares the reader for unexpected thought, helps to express various thought shading” (Abaravičius, 2002:124; my translation).   Another punctuation mark that should be taken into consideration is a colon. Colon marks the parts of text which are “logically and emphatically important” (Abaravičius, 2002:113; my translation).  Juozas Abaravičius also points out that a colon “warns that further there will be given author’s subjective artistic logics” (Abaravičius, 2002:114; my translation).

The last punctuation mark that will be discussed in the theoretical part is suspension points. These indicate an incomplete statement or the omission of a word or words from a written text. Rachel May describes the usage and the stylistic mean of the suspension points as making the segments of the text “fluid and open-ended” (May, 1997:10). The translator has to decide whether to retain the suspension or to “complete the open-ended phrases” (May, 1997:10). The use of punctuation is not only to make the written works sound like a spoken discourse, but also “to reflect, reinforce, even engender thought processes that could not be spoken” (May, 1997:16). According to Juozas Abaravičius, suspension points “give sense to the break of thoughts and goes as an extra-information index in the text”  (Abaravičius, 2002:146; my translation). Punctuation marks take the reader’s attention to the intonation of the segment, the differences in flow of characters mind, the differences in narration, so for the translators, “these almost invisible elements of written language apparently still are where boundaries are drawn, where decisions are made, where thoughts are brought out into the open and made transparent and whole” (May, 1997:16). The present paper concentrates on the before-mentioned punctuation marks. The punctuation marks will be analyzed with regard to the selected examples from the novels Black Rose and Red Lily. The translation strategies of transferring these punctuation marks to target texts are the point of investigation. 

4 STYLISTIC ASPECTS OF ROMANCE AND MYSTIQUE IN BLACK ROSE AND RED LILY BY NORA ROBERTS: PROBLEMS OF TRANSLATION INTO LITHUANIAN
The analytical part of the thesis will consider two thematic aspects of the novels, i.e. relationships and mystique. With regard to the thematic aspects, i.e. representation of relationships and representation of mystique, stylistic aspects will be considered in the analytical part. Thematic aspects will be revealed in terms of figurative language usage, the usage of repetition and punctuation. According to Song Xiaoshu,  “style is the essential characteristic of every piece of writing, the outcome of the writer's personality and his emotions at the moment” (Xiaoshu, 2004:1). A romance writer has his/her own literary style which is reflected in his/her writings.  Differences of the usage of these stylistic aspects in the source and target texts will be discussed by looking at the translation strategies used by the translator which will be presented as reflecting the loyalty to the source text or opting for clearness to the target text readership.  According to Susan Bassnett, “different concept of the imaginary distinction between form and content prevails when the text is a novel” (Bassnett, 1991:110). Equally, the translator should take into consideration this concept when translating the text. The translator should not only transfer the text, but s/he must be familiar with the overall thematic and stylistic structure of the novel. According to Oxford Companion to Women’s Writing in the United States, “within a patriarchal symbolic order, ‘feminine’ difference functions not as an essence, but as an otherness within identity and language, existing outside of current systems of representation but evident in the gaps, silences and paradoxes of discourse” (1995:339). The analytical part of the thesis will present the translation strategies, that the translator Vilma Krinevičienė used when translating novels Black Rose and Red Lily. The thesis focuses on three main aspects of translation, i.e. figurative language, repetition and punctuation. According to F. Boas (1966), “a given experience is differently rendered in various languages (cited in Valerija Marina, 2002:1). Equally, E.Sapir (1964) states that “every language is a vast pattern-system, different from one another” (as cited in Valerija Marina, 2002:1). To sum up these statements, the conclusion could be drawn that the English and Lithuanian language systems are different. So the usage of language, the use of punctuation and repetition differs among English and Lithuanian languages. 

4.1 The Use of Style in the Representation of Mystique and Problems of Translation into Lithuanian

The ghost Amelia is always depicted as a grey figure of a woman in a dirty white dress, with long blond curly hair. She is said to be a good ghost of the Harper’s house, singing lullabies to children of the family and sometimes appearing before the women. However, when Rosalinda’s relationship with Mitchell begin to blossom, the Bride begins to show her anger and violent behaviour towards Mitchell and at one point even to Roz. She even pervades into the mind of Rosalinda. The ghost always appears with a mystical, cold and even horror-like atmosphere. This fearsome climate brings more colours to the novel, is a source of intrigue and the driving force around which all of the action of the novel revolve. The mystical element is very important in the whole trilogy. The ghost Amelia and the secret of her appearance is a significant element in the relationship of the characters. Whenever anything intimate happens to any of the three women, Amelia tries to separate them from men making such statement as “all men are the same”, or that they are not worth the women’s love. Not only are the bursting romantic feelings between the beloveds important in the novels, but also the secret of the ghost and its final resolution. In the last of the series, Red Lily, Amelia even attacks one of the inhabitants of the Harper’s house, though she had never been so violent before. The ghost even pervades to Hayley’s thoughts, but this helps to solve the mystery.  

              The aim of this section is to find out whether the translation of the novel reflects the atmosphere of mysterious that is created in the source text. With regard to the use of repetition, other forms of figurative language and punctuation patterns, the translation strategies of the mystique will be discussed in this section of the thesis. 

4.1.1 The Use of Repetition

According to Clarence Hugh Holman, repetition is “a rhetorical device reiterating a word or phrase, or rewording the same idea, to secure emphasis” (Holman, 1980:376). Kazimieras Župerka states that “repetition rises the intensity of the action” (Župerka, 1997:72; my translation,). Thus in the representation of mystique, repetition plays an important role. The following examples of the representation of the mystical atmosphere in the novel Black Rose show that the translator, in most cases, tried to be as loyal to the original text as possible, seeking precise equivalents in the target language and using appropriate translation techniques. But there are still some cases when the translator omitted parts of the original text.

Table 1

	Source text
	Target text

	“The door in the east wing slammed, again and again, and the clock continued to chime, madly now, well past the hour of twelve” (Roberts, Black Rose 2005:123)
	“Durys vis trinksejo rytiniame sparne, laikrodis skubiai mušė paskutines dvyliktos valandos sekundes” (V. Krinevičienė, Juodoji Rožė  trans., 2006:107)


Table 1 illustrates a case of preservation of repetition: again and again that is rendered as vis trinksėjo. Actually the repetition itself is not preserved in the target text, only the meaning of the repeated action is retained. According to Henry Whittlesey, “the vast majority of a translation must be literal to enable the author’s voice to sound in the ear of the reader” and the translations of repetitions must also be retained whenever possible (Whittlesey, 2006:1). Juozas Pikčilingis states that “if the words that have a spoken language connotation are used by the author in terms of artistic expressive means, and if they have a stylistic purpose, this could not be disregarded in the translation of text” (Pikčilingis,1975:92; my translation,). Thus, Vilma Krinevičienė leaves the repetition to preserve the expressive element of the utterance.   However, the translator omitted the phrase madly now which creates an emotional atmosphere in the novel.

Table 2

	Source text
	Target text

	“The voice was a hiss in her ear, a hiss that cut through the frantic beat of blood” (Roberts, Black Rose 2005:304)
	“Balsas virto šnabždesiu jos ausyse, šnabždesiu, kuris įsiliejo į karštligiškai pulsuojantį kraują” (V. Krinevičienė, Juodoji Rožė trans., 2006:256)


Table 2 illustrates Rozalinda’s vision of Amelia. The translator transfers the information of the source text and retains the usage of repetition: a hiss in her ear, a hiss, šnabždesiu jos ausyse, šnabždesiu. According to Geoffrey N. Leech and Michael H. Short, such repetition is an “expressive type of repetition which gives emphasis or emotive heightening to the repeated meaning” (Leech, Short, 1981:247). Repetition of whispering increases tension within the scene. According to Clarence Hugh Holman, repetition, “employed by deliberate design, adds force and clarity to the statement” (Holman, 1980: 376). The author attempted to clarify the act of whispering and emphasize it. By using the strategy of preservation, the translator does not change the essence of the sentence, and preserves the source text message.

Table 3

	Source text
	Target text

	“The wind came up so fast, so cold, so furious, that it flung Roz back against the building” (Roberts, Black Rose 2005:350)
	“Vėjas atskriejo taip staiga ir toks šaltas, kad Roza pasijuto nublokšta prie namo sienos” (V. Krinevičienė, Juodoji Rožė trans., 2006:292)


Table 3 illustrates the scene when Amelia appears to Roz. The translator uses different grammatical means to convey the atmosphere of this mystical appearance. The repetition of the adverb “so” in the source text so fast, so cold, so furious is used to emphasize the state of the action. Vilma Krinevičienė retained the repetition taip staiga ir toks šaltas, but she omits the phrase so furious. It could be said, that the adjective furious was changed by the verb atskriejo because the meaning of the unexpected intense wind is expressed in the target text by the verb.

               The difference can be seen in the usage of complement phrases. The Lithuanian text specifies the complement as namo siena, whereas the original text uses a more abstract notion: building. According to the context of the whole scene, the translator uses a hyponym namo siena, of the superordinate building, i.e. uses a more concrete noun phrase instead of the general one. According to Daniel A.Aberra, superordinate is the highest general word in the “hierarchy of word concept categorization”, whereas hyponyms are more exact words in the sense of meaning (Aberra, 2005:1). Thus the translator wanted to be more specific and add meaning to the utterance.

Table 4

	Source text
	Target text

	"Amelia stood in the doorway, the storm ranging at her back. Behind her, through her, Hayley could see trees whipping in the wind and the bruised fists of clouds that smothered the sky” (Roberts, Red Lily 2007:122)


	“Tarpduryje stovėjo Amelija, o už jos nugaros siautė audra. Už jos, per ją, Heilė matė vėjyje linkstančius medžius ir tamsius dangų dengiančius debesis”( V. Krinevičienė, Raudonoji Lelija trans., 2007:104)


Table 4 shows an episode when Amelia appears in a violent and aggressive manner. The translator preserves all the essential elements of the mystical atmosphere in the target text and this makes the target text closer to the original. The italicized emphatic textual marker through is used to increase the effectiveness of the horror element. In this episode, it is pictured as an image of a storm raging through Amelia. The translator tries to maintain the significant parts of the plot using the strategy of foreignization, i.e. retaining the source text element.

              The simple same unit repetition of the pronoun her creates tension Behind her, through her and stresses the flow of the fearsome emotional state.  Vilma Krinevičienė preserves the repetition of pronouns Už jos, per ją . According to Juozas Pikčilingis, repetition of words “shows the intensity of the action, the importance of reason, feature or condition” (Pikčilingis, 1988:113; my translation). Thus, in this example, the repetition of the pronoun her was important because it creates the emotional flow. 

4.1.2 The Use of other Forms of Figurative Language

In the representation of mystical element in the novels, figurative language plays an important role. The description of the surroundings through a number of intensifiers creates a mystical atmosphere and increases the tension. According to Clarence Hugh Holman, figurative language “is writing that embodies one or more of the various figures of speech, the most common of which are: antithesis, apostrophe, climax, hyperbole, irony, metaphor, metonymy, personification, repetition, simile, synecdoche” (Holman, 1980:185). Table 20 depicts the place in the novel Black Rose when the ghost of the house shows herself to Roz. The usage of figurative descriptions creates a mystical atmosphere. 

Table 5

	Source text
	Target text

	“The chill hit with a shock, punishing little slap, that had her taking a step back” (Roberts, Black Rose 2005:148)
	“Vėsa smogė kartu su šoku, it baudžiantis pliaukštelėjimas per veidą priversdamas ją žengti atgal”( V. Krinevičienė, Juodoji Rožė  trans., 2006:128)


Table 5 shows the translator’s attempt to preserve the mystical purport of the scene. By transferring the sentence into the target language, the translator interweaves the comparison it baudžiantis pliaukštelėjimas per veidą and retains the original message of the source text. According to Newmark, the strategy of compensation “occurs when loss of meaning in one part of a sentence is compensated in another part” (1988:90). The addition of the comparative phrase it baudžiantis pliaukštelėjimas per veidą can be for the sake of compensation of other loses in the novel. 

Table 6
	Source text
	Target text

	“Then freezing as the sweater was ripped out of her hands” (Roberts, Black Rose 2005:148)
	“Paskui vėsa virto geliančiu šalčiu, išplėšusiu megztuką jai iš rankų” (V. Krinevičienė, Juodoji Rožė  trans., 2006:128)


The example in Table 6 illustrates the translator’s effort to preserve the main idea by adding a descriptive element to the original. A thermal sensation is used to express a sense of freezing. It was complemented with more colourful description of the cold becoming a painful chill: vėsa virto geliančiu šalčiu. This additional information makes the sentence more figurative than the source text utterance. The translator could have used a strategy of addition because she wanted to compensate for  omitted words or phrases in other places of the novels.

Table 7

	Source text
	Target text

	“In the fireplace, flames leaped into hot reds, while the air shivered with cold” (Roberts, Black Rose 2005:176)
	“Liepsna židinyje išsišakojo į raudonus karštus liežuvius, tačiau oras virpėjo iš šalčio” (V. Krinevičienė, Juodoji Rožė  trans., 2006:151)


Another example of addition of the picturesque description can be seen in the Table 7. The translator arranged the description of the blazing flame in the source text into the metaphoric expression of Liepsna židinyje išsišakojo į raudonus karštus liežuvius , meaning ‘tongues of flame’ in the target text. According to John Anthony Bowden Cuddon, a metaphor is “a figure of speech in which one thing is described in terms of another” (Cuddon, 1992:542). The essence of the original does not change and the Lithuanian translation transfers the expression faithfully. The translators aim was to preserve the main idea of the source text and to transfer it using target culture specific means.

Table 8

	Source text
	Target text

	“The air died at once and what had been spinning in it fell with thuds or crashes to the floor.”( Roberts, Black Rose 2005:207)
	“Oras tučtuojau nurimo, ir tai, kas sukosi jame, su trenksmu nukrito ant grindų.” (V. Krinevičienė, Juodoji Rožė  trans., 2006:176)


Table 8 illustrates the figurative usage of the ‘dying air’ in the source text whereas the target text does not have the equal expression. According to Leon T. Dickinson, a metaphor “is calling one thing by the name of another”(Dickinson, 1959:56). According to Ali R. Al-Hasnawi, translation of metaphors “has been treated as part of the more general problem of untranslatability and this trend builds on the fact that metaphors in general are associated with indirectness, which in turn contributes to the difficulty of translation” (Al-Hasnawi, 2007:1). The metaphoric expression of the calm air as being dead is an established expression in English, and the translator did not find an equivalent metaphor in Lithuanian. However, the sense of calming air was expressed in the target text. 

Table 9

	Source text
	Target text

	“Over it a thin, fetid fog crawled, smearing the black dirt, the wet grass with dirty tongues of gray” (Roberts, Black Rose 2005:282)
	“Virš jos šliaužiojo plonas dvokiantis rūkas, pilkais liežuviais laižydamas juodą dirvą, drėgną žolę” (V. Krinevičienė, Juodoji Rožė  trans., 2006:238)


Table 9 is an example of transferring the message of the source text to the target text faithfully. By changing just the grammatical structure of the original, the translator conveys not only a sense of mystique and horror, but also preserves the diction of the source text. Thus, it could be considered that in this example, the source text conveys a “typically female way of describing colours” and Vilma Krinevičienė preserves this way (Carballeira, 2003:116). According to Clarence Hugh Holman, personification is “a figure of speech which endows animals, ideas, abstractions, and inanimate objects with human form, character, or sensibilities” (Holman, 1980:328). The personification, i.e. “giving life to the inanimate” is rendered faithfully, while fetid fog crawled is translated as šliaužiojo plonas dvokiantis rūkas in the target text (Pikčilingis, 1975:290; my translation). The personification of the fog creates a feeling of mystical atmosphere and increases tension. 

Table 10
	Source text
	Target text

	"But when she turned her head, when she looked toward the door, Hayley’s blood ran as cold as the air in the room” (Roberts, Red Lily 2007:39)


	“Bet kai ji pasuko galvą ir pažvelgė į duris, Heilės kraujas sustingo gyslose”( V. Krinevičienė, Raudonoji Lelija trans., 2007:40)


Table 10 illustrates the first eye-to-eye contact between Hayley and Amelia. The translator tried to reveal the message of the original, but the idea of the blood being as cold as the air blood ran as cold as the air in the room is not rendered in the target text. The implication here is that whenever the ghost appears, the room becomes freezing. Thus, the contrast of blood running cold creates a certain mystical atmosphere to the excerpt. Still, the translation is very close to the original with regard to conveying the main idea as kraujas sustingo gyslose . However, the target text loses the comparison of air and blood. According to Ritva Leppihalme, in order to make the text or phrase sound familiar to the target reader, the translator “uses cultural adaptation” strategy (Leppihalme, 2005:1). This kind of strategy is called “domestication” by Lawrence Venuti (Venuti, 1998:1). Vilma Krinevičienė used the domestication technique and adapted the source text phrase for the target audience.

               To sum up this section, it could be said that Vilma Krinevičienė, in most cases, tried to preserve the repetition used in the source text. Mona Baker treats repetition as being one of the means of lexical cohesion and states that “lexical cohesion refers to the role played by the selection of vocabulary in organizing relations within a text” (Baker, 2002:202). In the representation of mystique, repetition plays a big part, while repetition of words and phrases increases tension. Repeated items also create a certain mystical atmosphere.

4.1.3 The Use of Punctuation

According to Geoffrey N. Leech and Michael H. Short, “written prose has an implicit, ‘unspoken’ intonation, of which punctuation marks are written indicators” (Leech, Short, 1981:215). The changes in punctuation made by the translator “may change substantially the thematic or narrative force of the author’s sentence” (May, 1997:2). In this way, the idea of the source text may be completely changed in the target text. According to Geoffrey N. Leech and Michael H. Short, punctuation marks “follow a pattern of decreasing length, bringing the effect of an increase of tempo towards a climax, until he last unit, being longer, relaxes the tension towards a ‘dying fall’” (Leech, Short, 1981:216). According to Jonas Šukys, “punctuation of the Lithuanian language is grounded on three main principles: syntactical or grammatical, notional or logical and grounded on intonation or pauses” (Šukys, 2004:279; my translation ).
Table 11

	Source text
	Target text

	“She was dying. Her lugs were screaming, her heart galloping as she fought wildly to find purchase, to find air” (Roberts, Black Rose 2005:304)
	“Rozos plaučiai klykė be oro, širdis šuoliavo jai bandant kovoti, rasti išsigelbėjimą, rasti oro” (V. Krinevičienė, Juodoji Rožė  trans., 2006:256)


Table 11 illustrates the scene when Harper’s Bride attacks Rosalinda. The scene is very thrilling and frightening, but the translator omits significant parts of it. The first sentence She was dying is not translated at all, although it is important to show the emotional situation in the protagonist’s mind and her feelings when the ghost was stifling her. Vilma Krinevičienė omits a very descriptive and important context from the sentence. 

               Moreover, the word air is not italicized in the target text. The printing of the word in a different print in the source text (marked as italics), emphasizes the importance of this particular textual element. The omission of this emphatic stylistic mean and the modification of significant elements, distance the translated text intonation from the source text. 

              According to Alexa Dubreuil, a comma is used to “separate items in a series”, where the last element of the series is usually connected with a conjunction “and” (Dubreuil, 2004:1). V. Sirtautas and Č. Grenda state that “homogeneous parts of speech can be connected without any conjunctions, with only intonation” (Sirtautas, Grenda, 1988:133; my translation). Thus, the usage of a comma in, Her lugs were screaming, her heart galloping,separates the verbs were screaming and galloping. The repetition of the pronoun her creates a mystical atmosphere and points to the degree of threat that was directed at Roz.
Table 12

	Source text
	Target text

	“She was… I felt like she was seeing him. Reginald. She was –  I was – all turned on, you know, then it was like this spit of range spewing up through that.”( Roberts, Black Rose 2005:239)
	“Ji… aš jaučiausi taip, tarsi ji matytų jį. Redžinaldą. Ji, ar aš, buvau susijaudinusi, supranti, o paskui tai virto neapykantos išraiška.”( V. Krinevičienė, Juodoji Rožė  trans., 2006:196)


In the example in Table 12, the repetition of she was is changed only to pronoun ji in the target text. This is due to the fact that English language and Lithuanian language structures are different. Nevertheless, the translator seems to want to retain the repetition of the pronoun ji. 

              The interruption of the flow of thought She was- I was- all turned on is indicated by dashes in the source text, whereas in the target text Ji, ar aš, buvau susijaudinusi commas are used. According to Rachel May, dashes “capture both connection and detachment” of the character’s thoughts (May, 1997:10). Dashes can be used to separate commentaries from the set of ideas expressed in the sentence, or they can “indicate an abrupt break in thought” (May, 2004:1). According to Juozas Abaravičius, a “dash marks emotional pauses, discontinuous language, also it prepares the reader for unexpected thought, helps to express various shades of meaning” (Abaravičius, 2002:124; my translation). Thus, the use of dashes in the source text is to mark emotional pauses and to strengthen the hesitation of the protagonist. 

Dashes in the source text are replaced by commas in the target text. According to Juozas Abaravičius, “commas form author’s speech, emotional intonation, the rhythmical segmentation of author’s thoughts dictated by emotions and feelings” (Abaravičius, 2002:90; my translation). Additionally, the meaning was changed by adding doubt ar aš in the target text. The dashes in the source text make the difference between the Harper’s bride and Hayley more arbitrary and the connection between them closer, while the target text makes it more distant. Dashes make the relation between the two women more static, and more doubt is engaged because dashes “indicate an abrupt break in thought” (Dubreuil, 2004:14) so that it is not clear who is speaking. 
Table 13

	Source text
	Target text

	“There was so much going through her head – my head – I don’t know.” (Roberts, Red Lily 2007:256)
	“Jos galvoje sukosi tiek minčių – mano galvoje, nežinau” (V. Krinevičienė, Raudonoji Lelija trans., 2007:210)


In Table 13 of the source text, the use of dashes on both sides of the noun phrase my head, represent a pause and the importance of the doubt, whereas the target text leaves in only the first dash and replaces another one by the comma. The doubt of not knowing whose inner thoughts are represented her head- my head- I don’t know is stronger in the source text. The dash makes the phrase sound like a pause, and highlights it. According to Rachel May, dashes “capture both connection and detachment” of the character’s thoughts (May, 1997:10). Dashes can be used to separate commentaries from the set of ideas expressed in the sentence, or they can “indicate an abrupt break in thought” (May, 2004:1). Rachel May states that “commas and dashes are not boundaries that contain phrases, but membranes, permeable in both directions, across which voices flow and blend” (May, 1997:16).  According to Juozas Abaravičius, a “dash marks emotional pauses, discontinuous language, also it prepares the reader for unexpected thought, helps to express various thought shading” (Abaravičius, 2002:124; my translation).  In the source text structure, when the noun phrases her head- my head follow each other and forms a connection between each other. However in the target text, these two phrases are separated and this disconnects them Jos galvoje sukosi tiek minčių- mano galvoje. The purpose of such distance is that Lithuanian and English grammatical structures differ and Lithuanian language does not have such an introductory sentence structure as “there was”.

Table 14

	Source text
	Target text

	“And in the gardens of Harper House, someone walked, and ranged, and grieved. With mad eyes burning into the candy- blue sky” (Roberts, Black Rose 2005:355)
	“O Harperių namų soduose kažkas nerado sau vietos, kažkas pyko ir liūdėjo. Pamišėliškomis akimis gręždama mėlyną it kaspinas dangų” (V. Krinevičienė, Juodoji Rožė  trans., 2006:295)


Finally, Table 14 represents the two concluding sentences of the novel Black Rose, which ends with the mystery of the ghost still floating in the family house. Both, the source text and the target text refer to the mystical element as someone, kažkas, which are abstract neutral sex words. However, the Lithuanian text reveals the sex of the ghost by using feminine inflection in the participle form: gręždama. The translator does not preserve the mystical element in the target text and, thus, does not retain the intrigue of the source text. The translator also changes the pre-modifier candy- blue to the phrase, that involves comparison mėlyną it kaspinas. The idea of the utterance is retained, but the translator uses different stylistic means to achieve effects suggested in the source text. 

               The usage of commas in the source text should also be taken into consideration. In the phrase someone walked, and ranged, and grieved, commas are used according to Alexa Dubreuil, inorder “to separate items in a series”, where the last element of the series is usually connected with a conjunction “and” (Dubreuil, 2004:1). V. Sirtautas and Č. Grenda state that “homogeneous parts of speech can be connected without any conjunctions, only with intonation” (Sirtautas, Grenda, 1988:133; my translation). In this particular case, commas separate homogeneous verbs and the conjunction and is repeated in order to create the atmosphere of the mystique.  In the target text, Vilma Krinevičienė preserves only one comma, but joins the last two series by the conjunction “and”: kažkas nerado sau vietos, kažkas pyko ir liūdėjo. The homogeneous verbs nerado and pyko are separated by a comma, whereas the last verb liūdėjo is joined by the conjunction “and”. The translator omits repetition of “and” but she adds the word kažkas and in this way changes the repeated word, but preserves the stylistic mean: kažkas nerado sau vietos, kažkas pyko. 

The examples above show that the translator Vilma Krinevičienė put a lot of emphasis on translating the mystical elements in the novel. The target texts are very close to the originals, the textual makers are mainly retained and the figurative language is transferred in describing the mystical.

4.2 Stylistic Aspects of Representing the Theme of Relationships and Problems of Translation into Lithuanian
According to Pamela Regis, the relationships between woman and man “reflect the long tradition of the romance, the importance of affective individualism, of financial independence, and of companionate marriage for the heroine, as well as taming and the healing of the hero” (Regis, 2003:184). The heroines of the novels are independent women who are accompanied by men. They need this company because they want to build a strong relationship that mostly ends in marriage. Nora Roberts writes “one man, one woman love stories” (Regis, 2003:184). This implies that central to the novel are the relationships between two people, a woman and a man. In translation, it is important to convey the atmosphere and the intimacy that pervades these relationships. However, as George Paizis states, the degree to which intimacy is represented in literature is conditioned by cultural standards and taboos relevant in a certain culture. George Paizis’ analysis of love scenes is based on the translation of romances from French to English. George Paizis states that with regard to prevailing cultural norms of morality, certain changes are made in translation. In the translation of relationships, George Paizis notes two types of alteration: “of content and of relations between the protagonists” ( Paizis, 1998:9). The love scenes cannot be taken out absolutely, so the translator has to make the text suitable to the target readership. J.P. Zane notices that various translations display “thousands of differing word choices, many of which alter the rhythm, the syntax and, to varying degrees, the meaning of the work” (Zane, 2006:1). Thus, the transference of the romantic elements and the intimate atmosphere into the target language increases problematic aspects for translators. George Paizis also states that love scenes are difficult to translate for other cultures because “the euphemisms used in the originals are particular to the genre” and the equivalents are not easily found (Paizis,1998: 10). The focus of this section is to list strategies that the translator of Black Rose and Red Lily Vilma Krinevičienė has used when translating the intimate scenes and the romantic atmosphere.

4.2.1 The Use of Repetition

According to Kinga Klaudy and Krisztina Karoly, repetition “refers to a particular type of cohesive relation, i.e. the phenomenon in which, in a given text, a lexical unit is repeated either in exactly the same form, or with inflectional or derivational change” (Klaudy, Karoly, 2000:146). As Clarence Hugh Holman states, repetition is “a rhetorical device reiterating a word or phrase, or rewording the same idea, to secure emphasis” (Holman, 1980:376). Repetition in description of romantic feelings plays an important part while repeated segments create some kind of flow, increase tension and the degree of emotiveness. 

Table 15
	Source text
	Target text

	“As an answer he turned to her, into her, backing her against the wall. Then laying his lips on her.” (Roberts, Black Rose 2005:182)

	“Atsakydamas Mičas atsisuko į ją, apkabino, prispaudė prie sienos, tada ėmė bučiuoti.” (V. Krinevičienė, Juodoji Rožė  trans., 2006:156)




Table 15 illustrates the initial stage of the first love scene between the protagonists in the novel Black Rose Roz and Mitch. The heavy usage of pronouns in the source text creates a romantic atmosphere, the repetition of pronoun her and the short sentences increase the tension for the reader. According to Juozas Abaravičius, “segmentation of the sentence may show the need to emphasize certain parts of the sentence by logic and intonation” (Abaravičius, 2002:75; my translation). The repetition of the pronoun her increases the degree of emotiveness and evokes the reader’s imagination by describing actions of the lovers. On the contrary, the target text becomes simpler, while two sentences are joined. The romantic atmosphere and the thrilling, strong emotions between the characters are ignored. The figurative expression laying his lips on her in the source text is more descriptive and sensitive than in the target text ėmė bučiuoti. The translator adapts the text to the target audience by using target readership-familiar expression. However, the emotional expressiveness is lost in the target text.

Table 16

	Source text
	Target text

	“She had no choice, no control any longer, could only quiver, could only ache, could only enjoy as he nudged her closer and closer to the edge” (Roberts, Black Rose 2005:220)
	“Ji nebeturėjo pasirinkimo, galėjo tik virpėti ir pasimėgaudama laukti, kada jis pristums ją prie uolos krašto” (V. Krinevičienė, trans., Juodoji Rožė 2006:187)


In the Table 16, the love scene between Roz and Mitchel is illustrated. The source text describes this intimate and stimulating moment through a repetition of the phrase could only. Kinga Klaudy and Krisztina Karoly mark this type of repetition as  the “simple unit repetition which means the recurrence of the same lexical unit with possible inflectional difference” (Klaudy, Karoly, 2000:146). The repetition of the phrase could only creates an intimidating atmosphere. On the contrary, the Lithuanian translation omits the repetition of the words galėjo tik and the feeling of tension is lost. The translator simplifies and reorganizes the sentence. The repetition closer and closer is also omitted in the target text. Geoffrey N. Leech and Michael H. Short call such types of repetition an “expressive type of repetition which gives emphasis or emotive heightening to the repeated meaning” (Leech, Short, 1981:247). Thus, the target text looses the expressive element. 

Table 17

	Source text
	Target text

	“When she moved, she moved carefully, like a woman through the fog of dream” (Roberts, Black Rose 2005:218)
	“Kai pagaliau pajudėjo, ėjo it sapne” (V. Krinevičienė, trans., Juodoji Rožė 2006:186)


Table 17 illustrates a love scene between the protagonists, Roz and Michael. The Lithuanian translator omitted quite large parts of source text. Firstly, the target text looses the repetition of a phrase she moved. Kazimieras Župerka states that “repetition rises the intensity of the action” (Župerka, 1997:72; my translation). However, Vilma Krinevičienė translates the source text message by replacing the repeated phrase she moved, she moved by verbs pajudėjo, ėjo. The target verbs may be considered as “different unit repetition expressed by synonymy” (Klaudy, Karoly, 2000:147).  However, the first verb pajudėjo refers to the protagonist, Roz and her actions; whereas the verb ėjo corresponds to the very act of love between the lovers. Second, the translator omits the whole phrase she moved carefully which shows the behaviour and the emotional state of the protagonist. Lastly, the comparison phrase like a woman through the fog of dream is changed to the simplified phrase it sapne. The figurative element is lost in the translation. In comparison, the source text is more picturesque, comprehensive and well-defines the situation and the feelings of Roz when she is making love. 
Table 18

	Source text
	Target text

	"Line to line, heat to heat, for just a few seconds. Of course now she was all churned up, but it felt good, felt fine to have everything swimming around inside her.” (Roberts, Red Lily 2007:47)

	“Linija į liniją, karštis į karštį, nors keletą sekundžių. Žinoma, dabar viduje viskas degė, bet jausmas buvo svaiginamai malonus” (V. Krinevičienė, trans., Raudonoji Lelija  2007:46)


Table 18 presents an excerpt from Red Lily. The text depicts a physical contact between Harper and Hayley, which arouse strong romantic emotions to Hayley. The translator tries to stick to the original as close as possible and retains the repetition. The repetition procedures used in the original create a rhythmic effect, which endows the described emotion with same   Line to line, heat to heat. However it seems odd in Lithuanian language to use the phrase Linija į liniją . There is no such saying in Lithuanian and the choice to translate the utterance word-for-word could be for the reason that Vilma Krinevičienė wanted to stick to the original as close as possible, or she did not find an equivalent in the target language. However, the target text loses the repetition of the word “felt” in the sentence but it felt good, felt fine and the flow of emotions is disturbed in the Lithuanian text. According to Kazimieras Župerka “repetition raises the intensity of the action” (Župerka, 1997:72; my translation). However the translator avoids using repetition and the intensity of the emotional element is lost in the target text. Also, the translator decreases the degree of metaphorization in the translation of the phrase have everything swimming around inside her and renders it as jausmas buvo svaiginamai malonus. The target phrase has the same meaning, but the figurativeness of everything swimming inside creates a more descriptive and emotional picture of protagonist’s feelings.
Table 19

	Source text
	Target text

	“She could hold him close now, touch as she was touched. Taste as she was tasted. The pleasure filled her- the glide of his hands, the heat of his lips, the catch of his breath as they rolled together to find more.” (Roberts, Red Lily 2007:170)
	“Dabar jis buvo jos glėbyje, ir ji galėjo liesti jį, ragauti. Ją užpildė malonumas- jo rankų prisilietimai, lūpų karštis, trūkčiojantis kvėpavimas.” (V. Krinevičienė, trans., Raudonoji Lelija 2007:144)


Table 19 illustrates a love scene between Hayley and Harper. Repetition functions as “stylistic activity for the purpose of emotional impact” (Juozas Pikčilingis, 1988:111; my translation). Repetition of various segments, words or phrases in the romance novels create certain rhythm, even musicality that intertwines with the content of the novels. As to love scenes, repetition creates a perception of romance and intimacy. The source text is more emotional in the way the repetition of the ‘as phrases’ are used: touch as she was touched. Taste as she was tasted.  The reader can even sense the romantic atmosphere. The target text is deprived of strong emotions. The sensing and the touching are not preserved: ji galėjo liesti jį, ragauti. 
              According to Geoffrey N. Leech and Michael H. Short, the function of the article “the” is “to identify something which is contextually known to be unique and stands out in the text” (Leech, Short, 1981: 96). Thus, repetition of the article in this example shows that the pleasure, the glide and the heat are unique to the protagonist of the novel because they come from the man she loves.  The pronoun “she” seems to be very important in the scene, but the target text does not preserve the repetition of the pronoun. 
              According to Mona Baker, the English language very frequently uses pronouns “to refer back to the entity which has already been introduced” (Baker, 2002:181). The pronouns “she” in this passage refers to the protagonist of the novel, Hayley. The first two sentences of the source text are joined in the target text and the repetition is lost. The repetition of the ‘of phrase’ of his hands , of his lips,  of his breath in the second part of the excerpt makes the source text flow, whereas the target text is simplified; the Lithuanian sentence structure is more exact and the repetition of the pronoun “jo” which could be retained to compensate the ‘of phrase’ repetition, is omitted. Also, the phrase as they rolled together to find more is eliminated in the target text. 

Table 20

	Source text
	Target text

	“He looked at her, into her it seemed, so deep she thought he must see everything she was.” (Roberts, Red Lily 2007:171)
	“Jis žiūrėjo į ją taip, kad Heilei atrodė, jog mato viską, kas joje yra.” (V. Krinevičienė, trans., Raudonoji Lelija 2007:144)


In Table 20,  Hayley’s thoughts about Harper are depicted. The repetition of the pronoun her is not retained in the target text, even the whole phrase into her it seemed, so deep is eliminated in the target text. Instead of the pronouns, the translator uses the name of the heroine of the book Heilei to make the target text more explicit. It could be said that the Lithuanian translation is slightly changed while the meaning of the phrase he must see everything she was is translated as mato viską, kas joje yra. While in the source text it is stated as he sees everything she was, that is the way she is, and the target text renders it as everything that is in her. The meaning is changed.

Table 21

	Source text
	Target text

	“I love making love with you. Touching you. Watching you when I touch you. The way your body moves with mine.” (Roberts, Red Lily 2007:235)
	“Man patinka mylėtis su tavimi. Liesti. Stebėti tave, kai liečiu. Patinka, kaip tavo kūnas juda kartu su manuoju.”( V. Krinevičienė, trans.,  Raudonoji Lelija 2007:193)


Table 21 illustrates Harper’s and Hayley’s conversation. Repetition of the pronoun you creates a sense of flowing in the source text: I love making love with you. Touching you. Watching you when I touch you. According to Juozas Pikčilingis, repetition functions as “attention marker [and] is used in order to emphasize” various words or phrases (Pikčilingis, 1988:112; my translation). Thus, repetition of the pronoun you stresses the I- you relationship and is used to emphasize that Harper loves Hayley.  Repetiton makes the scene more intimate, more sensitive because the feelings of Harper are depicted. The target text, however looses the intimate feeling by omitting the repetition of the pronoun. The word play I love making love creates a certain emotional flow that can be sensed in the source text. In the target text, the same emotional aspect is retained in the interaction of pronouns “man- su tavimi”.

Table 22

	Source text
	Target text

	“Her lips reclaimed his, soft, soft even as the kiss deepened.”(Roberts, Red Lily 2007:236)
	“Jos lūpos užvaldė jo, iš pradžių švelniai, po to vis godžiau.” (V. Krinevičienė, trans., Raudonoji Lelija 2007:194)


Table 22 depicts the kiss between the lovers, Hayley and Harper. The source text states that the lips are soft even when the kiss deepens soft, soft even as the kiss deepened, whereas the target text makes it soft only at first, and kind of devour after that iš pradžių švelniai, po to vis godžiau . Also, the same unit repetition soft, soft is lost in the target text. According to Juozas Pikčilingis, repetition of words “shows the intensity of the action, the importance of reason, feature or condition” (Pikčilingis, 1988:113; my translation). Thus, repetition of the adjective soft shows the intensity and importance of the softness of the kiss. It makes the target text more static and the flow of the softness is lost. The impression of passion is created by the repetition of adjectives soft, soft . In the target text, the repetition of adjectives is not retained. The target text uses different adjectives švelniai and godžiau. The meaning of the original seems to be retained, yet the intensity of emotions is decreased.
4.2.2 The Use of Figurative Language

According to John Anthony Bowden Cuddon, figurative language is “a language which uses figures of speech; for example, metaphor, simile, alliteration” (Cuddon, 1992:343). According to Clarence Hugh Holman, figurative language “is writing that embodies one or more of the various figures of speech, the most common of which are: antithesis, apostrophe, climax, hyperbole, irony, metaphor, metonymy, personification, repetition, simile, synecdoche” (Holman, 1980:185). Thus, the present section of the thesis will consider the use of figurative language in Black Rose and Red Lily with regard to translation strategies used by Vilma Krinevičienė. According to Pamela Regis, Nora Roberts “has a keen ear for dialogue, constructs deft scenes, maintains a page-turning pace, and provides compelling characterization” (Regis, 2003:184). Characterization of the heroes by using means of figurative language is evident in the excerpts from the novels provided in the present section of the paper. As Helena Miguelez Carballeira states, women writers use “significant amount of details” in describing something for the sake of clarity (Carballeira, 2003:116). Thus, Table 23 illustrates the heavy usage of description details.

Table 23
	Source text
	Target text

	“Tall, he would be tall, with good shoulders and long legs. Brown eyes, deep delicious brown, and lots of thick dark hair she could get her arms into.” (Roberts, Red Lily 2007:20)

	“Aukštas, jis bus aukštas, plačiais pečiais ir ilgomis kojomis. Rudaakis, kupeta tankių plaukų, kad ji galėtų panerti į juos rankas.“ (V. Krinevičienė, trans., Raudonoji Lelija  2007:24)


Table 23 illustrates an example of the use of figurative language from the excerpt of Red Lily. In this excerpt the thoughts of Hayley, the protagonist of the novel, about a man she would like to have are presented. According to Ritva Leppihalme, in order to make the text or phrase sound familiar to the target reader, the translator “uses cultural adaptation” strategy (Leppihalme, 2005:1). This kind of strategy is called “domestication” by Lawrence Venuti (Venuti, 1998:1). The translator uses the strategy of domestication, i.e. adapts the source text message according to the target text readership, by transferring the figurative expression lots of thick dark hair into a domestic idiom kupeta tankių plaukų. The target text noun-phrase could be called an idiom because it corresponds to the definition of the idiom provided by John Anthony Bowden Cuddon. According to John Anthony Bowden Cuddon, an idiom is “a form of expression, construction or phrase peculiar to a language and often possessing a meaning other than its grammatical or logical one” (Cuddon, 1992:441). According to Hasan Ghazala, an idiom is “all in all metaphorical and cannot be understood directly” (Ghazala, 2003:204). Hasan Ghazala states, that there are several strategies that can be employed for the translation of idioms: “evasion of translating idiomaticity altogether by way of eliminating it for reasons of the translators incompetence or simplification of the message for the target language readers; or invasion of idiomaticity by translating it unabashedly in a challenging spirit in an attempt not only to mach it but also sometimes to supersede it” (Ghazala, 2003:209). In the present example, the translator tries to render the original message lots of thick dark hair by using a target idiom plaukų kupeta. The strategy of domestication makes the text target- reader friendly. 

Moreover, the repetition of the adjective Brown is not rendered in the translation. It may be regarded that the target text loses the figurative and emotional aspects of the text that were encoded in the use of repetition used in the source text. The utterance Brown eyes, deep delicious brown is translated simply as rudaakis in the target text.  According to Ritva Leppihalme, the translator uses the strategy of “omission” (Leppihalme, 2005:1). In the source text the eyes are described as being delicious brown maybe because they are covertly compared to chocolate and related to the associations of chocolate with the colour brown and the description of taste. 

Table 24
	Source text
	Target text

	“She looked frigging amazing. The skinny little red dress, the mile-high shoes combined to make her legs look endless. The sort of legs a man could imagine cruising over for miles, and miles. Her hair was so damn sexy that way, and her mouth was all hot and red.”(Roberts, Red Lily 2007:29)
	“Ji atrodė stulbinamai. Trumpa prigludusi raudona suknelė, mylios aukščio kulniukai, su kuriais kojos tarsi iki kaklo. Kojos, kuriomis vyrai mintyse šliaužiotų mylių mylias. Jos naujoji šukuosena atrodė gundanti, o burna- karšta ir raudona.” (V. Krinevičienė, trans., Raudonoji Lelija 2007:32)


Table 24 illustrates Harper’s thoughts about Hayley when he sees her in her new gown, dressed for the family dinner. Harper admires the way Hayley looks. The admiration may be closely related to the symbolic meaning of colours. Here, the symbolism of the colour red should be discussed. According to the Dictionary of Symbols, the intensive colour “red” is associated with “love, passion, health, and/or sexual arousal” (2001:1). The example of the red dress illustrates the “passionate meaning” of it. Harper is looking at Hayley passionately, admiring her and the symbolic meaning of the colour red reflects his feelings. The translator preserves the symbolic meaning and transfers the utterance directly as raudona suknelė. The symbolic meaning of the colour red also appears in the following utterance: her mouth was all hot and red which is transferred as burna- karšta ir raudona. The adjective “hot” intensifies the colour red and this creates the impression of her being even more passionate. The translator preserves the symbolic meaning of the colour. The translator also uses a dash instead of the verb “was”. According to Laima Bučienė and Živilė Kuncaitė, “a dash can be used instead of the predicate” (Bučienė, Kuncaitė, 2007:29; my translation). These insights can be applied for the explanation of translation choice used by Vilma Krinevičienė. Thus, a dash could be used in order to make meaningful silence before intensifiers karšta ir raudona and to stress the feeling of appreciation. 

Another thing that should be taken into consideration is that the translator avoids the use of swear words, which are present in the source text: frigging and damn. The writer expresses the manlike talk by adding the element of opprobrious language in expressing emotions and admiration. According to Irena Balčiūnienė, “even the etiquette of literal language has changed, the problem of translating swear words still exist while this kind of lexis is stylistically active and one cannot translate it neutrally” (Balčiūnienė, 2006:1; my translation ). Still the translator does not follow this pattern and excludes the swear words entirely.  Although swear words belong to low register, but they are an indicator of spoken discourse. The strategy of omission is used in order to avoid rudeness and to soften the source text diction of the male protagonist. Still the source text sounds more figurative and expressive because of the spoken discourse elements, i.e. the colloquial expressions such as swearing that are used. 

Table 25
	Source text
	Target text

	“His casual good looks, that somewhat shaggy peat- moss brown hair, the charming smile, the ancient high-tops, all disguised a clever and stubborn man”. (Roberts, Black Rose 2005:31)
	“Po paprasta dailia išvaizda, durpių rudumo plaukais, žavia šypsena ir senamadiškomis manieromis slėpėsi protingas ir atkaklus vyras” (V. Krinevičienė, trans., Juodoji Rožė 2006:34)


Table 25 illustrates Rosalinda’s thoughts about Mitch. As Helena Miguelez Carballeira states, women use “significant amount of details” describing something for the sake of clarity (Carballeira, 2003:116).  The inverted sentence structure in the source text His casual good looks, that somewhat shaggy could illustrate her statement. This stylistic mean strengthens the sense of appreciation. Thus, in this example from the source text, the insight of Helena Miguelez Carballeira could be reffered to as conveying a “typically female way of describing colours” (Carballeira, 2003:116).  The modifiers are transferred in the target text faithfully, but the omission of the phrase that somewhat shaggy looses the sense of protagonist thinking, colloquial discourse and the detailed description of the man’s outlook. The word somewhat gives an impression as if it is a spoken discourse, or loud thinking that reminds of a spoken discourse. 

Table 26
	Source text
	Target text

	“His lips brushed hers, very lightly” (Roberts, Black Rose 2005:122)
	“Mičo lūpos švelniai palietė josios” (V. Krinevičienė, trans., Juodoji Rožė 2006:107)


Table 26 presents an example from Black Rose. Changes in the sentence structure can be traced in the target text. This is the short scene from Roz and Mitch’s first kiss. The source text depicts the scene with the element of the romantic by adding the figurative compliment phrase very lightly at the end of the sentence. The addition of compliment phrase in the source text increases tension and creates a romantic atmosphere. According to Juozas Abaravičius, a comma can separate parts of a sentence in order to give the separated element an “emphatic pause” (Abaravičius, 2002:90; my translation). In this example, the separated element is the compliment phrase very lightly. Thus, the compliment phrase serves as an emphatic element.  On the contrary, the target text preserves the regular sentence structure lūpos švelniai palietė josios. As a result, part of emotiveness of the source text is lost. 

Table 27
	Source text
	Target text

	“ Then I was going to kiss you, here.” He brushed his lips over her temple. “And here.” Her cheek. “And here.” And her mouth, sinking in slowly and deeply until that meeting of lips was the center of the world.”(Roberts, Red Lily 2007:168)
	“Tada ketinau pabučiuoti tave, štai čia.- Jis palietė lūpomis jos smilkinį. – Ir čia.- Skruostą.- Ir čia.- Jis lėtai įsisiurbė į jos lūpas, kol jų burnos tapo it viena.”( V. Krinevičienė, trans., Raudonoji Lelija 2007:142)


Table 27 illustrates a romantic and emotional scene that describes Hayley and Harper kissing. According to Vivien Fritsche, a number of critics “emphasize that popular fiction cannot be taken seriously” (Fritsche, 1999:1). Popular romance, however, is written mainly from a point of view of women, focusing on the aspects of life that women consider important. In the target text the meaning of the kiss as being the center of the world is lost, while Vilma Krinevičienė translates it as kol jų burnos tapo it viena. The target text does not convey the sense of emotiveness. The Lithuanian translation becomes simpler and more low register as the utterance her mouth, sinking in slowly and deeply is translated as įsisiurbė i jos lūpas. The source text sounds more explicit and more sensitive than the meaning of įsisiurbė, which is a low register word. The use of the adverbs slowly and deeply  increase the degree of emotiveness. 

4.2.3 The Use of Punctuation

The function of punctuation, according to Rachel May, is “to clarify and standardize texts” and it helps novelists “to imitate speech” (May, 1997:1). The use of punctuation in the novels plays a very big part because the flow of thought can be depicted more explicitly and even the imitation of direct speech is made clearer. As the novelists have their own punctuation patterns they use to reveal the character, the task for the translator becomes complex. The changes in punctuation made by the translator “may change substantially the thematic or narrative force of the author’s sentence” (May, 1997:2). In this way, the idea of the source text may be completely changed in the target text. 
Table 28 

	Source text
	Target text

	“Then again, all of her was rather long and lovely. Arms, legs, torso. At the moment that intriguing body was camouflaged in baggy pants and shapeless sweatshirt she’d pushed up at the sleeves. But he remembered, very well, that willowy figure.

Just as he remembered, even before she heard his approach and turned, that her eyes were long as well. Long lidded and fascinating shade of deep, deep amber“(Roberts, Black Rose 2005:45)
	“ Roza buvo liekna ir graži: rankos, kojos, kūnas. Šią akimirką tą intriguojantį kūną slėpė laisvos kelnės ir beformiai marškinėliai. Tačiau Mičas labai gerai prisiminė jos grakščią figūrą, prisiminė ir akis, dar nespėjus jai atsigręžti, pailgais vokais ir subtilaus atspalvio, primenančio tamsų gintarą (V. Krinevičienė, trans., Juodoji Rožė 2006:45)


Table 28 illustrates Mitch’s thoughts about Roz and gives a description of the protagonist, Roz as viewed from the man’s point of view. The short sentence Arms, legs, torso and the inverted sentence structure all of her was rather long and lovely creates a romantic atmosphere and reminds one of the spoken discourse, whereas the target text combines the first two sentences and looses the sense of direct speech. According to Geoffrey N. Leech and Michael H. Short, the usage of a full stop in a short sentences is “to emphasize the autonomy of each piece of information, which is thereby asserted with the maximum force” (Leech, Short, 1981:217). The translation looses the sense of romance by joining the first two sentences. 
             The translator uses a colon instead of the full stop. The colon marks the parts of text that are “logically and emphatically important” (Abaravičius, 2002:113; my translation).  Juozas Abaravičius points out that a colon “warns that further there will be given author’s subjective artistic logics” (Abaravičius, 2002:114; my translation). Juozas Abaravičius also states that “the first component, i.e. the word before the colon, describes the subject of the theme, and the second component, i.e. the words after the colon, describes everything that is being said about the subject” (Abaravičius, 2002:121; my translation). Thus, liekna ir graži is the subject of the theme, and the homogenuous nouns  rankos, kojos, kūnas are the words that describe the subject in detail. V. Sirtautas and Č. Grenda state that “homogeneous parts of speech can be connected without any conjunctions, only with intonation” (Sirtautas, Grenda, 1988:133; my translation).

The repetition deep, deep strengthens the noun amber and expresses the emotional aspect, whereas the target text omits the repetition tamsų gintarą. According to Kazimieras Župerka, “repetition raises the intensity of the action” (Župerka, 1997:72; my translation). The intensity of the adjective deep is omitted in the target text. The translated text is reordered and simplified into natural order sentences. It could be stated that the translator “adopts more neutral register, where a large number of spoken-register indicators are ignored” (Carballeira, 2003: 108). Using this strategy, the translator does not retain the colloquial, original way of presenting the context; the tone of the language changes, the clearness and severity of the source text writing style is diminished.
Table 29
	Source text
	Target text

	“He looked… studiously sexy, she decided, with his intellectual glasses and the mass of thick, disordered hair. That rich brown, with just a hint of chestnut” (Roberts, Black Rose 2005:176)
	“Jis atrodė… akademiškai seksualiai su tais protingais akiniais ir kupeta storų, sodrios rudos spalvos su kaštoniniu atspalviu netvarkingų plaukų” (V. Krinevičienė, trans., Juodoji Rožė 2006:151)


Rachel May describes the usage and the stylistic mean of the suspension points as making the segments of the text “fluid and open-ended” (May, 1997:10). The translator has to decide if to retain the suspension or to “complete the open-ended phrases” (May, 1997:10). The use of punctuation is not only to make the written works sound like a spoken discourse, but also “to reflect, reinforce, and even engender thought processes that could not be spoken” (May, 1997:16). According to Juozas Abaravičius, suspension points “create a sense to the break of thoughts and goes as an extra-information index in the text”  (Abaravičius, 2002:146; my translation). Vilma Krinevičienė preserves the suspension points in the target text. The source text even has a spoken language indicator she decided, whereas the target text leaves the spoken discourse element out.

 The translator also joins these two sentences that are depicted in Table 29 into one. According to Geoffrey N. Leech and Michael H. Short, the period is “the heaviest punctuation mark and has the greatest separative force” (Leech, Short, 1981:217). According to Juozas Abaravičius, the period mark “can show emotional silences or even unexpected flow of emotions or muted feelings of loss” (Abaravičius, 2002:74; my translation). Although according to Rachel May, translators “are careful to reproduce the larger rhythms signified by period marks”, they also “take more liberties within sentences”, i.e. they can change the punctuation marks within sentences according to the norms of the target culture or to emphasize certain words or phrases of the sentence (May, 1997:7). 

Table 30
	Source text
	Target text

	"The kiss was slow, irresistible seduction, a drugging of the senses, as his hands cruised over her, a light and lazy touch. A touch, she thought mistily, of a man confident enough to take his time – sure enough that he had plenty of it” (Roberts, Red Lily 2007:120-121)


	“Bučinys buvo lėtas, nenugalima pagunda, slopinanti pojūčius, o jo rankos tuo metu keliavo jos kūnu, lengvai ir tingiai liesdamos jį. Taip liečia vyras, svaigdama pagalvojo Heilė, kuris žinojo, jog turi laiko, daug laiko”( V. Krinevičienė, trans., Raudonoji Lelija 2007:103)




Table 30 describes a passionate kiss between Hayley and Harper. The scene is very romantic and passionate, thus the translation should be as loyal to the source as possible. The translator depicted every detail of this emotional moment by adapting syntactic constructions of the source text to the target language norms. 
              The translator preserves the repetition of the time turi laiko, daug laiko by changing the structure of the source text utterance take his time – sure enough that he had plenty of it. Kinga Klaudy and Krisztina Karoly define two main types of repetition, i.e. lexical relations, which consist of “same unit repetition and different unit repetition as being simple and derived” and text bound relations ( Klaudy, Karoly, 2000: 146). In the source text, the “derived same unit repetition”, where the word “time” is repeated by replacing it with the pronoun it, is changed to “the simple same unit repetition”, where the word laikas is repeated exactly as it is in the same grammatical form (Klaudy, Karoly, 2000:147). The target text gains more stress by repeating the same unit. This strategy of compensation for the loss of repetition is used in other places in the novel. 

The dash in the target text was changed with a comma by the translator. According to Rachel May, dashes “capture both connection and detachment” of the character’s thoughts (May, 1997:10). Dashes can be used to separate commentaries, additional information from the set of ideas expressed in the sentence, or they can “indicate an abrupt break in thought” (May, 2004:1). Rachel May states that “commas and dashes are not boundaries that contain phrases, but membranes, permeable in both directions, across which voices flow and blend” (May, 1997:16).  According to Juozas Abaravičius, a “dash marks emotional pauses, discontinuous language, also it prepares the reader for unexpected thought, helps to express various thought shading” (Abaravičius, 2002:124; my translation). According to Juozas Abaravičius, “commas form author’s speech, emotional intonation, the rhythmical segmentation of author’s thoughts dictated by emotions and feelings” (Abaravičius, 2002:90; my translation). Thus, the translator retains emotional aspect of the utterance. 

Table 31
	Source text
	Target text

	"That’s good, that’s … exceptional.” (Roberts, Red Lily 2007:122)
	“Kaip gera, tai… nepakartojama.”(V.Krinevičienė, trans., Raudonoji Lelija 2007:104)




Table 31 illustrates the use of punctuation marks to show the emotions of the characters. The suspension points used in the source text indicate a pause which interrupts the flow of thought. According to Rachel May, the use of suspension points is not only to make the written works sound like a spoken discourse, but also “to reflect, reinforce, even engender thought processes that could not be spoken” (May, 1997:16). According to Juozas Abaravičius, suspension points “give sense to the interruption of thoughts and goes as an extra-information index in the text”  (Abaravičius, 2002:146; my translation). The translator leaves the suspension points and preserves the ideas implied in the pause. However, the simple same unit repetition of that’s is lost in the translation. Thus, by omitting the repetition and using kaip… taip in the target text, the translator faces the differences between languages and tries to adapt the source text utterance to the target readership.

Table 32
	Source text
	Target text

	“One of the other things he’d never imagined was how he’d propose to a woman. To the woman. A fancy dinner and wine? A lazy picnic? A giant WILL YOU MARRY ME? on the scoreboard screen at a game.

How weak was that?” (Roberts, Red Lily 2007:302)
	„Vienas iš dalykų, kurių jis niekada neįsivaizdavo, buvo piršlybos. Tai moteriai. Per prabangią vakarienę su vynu? Per tingų pikniką? O gal užrašyti didelėmis raidėmis ant lentos: AR TEKĖSI UŽ MANĘS?

Nesąmonė.“ (V. Krinevičienė, trans., Raudonoji Lelija 2007:247)


In Table 32, Harper’s thoughts about marrying Hayley are depicted. The repetition of the noun “woman” by using the word with different articles and by emphasizing it by the means of italics is stronger in the source text, showing that that this woman is not a simply an ordinary woman, but the woman , meaning Hayley, Harper is in love with. According to Geoffrey N. Leech and Michael H. Short, the italicized article “the” is used in the text in order to “stand out among other words in the text” (Leech, Short, 1981:96). Geoffrey N. Leech and Michael H. Short also state that the function of the italicized article “the” is “to identify something which is contextually known to be unique” (Leech, Short, 1981:96). For Harper, Hayley is unique, she is the one and she stands out as a one and the only woman for him. The translator simply eliminates the repetition of the noun “woman” and generalizes the phrase how he’d propose to a woman to the superordinate generalization piršlybos.  According to Daniel A.Aberra, superordinate is the highest word in the “hierarchy of word concept categorization” (Aberra, 2005:1). 

Another aspect that could be noticed is that the translator adapts the target text to the target readership by simplifying the culture-specific utterance on the scoreboard screen at a game to ant lentos. Although the description of culture-specific content in the source text is meaningful to the source readers, it may not be such meaningful to the target readers. The translators have to be aware when translating items “that correspond to the ‘local colour’ “(Paizis, 1998: 13). The translator has several choices: either to cut out the items that are not meaningful to the target readers or to “bring them near home” (Paizis, 1998: 13). There is also an opportunity to explain the unknown by expanding it and making it clear to the reader. Vilma Krinevičienė decided to omit the utterance scoreboard screen at a game and to simplify it as ant lentos. The simplification is not necessary because the target culture is already familiar with such a thing as proposing to a woman during the game break, when the words appear on the big screen. Maybe the translator wanted the text to be suitable to all age readerships, while the older generation one could not know of such a way to propose. Ritva Leppihalme calls the “removal of features that might strike target readers as odd or unfamiliar” a strategy of fluency, not faithfulness to the source text (Leppihalme , 2005:1).

 The rhetorical question “How weak was that?” at the end of the passage is translated as “Nesąmonė” in the target text, which sounds very categorical. The sense of flow of the thoughts, the rhetorical question is not retained in the target text and the translator made the utterance sound casual and simple, without carrying any other meaning that the source text produced.  

Table 33
	Source text
	Target text

	“But I never … it’s so surreal to be good friends with the mother of the man I’m… romantically intimate with.” (Roberts, Red Lily 2007:181)
	“Bet aš niekada… tai taip nerealu, kad esame geros draugės su vyro…su kuriuo …romantiškai intymiai bendrauju, mama.”( V. Krinevičienė, trans., 2007:152)


The following example illustrates a conversation between Hayley and Rosa. Hayley has a relationship with Rosa’s son Harper and in the Table 33 the conversation about this situation is presented. The heavy usage of suspension points indicates open-endedness of the sentences and interrupted flow of thoughts. This idea derives from Rachel May’s statement that describes the usage and the stylistic means of the suspension points as making the segments of the text “fluid and open-ended” (May, 1997:10). The translator has to decide whether to retain the suspension or to “complete the open-ended phrases” (May, 1997:10). The use of punctuation is not only to make the written works sound like spoken discourse, but also “to reflect, reinforce, even engender thought processes that could not be spoken” (May, 1997:16). According to Juozas Abaravičius, suspension points “give sense to the break of thoughts”  (Abaravičius, 2002:146; my translation). The suspension points in the source text are used twice, whereas the translator uses this punctuation mark three times. This could be for the sake of compensation, when the translator, in order to compensate the loss of punctuation marks in the other cases, adds the suspension points in this particular case. The addition of suspension points makes the target text more emotional than the source text. 
5 CONCLUSIONS

The present paper has attempted to analyze thematic and stylistic aspects in Black Rose and Red Lily by Nora Roberts. In the analysis, two main thematic aspects have been chosen: the representation of mystique and the representation of relationships in romance novels. The emphasis was placed on how these two thematic aspects are rendered through repetition, other forms of figurative language and punctuation patterns.
                 In the first part of the thesis, theoretical background about romance novels was provided. The theory of romance and the role of mystique were described because these two themes are of high importance in the novels Black Rose and Red Lily. According to the main themes of the novels, the stylistic aspects were presented and defined in the first part. 
  The analytical part of the paper provided examples from the novels, both the original and the translation illustrating the thematic and stylistic aspects. The figurative language of the source text is illustrated through the descriptions of characters and their thoughts. Although the author uses a lot of spoken discourse elements in the novels, the translated version of it does not always follow this feminine way of writing. The language is often simplified and adapted to the target audience. 
With regard to repetition, translator Vilma Krinevičienė used various translation strategies. There were cases when the repeated words or phrases were retained in the target text. Thus, the emotiveness and the emphasis of the repeated elements were retained in the target text. However, the analysis revealed that the emphatic and emotive meaning of repetition was lost when the repeated elements were omitted in the translated novels.

Regarding the translation of the relationships and the love scenes, Vilma Krinevičienė often ignores the usage of repetition which is important to the context of the novel. The repetition of words and word phrases creates the intimidating atmosphere and strengthens the emotional aspect of the scene. 
               On the contrary to translating the relationships, Vilma Krinevičienė puts more attention on the translation of the mystical elements in the novel. The translator makes a lot of changes in describing the emotional and romantic scenes, but when it concerns the mystical atmosphere of the novel, she tries to preserve the source text thrilling portrayal as much as possible. However, there are cases when the translator omitted significant pieces of the mystical setting or changed important utterances to fundamentally weaker ones that distance the target text from the original.   

              The fact that the Lithuanian and the English languages are very different should also be taken into consideration. Thus translator uses various strategies that either preserves the source text culture, ideology and the use of specific language, or changes the segments of the original. The analysis revealed that Vilma Krinevičienė mostly chose strategies that are adapted to the target readership.
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APPENDIX A: Summary of the Novel Black Rose
In the novel Black Rose, Nora Roberts depicts the protagonist Rosalind Harper who is a forty-five-year old widow. Rosalind has raised her three sons, one of which, Harper lives with her.  The protagonist had a disastrous second marriage with Bryce Clerk, who even after the divorce wants to harm her. Rosalind owns a Garden which is not only a source of her income but also a place where she can be on her own and a place where she can delve into her self. The garden is also a symbol of hope and independence. Together with her son and her two friends who live with her, Stella and Hayley, Roz nurtures her Garden. The garden brings Roz a lot of joy and even shows her a path to a better future. 

The Harper’s house is also inhabited by a mysterious ghost, known as the Harper’s Bride, named Amelia. Amelia appears to the children of the house, sings lullabies and at first does no harm to the characters of the book. Whishing to reveal the secret of the ghost, Roz hires a genealogist Dr. Mitchell Carnagie to find out Amelia's identity. Unexpectedly, a romantic passionate relationship blossoms between the two characters. Along with a romantic relationship, Harper’s Bride becomes angry and even violent, attempting to interrupt and divorce the beloved. The ghost Amelia expresses her hatred towards men by attacking not only them, but also the women they love. Yet the protagonist, Rosalind remains strong and clever in dealing with the ghost’s attacks. Finally, at the very end of the novel, Rosalind suppresses the anger of the Bride. Equally, Roz finds her happiness with a man who fulfills her expectations. 

APPENDIX B:Summary of the Novel Red Lily
Red Lily is the last book in the series and ends the trilogy “In the Garden”. The main character of the book is Hayley Phillips, a young woman who is trying to build a new life for herself and her baby daughter, Lily. She has a new place to live at Rosalind Harper’s house, a job in the garden, which she adores, and her new friends. Roz took Hayley to live with her and helped Hayley when she was pregnant and alone. 
              Hayley is struggling with her feelings for Harper, a son of Roz. She believes that Harper is just her friend. Hayley is afraid of her passionate feelings for him. On the other hand, Harper at the same time is attracted to her, but assumes that she thinks of him as a brother. After the protagonists finally work out their feelings, Amelia, the ghost of the house, appears. Still the lovers start a relationship and they spend time away from the house and the ghost Amelia. 
              As the novel progresses, Amelia gets more aggressive with what she is doing to try to discourage the protagonist, Hayley, from having romantic relationships. In Red Lily, Amelia starts to actually possess Hayley. The ghost somehow pervades Hayley’s thoughts and speaks to other characters of the book in Hayley’s body but Amelia’s thoughts. Hayley is able to see events from Amelia’s life which helps her and other characters of the book to find answers to secrets that haunt. More facts are learned about Amelia and the characters of the book develop an idea about how to get the ghost to leave them all alone. The mystery of the ghost is resolved in the last book of the series, and the protagonists of the book finally find their happiness.
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