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INTRODUCTION 

 
 
 

TThe purposes of this book 

I am trying to fulfil three perceived needs with this book. First, 
there is a need for in-depth and systematic treatment of the kinds 
of stylistic issues that arise for the translator of Japanese 
literature into English.1 Second, I saw a place for a primer about 
the translation of the particular qualities of modern—as opposed 
to contemporary—Japanese literature.2 Third, and perhaps most 
importantly, from a wider perspective, I am attempting to 
reconcile the roles of literary translator and linguist. On this point, 
Susan Bassnett’s words are as relevant now as they were at the 
turn of the millennium: 
 

The need for systematic study of translation arises directly from 
the problems encountered during the actual translation process 
and it is as essential for those working in the field to bring their 
practical experience to theoretical discussion, as it is for increased 
theoretical perceptiveness to be put to use in the translation of 
texts. To divorce the theory from the practice, to set the scholar 

 
1 While Yoko Hasegawa’s The Routledge Course in Japanese Translation 
(2012), the closest in terms of pedagogy in the field, considers a wide 
range of relevant issues, and is definitely of benefit to the student of 
literary translation, it uses only short excerpts from literary and 
pragmatic texts, and does not focus on style per se. 
2  The closest existing work is probably Giles Murray’s Exploring 
Japanese Literature (2007), which provides parallel translations of 
Mishima, Tanizaki and Kawabata short stories, with commentary mainly 
confined to vocabulary issues. There is more (literary) commentary in the 
Read Real Japanese series (2008, ed. Janet Ashby and Michael 
Emmerich) and New Penguin Parallel Text Short Stories in Japanese 
(2011, ed. M. Emmerich), but both of these treat contemporary literature. 
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against the practitioner as has happened in other disciplines, 
would be tragic indeed. (2002, 16) 

 
Natsume Sōseki, who features in Chapter 3, is a useful champion 
for such an approach, since his literary output was informed by 
his own theories of fiction—and indeed represented the 
considered practice of his theoretical “project” (Bourdaghs, Ueda 
& Murphy 2010, 6–35). His essay on Kyoto is thus an exemplar of 
the application of such a self-aware literary mindset to one’s own 
writing, a philosophy that is readily applicable to the work of a 
literary translator, whatever the language. 

SSelection criteria for the literature in this book 

I am taking ‘modern Japanese literature’ to encompass the period 
stretching from the beginning of the Meiji era (1868) to the end of 
World War II. The four pieces translated and analysed in this 
book cover only a small part of this period, concentrated 
coincidentally as they are in the late-Meiji and early-Taishō 
periods—that is, in the early decades of the twentieth century. 
Yet as you progress from one piece to the next, you will likely 
sense the inexorable transition to a new era of modernisation. I 
have chosen the works based on the following criteria: level of 
difficulty, length, subject matter, author, and the prevalence of 
literary devices. 

Meiji-era writing has a reputation for impenetrability, partly 
due to the density of difficult kanji, so I have been careful first to 
select works that are accessible to a student of Japanese with 
fairly advanced reading skills (preferably NLPT1). While all the 
stories feature older kanji, obscure characters have furigana 
readings that allow one to read or look them up without great 
difficulty. (The furigana is as it appeared in the original story.) 
Furthermore, some obsolete kanji have been converted to their 
modern-day kana versions.  

The first story, “Tani”, differs from the other works in that it 
has been left with its Meiji-era kana orthography intact, which 
will initially seem odd to those unfamiliar with such older sound 
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values, but all such kana have been glossed with their modern 
forms in the margin. Apart from kanji readings, only Sōseki’s 
essay “Kyō ni tsukeru yūbe” presents any sustained challenges in 
terms of antiquated grammatical structures such as verb endings 
and particles, as well as complex clausal sequences. But I urge 
you to stick with Sōseki on his journey across Kyoto: you will 
likely find that the irrepressible momentum of most of his 
sentences will carry you through to the point where you become 
aware that many of his expressions—and the notions they 
represent—are surprisingly contemporary, moving, and often 
funny.  

Note that all original texts come from the open-access online 
repository  Aozora Bunkō. Students who wish to look up 
a kanji electronically can thus refer to the online version of each 
text at aozora.gr.jp. There are thousands more out-of-copyright 
works accessible there, some with archaic kana/kanji orthography, 
and some in modernised forms, as indicated. 

This raises a further reason for my choice of the pieces of this 
collection: the fact that, though all but one are by famous authors, 
none of them to my knowledge has been published in English 
before. There is a wealth of interesting stories and essays just 
sitting there waiting for translators to discover them. 

SStyle in literary translation 

What is literary style? Is it a set of verbal idiosyncrasies 
attributable to given authors at a certain point in their career? Is 
it entirely reduceable to Strunk & White’s ever-popular Elements 
of Style (originally published in 1918) or its source-language 
equivalent? Furthermore, how granular is it: if style amounts to 
diction (choice of words), does it reside in a particular phrase, 
sentence, paragraph, or entire text? And, indeed, if the 
grammatical and lexical features of a language are the kernels 
from which its literary features flower, can we extend talk of ‘style’ 
out to an entire language and its practitioners? 
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Since style is such a fraught, and freighted, term, I shall 
confine the discussion to clearly identifiable textual features that 
are seen as complementing the content of the story. When I talk 
about literary style and, more generally, literary stylistics in this 
book, I choose not to address the specifics of authorial ‘style’ so 
much as the features of a given text—in other words, I start from 
the words on the page, identifying what stylistic features they 
appear to manifest, and then considering analogous or 
complementary features in the target text, rather than starting 
by describing what critics have discerned as a given author’s 
stylistic qualities, locating them in the source text (ST), and then 
trying to find equivalents in the target text (TT), or translation. 
While it has its own caveats, a text-driven approach is one way to 
avoid some of the vexed issues outlined further below. 

Given my focus on style-in-the-text, the most useful definition 
of style for our purposes may be David Crystal’s in his Cambridge 
Encylopedia of Language: “the (conscious or unconscious) 
selection of a set of linguistic features from all the possibilities in 
a language” (1987, 66). This definition raises three germane 
considerations: (1) style is a (paradigmatic and syntagmatic 3) 
selection of linguistic features to form a set of such features; (2) 
this selection is a conscious or unconscious process (meaning the 
author is either deliberately choosing stylistic elements or 
assembling them without being fully aware of doing so); and (3) 
the linguistic possibilities of a given language delimit potential 
style selections—that is, a language’s lexis and grammar (what 
can or cannot be used in an utterance, and the form that the 
utterance can or cannot take) shape its conventions and devices 
(what should or can most efficaciously be used). These 
considerations apply whether the writer is the source-text writer 
(the original author) or the target-text re-writer (the translator). 

 
3 Saussure introduced the terms paradigm and syntagm in the linguistic 
context (1916, 22). ‘Paradigm’ refers to individual lexical selections, 
‘syntagm’ to the combination of such items to form concatenation. We 
produce language through such selections and combinations; translation 
can be seen as a process of reselection and recombination. 
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I want to emphasise that, in arising from repeated acts of 
selection from among the possibilities, style is about choice. While 
“the obligatory structure of a language … such as the use of the 
article before the noun” (ibid, 67) in languages like English clearly 
influences the style of an author in the delimitations it sets, 
writers construct their style through their choices within these 
limits. And as these limits differ with language, so they will be 
different for original author and literary translator. “Where there 
is no choice, there is no basis for making a stylistic contrast. Style 
is thus seen as an author’s regular selections from the optional 
features of language structure” (ibid, original emphasis). 
(However, translators as re-writers have additional constraints 
placed on their choices, in that they are working from the choices 
of the original authors and usually must not stray far from them.) 

What, then, is stylistics? Again, Crystal provides a concise 
definition: 

 
The effects these features convey can be understood only by 
intuitively sensing the choices that have been made … and it is 
usually enough simply to respond to the effect in this way. But 
there are often occasions when we have to develop a more 
analytical approach…. Here … our intuition needs to be 
supplemented by a more objective account of style. It is this 
approach which is known as stylistics. (ibid, 66) 

 
As readers, we respond, consciously and unconsciously, to the 
stylistic features of a text, and usually this response remains at a 
subjective, felt level, without us trying, or needing, to specify 
these features or see them in overview. However, sometimes we 
do want to systematically analyse these stylistic features—and 
such analysis is stylistics. In order to be anything like objective 
(or at least systematic) in our analysis, rather than starting from 
what we intuit are features of the author’s style and looking for 
evidence of such, we should examine the text itself, record what 
we find, and then see what patterns take shape. 

Ultimately, however, there is no such thing as objectivity in 
literary analysis—a given set of patterns to be found—because, as 
Weber outlines in describing the viewpoint of those espousing 
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linguistic contextualisation, 
 

meaning and stylistic effect are not fixed and stable, and cannot 
be dug out of the text as in an archaeological exercise, but they 
have to be seen as a potential which is actualised in a … reader’s 
mind, the product of a dialogic interaction between author, the 
author’s context of production, the text, the reader and the 
reader’s context of reception—which context includes all sorts of 
sociohistorical, cultural and intertextual factors. (1996, 3) 

 
If we reframe the discussion for literary translation, the 
translator becomes the ‘prime reader’, charged with actualising 
the potential of the source text for the target-language reader and 
thereby evoking a new chain of production and reception contexts, 
each with their own effects on the rendering of the text. 

I’m well aware that analysing my own translations as I do in 
this book precludes any claims to objectivity, but then objectivity 
is hard to claim in any literary analysis. By systematically 
studying the stylistics of each target text in relation to its source 
text, targeted at two specific issues for each work, I am at least 
able to identify the kinds of translation choices I tend to make 
(consciously or unconsciously) and consider the possible rationale 
behind them. I hope this sustained self-analysis will benefit other 
translators. Furthermore, Chapter 3 provides greater objectivity 
in comparing two different translations of Sōseki’s piece. 

To explain why I generally avoid talking about a particular 
author’s style, I shall use the example of a famous contemporary 
of one of the authors represented in this collection. Yokomitsu 
Riichi’s friend Kawabata Yasunari (1899–1972) became Japan’s 
first Nobel laureate for literature in 1968, thanks in no small part 
to Edward Seidensticker’s English translations of his works. 
While Kawabata’s stylistic elements varied greatly over his career 
as he explored by turns naturalistic, impressionistic and 
expressionistic approaches to narrative fiction, he is nonetheless 
often described as a quintessentially ‘Japanese’ writer. Starrs, for 
example, goes so far as to coin the interlingual term 
“Kawabataesque” (1998, 85, 180) to betoken such qualities: 
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Among the major Japanese fiction writers of the twentieth century, 
Kawabata is often perceived as one of those who were most deeply 
rooted in the native literary tradition—and therefore, one might 
think, most immune to Western influence. His exquisitely 
imagistic or impressionistic style reminds many of haiku. The 
associative leaps in his narrative structures are frequently said to 
resemble those of the medieval poetic form of renga or linked verse. 
(ibid, 69) 
 

Starrs goes on to characterise Kawabata’s formal characteristics 
as a reflection of such traditional Japanese poetic forms, 
describing him as “elliptical”, his style “pervaded by an air of 
mystery and ambiguity” (ibid, 157). However, a little ironically, 
Starrs turns to a Western counterpart to provide one rationale for 
Kawabata’s ‘Japanese’ concision: “Like Hemingway, he believes 
in the power of the ‘thing left out’” (ibid, 144). 

Many of Kawabata’s most famous novels, including
Yukiguni (Snow Country, 1937) and Yama no oto (The 
Sound of the Mountain, 1949), indeed can be seen to demonstrate 
a haiku-like brevity and the occasional associative leaps of renga; 
much of consequence is to be found in the unsaid, in the moments 
of silence that resound between the main characters and the 
seemingly uncommented-upon, yet ‘telling’, juxtaposition of 
incidents. But as Starrs’ allusion to the arguably equally 
‘quintessential’ American writer Hemingway illustrates, these 
are neither necessarily exclusively Japanese stylistic elements 
nor ones unique to Kawabata. 

Thus I believe it is more fruitful for the present discussion to 
frame issues of style as questions of form at the discourse level 
(i.e., the words on the page), and treat these formal 
manifestations as they arise in the texts—both the source text 
(the original), and the target text (the translation). Such formal 
elements present themselves as much in micro-level stylistic 
devices as in overarching patterns of narrative organisation—
thus at once at the level of individual words, phrases, sentences, 
paragraphs and even entire chapters. 

At the same time, however, Starrs’ equating of stylistic 
characteristics of a Japanese and a Western writer bespeaks an 
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inherent compatibility of literary features. Despite the linguistic 
and cultural gulf, there is in fact a remarkable degree of 
correspondence of formal elements and their effects—across 
figurative language, rhetorical devices, and so on. Certainly, 
Japanese makes little use of rhyme, but it does employ rhythm 
and sonic effects like alliteration. English sound-symbolic 
language, including onomatopoeia, usually takes the form of a 
verb, while Japanese  gitaigo is mostly adverbial—but 
both languages harness the power of imitative language. Thus we 
should probably be thinking in terms of different emphases in the 
deployment of literary devices rather than radical differences in 
the forms they take. 

This brings us back to the question of the ‘style’ of a particular 
language. The student of literary translation should be 
particularly observant of the micro-level adjustments that a 
translator makes to produce more normative prose. These ‘tweaks’ 
are often crucial to preserving ‘literariness’; but they should 
always be made out of need rather than habit. Let us take the 
example of repetition. Martin makes the following distinction 
between Japanese and English: 

 
In English we avoid repeating a noun once it has been mentioned, 
substituting an anaphoric pronoun after the first mention. In 
Japanese there is no stricture against repeating the noun any 
number of times; on the other hand, obvious elements [e.g., a 
subject that would be replaced by a pronoun in English] are freely 
omitted from a sentence. (1975, 1075, my interpolation) 

 
Thus the translator needs to come up with alternative synonyms 
and paraphrasing that can be cycled through to provide so-called 
‘elegant variation’,4 and/or replace some nouns with pronouns, 

 
4  Leech and Short (1981, 244) call such an English cohesive device 
“elegant variation”, presumably after Fowler & Fowler (1922), although 
ironically the Fowlers call the device a “vice” (1922, 211), stating that 
“‘elegant variation’ is generally a worse fault than monotony” (ibid, 217). 
This is another caution against over-use of a given technique in 
(re-)writing. 
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which are unmarked (considered stylistically unremarkable) in 
English. The moment one reaches for English’s marvellous grab-
bag of synonyms, however, the form of the original is put at risk. 
If an author uses repetition deliberately, say for rhythmic or 
euphonic accentuation, swapping some words for synonyms in the 
translation will attenuate the effect. Thus the translator might be 
prudent not to convert something deliberately marked into 
something smoother to read, unmarked—and unremarkable. 
(Repetition is so important a stylistic element that it is addressed 
at some point in the analysis of all the works in this collection.) 

AApproaches to translating the texts 

Following on from the previous sub-topic, I suggest that students 
take their cues from the literary devices used ‘on the ground’ in 
the source texts when they approach their translations. Where 
you see a form of repetition, say, be it of a single word or a 
grammatical structure, try to come up with something analogous 
in the translation—if you believe the author has used such a 
device for a reason. On the other hand, sometimes trying to 
preserve every little wrinkle of a sentence is not only going to be 
impossible in the target grammar or lexis, it will also result in 
awkward phrasing that disqualifies the translation as ‘literature’. 
So there is a happy medium to be found—a balance between being 
faithful to the source text and responsive to the stylistic 
expectations of the target text. 

When language pairs are as dissimilar lexically and 
syntactically as Japanese and English are, the temptation for 
translators is to throw up their hands and claim anything 
approaching a faithful translation is impossible. The result may 
be a fluid, readable text that bears little relationship to the 
original, especially in terms of literary qualities—one where the 
‘voice’ of the author has been drowned out by the voice of the 
translator. On the other hand, an equally likely outcome is that 
the text yields to the conservatism of a translator and becomes a 
series of generic phrases and plodding syntax that apes the form 
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of the original but has little left of the literary about it.  
Both these extremes are manifestations of so-called 

‘translationese’, and while most published translators are 
sophisticated enough to avoid their worst manifestations, there 
doubtless remains room to enhance approaches to literary style in 
translation. I believe that the freedom that linguistic and cultural 
disparity between languages gives us can lead us to this 
aforementioned balanced middle position—that this freedom can 
be used to play on the strengths of the target language in service 
of the original text. 

A final note about how to approach a literary translation. Some 
translation instructors exhort their students to read through the 
whole text before translating. This is a perfectly valid approach, 
particularly given that the texts at times contain archaic usage 
and vocabulary, a barrier that requires time, and patience, to 
break through. You may therefore prefer to take the time to 
understand the source text thoroughly before attempting to 
translate it. On the other hand, if you think of the translator as 
the prime reader, representing the interests of readers in the 
target language, then it may make sense to do a first draft of the 
translation ‘cold’, without having read through the whole text first. 
This preserves something of the excitement and uncertainty of 
the source-language reader without precluding necessary later 
revision to ensure textual consistency and to address any issues 
that do not become apparent until later in the text.  

This prime-reader approach is in fact how I usually work. I 
start translating as I read, responding to the text without any 
preconceptions. Invariably by the end of the text I am reassessing 
my translation choices, but this is the beauty of a written 
translation—it can be revised as much as required. Paralleling 
this, I have avoided doing in-depth research about the authors 
and the background to the works in question. This book is not so 
much about literary analysis as it is about the analysis of literary 
translation stylistics. Some translations do of course require 
background research to make them work in the target language, 
but most source texts should be allowed to speak for themselves. 

 



Translating Modern Japanese Literature xix 

You may wish to try my approach when you translate, simply 
leaving placeholders in the text (such as a string of Xs or question 
marks) anywhere you are unsure of the meaning, and building up 
your understanding of the text as much from its overall narrative 
structure as from its individual components. If you type directly 
into a file, as I do, you may find it salutary to switch on Track 
Changes in your word-processing software after completing your 
first draft so that you can eventually toggle between the first and 
final drafts and observe what has changed in the self-editing 
process—an exercise that can be quite revelatory.  

Whatever your approach, no translator produces a fully formed 
translation on the first pass. It is a long, tortuous, fascinating and 
rewarding process, usually entailing a number of drafts, and 
innumerable tweaks right up until the day of submission. I hope, 
like me, you gain something from looking back at the experience. 

TThe structure of this book 

The book is divided into two sections with overarching themes: 
Childhood and Place. It is my hope that by pairing two literary 
works with each theme, we are able to learn something useful 
through a comparison of the different approaches each text takes 
to the topic, and the corresponding approaches of the translations. 

I have tried to turn my experience of translating these four 
works into an exercise in literary translation stylistics that can be 
used in the postgraduate classroom. To that end, in each chapter 
I provide a brief introduction to each author and work followed by 
the original Japanese text, which students are encouraged to 
translate before reading my translation and commentary. 5 
(However, some instructors may find it helpful to have students 
read part of the commentary before attempting a translation. And, 
in fact, less able students may wish to read my translation before 
attempting their own—though inevitably they will then be 

 
5 The source texts have line numbers, but these are mainly there to aid 
classroom discussion; I rarely refer to them. 
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influenced by my version to some extent.)6  
The commentary consists of an in-depth analysis of two key 

issues in literary translation as exemplified in each work, paired 
with a discussion of how I dealt with these elements in my 
translation. In other words, we first analyse key elements of the 
source text (ST) and then corresponding elements of the target 
text (TT). Each chapter ends with a list of additional questions 
regarding the ST and TT, which can be used to extend the 
analysis of one work to several class weeks. (It is envisaged that 
this book will provide the basis for a fifteen-week-semester class, 
perhaps supplemented by an individual student translation 
project based either on one of the four works showcased in this 
book, or on another short work from Aozora Bunkō, with the 
project consisting of a translation of the work plus an analysis of 
some salient features of the ST and TT.) 

In Chapter 1, we read Miyazawa Kenji’s little-known bucolic 
childhood tale “Tani” and discuss its use of mimetic (onomatopoeic) 
language and the different narrative and character voices it 
establishes. In Chapter 2, Yokomitsu Riichi’s story “Akai kimono” 
explores the interior world of a lonely young boy living in a family-
run inn. We examine its use of structural parallelism and 
figurative language. Chapter 3 presents the only non-fiction work 
in this collection: an essay by Natsume Sōseki about Kyoto 
entitled “Kyō ni tsukeru yūbe”. We trace his extended figurative 
passages and the culturally specific items they contain. The final 
work in Chapter 4 is Tokuda Shūsei’s story “Aojiroi tsuki”, the 
longest piece in the book, set in a seaside suburb in Kobe. We 
consider issues of textual cohesion and the use of double negatives. 

A note on terminology and related punctuation: I sometimes 
provide reference translations that are as close as possible to the 
ST (ST-orientated). For such reference translations I prefer the 
term ‘direct translation’ to ‘literal translation’, since the latter is 
often misleading, and should, I think, be confined to expressing 
the distinction between literal language and figurative language. 

 
6 My translations are in no way definitive, but it is hoped they offer 
coherent possible approaches to rendering the works. 
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Such direct translations are in single quotation marks, while final 
translations are in double quotation marks.  

Finally, I would like to acknowledge the kind assistance of 
Associate Professor Sarah Frederick of Boston University, who 
allowed me to compare key parts of her translation of Natsume 
Sōseki’s essay with mine in Chapter 3. This comparison adds a 
whole new dimension to the discussion of the process of 
translating, one that I’m sure will prove enlightening for students 
of literary translation. 
 
 



 



SSECTION 1 

CHILDHOOD 
 
 
 
Childhood is a perennial literary theme, a time of life that paints 
the world in vivid colours, both cheerful and horrid, and has a 
profound impact on the adults we become. The ghosts of childhood 
haunt us all, and there is great poignancy in the transitory nature 
of the state of being a child. In literature, we must distinguish 
between writing for children and about children, and it is the 
latter that I am treating in this collection. These two stories by 
Miyazawa Kenji and Yokomitsu Riichi, born two years apart at 
the close of the nineteenth century, present very different 
portraits of two young boys living in late-Meiji Japan. What the 
stories share is the conviction that these boys are real individuals 
with vivid imaginations who interact with the world on their own 
terms. I hope that in reading the original texts and my 
translations you will be drawn into their worlds and experience 
the universality of the human condition they represent. 
 
 





CHAPTER 1 

MIYAZAWA KENJI, “TANI” 
  
 
 

Introduction 

Miyazawa Kenji (1896–1933, by convention known by his given 
name), though a great poet, is particularly beloved for his 
children’s stories, especially the novella Ginga 
tetsudō no yoru (Night on the Galactic Railroad, 1934). His tales 
are often fantastical, featuring anthropomorphic animals and 
wild, eerie settings. What adds immeasurably to the stories’ 
atmosphere and visceral, propulsive quality is his widespread and 
innovative use of onomatopoeia, or, more properly, mimetic 
expressions. The word onomatopoeia mostly refers to verbal 
representations of sounds, or ‘phonomimes’, to use Martin’s term, 
but mimetics very often go beyond this to form ‘phenomimes’ 
(expressing physical phenomena, actions, and states), and 
‘psychomimes’ (expressing psychological and mental states) (1975, 
1025). While present in both English and Japanese, they appear 
more widespread in Japanese, with such mimetics common in 
both child’s language and general literary expression: in a sense, 
then, the words of childhood haunt the literary texts of adulthood. 
Kenji pushed the boundaries of such mimetic expressions by 
creating emphatic and repetitive non-standard forms whose 
consequent phonic impact enhances their viscerality and/or 
psychological depth. 

This likely autobiographical story, apparently not published in 
Japan until 1979, is framed as being narrated by an adult looking 
back on his childhood, which for Kenji was the first decade of the 
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twentieth century. We thus encounter a mixture of levels of 
discourse, with childlike and more-adult language coexisting in 
the narrative space, even if at times it feels like the adult narrator 
is being ‘possessed’ by the recollections of his boyhood self. There 
is also a contrast between the youthful language of the narrator 
character as a child and his best friend, Keijirō (who is based on 
Kenji’s real childhood friend Kenjirō), and the rough adult speech 
of the stable-hand Risuke. These discursive dualities need to be 
carefully preserved in translation. 

Miyazaki uses repetition, whether it be lexical or structural, to 
emphasise this sometimes childlike quality of the narrative, and, 
perhaps, to induce a semi-trancelike state in the reader, as the 
story takes on the qualities of a fairy tale—the callow protagonist 
and his unreliable guide hunting for elusive mushrooms in a 
dense oak wood teetering on the edge of a blood-red, muttering 
cliff-face. The story has a timeless quality, which should not be 
punctured either by the injection of modern-day anachronisms or, 
equally, archaisms. 

One final note on the language of the source text. As the 
content is relatively straightforward in terms of vocabulary and 
discursive structure, I have chosen to retain the original kana 
orthography: thus, for example, the verb iu ‘to say’ is written as 

 rather than  (modern kanji form ). This may be 
slightly disconcerting for the novice translator at first, but I have 
provided modern readings of the first instance of each archaic 
form in the margin, and you will soon become used to and discern 
the predictable orthographic patterns in them. 

EExercise 

Translate the story into English, paying special attention to 
the mimetic expressions and the distinctions between child and 
adult narrators and characters. Then compare your translation 
with mine.
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TThe Valley 

The cliff at Nara-Watari, or “Oak Crossing”, was deep red, and so 
horribly steep that peering down into the depths of the valley 
made your head spin. 

There were no waters to be seen at the bottom—nothing but 
the bluish tops and foreshortened trunks of white birch trees. The 
cliff on the other side was no better—that poisonous red—but one 
side was marked with five thick grey lines. They stood out 
jaggedly from the red dirt. Long ago, they had been five lava flows 
that had run down from the mountain and been buried layer upon 
layer in volcanic ash. 

The cliff on this side had once been unbroken, but at some 
point in history must have split or cracked. On foggy days the 
valley lay pure white, its depths obscured. 

I believe the first time I went there was when I was in the third 
or fourth year of elementary school. I had been eating wild grapes 
all by myself on the plain right down at the bottom of the valley 
when the stable-hand Risuke strode by, a scrap of saffron-yellow 
cloth wound around his neck and a charcoal sack on his back.  

Seeing me, he spoke in a very loud voice: “Oi, oi, where did ya 
come tumblin’ down from then? You’ll be swept away if you’re not 
careful! How ’bout I take you to a great mushrooming place—
somewhere there’s mushrooms like you’ve never had before?” 

I simply said, “Yes.”  
Risuke, still walking, continued. “Then follow me. Drop those 

grapes. Your lips and teeth are all purple! Quick, come quick. If 
you don’t hurry up I’ll leave you behind!” 

I hastily threw away my bunch of grapes and dashed after 
Risuke. But for all his talk of bringing me along I simply couldn’t 
catch up beside him. He strode on alone, singing to the skies in 
his extraordinary, teeth-rattling voice. It was really all I could do 
to follow behind. 

At length we entered an oak wood. The shadows of the trunks 
flickered as we passed, their leaves shining beautifully. We 
penetrated deeper and deeper amid the crooked black trunks. 
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When we had reached the middle of the wood, Risuke seemed in 
less of a hurry. In fact, he was downright dawdling, and starting 
to list to one side. 

After we had been working our way through the wood for 
fifteen minutes, Risuke changed direction slightly, bent over, 
checking something, then stood up. “We’re here,” he said in a low 
voice. “Pick as many as you want. But don’t go to the left—it’s the 
cliff.” 

There was a small clearing there in the woods. I shook in 
amazement. Everywhere I looked grew swathes of coral fungus, 
hagibodashi, at the height of its season. 

Risuke unslung his sack and exhaled deeply, growing earnest. 
“Listen, boy, the hagibodashi comes in brown and white, but the 
white one is tough and stringy, so it’s no good. Pick the brown one.” 

“May I pick them now, sir?” I asked. 
“Yep. But what’ll you put them in? I know, wrap them in your 

haori.” 
“Right.” I took off my half coat and laid it on the grass. 
Risuke started to pick mushrooms and put them in his sack. I 

followed his lead. But he picked only white ones. One after 
another he tossed white mushrooms into the sack. I watched him, 
nonplussed. 

“What’re you standin’ there for? Quick, pick ’em, pick ’em!” said 
Risuke. 

“But why are you picking only the white ones?” I asked. 
“I’ll pickle mine. Your family don’t pickle ’em, I bet, so it’s 

better you take the brown ones, right? You’ll boil ’em.” 
That made sense to me, though I felt a little bad for Risuke. I 

picked loads of brown mushrooms. Even when my coat was full to 
bursting, I kept picking them. The sun shone; it was hot though 
it was autumn. 

When the mushrooms had almost run out, Risuke gently 
pressed down on the stuffed contents of his sack with both hands, 
covered it with five or six fern fronds, and tied it all up with rope. 
“Right, let’s go home. After we’ve seen the valley.”  

Wiping away sweat, Risuke headed left. I followed. After some 
time, Risuke stopped abruptly, looking back at me and jostling my 
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arm. “Hey, look. What d’you think?” 
I looked across at the cliff on the far side, as red as fire. It was 

such a fearsome sight I thought I might lose my senses. 
“Shall I give you a glimpse of the bottom too?” Risuke said, 

slowly pushing me to the edge of the precipice. I glanced down, 
my mind going blank. “How is it? Scary, right? You’d be sure to 
fall if you came here alone, so if you come again next year or any 
other, don’t do it alone. It ain’t my responsibility if you do. Not 
that you know the way, anyhow.” As he spoke Risuke let go of my 
arm, a malign look on his face. 

“No, I don’t,” I answered woozily. 
Risuke laughed at this, then retraced his steps, bellowing out 

a song at the blue sky. 
When we had got back to where we’d left the mushrooms, 

Risuke stretched out his legs and plonked down on the ground, 
then shouldered the sack. He tied the rope both ways across his 
chest. “Hey, help me up.” 

I had already set to tightly bundling up the mushrooms in my 
coat for the journey, but at Risuke’s demand there was nothing 
for it but to drop my bundle and heave against the sack on his 
back. He rose, grinning happily, and at once headed off down 
towards the plain. I followed with my own bundle, yelling out in 
high spirits. 

We parted on the plain, and I returned home puffed up with 
pride at my efforts. My elder brother was mashing beans, and 
laughed at me. “Why did you pick such old mushrooms?” 

“’Cos Risuke told me the brown ones’re better.” 
“Risuke, huh? He’s a crafty one. So the hagibodashi will soon 

be past their best. Maybe I should go and get some tomorrow.” 
I wanted to go along too, but the next day was Monday. I had 

school. 
Soon enough it was winter. Then the next spring Risuke went 

off to a farm in Hokkaido. I assumed he had probably told 
someone else about the mushrooms, but felt they were ‘mine’ now. 
I didn’t speak to my brother about them. This year I’m going to 
pick loads of white ones and bring them home in triumph, I 
thought. 
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September came around before I knew it. At first I’d thought 
to go by myself, but the deep woods were scary and my memory of 
the location itself vague, so I decided to invite a friend. That 
Saturday I told Keijirō about it, and said that if he didn’t breathe 
a word to anyone I would take him along.  

Keijirō looked pleased. “I know where Nara-Watari is. I’ve 
been burning charcoal there for a while, so I know the way. Let’s 
go.” That’s settled, then, I thought. 

Early next morning we set out carrying big baskets. Honestly, 
the thought of filling these to the brim set my heart pounding. 
The eastern sky was bright red that morning, which foretold rain. 
By the time we entered the oak wood, the clouds were very low, 
but the sunshine glared, making the leaves all the dimmer in the 
shade, and a wind rustled them. I felt uneasy. 

Nonetheless we made rapid upward progress. Keijirō would 
peer across from time to time and say “It’s fine. We’ll be there 
soon.” Keijirō was actually much more experienced at climbing 
mountains than me. 

Then in a stroke of good luck we came upon some hagibodashi 
mushrooms. It clearly wasn’t the same place as the previous 
year’s. “Hey, this is a new spot,” I said. “That means two 
mushroom mountains are all ours!” Keijirō was so happy his face 
flushed red, even his eyes and nose, and it seemed he would stay 
like that for some time. 

“Right, let’s get picking,” I said. We worked hard, picking only 
the white ones. On the way there I had fully explained what had 
happened the previous year. 

Before long our baskets were full, and just then the sky, which 
had been threatening rain, opened up on us with big fat drops. 
“We’re going to get wet,” I said. 

“Yes, we’ll be soaked now whatever we do,” Keijirō replied. 
The raindrops gradually increased until they made a roar as 

they fell. They splattered against the oak leaves and plopped from 
them in huge pendant drops. Keijirō and I just stood there in 
silence, getting wet. But we were happy. 

The rain was over as abruptly as it had started. It seemed as 
if in the space of five or six remaining drops, it had withdrawn. 
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Then the sunlight struck us again. Looking up, we saw the large 
sun blazing down through a gap in the white clouds. We broke 
into a cheer. The oak leaves shone brilliantly. 

“Hey, we need to work out exactly where we are or we won’t 
know how to get here next time,” Keijirō said.  

“Yep. And we need to look for last year’s spot, too. Maybe we 
should ask my brother to come, since we can’t do it tomorrow.” 

Keijirō appeared reluctant to let him in on it. “Why don’t we 
come after school tomorrow?”  

“It’ll be dark going home.” 
“It’ll be all right. Anyway, let’s start looking. The cliff must be 

nearby.” 
Leaving behind our baskets, we walked in the general 

direction of the cliff. When it yawned up in front of us, I was 
caught off guard—I stretched out a hand and brought Keijirō to a 
sudden halt. “Watch out—we’re at the edge!” 

It was apparently Keijirō’s first time to see the cliff-face, and 
he seemed shaken, remaining silent for quite some time.  

“Hey—that means last year’s spot is over there!” I said. 
“Right.” Keijirō nodded, as if that were a bit of an anticlimax. 
“Shall we go home?” I asked. 
“Yes. Farewell!” he yelled across to the bright red cliff on the 

far side. 
Farewell! the cliff-face echoed back. 
Fascinated, I yelled at the top of my lungs: “Ohhh, you’re there!” 
You’re therrre …, the cliff echoed back. 
“We’ll come again!” Keijirō yelled. 
Come again …, the cliff replied. 
“Idiot!” I taunted, emboldened. 
Idiot …, replied the cliff equally rudely. 
“Stupid idiot!” yelled Keijirō in a slightly deeper voice. But all 

that came back in reply was a dry muttering and murmuring. It 
sounded like a group complaining amongst themselves: we can’t 
go on replying to these boys, can we, there’d be no end to it. 

We looked at each other, suddenly frightened, and moved away 
from the precipice. 

We scrambled down the mountain, our baskets in tow. We 
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were silent as we descended. It didn’t matter how much the 
rainwater might soak us or however much we might get caught 
on something as we passed: we ran, ran, ran, as fast as our legs 
would take us. The more we ran, the more scared we became. A 
voice seemed to laugh behind us—HAHAHA. 

And so the next year we finally told my brother, and this time 
all set out mushrooming together. 
 

+++++ 
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CCommentary 

Issue 1: Mimetics 

As I mentioned in the introduction, while mimetics are present in 
both Japanese and English, they probably play a greater role in 
Japanese literature than English literature. I suggest in an 
earlier paper (Donovan 2000) that there are several factors 
behind this, and I shall cite two here. First, there is the separation 
of the expressive and grammatical roles of mimetics in Japanese, 
where most mimetics take the form of adverbial structures 
appended to verbs, while in English most mimetics are verbs, and 
hence simultaneously perform ‘essential’ grammatical, as well as 
‘auxiliary’ expressive, roles, thereby arguably attenuating the 
expressive side to some degree. Second, there is a greater 
permeability between child and adult language in Japanese—
whereby mimetic terms learnt in childhood often transition intact 
into spoken and literary situations—than there is in English. 

As I outline in a paper about translating such mimetic 
expressions in Kawabata Yasunari’s novella Izu no odoriko 
(Donovan 2015), Japanese mimetics can be divided into five basic 
categories for the purposes of translation: 
giongo/giseigo, equivalent to onomatopoeia; gitaigo, 
expressions portraying an action; another manifestation of gitaigo, 
this time representing an ongoing state; the hybrid 
gion-gitaigo, which represent an action and concomitant sound; 
and finally gijōgo, portraying emotional and psychological 
states. One implication of the categories for translation is that 
some exhibit both physical and mental dimensions, a corollary of 
which is that a translation should attempt to convey both 
dimensions in such cases. 

An earlier paper (Donovan 2001) on two English translations 
of the mimetic bonyari in Kenji Miyazawa’s novella Ginga tetsudō 
no yoru, which appears 19 times in the course of the book, found 
that bonyari, with its sight-related, stative, and mental senses of 
‘fuzzy’ and ‘vague’, played an important role in delimiting and/or 
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obscuring the boundaries between real and fantasy worlds. I 
made the case that the more successful translation employed 
metaphors as well as the more conventional approaches of finding 
similar mimetics in English and using paraphrasing to ‘unpack’ 
the meaning. Using metaphor is a way to retain the visceral 
‘punch’ of the source material through a vivid image, but the risk 
of using metaphors is that in establishing a comparison with 
something else they may stray too far from the original expression. 
 
At the end of this chapter you will find Table 1.6 listing all 40 
instances of mimetics in the source text and how I have translated 
them. The first column quotes each mimetic in its original context. 
The second column isolates the mimetic and romanises it for easy 
reference, with katakana use indicated by capital letters, and 
unusual emphatic elements bolded. The third column shows my 
corresponding translation in the TT context, with the most 
relevant parts underlined. The numbers in the first column 
enumerate the mimetics, those in the second column indicate the 
category into which a mimetic’s structure falls, and those in the 
third column show the type of translation technique my 
translation uses.  
 
To summarise, we can identify the following mimetic structures 
used by Kenji:  
 
(a) reduplicative (repeating) mimetic plus verb  

(1) reduplicative mimetic+verb (16 instances). Example: 
kurukuru suru 
(2) reduplicative mimetic+ni+verb (one instance): gizagiza ni 
natte 
(3) reduplicative mimetic+(t)to+verb (four instances). 
Example: sorosoro to … tsukidashimashita 
(4) reduplicative –ri-form mimetic+to+verb (one instance): 
POTSURIPOTSURI to yatte kimashita 
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(b) nonreduplicative mimetic 
(5) nonreduplicative mimetic (two). Example: zuutto 
(6) nonreduplicative mimetic+(t)to+verb (11). Example: unto 
dekiru 
(7) nonreduplicative –ri-form mimetic+verb (five). Example: 
bonyari kotaemashita 

 
(The numbers 1–7 are used to categorise each mimetic in the 
second column of Table 1.6.) 
 
In addition, Kenji uses four emphatic, marked forms: lengthened 
vowels, e.g., zuutto; doubling of the length of the mimetic, e.g., 
chirachirachirachira; geminate consonants (glottal stops), e.g., 
POTAPPOTATto; or a combination of two of the above, e.g., 
ZAATto. One could argue that the use of katakana is also a form 
of emphasis, but it appears that Kenji uses katakana almost 
exclusively with phonomimes (i.e., onomatopoeia or giongo/ 
giseigo), so this is not particularly marked. 
 
TTranslation techniques 
We can identify four major approaches: (a) a mimetic, (b) a 
mimetic plus explanation, (c) an idiom, and (d) a non-mimetic 
paraphrase. Below I provide examples of various manifestations 
of these techniques in my translation, ordered by first appearance. 
I have decided to provide one example of each of the 13 techniques 
I was able to identify, to give some idea of the range of approaches, 
but they are naturally limited by the given ST and my own 
proclivities as a translator, so they are by no means exhaustive (if 
exhausting to read through!). At the top of each section I provide 
the number of instances, which gives some idea of which 
techniques I favour; these may or may not be indicative of general 
tendencies in English literary translation. The other examples of 
a particular translation technique can be accessed simply by 
finding the same code number in the third column of Table 1.6 at 
the end of this chapter. 

In each of the 13 examples below, I first discuss the context of 
each ST mimetic (listed with its number in the first column of the 
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table), where appropriate quoting definitions from the 
comprehensive Dictionary of Iconic Expressions in Japanese 
(page numbers in parentheses refer to this source). 1  Next I 
consider how I rendered each mimetic in the TT, with quotations 
from it appearing in double quotation marks. I sometimes provide 
potential alternative translations in single quotes, or double 
quotes when referring to alternatives that appear in the DIEJ, as 
noted. Note that my translation choices in no way preclude other 
potentially valid translations. 
 
1. Idiom (set metaphor). Five instances. 
Example: 

and so horribly steep that peering down into 
the depths of the valley made your head spin” 
ST1: kurukuru suru is a standard combination of reduplicative 
mimetic kurukuru ‘round and round’ and base verb suru ‘do’. 
Reduplication often represents the temporal aspect of ‘repetition’. 
Compare this with, for example, kurutto, which indicates one 
quick turn. Kurukuru is both a phenomime, suggesting the 
physical state or action of turning around, and a psychomime, an 
almost metaphorical association of this movement with a feeling 
of vertigo or confusion. Here kurukuru is exclusively a 
psychomime, since the narrator’s head is not literally turning 
around. 
TT: English has the common idioms ‘(someone’s) head is spinning’ 
and the causative ‘make (someone’s) head spin’. Either could be a 
good translation for kurukuru suru in that they use a physical 
movement, namely spinning, to metaphorically convey a sense of 
vertigo, much like the mimetic with its coexisting physical and 
mental states. (One could also suggest that the word ‘spin’ itself 
has mimetic qualities.) The question then is which form to use. I 
could have written ‘my head spun when I peered down into the 
depths of the valley’, which more closely matches the Japanese

 
1 I say comprehensive, but the first example, kurukuru, a very common 
mimetic, is inexplicably omitted from the headwords in the dictionary, 
although it is mentioned in the English-to-Japanese index. 
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, but the advantage of using the causative is that it 
gives agency to the depths of the valley and deepens the sense of 
powerlessness of the narrator. It also avoids the long subordinate 
clause ‘when I peered down into the depths of the valley’. Such 
conversion of clause-heavy structures into more-straightforward 
predicate (SV(O)) structures is a common translation tactic into 
English. 

Idioms can be a good match for translating psychomimes, 
because they often convey a mental state with a physical image, 
much as a phenomime may convey a mental state with a phonic 
representation of a physical state or action. Furthermore, most 
idioms are short and to the point; because they are well known, 
the meaning is immediately conveyed, much as Japanese feel the 
meaning of mimetics in their ‘gut’. As mentioned above, a 
downside of TT idioms is that they may introduce an image that 
is absent in the ST. 
 
2. Mimetic adverb(ial). Three instances. 
Example: 
“They stood out jaggedly from the red dirt.” 
ST2: gizagiza ni natte could be translated directly as ‘going zigzag’, 
where a placeholder verb naru—i.e., a verb whose only role is to 
grammatically verbalise another part of speech—verbalises the 
adverbial mimetic gizagiza. The reduplicative element clearly 
emphasises the sense of a repeated up-and-down or back-and-
forth action, much as the phonetically remarkably similar ‘zigzag’ 
does, although the sense of repetition is greater in gizagiza, with 
its verbatim repetition (‘reduplication’) of the base element giza. 
TT: In the ST, the state of being jagged—gizagiza ni natte—is 
separate from the state of standing out—hamidashite iru—with 
the two elements in consecutive clauses. I have combined the two 
elements into one much shorter expression by retaining the verb 
form of the second element but converting the first element into an 
appended adverb: “stood out jaggedly”. Compare the impact of this 
with a more faithful structural rendering: ‘Zigzagging, they stuck 
out from the red dirt’. Of course, ‘They zigzagged across the red dirt’ 
would be more active, but this loses ‘stood out’ in the process. 
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3. Adverb(ial). Seven instances. 
Example:

“I had been eating wild grapes all by myself on the plain 
right down at the bottom of the valley” 
ST3: zuutto. The adverb zutto is so commonly used that it has 
largely lost its mimetic ‘punch’. It acts as an intensifier—
something like the verbal equivalent of MSG—to emphasise 
duration (“continuing for a considerable time; “having persisted 
for a considerable time (1336), ‘always’), distance (“far”; 
“extending far” (1336), ‘all the way’), degree (‘much’ (better, etc.)), 
and so on. Kenji attempts to reclaim some of this expressivity by 
using an emphatic form with doubled medial vowel sound uu. This 
lengthening emphasises the absoluteness of the physical distance 
in this case.  
TT: The multiple possible meanings of zutto lay a trap for the 
translator here. At first glance, the adverbial zuutto in its head 
position in the sentence could apply equally to the duration of the 
action of eating grapes—‘I had been eating wild grapes for a long 
time’. But in fact the adverbial modifies  ‘down’. ‘All the 
way down’ or ‘far down’ are possible contenders, but the former is 
rather long and chimes with “all by myself”, while the latter is not 
as absolute as the emphatic form zuutto implies. 

 
4. Adjective. Four instances. 
Example: “How ’bout I 
take you to a great mushrooming place” 
ST4: unto dekiru. Unto’s basic adverbial sense of “changing 
dramatically in degree” (1228), which effectively means ‘much’, 
can be applied to expressions of amount (‘a great deal’), frequency 
(‘often’), degree (‘hard’, ‘with all one’s might’) and even abundance 
(‘abundantly’). 
TT: I have shifted the structure from adverb+predicate to 
adjective+noun phrase (“a great mushrooming place”) to avoid an 
awkward structure like ‘a place where you can get mushrooms in 
great quantities’. A less-concise though perfectly acceptable 
alternative might be ‘a place where you can get loads of 
mushrooms’. Indeed, I use this phrasing to translate ST17 unto 
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totte kite as “pick loads of”. 
 
5. Mimetic verb plus explanation. Eight instances. 
Example: “The shadows of the trunks 
flickered as we passed” 
ST5: The standard reduplicative form of the base chira (which 
stands alone in chiratto ‘with a single flicker or glimpse’) is 
chirachira, “the manner in which a small light glimmers or 
flickers” (203). As with gizagiza, the alternation of two sets of 
consonant–vowel clusters (morae), respectively sounding high 
and middle in the oral cavity, creates a contrast that evokes a 
visual effect of modulation between two polar opposites, in this 
case between light (chi) and dark (ra). That chiratto can refer to 
either an (objective) flicker of light or a (subjective) glance means 
that chirachira can be viewed as focusing on the focaliser’s 
experience of the flickering. Here Kenji doubles the whole 
expression to chirachirachirachira, thereby drawing out the 
duration and the repetitive nature of the visual effect. (See also 
ST36 gosogosogosotto and ST39 dondondondon.) 
TT: I can think of no alternative English verb, mimetic or 
otherwise, to ‘flicker’ in this case; ‘glimmer’, though listed as a 
synonym, is inappropriate, as are “blink” and “glint” (203). 
Perhaps the DIEJ’s suggestion of the modifier “intermittently” 
can be used (ibid); though usually a little unwieldy an adverb, 
here its length and alliterative sequence of ts could be appropriate. 
Another approach would be to use paraphrase to ‘unpack’ the 
visual sensation, though it could become ridiculously prosaic and 
longwinded: ‘At each gap in the trees, the sunlight shone for a 
moment, then was blocked before passing through again in a 
repeating pattern as we walked past it’. Or how about ‘Sunlight 
and shadow alternated as we passed by each tree’ or ‘Each tree 
blocked out the sunlight for a moment as we passed’: none really 
conveys the intensity of the experience.  

If, then, ‘flicker’ is so appropriate, why do I feel the need to 
supplement it with the subordinate clause “as we passed”, which 
has no direct equivalent in the ST? I think “The shadows of the 
trunks flickered” alone has two inadequacies, both of which relate 
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to the unusual doubling of the ST mimetic. First, it does not 
convey the extended duration implied. ‘Flicker-flicker’ will likely 
be inappropriate in anything but writing for children (rather than 
about children), so instead I have tried to convey the temporal 
extent in the additional length to the sentence provided by “as we 
passed”. Second, referring back to the issue of subjective/objective 
viewpoints, the double length implies to me the purposeful 
movement of the observer past the observed item. Chirachira by 
itself could possibly be interpreted as meaning ‘the trees moved 
about (in a wind), their shadows blocking out the light for a 
moment with each movement’. As a bonus, “as we passed” 
increases lexical cohesion by alluding to the sense of the 
characters’ purposeful movement through the wood that is 
expressed by “we entered” in the previous sentence and “we 
penetrated” in the subsequent sentence. Conversion to such active 
verb forms is another characteristic of translation into English. 
Japanese prose evoking a sensation can sometimes leave it up to 
the reader to interpret the point of view, but English readers often 
expect more direction as to subjectivity versus objectivity. 
 
6. Verbatim lexical repetition. Two instances. 
Example: 
“We penetrated deeper and deeper amid the crooked black trunks.” 
ST6: In this case, the verb to which the adverbial dandan 
‘gradually’ is attached, kuguru ‘pass through; dive into’, can 
stand alone, unlike grammatical verbalisers such as suru and 
naru; dandan thus simply shades the meaning of kuguru. 
Furthermore, dandan has little vestige of its mimetic origins, 
apart from its reduplicative structure. Its counterpart dondon 
‘rapidly’, which retains the onomatopoeic meaning of a loud 
beating sound, still evokes a visceral response, as we can see in 
the powerful passage ST36–38. 
TT: While ‘We gradually made our way in among the crooked 
black trunks’ would be an acceptable reading of ST6, I wanted the 
expression to match the general emotionally heightened nature of 
the surrounding passage. Thus I chose the strong “penetrated” for 
kuguru and the emphatically consonant and repetitious “deeper 
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and deeper” for dandan, the doubled /d/ sound shared by both the 
Japanese and English. This may slightly misrepresent the speed 
of the action, but it seemed a reasonable trade-off for the gain in 
atmospherics. Dandan appears later in ST26, as

, and here I translate dandan … mashite kite 
‘directly’ as “gradually increased”, since it seems a 
straightforward-enough situation.
 
7. Mimetic verb. Three instances. 
Example: “I glanced down” 
ST13: chiratto … mimashita ‘glanced’. Such mimetic+verb 
combinations sit in the middle between semantic content resident 
almost entirely in the mimetic (as with mimetic+suru and 
mimetic+naru) and semantic content resident mostly in the verb 
(such as mimetic+kuguru above), where the mimetic adds 
additional information about the situation in which the action is 
taking place (e.g., dandan providing an indication of the pace at 
which some action, via the verb, is happening). Verbs like miru 
‘look’, naku ‘cry/sound’, and warau ‘smile/laugh’ give a general 
indication of action or state, but the nuance is provided by the 
appended mimetic adverb. 2  Hence, for example, jirojiro miru 
means ‘stare’, while chiratto miru means ‘glance’. 
TT: Unlike with ST5, in ST12 the perspective is clearly 
established: the I-narrator is the one glancing down. Thus there 
is no need to supplement the verb; the somewhat-mimetic 
“glanced” is quite adequate. 
 

8. Adverbial plus explanation. Two instances. 
Example:  “opened up on 
us with big fat drops”  
ST26: POTSURIPOTSURI to yatte kimashita ‘came down in 
heavy drops’. The mimetic distinguishes itself three ways: in 
being written in katakana, taking the less-common reduplicated 
–ri form, and constituting a complex phonomime-phenomime 

 
2 In some cases kanji can provide a degree of nuance—for example

. 
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combination that simultaneously evokes both a sound and a 
physical action: “Pattering sounds made by droplets of rain falling” 
(1020). 
TT: English has the similarly mimetic ‘plop’ and reduplicated 
‘plop-plop’, so they are a possibility, but the latter in particular 
sounds childish. Thus I chose to focus on and unpack the action 
with both the adverbial phrase “with big fat drops” (‘drop’ 
containing some onomatopoeic element) and the phrasal verb 
‘opened up’, which not only conveys ‘begin’ but also potentially the 
figurative ‘shoot’, as if with ‘bullets’ of rain. Furthermore, the pair 
of three-letter adjectives “big fat” is a vague echo of the 
reduplicative ST structure. 
 
9. Mimetic noun plus explanation. One instance. 
Example:  “until they made a 
roar as they fell” 
ST28: ZAATto yatte kimashita ‘came down with a roar’. 

zaazaa furu ‘rain heavily’ is a common mimetic; this 
unreduplicated form with its doubled vowel aa (hence an 
emphatic form of zatto, “[t]he sound of a large quantity of water 
pouring down” (1278)) emphasises the abrupt strengthening of 
the rainfall to a full-on downpour: “A rushing or roaring sound as 
of a large amount of water or small particles pouring down” (1279). 
TT: Using the noun “roar” keeps the TT mimetic to a length 
comparable with the ST mimetic, and furthermore the terminal 
vowel is similar (unless the final r is pronounced, as in American 
English), which would not be the case with ‘roared’. ‘Roar’ has the 
added bonus, of course, of being synonymous with a large wild 
animal such as a lion, adding figurative emphasis to the ferocity 
of the rain. 
 
10. Idiom plus explanation. One instance. 

 “I 
was caught off guard—I stretched out a hand and brought Keijirō 
to a sudden halt” 
ST34: gikutto is a variant of gikurito “being startled” (404–06). It 
mimics the abrupt body movement associated with the emotional 
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state. 
TT: In using the idiom ‘to be caught off guard’ for gikutto suru I 
chose to emphasise the emotional state rather than the movement, 
shifting the sense of abruptness to the action of stopping Keijirō 
on the brink of the precipice: “I … brought Keijirō to a sudden 
halt”. Rendering the sentence as ‘I gave a start, stretched out my 
hand and stopped Keijirō’ is passable, but somehow prosaic, the 
psychological element only indirectly expressed. It would be 
improved by injecting the dash, which, as in my translation, 
inserts a dramatic caesura that can be seen as echoing the glottal 
stop in gikutto: ‘I gave a start—I stretched out my hand and 
stopped Keijirō’. The DIEJ lists other possible idioms that could 
work well: “feel a sudden stab of fear in the breast”, “scared the 
wits out of me”, “got the shock of my life” (404–05). 
 
11. Mimetic utterance. Two instances. 
Example: “Ohhh, you’re there!” 
ST35: HOU. Here this phonomime is the equivalent of the English 
utterance ‘oh’, though it can also represent the hoot of an owl. 
TT: I lengthened the vowel sound by repeating the silent h—
“Ohhhh”—to reflect the extended vowel of  kaa at the end of 
the ST sentence, which presumably conveys the drawn-out sound 
of the boy’s voice projected across the valley. This could have been 
achieved by lengthing ‘there’ to ‘therrrre’, but it is less readable 
than “Ohhhh”, so I think the shift to an earlier word is justified. 
 
12. Partial lexical repetition plus mimetic noun. One instance. 

“But all that came back in reply was a dry muttering and 
murmuring.” 
ST36: gosogosogoso tto tsubuyaku ‘murmur indistinctly’. An 
unusual structure consisting of the standard reduplication 
gosogoso, “a repeated, loud rustling sound” (439), plus the 
suffixion of the unreduplicated form gosotto, which on its own 
represents a “short, loud rustling sound” (438). This whole unit is 
then appended to the verb tsubuyaku ‘murmur/mutter’. 
TT: I have tried to convey a sense of the partially extended 
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reduplication by employing the similar-sounding and mimetic 
gerunds “muttering and murmuring” together; furthermore, the 
preceding adjective “dry” captures a hint of ‘rustle’ and the 
implication that the arid cliffs themselves are doing the muttering 
in a monstrously inhuman way. However, the characterisation 
‘loud’ is not conveyed in the TT, as it would appear to contradict 
the basic sense of the verb tsubuyaku, which can mean as quiet a 
vocalisation as ‘whisper’. 
 
13. Omission. One instance. 

“We were silent as we 
descended.” 
ST38: dondon orimashita ‘descended rapidly’. Dondon (“quickly” 
(272)) is also attached to orimashita in the previous ST sentence, 
and to nigemashita ‘ran away’ in the following sentence. 
TT: Miyazaki uses verbatim repetition as an emphatic device to 
heighten both the sense of frantic movement and the panic it 
illustrates. However, this would not necessarily work in English, 
as a more direct translation of these three sentences 
demonstrates: ‘We descended the mountain rapidly, our baskets 
in tow. We were silent as we descended rapidly. We ran away 
rapidly, rapidly.’ Even the use of a series of different synonyms 
for ‘rapidly’ would not obviate the awkwardness. My final version 
makes use of shifts in parts of speech, and even omission: dondon 
is first rendered as a mimetic verb (“scrambled”), then omitted 
entirely (“descended” with no appended characterisation), and 
finally its double reduplicative dondondondon is partially echoed 
in the repetition of a short, non-mimetic verb (“ran, ran, ran”) and 
partially in the emphatic adverbial idiom “as fast as our legs 
would take us”. 
 
In summary, the above representative examples suggest I have 
employed three main techniques to address the expressive 
qualities of Japanese mimetics: (1) similar mimetic verbs and 
nouns to replace the original adverbials; (2) idioms that 
paraphrase the emotional or physical impression of the ST 
mimetic; and (3) partial or total lexical repetitions that echo the 
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formal (structural) element of the ST mimetic. What I have 
considered most important is never to ignore the mimetic, but 
instead somehow to account for it in my translation choices. 

IIssue 2: Voice 

By ‘voice’ I mean both the voice of the narrator and the actual 
character dialogue. As I mentioned above, the story begins with 
the narrator, now presumably an adult, describing an eerie local 
geological feature and looking back on a childhood adventure 
associated with it. As the editors of Miyazawa Kenji’s Collected 
Works note in their commentary on the story, the red cliff can be 
viewed as representing the frightening world of adult experience 
into which Kenji’s child self is yet to gain entry, or, indeed, to ‘fall’, 
in a quasi-biblical sense:  
 

This valley … can be seen as a symbol for that indescribable dread 
on the margins of what a child sees as ‘the world’. Risuke 
represents the threat of the adult world—“Hey, look. What d’you 
think?” he says as he forces the narrator to look down into the 
valley. And naturally, his cruel wiles themselves represent an 
aspect of ‘the world’ as seen through a child’s eyes. The 
conclusion—“the next year we finally told my brother, and this 
time all set out mushrooming together”—does not mean the 
children are weak, but rather that the terror of the ‘cliff’ is not 
something for a ‘child’ to confront alone. (Miyazawa 1979 (vol. 9), 
287, my translation) 

 
There are clear dichotomies between both the adult narrator 

and his boyhood protagonist, and between the two boy characters 
and the young adult ‘guides’ Risuke and the narrator’s elder 
brother (and less clearly between the unreliable selfishness of 
Risuke and the frank honesty of the brother, who will eventually 
help the children confront the adult world). We should thus be 
able to observe diction in the story, both lexical and structural, 
that reflects the childish and adult perspectives and discourse, 
and be aware of these choices when we come to translate, so as to 
mark much the same shifts and maintain a corresponding tone. 
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However, there is greater psychological depth to the issue. We 
must be aware that since the adult narrator is relating a story 
about his own childhood in the first person, this is an inherently 
subjective narration. As Abbott (2008, 68) notes, “if a character 
narrates who also plays a role in the diegesis [world of the story], 
it is called homodiegetic narration”. In other words, in this quasi-
autobiographical tale, Miyazaki’s adult narrator and child 
protagonist are largely on equal terms within the story world, 
which is one reason why the child’s preoccupations and emotions 
can be read as taking over the story at times. We can thus expect, 
as readers, to see the diction and structure reflect shifts back and 
forth in ‘control’ of the narrative between the adult and child 
selves—and as translators, we will be expected to reflect such 
turns in our translation. 

We can at the same time invoke Russian theorist Mikhail 
Bakhtin’s idea of the “heteroglossic” narrative, which would 
challenge even a classic omniscient narrator, let alone a 
subjective, homodiegetic one:  
 

Bakhtin suggests that [the domination of the voice of the narrator] 
is not a foregone conclusion and it is not at all certain that the 
narratorial voice can control all the characters. Nor is it 
necessarily the case that the narrator’s voice will always be 
distinct from those of the characters. … [As] the omnipotence of 
the narratorial voice is in question partly as a result of overlaps 
with other voices in the text, … [r]eaders are allowed to find 
authority where it is most appropriate for them, often in defiance 
of the narrator’s dictates. (Cobley 2001, 104, 106, my 
interpolation) 

 
The implication for translation is that textual features such as 
vocabulary register and levels of structural sophistication are 
going to ‘overlap’ at times, with childish features leaking into 
ostensibly adult prose, and vice versa. 
 
The below discussion of source-text features provides lists of 
examples that are intended to be indicative rather than 
exhaustive. 
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SSource-text Features 
 
Narrative Discourse 
1. Adult features  
(1) Lexical features 
a. politeness level (register) 
Given the rough verb forms the adult Risuke in particular uses, 
there can be no overall designation of ‘polite’ as ‘adult’ and ‘rough’ 
as ‘childish’, but there is a clear distinction in terms of the diction 
of narrator versus protagonist. 

i. first-person form: , as opposed to as used by his child 
version in dialogue 
ii. polite verb forms as opposed to plain and dialect 
forms in dialogue 

 
b. vocabulary level 
The vocabulary is not particularly advanced in the narrative parts 
of this story, one reason for which could be the adult narrator’s 
inhabiting (or being inhabited by) his childhood self; but it is 
generally higher level than the dialogue. There are moments of 
nuance, particularly adverbial, that attest to an adult sensibility: 

 ‘wholeheartedly’,  ‘however’, 
 “I simply couldn’t catch up beside him”.  

 
c. metaphor 
Figurative language consists of established images we learn in 
the course of our education as adults (that is, idioms), and the 
original metaphor (metaphors, similes, etc.) that allows us to 
dynamically describe our experiences through the lens of our 
imaginations, a sign of sophisticated thought. 

i. idioms / set expressions:  “an extraordinary 
voice”,  ‘unfortunate’,  ‘a mean look’, 

 ‘resignedly’,  ‘triumphantly’ 
ii. original metaphor:  “poisonously red cliff”, 

 “cliff … as red as fire”,
 “singing … in his teeth-rattling voice” 
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d. scientific vocabulary, establishing the narrator’s adult 
credentials:  ‘five layers of old lava flows’, and 
other discussion of the area’s geological past 
 
e. time markers differentiating the narrator’s childhood past from 
the telling in the narrative present: 

“I believe the first time I 
went there was when I was in the third or fourth year of 
elementary school.” 
 
(2) Structural features 
There are no especially long sentences, but the standard-length 
sentences contrast with the appearance of consecutive short 
sentences, which may represent the boy’s ‘voice’ (see below). 
a. sentence length: an unremarkable degree of variation. 
 
b. sentence complexity: a standard variety of simple, compound 
(coordinating), complex (subordinating) and compound–complex 
sentences typical of adult prose. 
 
2. Child features 
(1) Lexical features 
a. emphatic forms 
Inflected forms of standard expressions can be viewed as 
expressing a childish spontaneity or depth of feeling. 

i. mimetics: lengthened vowels:  (two instances); 
doubled forms: ; emphatic –ri forms: 

; interpolated glottal stop: ,
 

ii. interpolated : ,  
 

b. hiragana orthography in place of commonly used kanji, 
suggestive of a child who is still learning kanji: , 

, , 
, , , , 

,  
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Regular, and, indeed, difficult, kanji are certainly used in places, 
providing evidence of an adult narrator as a counter to this, 
and/or of the expectation of an adult readership. 
 
c. ‘childish’ mimetics that are purely sound-imitative or are used 
in place of advanced verb forms: , 

, , 
 
d. simple vocabulary: repetition of basic verbs such as 

, ; simple descriptors:  
 
(2) Structural features 
The examples below suggest an echo of the kinds of simpler 
structures that children would be likely to use to describe a scene. 
a. a sequence of short sentences: 

 
 
b. a string of short clauses loosely connected by coordinate 
structures formed by the -form of the verb or the verb stem only, 
ending with an emotive statement: 

 
 
c. verbatim repetition in close proximity (here in three consecutive 
sentences):  

 

 
 
d. incomplete sentence structures typical of casual dialogue but 
appearing in the narrative: , 

 
 
  



Chapter 1 40 

Dialogue 
1. Adult features 
a. rough and plain-form lexical items reminiscent of a male 
speaker (Risuke unless otherwise noted) 

i. utterances:  
ii. donative verb forms:  (two instances), 

,  
iii. terms of address: ,  (Risuke and brother),  
(brother) 
iv. rough imperatives: , , 

, ,  
v. sentence-final particles: ,  (brother) 
vi. interrogatives:  
vii. syncope:  
viii. other rough/plain verb forms: 

, , , 
,  (brother) 

 
b. structure 

i. repetition of rough imperatives, implying high-handedness: 
,     

 
 
2. Child features 
Some of these, such as rough speech, overlap with the adult 
Risuke’s language, so they could be regarded as boyish imitation 
of adult male language. 
a. lexis 

i. childish utterances: , ,
3 ,   (Keijirō)  

ii. rough speech: ,  (Keijirō),  
 
  

 
3 Kinoko is here written in kana rather than kanji, whereas it mostly 
appears in the ST as the kanji . 
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b. structure 
i. simple structures: , 

,  (Keijirō), 
(Keijirō),  (Keijirō) 

ii. interrogatives with particle: 
 

 
TTarget-text Techniques 
 
1. Adult narration markers 
a. lexis 
Overall, I have somewhat raised the lexical register, especially 
with regard to frequently repeated terms like  (“cliff”, “cliff-
face”, “precipice”), in line with the English literary expectation of 
avoiding verbatim repetition (the Fowler brothers’ so-called 
‘elegant variation’). “Ennoblement” in the TT, as Berman 
(1985/2000) asserts, is a recognised trap for the translator, 
potentially misrepresenting (“deforming”) the original and 
introducing too much of the translator’s voice into the work. That 
said, I believe it is probably necessary to raise the lexical register 
in this story so that it clearly reads as the product of an adult 
narrator and avoids the monotony of over-repetition.  

Idioms and related set phrases form part of the pool of 
expression expected to be shared by educated adults, while 
specialised terms from the sciences demonstrate advanced 
knowledge. 

i. high-level/literary vocabulary: “so horribly steep”, “the 
depths of the valley”, “foreshortened”, “poisonous red”, “layer 
upon layer”, “its depths obscured”, “[a]t length”, “penetrated … 
amid”, “downright dawdling”, “started to list”, “swathes”, 
“exhaled”, “earnest”, “nonplussed”, “fearsome”, “precipice”, 
“malign”, “foretold”, “[n]onetheless”, “pendant”, “anticlimax”, 
“precipice”, “descended” 
ii. idioms, in some cases replacing an ST mimetic: “made your 
head spin”, “puffed up with pride”, “set my heart pounding”, 
“breathe a word to”, “in a stroke of good luck”, “opened up on 
us”, “at the top of my lungs”, “[w]e broke into a cheer”, “it 
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yawned up in front of us”, “I was caught off guard”, “in tow” 
iii. set expressions with collocates: “at some point in history”, 
“at Risuke’s demand”, “there was nothing for it but to”, “filling 
… to the brim”, “we made rapid upward progress”, “brought … 
to a sudden halt” 
iv. specialised geological and biological terms: “lava flows”, 
“volcanic ash”, “coral fungus” 

 
b. structure 
I use some literary sentence structures in combination with 
higher-register lexis, befitting an adult narrator. Let’s look at one 
short passage in detail to see how the transformations are made, 
and to what end.  
 
Table 1.1 
 

SST  DDirect  ttranslation  TTT  
I looked at the other 
side. It was that 
cliff, bright red like 
fire. I thought my 
head would go all 
funny. That was 
how terrible that 
cliff appeared.

I looked across at 
the cliff on the far 
side, as red as fire. 
It was such a 
fearsome sight I 
thought I might 
lose my senses.

First let us note what is happening at the sentence level. There 
are four sentences in the ST, three of which are single-clause and 
one which contains two clauses. The TT consists of only two 
sentences, each effectively containing two clauses, meaning that 
the number of clausal elements is the same in ST and TT, but the 
level of clausal complexity has risen in the TT. The reason for this 
sentence-level transformation becomes apparent when we look at 
the direct translation, which preserves the original four sentences. 
The four short sentences create a choppy style, with limited 
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textual cohesion 4 —indeed, it has an air of unsophistication 
reminiscent of a child’s writing. It has thus been necessary to 
rework the structures to make them acceptable adult prose.  

The reworking is not limited to combining sentences. We can 
observe two ellipses, where unnecessary elements have been 
removed: “I looked across at the cliff on the far side, [which was] 
as red as fire. It was such a fearsome sight [that] I thought I might 
lose my senses.” The collapsed relative structures are a common 
feature of literary writing, as is the set cause–effect pattern ‘It 
was such [nominal phrase] [that] [predicate phrase]’. 
Furthermore, by combining the two clauses, the latter emphasises 
the reference to the previous sentence that is implied in the ST 

. 
In contrast, the lexical register has only been slightly raised in 

the TT, if at all. The adjective “fearsome” is slightly less common 
that ‘terrible’ or ‘awful’ in translating the adverb . The 
use of the modal ‘might’ seems literary, but it is simply the past 
tense of ‘may’, which is hardly a highbrow verb, and commonly 
enough used by children speaking British English. Furthermore, 
“lose my senses” is on a par with the ST mimetic

. Thus the vast majority of the ‘literariness’ that the TT has 
gained over the direct translation comes from syntactic changes; 
the lexis itself, while not childish, is standard register. There are 
definitely parts of the TT where high-register language—
examples noted above—is being used along with literary 
structures. But at the same time there are numerous cases where 
I combine a sophisticated structure with childish lexis. I shall cite 
one short example:  

 
  

 
4 See Chapter 4 for an in-depth examination of textual cohesion. 
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Table 1.2 
 

SST  DDirect  ttranslation  TTT  

 

it was very deep, far 
away from the plain, 
so it was scary, and 
first of all it wasn’t 
very clear to me 
where it was 

the deep woods 
were scary and my 
memory of the 
location itself 
vague 

 
“Scary” is clearly a child’s word, in line with the kana-only

. At the story’s conclusion I have translated it as “frightened” 
and “scared”, but “scary”, as opposed to, say, ‘frightening’, is 
childish diction. I chose “location” over ‘area’ or ‘place’ for , 
which slightly raises the register, but ‘location’ lends a certain 
needed specificity. The overall impression of the TT is its brevity. 
It actually uses simpler structures than the ST, with its one 
sophisticated element buried in the midst of this simplification—
the ellipsis of the copula: “the deep woods were scary and my 
memory of the location itself [was] vague”. The copula can often 
be omitted in such parallel structures, and doing so gives the 
sentence a literary sheen. Though subtle, the juxtaposition of the 
childish “scary” and the elliptical structure in the same sentence 
sets up a slight incongruity that can be read as evoking the 
psychologically complex interface between childish and adult 
‘worlds’. 
 
Literary patterns:  

i: multi-clause set structures: “It was such a fearsome sight I 
thought I might lose my senses.” 
ii. participial clauses: “I glanced down, my mind going blank”, 
“Leaving behind our baskets, we walked in the general 
direction of the cliff”, “Fascinated, I yelled at the top of my 
lungs” 
iii. ellipsis: “the deep woods were scary and my memory of the 
location [was] itself vague”  
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iv. emphatic structures: “making the leaves all the dimmer in 
the shade” 
v. past perfect tense referencing the narrative ‘past in the 
past’: “On the way there I had fully explained what had 
happened the previous year.”  
vi. parenthetical relative structures: “Before long our baskets 
were full, and just then the sky, which had been threatening 
rain, opened up on us with big fat drops.” 

 
2. Child narration markers 
There is a degree of correspondence between the instances of 
simple lexis and structures associated with child’s speech in both 
the ST and TT, but what often happens is a shift back and forth 
between the relative levels of complexity of lexis and syntax, with 
one compensating for the other in response to different stylistic 
exigencies in the target language. Here is an example. 
 
Table 1.3 
 

SST  DDirect  ttranslation  TTT  

 

Risuke picked them 
one after the other 
and put them in his 
charcoal sack. I also 
picked them. But 
the ones Risuke 
picked were all 
white. He chose 
white ones only and 
tossed them one 
after another into 
his charcoal sack. 

Risuke started to 
pick mushrooms 
and put them in his 
sack. I followed his 
lead. But he picked 
only white ones. 
One after another 
he tossed white 
mushrooms into the 
sack. 

 
I have considerably simplified the structure in my translation. 
The ST contains seven clauses over four sentences, while the TT 
is five clauses over four sentences. All the ST sentences are single-
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clause or compound structures, apart from one emphatic relative 
structure ( ‘the ones [that] 
Risuke picked were all white’). The TT eliminates even this 
embedded relative structure by reworking it into a simple 
predicate: “he picked only white ones”. I have also eliminated 
apparent redundancies, such as , the first 
of which can only mean something like (picking) ‘one after another’ 
in this context, while the second, a mimetic, can mean (tossing) 
‘one after another’, ‘rapidly’, or ‘in large quantities’, so I 
concentrated on representing the second expression while 
omitting the first. There are also three references to  ‘pick’ in 
the ST, as underlined, with  ‘choose’ thrown in for good 
measure. I have eliminated one ‘pick’ by paraphrasing as 
“followed his lead”, and simply omitted ‘choose’ from the last 
sentence, as the point about Risuke picking only white 
mushrooms has already been clearly made. I have thus attempted 
to balance the need for retaining some degree of lexical repetition 
of ‘pick’ and ‘sack’—repetition of short, simple words often being 
a feature of childish diction—with English literature’s desire for 
some degree of variation. Reducing redundancy has the added 
benefit of simplifying sentence structure, thus contributing in a 
different way to the sense of a child narrator. 
 
a. lexis 

i. simple expressions: “all by myself”, “loads of white ones”, 
“scary”, “[l]et’s go” 
ii. onomatopoeia: “plonked down on the ground”, “made a roar”, 
“plopped” 
iii. repetition: “we ran, ran, ran” 
iv. folktale-like set expression: “as fast as our legs would take 
us” 

 
b. structure 

i. short, simple sentences, either single-clause or coordinating: 
see example above. Also: “I wanted to go along too, but the next 
day was Monday. I had school.”; “Keijirō and I just stood there 
in silence, getting wet. But we were happy.”  
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ii. repetition: “‘Right, let’s get picking,’ I said. We worked hard, 
picking only the white ones.” 

 
3. Adult speech markers 
This story contains very few examples of Iwate-ben. A common 
characteristic of the prefecture’s dialect, for example, is how 
unvoiced sounds like /ka/ and /ta/ often become voiced in the final 
mora of a word (/ga/ and /da/ respectively). While I found no such 
voiced forms, I did notice another feature, namely the dropping of 
the adjectival –i ending when the narrator’s brother says

. The adjective zuru ‘crafty’ would be written zurui in 
standard Japanese. Despite the lack of dialect markers, Risuke, 
with his rough and plain verb forms and repetition of domineering 
imperatives, makes quite an impression with his speech. English 
has few ways to replicate dialect or, indeed, rough speech without 
veering into vernacular that is too region-specific (such as US 
Southern or UK Liverpudlian), so often translations will instead 
insert a characterisation of the speech (‘his thick Iwate accent’, 
etc.). But since there is little evidence of regional accent in the 
original, I have simply tried to make do with a few inflections of 
speech along with the repetitions, as the following example shows. 
 
Table 1.4 
 

SST  DDirect  TTranslation  TTT  

 

“What’re you doing 
in a daze? Quickly 
pick them, pick 
them,” Risuke said. 

“What’re you 
standin’ there for? 
Quick, pick ’em, 
pick ’em!” said 
Risuke. 

 
The Japanese is not especially rough here, with the double 
syncope of to  being a typical feature of 
modern spoken Japanese. Only the imperative is rough, this 
being emphasised by its doubling. I have introduced contractions 
with apostrophes, both on two different verbs and in abbreviating 
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the object pronoun. Also, converting ‘quickly’ into an adjective 
makes the sentence even more clipped and facilitates the 
fortuitous rhyme of “quick” and “pick”, with the urgency increased 
further by capping the sentence with an exclamation mark. 

The narrator’s elder brother has very few lines in the story, so 
we cannot compare his speech with Risuke’s in any detail, but it 
seems to be more standard, and has thus been rendered that way 
in the TT. 
 
a. lexis 

i. rough and colloquial speech, including contractions: “[o]i, oi”, 
“ya”, “tumblin’” “[h]ow ’bout”, “[y]ep”, “pick ’em”, “I bet”, “d’you”, 
“ain’t” 
ii. imperatives: “[d]rop those grapes”, “listen, boy”, “[p]ick the 
brown ones” 
iii. set expressions: “past their best” (brother) 

 
b. structure 

i. repetition: “quick, come quick”, “pick ’em, pick ’em!” 
 
4. Child speech markers 
As has often been the case in real life, at least in previous 
generations, the boys model their speech on that of their male 
elders, which means they sound somewhere between the 
roughness of Risuke and the matter-of-factness of the elder 
brother. Their dialogue is simple both lexically and structurally, 
something which is not particularly difficult to emulate in the 
English. Here is one brief example. 
 
Table 1.5 
 

SST  DDirect  TTranslation  TTT  

 

“Because Risuke 
said the brown ones 
are good.” 

“’Cos Risuke told 
me the brown 
ones’re better.” 
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The abbreviation “’[c]os” and contraction “ones’re” certainly have 
their counterparts in Risuke’s speech, but it sounds suitably 
boyish coming out of the narrator-as-a-child’s mouth. And the 
alliteration of “brown” and “better” helps to cement the 
momentary sense of childish defiance. 
 
a. lexis 

i. simple vocabulary: “[y]es”, “[r]ight”, “[n]o, I don’t”, “[l]et’s go”, 
“[i]t’s fine” 
ii. colloquialisms and abbreviations: “ ’[c]os … the brown 
ones’re better”, “[y]ep”, “[h]ey”, “[i]diot!” 
iii. respect markers: “sir” 

 
b. structure 

i. simple structures: “It’s fine. We’ll be there soon”; “This 
means two mushroom mountains are all ours!”; “We’re going 
to get wet”; “It’ll be dark going home”; “It’ll be all right. 
Anyway, let’s start looking. The cliff must be nearby”; “Shall 
we go home?”; “Ohhh, you’re there!” 
ii. verbatim repetition: “I know where Nara-Watari is. … I 
know the way.” 

 
FFurther topics for discussion 

1. Identify all terms for flora mentioned in the ST and compare 
with their TT equivalents. What challenges do the terms present 
for the translator? What techniques have we used to translate 
them, and how effective are these techniques? 
 
2. Locate all instances of repetition in the ST. This includes 
verbatim lexical repetition, where the same word appears in close 
succession, and other kinds of repetition such as repeated 
structures and consecutive synonyms. Does the TT preserve the 
repetition or not? What translation techniques are used? How 
important do you think each instance of repetition is for the 
narrative? 
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3. The ST contains several one-sentence paragraphs, and in 
general dialogue and narration are put onto separate lines, as is 
normal practice in Japanese fictional prose. What are the 
paragraphing conventions in English, and what transformations 
have been made in the TT to conform to these? 
 
4. Make a list of culturally specific items (CSIs). How have you 
translated them? What about my translation? What techniques 
have we used to deal with them? How many general categories 
can they usefully be divided into? 
 
5. Choose one type of ST mimetic as outlined in the analysis above. 
Locate all the TT mimetics of that type in the table below, then 
compare the corresponding TT expressions. Write a short analysis 
of how I have translated the mimetics in each case. 
 
Table 1.6: ST Mimetics and their renderings in the TT 
 

SSource  TText  
MMimetic 

(enumerated by  
instance) 

IIsolated  SST  eelement  
aand general comments  

(katakana in 
CAPITALS) 

(emphatic elements in 
bbold)  

Target  Text  
(Translation) 

1. 1 kurukuru suru 1 and so horribly 
steep that 
peering down 
into the depths of 
the valley made 
your head spin 

2. 2 gizagiza ni natte 2 They stood out 
jaggedly from the 
red dirt. 
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3. 5 zuuutto 3 I had been 
eating wild 
grapes all by 
myself on the 
plain right down 
at the bottom of 
the valley 

4. 6 unto dekiru 4 How ’bout I 
take you to a 
great 
mushrooming 
place 

5. 1 chirachiracchirachira 
shite 

5 The shadows of 
the trunks 
flickered as we 
passed 

6. 1 dandan kugutte 
ikimashita 

6 We penetrated 
deeper and 
deeper amid the 
crooked black 
trunks. 

7. 1 zokuzoku 
shimashita 

5 I shook in 
amazement. 

8. 1 doshidoshi 
nagekonde iru 

3 One after 
another he threw 
white mushrooms 
into the sack. 

9. 7 bonyari shite iru 5 What are you 
dozing there for? 

10. 6 pitatto 
tomarimashita 

3 Risuke stopped 
abruptly 

11. 3 sorosoro to … 
tsukidashimashita 

3 slowly pushing 
me to the edge of 
the cliff 
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12. 6 shiin to naru 1 my mind going 
blank 

13. 6 chiratto … 
mimashita 

7 I glanced down 

14. 1 kurukuru shite 1 my head 
spinning 

15. 7 bonyari 
kotaemashita 

2 I answered 
woozily 

16. 7 dokkari … suwatte 5 Risuke 
stretched out his 
legs and plonked 
down on the 
ground 

17. 6 “HOU.” to 
sakebimashita 

1 I followed with 
my own bundle, 
yelling out in 
high spirits. 

18. 6 un to totte kite 4 This year I’m 
going to pick 
loads of white 
ones 

19. 7 hakkiri shimasen 
deshita 

4 my memory of 
the location itself 
vague 

20. 1 dokadoka suru 1 the thought of 
filling these to 
the brim set my 
heart pounding 

21. 1 giragira hikatte 5 the sunshine 
glared 

22. 1 KASAKASA itte 7 a wind rustled 
them 
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23. 1 zunzun nobotte 
ikimashita 

4 we made rapid 
upward progress 

24. 6 zuuutto narete ite 3 Keijirō was 
actually much 
more experienced 
at climbing 
mountains than 
me. 

25. 7 sukkari hanashite 
kita 

3 On the way 
there I had fully 
explained what 
had happened 
the previous 
year. 

26. 4 POTSURIPPOTSURI 
to yatte kimashita 

8 opened up on 
us with big fat 
drops 

27. 1 dandan mashite kite 3 The raindrops 
gradually 
increased 

28. 6 ZAATto yatte 
kimashita 

9 until they made 
a roar as they fell 

29. 1 PACHIPACHI nari 5 They splattered 
against the oak 
leaves 

30. 3 POTAPPPOTATTto 
kikoete kita 

5 plopped from 
them in huge 
pendant drops 

31. 6 patatto 
yamimashita 

8 The rain was 
over as abruptly 
as it had started. 

32. 6 satto ochite 
kimashita 

7 Then the 
sunlight struck 
us again. 
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33. 1 kirakira hikatta 2 The oak leaves 
shone brilliantly. 

34. 6 gikutto shite 10 I was caught 
off guard—I 
stretched out a 
hand and 
brought Keijirō to 
a sudden halt 

35. 5 HOU 11 “Ohhh, you’re 
there!” 

36. 3 gosogosoggoso ttto 
tsubuyaku 

12 But all that 
came back in 
reply was a dry 
muttering and 
murmuring. 

37. 1 dondon orimashita 5 We scrambled 
down the 
mountain, our 
baskets in tow. 

38. 1 dondon orimashita 13 We were silent 
as we descended. 

39. 1 dondonddondon 
nigemashita 

6; 1 we ran, ran, 
ran, as fast as 
our legs would 
take us 

40. 3 hahhhahhha to warafu 11 A voice 
seemed to laugh 
behind us—
HAHAHA. 

 



CHAPTER 2 

 

YOKOMITSU RIICHI, “AKAI KIMONO” 
  
 
 

Introduction 

Yokomitsu Riichi (1898–1947, born Yokomitsu Toshikazu) and 
his contemporary Kawabata Yasunari (1899–1972) made a name 
for themselves as exponents of the Shinkankaku-ha, or 
New Sensationalist school, a modernist literary movement 
inspired by the European avant-garde of the 1920s that marked 
the beginning of the Showa period in Japanese literature. 
According to Encyclopedia Britannica, “[i]n opposition to the 
autobiographical legacy of naturalism and the social pleading of 
proletarian literature, Yokomitsu developed an aesthetic of 
sensual impressions presented in fresh, startling ways” (1980, vol. 
X, 823–24). 

Riichi was born at a hot-spring inn in Fukushima, owing to his 
father’s job with a local railroad, then moved around as a young 
child, following his father’s work. When his father moved to Korea 
for business when Riichi was six, his mother took him and a 
younger sister to live in her hometown in Mie Prefecture, and he 
spent the rest of his childhood there and in Shiga Prefecture. At 
high school, he read Natsume Sōseki and Shiga Naoya, as well as 
Dostoyevsky in translation. His first stories were published at the 
age of 18. He is probably most known for his novel Kikai 
(Machine, 1930), which documents the lives of factory workers. 

This short story was first published in 1924, when Yokomitsu 
was 26, under the title “Akai iro” (Red Colour), and then 
republished as “Akai kimono” later the same year. While it surely 
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draws on Yokomitsu’s experiences in small-town Japan, the story 
is not particularly autobiographical in its familial details (it 
seems pure coincidence that Riichi was born at a hot-spring resort, 
for example), unlike Kenji’s story, and, alone among the works 
treated in this book, is written in the third person. Another 
narrative feature that distinguishes it from “Tani” is that, while 
the focaliser (the source of thoughts and perceptions) for most of 
the story is the young boy Kyū, the narrator briefly appears to 
enter the minds of both one of his sisters and the woman guest. 
Furthermore, the fact that the story, and life, go on after Kyū’s 
untimely death as if nothing had happened evokes the dispassion 
of the world at large in the face of tragedy. This representation of 
a detached, ultimately omniscient viewpoint is perhaps 
Yokomitsu’s modernist challenge to the inherent self-centredness 
of the wave of I-novel shishōsetsu that had preceded it. Despite 
the absence of references to industrialisation, this story’s 
treatment of viewpoint attests to the fact that it is the most recent 
work in our collection. 

Despite this interesting, if very circumscribed, shuffling 
among multiple perspectives (a nod to the so-called ‘perspectivism’ 
that modernists saw as demonstrating the instability of perceived 
reality), the most strikingly modernist aspect of the story is its 
attempts at psychological realism. It paints a rich portrait of the 
internal workings of Kyū’s mind—all the more so with an ending 
that transcends his very existence. Kyū is certainly still 
immature—he is probably no more than six years old, unless he 
has been excluded from school due to poverty or some other 
barrier—yet the way his fascination with entertaining the little 
girl in the red kimono is portrayed points to a sense of agency and 
self-awareness that many at the time would have been considered 
unattainable for a child. His desire to make an impression on 
another person is so great that it inadvertently costs him his life; 
the desire itself bespeaks the formation of a true individuality, 
but his inability to curb it reveals the limits to his inchoate 
personality. The two stylistic aspects contributing to this 
psychological portrait that we shall focus on here are structural 
parallelisms and figurative language. 



“Akai kimono” by Yokomitsu Riichi 57 

EExercise 

Translate the story into English, paying special 
attention to parallel structures and figurative language. Then 
compare your translation to mine. 
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+++++ 

 
1  is as in the original. 
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RRed Kimono 

The village lamplighter, his job done, was going home in the rain. 
Under the glow of the votive lantern, rain drummed on the nashi 
flowers. 

Kyū stared into the darkness. The pleats in the lamplighter’s 
raincoat picked up the light. The glinting straw of the coat receded 
into the distance and then vanished. 

“There’s going to be an awful lot of rain tonight. Please take 
care out there,” Kyū’s mother said, bowing to the departing guest. 

“Yes, I shall. Well, thank you for everything.” The guest 
headed out on the next journey. 

It made Kyū sad when it rained. The mountains beyond would 
be hidden in cloud. Water pooled in the street. The river roared 
and ran muddy. Dead trees would wash from the mountains.  

Kyū rested his cheek against a wooden post and began singing. 
“Oh rain, oh rain, don’t pour down so, 
The bugs in the roof will cry, you know.” 
Two travellers wearing straw raincoats passed in front of the 

house. The bugs in the roof must look just like the straw on these 
bedraggled travellers, Kyū thought. 

The drumming of the drops falling from the eaves quickened. 
Now Kyū worried how the carp in the pond were faring. 

“Oh rain, oh rain, don’t pour down so, 
The bugs in the roof will cry, you know.” 
Out of the darkness rose the loud voice of a rickshaw puller 

talking with his customer. Then, its canopy shaking the leaves of 
the paperplant growing by the gate as it passed, the rickshaw 
pulled up and the driver deposited its twin shafts at the stone step 
of the entranceway. A woman and a little girl got down from the 
rickshaw. 

Kyū’s mother sat in formal seiza under the clock in the 
entranceway to greet them. “Welcome! My, what a lot of rain we 
have had this evening! Please, come in. Oh, what a pretty little 
dear you are!” 
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The girl glanced sleepily in Kyū’s direction. Her kimono was 
bright red. Kyū’s mother led the woman and the girl upstairs to 
room number five. Kyū, eyeing the girl, made to follow them up. 
“Oh no you don’t! Back downstairs!” his mother chided. 

Kyū chewed at his fingers and stood at the bottom of the stairs. 
The arrival of the two guests sent the kitchen of the humble 
country inn into a frenzy of activity. 

Kyū’s sisters’ voices rang back and forth: “Is there any mitsuba 
parsley?”—“Oh, we’re out of eggs. Sister, we’ve run out of eggs!” 
The copper kettle in the dining room steamed away loudly.  

Kyū had gone back out under the eaves and stood looking into 
the darkness. A courier returned from a trip to the town centre, 
his lamp glowing. Soaked to the skin, a dog hung its head, passing 
beneath the lantern like a shadow. 

The inn-folk ate their supper late. As soon as he had finished 
eating, Kyū became sleepy. He rested his head in his sister’s lap 
and regarded his mother’s straggling hairs. His sister was in low 
spirits. She still hadn’t received a letter from her husband. After 
a while, a hazy image of the little girl’s red kimono floated into 
Kyū’s head. And with that he fell asleep. 

The next morning Kyū woke up earlier than usual. It was still 
raining. The roofs of the houses had a cold wet sheen. The 
chickens were clumped in one corner of the garden. 

Getting up, Kyū went straight upstairs. He peered in through 
the tear in the flimsy paper-panelled door of room number five 
and saw side by side the heads of the two guests, sticking out of 
the tops of their futons with their coiffed hair—it didn’t seem the 
pair would be waking any time soon. 

How Kyū wanted to wake the girl. He had a great talent for 
amusing children. He began pacing back and forth in front of their 
room, something he only did when children stayed. Then he 
started singing in a small voice. When he next stole a glance into 
the room, the woman alone was awake. She slid the shōji panel 
open, still in her nightgown. 

“Hello, little fellow, I still need to get my beauty sleep, you 
know, so would you be a good boy and go somewhere else?” 
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Kyū continued looking up at the woman, blushing a little, and 
leant against the handrail of the stairs. 

“Isn’t she going to wake up yet?” 
“She will soon. Please play with her when she does wake up, 

would you, little fellow?” 
The panel slid closed, and Kyū made his way downstairs in 

silence. His mother was washing greens in front of the oven. Kyū 
went outside and crossed the garden on the stepping stones to see 
the carp in the pond. They were silent, hidden among the 
waterweeds. He stuck just a fingertip into the water. Fine drops 
of rain began to collect in his eyebrows. 

“Kyū. You’ll get wet. Kyū, the rain!” said his sister. 
When Kyū went back to check on room number five a second 

time, the girl was already dressed in the red kimono from the 
night before, her mother feeding her. As she brought her mouth 
up to the tips of her mother’s outstretched chopsticks, Kyū’s 
mouth too opened wide on the other side of the shōji panel, beyond 
the gaping hole. 

It struck him that he hadn’t yet eaten himself. He went 
downstairs, but his breakfast wasn’t ready. He went out the back 
and looked up at the raindrops dripping from the eaves. 

“Oh rain, oh rain, don’t pour down so, 
The bugs in the roof will cry, you know.” 
The muddy river was swollen with the rain. A draught horse 

was pulling a cart over the bridge. The schoolchildren’s little 
oilpaper umbrellas ranged into the distance. He longed to be 
carrying a boxed lunch beside them, and then singing along to an 
organ at school. 

“Kyū, breakfast,” his sister called. 
In the dining room, the steam was rising from the rice piled up 

in his bowl. Green vegetables swam in a broth. He took up his 
little chopsticks. But remembering the girl upstairs, he put them 
down again and stuck out his mouth towards his mother. 

“What is it?” his mother asked, looking at his mouth. 
“Rice.” 
“What are you on about!” 
“Riiice!” 
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“It’s right in front of you!” She began eating her own. Kyū drew 
in his chin and sulked a little, but then stopped moaning and 
picked up his chopsticks. The vegetables languished tearily in his 
wooden bowl.  

When Kyū looked in on room number five for the third time, 
the girl had a zabuton cushion on her head and was shaking it 
from side to side. 

“Little miss!” Kyū called from the passageway. 
“Please come in,” the woman said. 
Kyū slid open the shōji and stood in the doorway for some time 

with his hand on the panel. The girl came up to him, going ah-ah 
as if trying to say something, and thrust the thin cushion against 
his chest. Kyū took the cushion and put it on his head as the girl 
had done. 

“Hee-hee-hee-hee!” the girl laughed. 
Kyū began to shake his head about. He screwed up his face and 

stuck out his tongue. Then he opened his eyes wide and shook his 
head again. 

The girl shrieked with laughter. Kyū tumbled down on the 
floor and rolled towards her feet. 

Still laughing, the girl grabbed her mother’s shoulder as she 
sat writing a letter, babbling ah-ah to her. The woman glanced at 
Kyū. “My, how funny you are, my boy.” Then she busily turned 
back to the letter she was writing to her former lover. 

The girl went back to Kyū and hit him in the head. 
“Ow!” said Kyū. The girl laughed and hit him again. “Ow! Ow!” 

Each time he was hit, Kyū struck his own head too as he cried out. 
“Ow! Ow!” 

At her continued laughter, Kyū whacked himself in the head 
with ever greater abandon and yelled “Ow!”. In turn, she tried to 
mimic his words—“O! O!”—and began to hit herself in the head. 

But this game needed to come to an end. Kyū switched to 
imitating a dog, barking loudly and rushing at her shins. The girl 
looked scared and gave his head a whack. Kyū at once rolled over 
on his back. 

“Hee-hee-hee-hee!” the girl laughed again. 
Kyū rolled out into the hallway, still on his back. Delighted, 
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the girl followed. The more she laughed, the more Kyū was caught 
up in rolling over and over to draw out her laughter. His face was 
feverishly red.  

“Hee-hee-hee-hee!” Her incessant laughter made it impossible 
for him to stop. It drove him to the stairs at the end of the hallway. 
But that only fanned the flames of his fervour. He rolled onto his 
back again and in that manner began descending the stairs. The 
hem of his kimono bunched up, exposing his small, white behind, 
he made his way down little by little, barking like a dog. 

“Hee-hee-hee-hee!” The little girl’s belly shook with laughter. 
But then, two or three steps down, Kyū lost control, and that little 
white behind tumbled down to the bottom of the stairs like a bird 
that had been shot. 

“Hee-hee-hee-hee!" The girl chortled in yet greater delight at 
the top of the stairs. “Hee-hee-hee-hee!” 

Hearing the ruckus, Kyū’s mother rushed over. “What 
happened, what happened?” She picked him up in her arms and 
shook him. His head lolled against her breast as she shook, his 
face blue. “Does it hurt? Where does it hurt?” 

Kyū did not answer, his eyes closed. 
His mother ran with him to the nearest doctor. The doctor took 

one look at Kyū’s face and said “Ah …” in a low voice. Kyū was 
dead. 

It was raining again the next morning. A wrecked raincoat lay 
over the courier’s cart as it headed into town. Rafts from the 
mountains were coming down the river. There was the sound of 
the metal rim of a keg of sake being hammered at some brewery. 
The woman guest was set to continue her journey that day. 

“Thank you for everything,” she said to Kyū’s mother, who was 
holding the little girl’s hand. 

“Well, all the best.” 
The girl in the red kimono disappeared under the hood of the 

rickshaw. The mountains were hazy with cloud. The raindrops fell 
unceasingly from the eaves. The postman tossed a hefty letter 
from her husband into Kyū’s sister’s mailbox. 

At dusk, the lamplighter came to Kyū’s family gate as always. 
The votive lantern had been filled with fresh oil, and below, amid 
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glistening leaves, the nashi flowers bloomed pure white.  
The lamplighter moved on silently to the next house. 

 
+++++ 
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CCommentary 

A brief note first about translating the title. Nouns standing on 
their own, or near enough, as the title of a story is a feature 
common to both Japanese and English literature. However, one 
difference is the use of articles, which rarely feature in Japanese 
(save the odd sono or aru), but which are a common feature of 
English, particularly the definite article ‘the’. For , ‘The Valley’ 
seemed quite fitting, indeed, but seemed a little less 
definite—rather vague, in fact. While the little girl wears a red 
kimono when she arrives at the inn, stoking Kyū’s interest, and it 
looms in his dreams, his is partly a story of unfocused yearnings, 
and the kimono a symbol of them. Thus I chose to omit the article 
altogether. 

Issue 1: Parallelism 

Parallel structures are not confined to literature, but their 
frequent appearance is an example of the so-called ‘deviant’ use 
of language—it is deviant in that form adds an additional level to 
the content, foregrounding it in a way that language structure 
normally does not. While Japanese and English have markedly 
different syntax (SOV versus SVO clause structure, for example), 
they both create parallelisms through syntax, often in quite 
similar ways. 
 
1. Structural parallelism 
a. folksong 
The two lines come from a children’s song that has apparently 
appeared in various guises throughout Japan. It is intoned three 
times during the story as a kind of refrain. Below is one 
traditional version of the lyrics, followed by the story version. 
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TTraditional  ssong  llyrics DDirect  ttranslation  

2
Rain falling heavily, don’t fall! 
The mountain birds will cry! 

 
SStory  vversion   

Ame, konkon furunayo. 
Yane no mushi ga naku zo yo. 

“Oh rain, oh rain, don’t pour 
down so, 
The bugs in the roof will cry, 
you know.” 

 
Rhyme is not a regular feature of Japanese verse, be it classical 
poetry or pop-song lyrics, so the repetition of yo at the end of each 
line (along with the emphatic zo) is probably more about emphatic 
assonance and meter, and the appearance of (identical) rhyme is 
coincidental. English, however, has a longstanding tradition of 
rhyming verse, thus I have rhymed ‘so’ with ‘know’ in a couplet. 
(My original translation read: 
 
“Don’t  pour ddown in bbuckets, oh rrain. 
The bbugs in the rroof will ccry oout in ppain.” 
 
Here, too, we see end rhymes, of ‘rain’ with ‘pain’—but the first 
line doesn’t scan well, partly because of the uneven meter 
(accented syllables in bold).) 

The repetition in the ST doesn’t end there. The mimetic 
konkon “heavily” (DIEJ, 691) is a reduplicative form, the doubling 
emphasising the extent of the snowfall, as well as potentially its 
continuous nature. My initial translation “in buckets” covered the 
sense of ‘heavily’ with an idiom, which as noted elsewhere is often 
a good way to express the power of a Japanese mimetic; but it fails 
to capture the repetition, which is why I rephrased the whole line, 
introducing repetition in “Oh rain, oh rain” (the repeated call to 
the addressee being a common feature in English nursery rhymes 
that apostrophise (directly address) something or someone), and 
shifting the sense of ‘heavily’ to the adverb “so” at the end of the 

 
2 Source: https://renyanko.amebaownd.com/posts/613629. 
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line. This also has the advantage of setting up a rhyming 
diphthong /oʊ/ in “so” and “know” that is similar to the ST /o/ of 
zo/yo (although these are of course not diphthongs). 

In terms of prosody, it is interesting that some versions of the 
ST make the first vowel of ame and yane (which obviously share 
the same vowel sounds) long vowels (  and  respectively) 
(Terasoma 1999, 226).3 Vowel lengthening (if not, however, the 
jarring combination of hiragana and katakana orthography that 
was a feature of the times—see  elsewhere in this story) is 
common enough in children’s songs and other folk music, but it 
has the effect of balancing the number of morae (phonological or 
rhythmic units) in each line. For example, aame plus the caesura 
of the comma after it would count as four morae, which matches 
the four of konkon and improves the rhythm of the line. Metricality 
is not as important a feature in Japanese verse as it is in English, 
since English consists of accented and unaccented syllables, while 
Japanese instead makes use of intonation patterns for speech 
inflection. Thus in my translation I have attempted to create a 
regular meter, consisting of four iambic feet in the first line (that 
is, iambic tetrameter). An iamb, or metric foot, often considered the 
‘natural’ rhythm of spoken English, consists of one unaccented 
syllable followed by one accented syllable, hence: 

 
Oh rrain, / oh rrain, / don’t ppour / down sso 
 
The prosody of the second line is the same except for an anapaest 
in the second foot, consisting of two unaccented syllables and one 
accented syllable (underlined): 
 
The bbugs / in the rroof / will ccry, / you kknow 
 
Overall, the two lines scan well, which is important given that the 
same verse appears three times in the story.4  

 
3 Terasoma notes that in some cases the first vowels of furu and mushi 
are also doubled. 
4 One of my students suggested the nursery rhyme “Rain rain go away, / 
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b. repetition 
i. the verse 
We should begin our discussion of repetition by considering the 
author’s placement of the above verses in relation to the narrative. 
Prior to the verse’s first appearance, Kyū is sad about the rain 
and its effects on the surroundings. He actually sings the verse 
out loud, his cheek against the wooden pillar of the terrace around 
the inn. Watching two people walk past in straw raincoats, he 
thinks to himself that the “bugs in the roof must look just like the 
straw” on the travellers. Kyū’s daydreaming simile bridges the 
children’s song and the real-live people in front of him, as he 
imagines their straw is the veritable bugs in the roof—and both 
wretchedly wet with the rain. This is our first indication of Kyū’s 
capacity for empathy, immediately affirmed by his concern for the 
welfare of the pond carp, which prompts his repetition of the 
refrain. 

The next morning, the rain continues to fall, and Kyū goes out 
in it, impatient for the little girl to wake up, prompting concern 
from his sister that he will get wet. A second visit to the room 
where the girl is staying reveals her mother is feeding her 
breakfast. He goes down again for his own breakfast, but it isn’t 
ready. (There is repetition—re-enaction—too, in the way his 
mouth moves in imitation of the little girl’s as she eats, and in 
how later he longs for his mother to feed him in the same way, in 
a comforting regression to infancy.) He goes out the back of the 
inn and looks at drips falling from the eaves, once more repeating 
the refrain. Then his gaze extends out to the pupils heading for 
school, and he longs to join them. 

This verse thus conveys Kyū’s mixed feelings about life—both 
its humour and pathos. The rain, a force of nature, is implacable 
to such supplication, yet he continues to plead for the poor bugs 
in the roof. And the bugs, themselves personified, cry like infants 
in the face of the cruel indifference of nature. (The verb , to 

 
Come again another day”, which has elements of parallelism as it is a 
rhyming couplet with a strong trochee-based rhythm, and repeats “rain”. 
The downside is that it doesn’t contain any references to insects. 
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be sure, is specific to the cries of birds and insects, but it is a 
homophone of , used for crying humans, and given that these 
are lines of a song that is sung rather than read, it is reasonable 
to infer that many listeners will imagine the bugs crying 
disconsolately at the rain’s onslaught.) Yet at the same time there 
is a grotesque ridiculousness to the verse that typifies a children’s 
song. The simultaneous poignancy and grotesquery in a way 
foreshadow the silly accident where Kyū, in attempting to 
entertain the little girl by pretending to be a dog, falls down the 
stairs, his “little white behind” tumbling down “like a bird that 
had been shot”. Kyū in his indignity is doubly likened to wild 
animals here, and the whiteness of his behind is perhaps even 
reminiscent of the etiolated pallor of a pupa—a bug raised under 
the darkness of the roof. He was just starting to emerge as a 
person in his own right, and all that potential for metamorphosis 
into an adult is tragically, laughably, snuffed out by a momentary 
misstep.5 
 
ii. verbatim repetition 
1. utterances 
We shall explore metaphorical linkage in more detail in section 
two. For now let’s stay with examples of parallelism. The second 
major instance involves the little girl’s attempts to speak, which 
come out as “Ah, ah”. She says this first to Kyū and 
then to her mother. Kyū echoes it back to her when she hits him 
on the head, and he says “Ow!”, and then doubles his 
response when she hits him again, laughing. He elicits more 
laughter from her when he hits himself in the head and repeats 
the cry of pain. (Later this cry of mock pain is echoed by his 
mother’s frantic question to her insensate son:

 
5 The equation of humans and animals, particularly the motif of insects, 
prefigures the language of Nobel laureate Ōe Kenzaburō in his novella 
Shiiku (  (1959), translated variously as The Catch and Prize 
Stock), where the village children in the backwoods of Shikoku are 
likened to silkworm pupae and other creatures, and run wild with their 
dogs. That fiercely sensuous novella portrays an amoral world similarly 
indifferent to individual humans’ plights. 
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. In my translation I have shifted the repetition to the boy’s 
name: “Kyū, Kyū, where does it hurt?”) The girl is unable to copy 
him exactly, but tries her best, saying “O! O!” (As is 
typical of toddlers, she doesn’t catch, or is unable to pronounce, 
the first and last elements of itai, leaving only ta. Kyū decides to 
change tack, imitating a dog’s woof-woof: . It is at 
this point that the girl launches into peals of laughter:

“Heeheeheehee.” She repeats this three more times 
before Kyū has his accident. Then, unaware of his fate, she laughs 
once more. The final peal of laughter is inadvertently cruel, but 
the final repetition marks the cruellest of narrative ironies. When 
Kyū’s mother rushes his limp body to the doctor, the doctor 
responds to the blue face with a single . The sequence of 
utterances began—was incited, one could say—with the little 
girl’s first ah, and ends with the doctor’s ah of resignation 
regarding Kyū’s fate. What in one context expresses the delight of 
a young child, beginning its life’s journey, in another conveys the 
world-weariness of someone accustomed to seeing death. With a 
single sound—perhaps humanity’s most basic—Yokomitsu is 
making a comment on the implacability and capriciousness of life.6 

The slight difficulty for the translator is that the particular 
sonic effect of —the catching of the breath—can’t be directly 
conveyed in English. The , or chiisai tsu, encodes a glottal stop 
(  sokuon, /q/ in the IPA) that is common in Japanese, and can 
usually be romanised by doubled medial consonants (e.g.,  
kitte ‘stamp’), but such romanisation is not possible at the end of 
a word, particularly one ending with a vowel. Thus “ah” doesn’t 

 
6 I also sensed in the story a distorted echo of the a–un polarity at the 
heart of Buddhist conceptions of life and death. Every Shinto shrine in 
Japan has before its entranceway two stone koma-inu ( , ‘lion-dogs’), 
one with its mouth open and the other closed, representing the Buddhist 
conception of the first breath one draws at birth (a) and the last one 
breathes at death (n), coincidentally the first and last morae in the 
Japanese phonemic syllabary (originally a and um in Sanscrit). The little 
girl, at the start of her life’s journey, says , while the doctor 
unwittingly marks the premature end to Kyū’s journey with his own 

 rather than un. 



“Akai kimono” by Yokomitsu Riichi 79 

convey this sense of a sound being cut off, which expresses the 
doctor’s shock, as much as his resignation, at the sight of Kyū’s 
lifeless visage (and could even be interpreted as representing the 
abrupt truncation of Kyū’s life in the ‘terminal’ glottal stop). I 
have attempted to at least emphasise the doctor’s resignation 
with ellipsis dots and the emphatic nature of the utterance with 
italics: “Ah …”.7 
 
2. other verbatim repetition 
Returning to the scene where Kyū attempts to gain favour with 
the girl through his antics, apart from the utterances (five 
instances of , two of and two of ), the verb 
tataku ‘hit’ is especially prominent in the description of the action: 
 
Table 2.1 
 

SST  TTT  
The girl went back to Kyū 

and hit him in the head. 
“Ow!” said Kyū. The girl 

laughed and hit him again. 
“Ow! Ow!” Each time he was 
hit, Kyū struck his own head 
too as he cried out. “Ow! Ow!” 

At her continued laughter, 
Kyū whacked himself in the 
head with ever greater 
abandon and yelled “Ow!”. In 
turn, she tried to mimic his 
words—“O! O!”—and began to 
hit herself in the head. 

But this game needed to 
come to an end. Kyū switched 
to imitating a dog, barking 

 
7 The terminal glottal stop rendered in katakana is also used when Kyū’s 
mother expresses her irritation with him: . 
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loudly and rushing at her 
shins. The girl looked scared 
and gave his head a whack. 
Kyū at once rolled over on his 
back. 
 

 
The simple past  appears three times, the participial form 

 twice as part of a longer verb structure, the non-past 
passive  once, and a compound past-tense form 

 once. The overall effect of these verbatim and close-form 
repetitions is a sense of growing mania: Kyū is compulsively 
responding to the girl’s actions, and while he realises the hitting 
must come to an end, his behaviour grows ever more reckless, 
culminating in the accident that kills him. 

As I mentioned in the introduction to this book, while 
repetition, both lexical and structural, plays a significant role in 
English literary style, English doesn’t tolerate verbatim 
repetition to the extent that Japanese does. Japanese tends to 
encourage some of the work towards cohesivity of discourse to 
occur in the mind of the reader—typical of a so-called high-context 
language—and hence avoids substituting pronouns for nouns, 
preferring to remove explicit subject and object markers when 
these can be deduced from context. However, when a 
subject/object must be repeated—to disambiguate, for example—
it tends to be repeated in full, as the same noun. This leads to 
verbatim repetition. Interestingly, however, this tolerance of 
verbatim repetition also seems to extend to verb forms, as we can 
see in the above example. One posited reason is that Japanese has 
fewer verb synonyms than English, tending to supplement basic 
verbs with adverbial modifiers, particularly mimetics. Thus, for 
instance,  can mean either ‘laugh’ or ‘smile’, and while 

 hohoemu explicitly means ‘smile’, warau is usually supplemented 
with an adverbial mimetic: geragera warau, kusukusu warau, 
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putto warau and so on. 
In this case, there are verb synonyms for tataku, such as  

utsu, but none is used; instead tataku is indeed supplemented 
adverbially in a number of ways, and in two cases through 
combination with other verbs: 

 
Table 2.2 
 

SST  DDirect  ttranslation  TTT  
1.
2.
3.

4.
5.

 
6.
7.  

hit once 
hit again 
each time (he) was 
hit 
tried hitting 
hitting smack-
smack 
 
began to hit 
hit hard 

hit 
hit … again 
[e]ach time he was 
hit 
struck 
whacked … with 
ever greater 
abandon 
began to hit 
gave … a whack 

 
I have used the most basic word “hit” four times, but have also 
used “struck”, “whacked” and “gave … a whack” (which 
particularly emphasises the childishness of the action). There is 
only one mimetic adverbial used to supplement the ST, and I have 
tried to capture the sonic effect of the reduplicated pishari-pishari 
in two ways: through the mimetic, emphatic verb “whack” and the 
adverbial-phrase intensifier “with ever greater abandon”, where 
“ever” is meant to evoke the multiplicity that pishari-pishari’s 
form implies. 
 
iii. motifs 
Apart from the multiple references to bugs, the other obvious 
repeated motif is the rain, which continues for three days flat, 
extending in both directions beyond the temporal span covered by 
the story. Rain makes life difficult for travellers, with their 
largely ineffective straw coats and oilpaper umbrellas. It turns 



Chapter 2 
 

82 

the dishevelled dog into a slinking shadow and stills the carp in 
their pond. But its main negative quality is that it is unrelenting. 
It is a symbol of the mercilessness of life. At story’s end, Kyū is no 
longer there at the eaves to observe it, no longer there to worry 
about its effects on the veritable bugs in the roof, and yet still it 
falls. 

A human avatar of indifferent nature is the lamplighter, who 
goes about his task at the end of the story in exactly the same way 
as he started, and the votive lantern that he lights—an item 
presumably bought in offering to an adjacent shrine or temple—
has elicited no mercy for Kyū from the gods. There has been 
renewal, in that the lamp oil has been replenished, but it is 
representative of a macro-scale renewal that has no place for any 
particular individual. 

Similarly bookending the story is the rote exchange between 
host and guest on the latter’s departure. The departing guest at 
the beginning says , and the next departing guest, 
the mother of the little girl, says 

, as if the boy’s death had never occurred. (Whether she 
was aware of the seriousness of the event or not is not made clear.) 

IIssue 2: Figurative language 

Suggesting the universality of metaphor and its forms, Japanese 
and English both employ the broad categories of metaphors (  
in-yu, literally ‘hidden metaphor’), similes (  chokuyu, 
literally ‘direct metaphor’) and personification (  gijinka). 
However, as usual the emphasis differs somewhat between the 
languages. English makes more extensive use of metaphors, 
where, using Pierce’s terms, the signifier, or metaphorical image, 
stands in for the signified, the thing or idea that is implied by the 
signifier. Japanese appears to prefer to make the connection 
between signifier and signified more explicit, which is why simile 
(with its linking particle ‘like, as’) is used more. 
English’s preference for metaphors has implications for literary 
translation: as suggested in Chapter 1, sometimes a metaphor 
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will replace a simile, and perhaps even a mimetic expression. 
The easiest way to look at the use of figurative devices in the 

ST and TT is to compare them in tables. As similes are the most 
common device in “Akai kimono”, we shall begin with them, before 
proceeding to metaphors and personification (which, in comparing 
inanimate objects, natural phenomena, and animals to people, is 
of course a sub-group of metaphors). 
 
1. Similes 
 
Table 2.3 
 

SST  TTT  TTT  ddevice  
(1) 

 

The bugs in the roof 
must look just like the 
straw on these 
bedraggled travellers, 
Kyū thought. 

simile 

(2) 

 

Soaked to the skin, a 
dog hung its head, 
passing beneath the 
lantern like a shadow. 

simile 

(3) 

 

It drove him to the 
stairs at the end of the 
hallway. 

metaphor 

(4) 

 

that little white 
behind tumbled down 
to the bottom of the 
stairs like a bird that 
had been shot 

simile 

 
(1) uses the structure noun+no yō na+noun+verb (dir. ‘making a 
shape like the straw’), which I translate as “look … like the straw”. 
This reminds us that verbs involved in similes in English are not 
confined to the copula (A is like B; or A is as X as B); they include 
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‘look’, ‘sound’, ‘taste’, ‘smell’, ‘seem’, ‘appear’, ‘run’, and many 
others. Indeed, in (2), I translate  
directly as “passing … like a shadow”. (2) to (4) have the same 
structure, noun+no yō ni+verb, the no yō ni part being an 
adverbial structure that corresponds directly to ‘like+[noun 
phrase]’ in English. This structure can thus often be translated 
virtually intact into English, as in (2) and (4). However, in (3) I 
have chosen to replace the simile with a metaphor because it 
seems ungainly to keep the original structure. A direct translation 
of the underlined portion of (3) would be something like ‘As if he 
were driven by the laughter’. There is nothing especially wrong 
with this, but it is undeniable that “[i]t drove him” has more 
impact, both because of the removal of the comparative ‘as if’ and 
the conversion of the passive to the active voice. Thus the 
advantage of a metaphor is that it is more concise than a simile 
while making the same comparison, and as we know, concision is 
the friend of narrative impetus, something of considerable 
importance in this climactic scene in the story. 
 
2. Metaphors 
a. regular metaphors 
 
Table 2.4 
 

SSTT  TTT  TTT  ddevice  
(1) 

 

His sister was in low 
spirits. She still 
hadn’t received a 
letter from her 
husband. 

different 
set 
metaphor 

(2) 

 

After a while, a hazy 
image of the little 
girl’s red kimono 
floated into Kyū’s 
head. 

set 
metaphor 
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(3) 

 

the heads of the two 
guests, sticking out of 
the tops of their 
futons with their 
coiffed hair 

Ø 

(4) 
 

His face was 
feverishly red. 

set 
metaphor 

(5) 
 

But that only fanned 
the flames of his 
fervour. 

different 
set 
metaphor 

 
(1) is technically an idiom in that , literally ‘to sink’, is used 
figuratively to indicate emotional depression. In English we can 
of course talk of a ‘sinking feeling’ and of one’s ‘heart sinking’, but 
‘to be in low spirits’ seems the idiom closest in meaning. Similarly, 
in (5), the set expression  ‘warm to (something)’ seems 
like a weaker version of ‘pour oil on the fire’, and I decided to play 
up the pyrogenic qualities of the scene by translating it as the 
intense (and alliterative) “fanned the flames of his fervour”. The 
set metaphor in (2), of an image floating into one’s head, is also 
shared by both languages, as is the idea of being emotionally 
feverish rather than actually ill with fever, as in (4). This leaves 
an unusual expression in (3),  (literally ‘head turnip’), 
which appears to arise from the historical equating of heads and 
turnips. It seemed prudent to ignore the allusion entirely in my 
translation. 

Overall, it is interesting to observe that set metaphors are 
dominant in the ST; it is largely left to similes (and 
personification below) to blaze new territory in figurative 
comparison. 
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b. personification 
 
Table 2.5  
 

SST  TTT  TTT  ddevice  
(1) 

 
The bugs in the roof 
will cry, you know. 

personification 

(2) 

 

The vegetables lan-
guished tearily in his 
wooden bowl. 

personification 

 
As I have already noted above, in (1) the  of the bugs is 
written with the character for ‘call’ rather than ‘cry’, as in 
response to sadness, but it is a homophone of , the character 
used to express human crying. In rendering it as “cry”, the sense 
is more likely to be read as ‘weep’ rather than ‘cry out’ or ‘call’, but 
the ambiguity, and hence potential, of the word remains, so I 
consider this an adequate translation. In (2) the vegetables are 
indubitably depicted as crying, however metaphorically this must 
be taken. The meaning of , however, can be taken either 
literally or figuratively: as ‘drooped’ or ‘were dejected’, 
respectively. I have again chosen to enhance the personificatory 
potential in the expression by rendering it as the decidedly human 
“languished”, which has the added advantage of suggesting the 
physicality of ‘droop’ as the same time as the ennui found in a 
human subject. 

Furthermore, I have slightly enhanced the humanistic 
qualities of the vegetables by translating 

as “the vegetables swam in a broth”, where a more 
literal translation of the underlined verb would be ‘floated’, which 
sounds less clearly human-like an action than ‘swim’. 
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FFurther topics for discussion 

1. Culturally specific items (CSIs). Locate the terms specific to 
Japanese culture in the ST and compare how your and my 
translations dealt with them. See Chapter 3 for a detailed 
analysis of CSI translation strategies. 
 
2. Point of view. How do you feel about the brief forays into the 
minds of Kyū’s sister and the older female guest, and the absence 
of the main character at the end, with the world continuing on as 
usual? Do you think these techniques are modernist in 
challenging the idea of objective reality and the necessity for a 
consistent focaliser in a literary text, or did you find them jarring? 
 
3. Register. Do our translations distinguish between the polite 
language used between host and guest, and the informal language 
used within the family at the inn? What techniques do we use to 
do so? 



 



SSECTION 2 

PLACE 
 
 
 
Writers often use geography not only as a physical anchor for 
their stories but also as a symbolic, outward manifestation of 
psychological interiors, both of their characters and their 
narrators. We have already seen such ‘landscaping’ to some 
extent in the eerie cliffs of Kenji’s “Tani”. But at the minimum, 
depictions of place should evoke the atmosphere of the location to 
the extent that readers feel like they are present in the story 
world. The translator is tasked with reconstructing place from 
foreign-language constituents, rendering it foreign enough to 
distinguish it from the everyday world of the reader but familiar 
enough for the reader to make sense of it, both on a physical and 
an emotional level. This often involves adding supplementary 
information to place names, which may be as simple as an 
identifier such as ‘City’, ‘Park’ or ‘Island’. Too much explanation, 
as always, risks stalling narrative impetus. 

In the only essay in this collection, “Kyō ni tsukeru yūbe”,1 
Natsume Sōseki’s chilly Kyoto sojourn is somewhat forbidding to 
him as a visitor from hot-tempered Tokyo, though it is layered 
with bittersweet memories from his former trip there with his late 
friend Shiki. He dissects the city along both spatial and temporal 
lines, with a very modernist precision that is at the same time 
haunted by moments of hallucinatory stream of consciousness, 
making it somewhat reminiscent of Virginia Woolf’s treatment of 
the eponymous mark on the wall in the 1917 short story “The 
Mark on the Wall”. The challenge for the translator is thus to 
reconcile the psychological and physical dimensions of the piece, 

 
1 This is the correct romanisation, not “Kyō ni tsukeru yū”. 
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which almost seem to wrestle for dominance in its extended 
metaphorical passages. 

Tokuda Shūsei’s story “Aojiroi tsuki” depicts a rapidly 
changing modern Kobe of the 1920s, a place where new, chic 
holiday homes are displacing the old, dark pines on the coast, 
electric trains race the steam engines in increasing numbers, and 
electric lights are quickly replacing oil-burning lanterns. The 
rapid physical changes work to emphasise a generation gap 
between the older and younger characters in the story, one that 
leaves the narrator a plaintive figure at its conclusion. 

 



CHAPTER 3 

 

NATSUME SŌSEKI,  
“KYŌ NI TSUKERU YŪBE” 

 
 
 
Natsume Sōseki (1867–1916, born Natsume Kin’nosuke) is often 
considered Japan’s greatest writer of the modern period. He had 
an insecure childhood, temporarily adopted out after being given 
up by parents in straitened circumstances, and losing his birth 
mother and elder brothers at a young age. An excellent student of 
classical Chinese literature, he also had a precocious interest in 
becoming a writer. After befriending the haiku poet Masaoka 
Shiki in 1887 and receiving instruction from him, he took the 
penname  Sōseki, which means ‘stubborn’ in Chinese: this is 
the name by which he is customarily referenced in literary circles. 
It was on the strength of his poetry that Sōseki was sent to Great 
Britain in 1900 on a government literary scholarship. Though he 
reputedly disliked his time there, he was typical of Meiji-era 
writers in being deeply influenced by Europe (though maintaining 
in his theoretical studies the value of home-grown criticism), and 
became an accomplished literary translator. 

His first novel, Wagahai wa neko de aru (I 
Am a Cat), was a popular and critical hit in 1905. Some of his 
other most famous works were Botchan (1906), 

Kusa-makura (Grass Pillow, 1906), Sanshirō (1908), 
and Kokoro (1914). 
 
  



Chapter 3 92 

The present essay, a memoir-cum-city-profile, first appeared in 
the Osaka Asahi Shimbun in 1907, soon after Sōseki had given up 
a prestigious teaching post at Tokyo Imperial University (now 
Tokyo University) for an open position at the newspaper. Sōseki 
had made a name for himself as a literary theorist with his Theory 
of Literature ( , see excerpts in English in Bourdaghs, 
Ueda & Murphy, 2010, 51ff), based on his lectures at the 
university. Later in 1907, after the publication of “Kyō ni tsukeru 
yūbe”, Sōseki published his influential essay “Philosophical 
Foundations of the Literary Arts” ( , 1907): 
excerpts in English can be found in Bourdaghs, Ueda & Murphy, 
2010, 159ff). The present essay is in equal parts descriptive of a 
physical, historical place, Kyoto, and of the mind of the one 
observing it, namely Sōseki himself. The two modes meet in a 
number of remarkable sentences that are at once descriptions, 
extended metaphors, and explorations of mental phantasms: I 
refer to them collectively as ‘hybrid literal–figurative passages’. 
As Sōseki and his hosts rush ever further north across the city, 
Sōseki and his thoughts rush onwards across the psychological 
terrain of memory and conjecture, a palimpsest of his summer 
visit many years before with his friend Shiki, of his current early-
spring visit without him, and of all the cultural and literary 
associations of Kyoto he has accrued over a lifetime. 

Professor Sarah Frederick frames the remarkable literary 
temporospatiality of this piece in deliberately contemporary 
terms: 

 
[It] displays elements of what we find in digital maps, zooming in 
and out throughout narrative and attaching images and other 
sensory input to places. Sōseki attaches objects to locations to 
represent multiple layers of history and evoke emotional and 
bodily memory, placing in a very short non-fiction essay strata of 
the Kyoto landscape in which are embedded aspects of Japanese 
modern identity, literary community, and personal sorrow at the 
death of a friend.2 

 
2 Frederick’s commentary is currently unpublished, but at the time of 
printing was available on the web at http://2015berkeleysosekisdiversity. 
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Sōseki uses physical objects both as representations of received 
notions of a place—the zenzai soup that he equates with Kyoto 
itself—and conduits into the abstract yet inextricably personal 
realm of his thoughts and feelings: “Via this object, the zenzai, he 
places the gradient of the moment of Shiki’s death over that of 
Emperor Kanmu” (ibid). His flights of fantasy in this physical 
location begin with the objects he sees around him, and often 
return to them. As Frederick notes, the key image of the piece, the 
Kyoto cold, “is experienced as a direct sensation, as an affect, and 
as a figurative device” (ibid). The story begins and ends with 
references to this Kyoto cold, but in the intervening period the 
cold has transported us to many other realms in Sōseki’s mind. 

The peculiar challenge of the translator, then, is to do justice 
to these streams of consciousness that alternate fluidly, if on 
occasion convulsively, between the concrete and the abstract, the 
real and the imagined, cultural commonality and the 
excruciatingly personal. English literature is no stranger to long 
sentences, be they Swift, Dickens or, most relevantly, modernist 
writers such as James Joyce; but what is a little perturbing about 
some of Sōseki’s musings is that, in some ways reminiscent of 
haiku form, certain bald juxtapositions may not immediately 
reveal their relevance—we may find the reader searching for a 
sort of Western logic bridging the concrete and the figurative that 
may simply not be applicable, as the answer lies in the gap 
between them ( ma ‘space’ or sa ‘gap’ in haiku and other 
Japanese artforms). 

Such a gap also makes sense if we view this piece as a haibun—
a combination of haiku ( hai) and prose ( bun) whose 
psychological force is derived in part from the tension between the 
respectively compact and prolix literary forms. Again, the fact 
that this piece consists of prose narrative concluding with a single 

 
weebly.com/uploads/2/4/7/9/24793500/soseki_-_frederick.pdf. Parts of the 
commentary have been published in Japanese:

in 
, 2017, 14–17. Also available on the web at  

https://s.webry.info/sp/kyotososeki.at.webry.info/201712/article_8.html.  
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haiku, and hence counting as a haibun, if in limited form, can be 
seen as a tribute to Sōseki’s late poetic mentor. Haiku writing 
eschews direct displays of emotion—Shiki (1867–1902), while 
sharing with his distant British predecessor John Keats (1795–
1821) both the fact that he died young of tuberculosis and an 
inspiration from the natural world, was no Romantic in the sense 
of expressing his ego through nature. At the same time, one of the 
piece’s strongest themes, loneliness, is perhaps counterbalanced 
by a note of optimism in the kigo, or seasonal reference, 
embedded in the concluding haiku. The crane is a migratory bird 
that comes south to Japan to overwinter, which is why it is 
associated with winter in haiku. But it then heads north again in 
spring. Sōseki’s Kyoto remains inescapably cold during his visit, 
but it is the cold of early spring, as presaged in the very first 
sentence of the essay. Here, in the very last sentence, the crane 
has roused itself, as if from the author’s dream, and stands before 
the shrine ready to be on its way. Winter is coming to an end, and 
taking its place is the promise of regeneration. Even as he 
complains bitterly of the cold, and of the parallel loss of his warm 
friendship with Shiki, Sōseki is perhaps also acknowledging the 
healing power of time. If the crane represents Shiki’s spirit, 
Sōseki is acknowledging that it once spent time with him as the 
corporeal Shiki, but will now move on, as too must Sōseki. 

Completing the suite of forces shaping this piece is, then, Shiki 
himself. He not only played a formative role in Sōseki’s rise as a 
man of letters, but also colours Sōseki’s memories of his first visit 
to Kyoto. His absence is felt viscerally in the piece, and he, along 
with Emperor Kanmu, demarcating different ends of Kyoto’s 
history, are the ghosts of Sōseki’s own mortality. 

In sum, although this is the oldest work featured in this book, 
and shows little physical evidence of the western influence 
sweeping Japan at the time, it is at the same time, if not Western-
influenced (since Sōseki considered Japanese literary criticism 
the equal of the West’s), then at least proto-modernist in its 
Weltanschauung, and in its complex technique welding literal 
and figurative elements into long concatenations that spark with 
intellectual bravura and emotional honesty. 
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In the below commentary, Professor Frederick has allowed me 
to use excerpts from her translation of Sōseki’s essay, entitled 
“Arriving in Kyoto One Evening”, in comparison with my 
translation. The complete translation is not included in this book, 
but is available online under the auspices of Boston University at 
http://sites.bu.edu/sarahfrederick/natsume-soseki-research/. 

EExercise 

Translate the essay into English, paying special 
attention to the extended figurative passages and culturally 
specific items. Then compare your translation to mine. 
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AAn Evening Arrival in Kyoto 

Swift as a shooting star, the steam train has traversed 200 
leagues of springtime landscape before shaking me off at Shichijō 
Station. As my heels strike the platform, sending up a chilly echo, 
the black hulk coughs up a shower of sparks from its black throat 
and roars off into the dark country. 

Oh, but what a lonely place Kyoto is. The fields blooming with 
scarlet kadsura, the rivers with their ducks, the mountains Hiei, 
Atago and Kurama—all just the way they have been since ancient 
times, they are, Kyoto’s fields, rivers and mountains. And it is the 
same as one travels among these constant fields, rivers and 
mountains, past Ichijō, Nijō, Sanjō Avenues, and ever further 
south of the Imperial Palace, on down to Kujō and Jūjō Avenues: 
everything remains as it was. Were one to count off to the 
hundredth such avenue, or live a thousand years, Kyoto would 
assuredly remain as lonely.  

Arriving in the spring chill of early evening, unceremoniously 
offloaded by the train before it runs on apace, I must cross this 
lonesome Kyoto, however cold and lonely I may be. I must cross 
from the south to the north—so far north that the town has run 
out, the houses have run out, the lamps have run out too. 

“It’s a long way,” my host says after me. “A long way!” the 
acolyte calls ahead of me. I am shivering as I get into the rickshaw. 
When I left Tokyo, I hadn’t thought such a cold place in Japan 
existed. Until yesterday, it had felt as if fireworks were sparking 
off all the jostling bodies, as if my fevered blood were running 
rampant in its vessels, as if my sweat would ooze out of every pore 
of my body. Tokyo is a fervid place indeed. Having left such a 
scintillating capital and suddenly alighting in as ancient a place 
as Kyoto, I felt as if I were a stone baked by the sun in the height 
of summer that has dropped into a dark pool, a pool so far down 
in the green depths that it does not reflect the sky. I worried that 
the sudden loud burst of steam that escaped me might shake the 
quiet Kyoto night. 
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We three in our rickshaws—the man who said “It’s a long way”, 
the man who echoed him, and my shivering self—proceed in 
convoy up the narrow street, north and further northward. The 
quiet night is drowned out by the clanging of the wheels as we go. 
The clanging, baffled on either side by the narrow roadways, 
resounds to the open sky—kankararan, kankararan—and when 
we hit a stone, kakan, kakaran. It is not a melancholy sound; but 
it reverberates coldly. The wind blows from the north. 

The houses crammed together along the narrow street are 
uniformly black. Every door without exception closed. Here and 
there under the eaves hang large paper lanterns, with the red 
characters for zenzai, red-bean soup. What might they be waiting 
for under the deserted eaves, these scarlet advertisements for 
zenzai? The chill spring night deepens. Who knows: perhaps 
Emperor Kanmu’s ghost will deign to appear at the last—when 
even the waters of Kamo River have dried up—to come and eat 
that soup. 

Whether these lanterns for zenzai already stood out red under 
the eaves during Kyoto’s first emperor’s reign is a question for 
history. But red-bean soup and Kyoto—each with a thousand 
years of history—are at once utterly inextricable, and mutually 
indispensable. I know not whether Emperor Kanmu may have 
partaken of zenzai in antiquity, but I feel that fate has bound 
Kyoto, zenzai and myself together since before recorded history. I 
first came to Kyoto some fifteen or sixteen years in the past. That 
time Masaoka Shiki was with me. 

Shiki and I arrived at an inn called Hiiragiya in Fuyachō 
district, and when we went out sightseeing in the Kyoto night, the 
first thing I saw was those large red lanterns for zenzai. Now 
that’s Kyoto, I thought on seeing them, for some reason, and now 
here we are in the fortieth year of the Meiji era and my impression 
is unwavering. Zenzai is Kyoto, and Kyoto is zenzai—my first 
impression remains my last. 

Shiki is dead. Still I have yet to eat zenzai. The truth is, I don’t 
even know exactly what it is. Shiruko—sweet red-bean soup with 
mochi? Boiled azuki beans? Whatever the actual ingredients, they 
are nowhere to be seen—yet just a glance at those bold, sloppy red 
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characters advertising the stuff is enough to transport me back to 
Kyoto in a flash. And to recall at the same time that—alas, Shiki 
is dead. He shrivelled like a dried-up loofah gourd and died—the 
lanterns still dangle from the dark eaves. I tuck my neck in 
against the cold and continue my traverse of Kyoto, south to north. 

The clanging rickshaw—kankararan—startles Emperor 
Kanmu’s ghost as it races on. The acolyte in front rides on in 
silence. Nor does my host behind show any sign of speaking. The 
rickshaw pullers are intent on rushing north along the long, 
narrow street—kankararan! It is indeed a long way! The farther 
we go, the stronger the wind. The faster we run, the more I shiver. 
The acolyte took my lap blanket and umbrella for me after I was 
tossed out of the train at the station. Being deprived of my 
umbrella doesn’t matter as long as it doesn’t rain. But having lost 
my blanket in this cold, I regret splurging so much on it—twenty-
two yen and fifty sen—as I was leaving Tokyo. 

When I came with Shiki, it wasn’t this cold. I particularly 
remember us walking down some thronging street dressed to 
impress, Shiki in serge, I in my flannel uniform. Shiki had bought 
bitter natsumikan oranges somewhere, and passed me one, 
telling me to eat it. I peeled the orange and then tore off a segment 
and ate it, tore off another and ate it, wandering aimlessly until 
at length we found ourselves in a narrow alley just six feet wide. 
Houses lined both sides, and every house had a one-square-foot 
hole in its door. And from each hole came a voice saying hello. At 
first we thought nothing of it, but the further we went and the 
more holes we passed, the more the voices seemed to be 
addressing us in concert. And they were so vociferous that should 
we ignore them, I felt, hands would emerge from the holes to 
grasp at us. I turned back to Shiki in query, and he said it was a 
brothel. Still chewing on my orange, in my mind I drew a line 
roughly down the middle of the narrow lane, and walked a mental 
tightrope of disinterest as I marched along it. I thought I would 
be in serious trouble if hands were to emerge from the holes and 
grab at the seat of my trousers, for example. Shiki laughed at this. 
If he were to see me now, shivering without my confiscated 
blanket, Shiki would surely laugh again. But the dead, however 
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much they may want to laugh, and the shivering, however much 
they may want to be laughed at, must want in vain. 

The kankararan caravan veers left towards the approach to a 
long bridge, and then heads across it, passing over the faint white 
of the riverbed and then past a clump of unevenly arranged 
houses with what looks like thatched roofs. The rickshaw 
suddenly swerves to the side, stopping directly beneath a myriad 
of lanterns that light up a stand of large trees with a 
circumference of four or five arm-spans apiece. We have passed 
through the cold city only to end up in an equally cold place. I look 
up at the sky far above, and it is obscured by branches; in the 
depths of a patch in the heavens the size of a palm-width the stars 
emit a frigid glow. I get out of the rickshaw and wonder where on 
earth I am going to sleep. 

“This is Kamo no Mori,” says my host.  
“Kamo no Mori is our garden,” says the acolyte. I skirt around 

some of the huge trees, and then, retracing my steps, glimpse a 
light in an entranceway. I realise there is a house there. 

Noaki-san, waiting in the entranceway, has a shaved head like 
a monk. So does the old man who pokes his head out of the kitchen. 
My host is a philosopher. The acolyte, a lay monk based here 
rather than at a temple, is a disciple of the Zen rōshi Kōsen Oshō. 
And the house is in the middle of the wood Kamo no Mori. Behind 
it is a bamboo grove. How their shivering guest, who has suddenly 
descended on them, feels the cold! 

Yes, it has been fifteen, sixteen years since I came here with 
Shiki and found myself equating zenzai and Kyoto. Riding on the 
summer night’s full moon, wandering Kiyomizu Temple’s 
precincts, the colour of the obscure night recumbent like a floor 
covering before me; letting my eyes roam far into the hazy depths, 
abandoning myself to liquid, dreamlike fantasies on the countless 
points of red light—it was a period of life when I was well aware 
the buttons on my uniform were made of brass, but still I was 
drawn to gold. When we had the epiphany that brass was but base 
brass, we tossed our uniforms away and dashed out into the world 
stark naked. Shiki coughed up blood and became a newspaperman; 
I tucked up my kimono skirts and hightailed it to the western 
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provinces. We both lived tumultuous lives. And at the peak of his 
tumult, Shiki turned to bones. Those bones moulder away to this 
very day. And even as he lies rotting there, he would surely never 
have guessed that Sōseki would renounce teaching and become a 
newspaperman himself. But if he’d heard that Sōseki had given 
up teaching and come to visit cold Kyoto, he would likely have 
asked if I remembered the time we climbed Maruyama hill. It 
would doubtless surprise him to hear I was living the quiet life as 
a newspaperman, spending my leisure time deep in the woods of 
Tadasu no Mori, along with a philosopher, a Zen acolyte, a young 
shaven-head, and an old shaven-head. He would surely scoff at 
how affected I’ve become. Shiki was the kind of man who liked to 
scoff at things. 

The acolyte bids me take a bath. My host and the acolyte, 
together, unable to ignore my shivering, urge me into the bath. 
My teeth are chattering wildly as I plunge bodily into the limpid 
waters of the Kamo. Among all those who have taken the waters 
since antiquity, there can have been few who shivered so much as 
I did as I entered. When I emerge from the bath, I am advised to 
sleep. The young priest carries thick futons into a twelve-mat 
room. When I ask if they are clad in Gunnai silk, he replies that 
it is the thick silk cloth futo-ori, “brought in brand new for thee.” 
Though chastened I cannot reciprocate, his explanation reassures 
me, and I gladly accept the great hospitality behind this 
thoughtfulness. 

They are as comfortable as can be, these two layers over me 
and the two under, but they remain mere futons in the end, and 
cannot keep out the winds of Tadasu no Mori—chilly, chilly they 
blow upon my shoulders. I cannot escape the cold—cold in the 
rickshaw, cold in the bath, and finally, unexpectedly, cold in the 
futon. Hearing from my host that Kyoto does not make night-
clothes with sleeves, I feel that this city does its utmost to chill 
people to the bone. 

In the middle of the night, the eighteenth-century clock on one 
of the staggered shelves in the alcove above my pillow chimes in 
its square rosewood case, resonating like ivory chopsticks striking 
a silver bowl. The sound penetrates my dreams, waking me with 
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a start; the clock’s chime has ended, but in my head it rings on. 
And then this ringing gradually thins out, grows more distant, 
more refined, passing from my ear to my inner ear, and from there 
into my brain, and on into my heart, then from the depths of my 
heart into some further realm connected with it—until at last it 
seems to reach some distant land beyond the limits of my own 
heart. This chilly bell-ring perfuses my whole body; and the 
ringing having laid bare my heart and passed into a realm of 
boundless seclusion, it is inevitable that body and soul become as 
pure as an ice floe, as cold as a snowdrift. Even with the futo-ori 
silk futons around me, in the end I am cold. 

A crow cawing atop a tall zelkova tree at daybreak shatters my 
dreams for the second time. But this is no ordinary crow. It doesn’t 
caw in the usual mundane way—its call is twisted into a 
grotesque cackle. Twisted too its beak, into a downward grimace, 
and its body hunched over. Myōjin, the resident deity of Kamo, 
may well have imposed his divine will to have it caw like that, so 
as to make me all the colder. 

Shedding the futo-ori futons, shivering still, I open the window. 
A nebulous drizzle thickly shrouds Tadasu no Mori; Tadasu no 
Mori envelops the house; I am sealed in the lonely twelve-mat 
room within it, absorbed within these many layers of cold. 

 
Spring cold— 
Before the shrine, 
The crane from my dreams 
 

+++++ 
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CCommentary 

Issue 1: Hybrid literal–figurative passages 

Sōseki’s long, meandering sentences give insights into his mental 
state at various points of his Kyoto sojourn, alternating between 
concrete or semi-concrete observations and his rendering of his 
thoughts and feelings. Occasionally such sustained flurries of 
imagery verge on what we might these days call ‘magic realism’, 
as the borders between the physical and the mental dissolve and 
are left unresolved. Particularly germane to the end of the story 
is the definition of magic realism in the Collins English Dictionary 
online: “a style of writing or painting which sometimes describes 
dreams as though they were real, and real events as though they 
were dreams”. Sōseki freights these imagistic accretions with 
metaphors, similes, personifications and zoomorphisms (in this 
case the attribution of animal-like qualities to inanimate objects), 
almost as virtual counterweights to the concrete Kyoto he is 
describing. It is as if he must meet the seemingly immutable 
physical realm, with its unrelenting toll on the frail human body, 
with all the mental and emotional narrative tools at his disposal, 
in an attempt to make sense of his temporospatial place in the 
world. These devices are also manifestations of his literary 
philosophy, as outlined in his Philosophical Foundations of the 
Literary Arts—which includes an exhortation not to neglect 
literary technique, whether one is describing the physical 
environment or the inner workings of one’s mind. 

I am not grouping these expressions by type of figurative/concrete 
combination, since many of them adjoin each other, sometimes 
producing a synthetic effect that must be assessed in situ. Instead 
I address them in order, characterising their main feature(s) in 
the sub-heading, juxtaposing my and Professor Frederick’s 
translations, and occasionally relating Frederick’s comments on 
the translation and translating process. At the end I shall draw 
some overall conclusions about how such literal–figurative 
amalgams have been handled in translation by both translators. 
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While I have listed below all the passages I think qualify, there 
is not the space, the necessary energy and concentration on my 
part, nor the requisite patience on the part of readers to provide 
a complete analysis of all their elements. Instead I have tried to 
work through a number of representative passages in their 
entirety (or at least to the extent that my brain will allow), and 
provide only passing commentary on the others, highlighting 
salient points while encouraging readers to pursue more detailed 
analyses in their own time if they wish. 

One issue I consider often overlooked in translation studies is 
sentence length. This is naturally part of the wider discussion of 
the structural and syntactic reconfiguring that frequently occurs 
as part of the translation process, and can be viewed more 
generally still as a feature of the domesticating/foreignising 
dichotomy, the editorialising of the translator, and tendencies in 
Western-normative translation stylistics particularly criticised by 
Lawrence Venuti in works such as The Translator’s Invisibility: 
A History of Translation (2nd edition, 2008).  

Where the ST features several short consecutive sentences, or, 
conversely, a single, rather lengthy sentence, translators 
regularly exhibit a conservative approach, effectively 
homogenising some structural stylistic elements by combining 
short sentences into a longer sentence and breaking up a long 
sentence into shorter ones. Of course, there are circumstances 
where there is a stylistic imperative to do this—for example, to 
avoid ‘choppiness’ in a sequence of short sentences, or, conversely, 
to make an elaborate passage easier to read. Let me proffer a rule 
of thumb for the translator in this regard: you may change 
sentence length if (1) you deem it necessary for comprehension or 
stylistic reasons, and (2) you have determined the change will not 
significantly affect the style or content of the TT in relation to the 
ST. It is a salutary thought experiment to imagine the positions 
reversed. Most of us, I’m sure, would be unhappy if, say Charles 
Dickens’ signature expatiations were routinely cut up into more 
‘manageable’ chunks in translation; the same consideration 
should apply when translating another language’s literature into 
English. 
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I mention sentence length at the outset of this analysis of these 
extended passages so that I don’t have to address it repeatedly 
below. It should be noted that a defining feature of most of the ST 
passages below is long sentences, in some cases single long 
sentences. Breaking such sentences up in the TT may potentially 
disrupt the overall effect of an extended metaphor, for example, 
but such consequences need to be weighed against TT readability 
for a modern readership. Thus breaking up a long sentence may 
on occasion ironically enough help sustain an image by giving 
readers time to pause and consolidate the image in their mind 
before further adding to it. 

 
(1) Simile; extended metaphor (zoomorphism, personification) 
 

ST 

TT1 Swift as a shooting star, the steam train has traversed 
200 leagues of springtime landscape before shaking me 
off at Shichijō Station. As my heels hit the platform, 
sending up a chilly echo, the black hulk coughs up a 
shower of sparks from its black throat and roars off into 
the dark country. 

TT2 The train careened through some hundred leagues of 
spring at the speed of a streaking comet before 
depositing me upon the Shichijō platform in Kyōto. At 
the thin cold click of my heels on the hard floor, the black 
thing belched a spray of sparks from its throat and 
rumbled off into the dark land beyond.3 

 
3  Professor Frederick has supplied an earlier version of her opening 
sentence. It is interesting to compare it with the final version: “The train 
weaved its way through nearly 800 miles of spring with the swiftness of 
a streaking comet, before depositing me at the Shichijo platform in Kyoto. 
The instant my heels clicked against the cemented clay below and sent 
out their chilly echo, that black thing belched a spray of sparks from its 
black throat and rumbled off into the dark land beyond.” 
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ST Elements 
Character count: 95; number of sentences: 2 
Figurative elements (6):  
a.  (simile) (‘at the speed of a meteor’)  
b.  (metaphor) (‘traversing two hundred ri of 
spring’)  
c.  (personification/zoomorphism?) (‘shaking 
me off’)  
d.  (metaphor) (‘the hard 
striking of my heels reverberated chillily’)  
e.  (zoomorphism?) (‘the black 
thing … departed into the dark country with a roar’)  
f.  (personification/ 
zoomorphism) (‘vomiting sparks—“pa! ”—from its black throat’) 
 
In this passage, the most vivid figurative expressions concern 
Sōseki’s train to Kyoto, which is variously compared to a celestial 
body and portrayed as a large black creature coughing up sparks. 
But much of the rest of the passage is also not to be taken 
absolutely literally. The passage is rooted in physicality—the 
train’s long journey from Tokyo, the evening chill, and the sound 
the author’s heels make on the station platform as he alights—
and yet each of these is overlaid with Sōseki’s conceptual space. 
To pick up on Frederick’s topic of digital representation, Sōseki 
presents an ‘augmented reality’ in which the physical is layered 
with historical allusions and personal reminiscences. The 
difference, however, is that this can’t be switched off, as we could 
do with a swipe of our smartphone or a touch of the power button 
on our AR goggles. As Sōseki says in this essay, no matter how 
many avenues we may count off (a spatial measure) or years we 
may live (a temporal one), the emotional relationship between the 
author and Kyoto will remain the same—lonely—along with all 
the allusive baggage it has accrued. 

Another scene-setting aspect of this passage is its instances of 
zoomorphism, personification and even perhaps pathetic fallacy 
(the attribution of human-like emotions or intentions to an 
inanimate object). The train’s actions, if not distinctly human, are 
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at the very least animalistic and exhibit a degree of intention: to 
use my renderings, it “shak[es] off” the author onto the platform; 
it is a black “hulk” whose black throat “coughs up” sparks before 
it “roars off” on its journey. Throughout this essay, aspects of 
Kyoto come to life: the zenzai lanterns are waiting for something; 
the ‘mouths’ of the doors speak to them in the alley in the pleasure 
quarter; Kyoto tries to chill people to the bone, as does the clock’s 
midnight chime; and the twisted, eldritch crow seems animated 
by a local spirit to confound the author. Shiki is dead, yet his ghost 
walks the streets with Emperor Kanmu, and the city itself is as 
alive as Sōseki’s restless imagination. 
 
TT 
TT1: word count: 55; number of sentences: 2 
TT2: word count: 56; number of sentences: 2 
 
The translations are remarkably similar in terms of word count 
and sentence breaks. However, Frederick and I begin our 
translations with an interesting point of difference. The first 
element, ST (a), compares the speed of the train to that of a 
celestial body—a not-entirely novel image, perhaps, but striking 
enough, and setting the scene for Sōseki’s feelings of 
discombobulation in Kyoto, and the subsequent pace of his 
rickshaw journey north. Our translations of it differ both in 
treatment and positioning. I begin my sentence with the adverbial 
phrase—“[s]wift as a shooting star”—and translate  directly 
as “shooting star”; Frederick takes a slightly more metaphorical 
version of  in “streaking comet” (since technically  
suiboshi is ‘comet’), though the structure of “at the speed of a 
streaking comet” is closer to than my phrase. (Also, 
“streaking” contains an echo of  ‘flow’.) Furthermore, her 
phrase is positioned at the end of the first clause rather than its 
beginning.  

What is common to both renderings is the use of alliteration: 
“[s]wift as a shooting star” (/s/, /t/) versus “at the speed of a 
streaking comet” (/t/, /s/, /k/). (Moreover, my version also contains 
consonance (“[s]wift as a shooting star”), while Frederick’s 
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contains assonance (“at the speed of a streaking comet”).) What is 
notable about the TTs is that there is no marked sonic element to 
the Japanese original. Both of us, whether consciously, 
unconsciously, or somewhere in between, have enhanced the 
‘literariness’ by increasing sonic parallelism in this way. While 
there is always a place for the textual cohesiveness that elegant 
writing can achieve, excessive stylistic enhancement is to be 
avoided where possible in literary translation, because it will 
drown out the ‘voice’ of the original (cf. Berman’s (1985/2000) 
aforementioned concept of the deforming tendency of 
ennoblement in translation). 

Next, (b) contains a quasi-factual element—the approximate 
distance between Tokyo and Kyoto (quasi-factual since if we take 
the commonly accepted distance by rail between the stations as 
about 476 km, and consider that one ri is about 3.9 km, that 
equals about 121 ri, not 200). This number can thus be regarded 
as rhetorical hyperbole. Even though one league is not the same 
as one ri, coming in as it does at about 4.8 km (three statute miles), 
I have retained the surface value of “200”, thus positioning the 
number in the rhetorical rather than the factual realm; Frederick, 
however, with her “some hundred leagues”, comes closer to the 
actual figure while avoiding distracting specifics. 

The train is portrayed as ‘passing through spring’ across this 
distance, which in itself is a physical impossibility, since ‘spring’ 
is an abstract concept that we use to describe a certain period of 
the annual terrestrial cycle. Implied of course is that the 
landscape through which the train is passing is displaying signs 
of spring. I have diffused the confrontation of the concrete (the 
train’s passage) and the abstract (the ascribed state of spring) by 
rendering  as “springtime landscape”; and ‘spring’ has been 
temporally centred with the suffix -time. Frederick, meanwhile, 
retains the slightly poetic abstraction of the original with her 
“some hundred leagues of spring”, leaving it to the reader to 
attach the implied physical scaffolding to the image. 

On the other hand, Frederick has rendered  as 
“careened” to my prosaic “traversed”, extending the image of the 
“streaking comet” beyond the characterisation of its speed to its 
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very motion. There is an element of the uncontrolled in ‘careen’4 
which implies a lack of agency on Sōseki’s part, and furthermore 
enhances the animalistic danger of the ‘beast’ that shakes him off 
onto the platform later in the sentence. However, one of the risks 
in re-rendering metaphorical language is that it may create a shift 
in emphasis— ’s definitions encompass ‘penetrate’, ‘pass 
through’ and the metaphorical ‘persist’ or ‘attain’ (i.e., ‘see 
something through’), but not ‘run out of control’—“careened” is 
thus being justified by the proximity of the reference to the 
meteoric speed of the train (OED: “[move] swiftly”). It could have 
been further supported by a potentially zoomorphic rendering of 
(c) , such as my “shaking … off”, but in fact Frederick’s 
translation is the sedate and slightly comical “depositing” (which 
does express intention; and there is in fact a way to an animalistic 
reading in the word’s alternative sense of an insect’s ‘laying an 
egg’).5 

What is the train doing to the author with the verb ? 
Typical dictionary denotations are ‘throw off’ and ‘shake off’, 
though ‘shake down’ would be the literal phrasal-verb rendering 
of the compound verb’s two elements. While the action could be 
the incidental result of a mindless mechanical vibration, for 
example, in context it sounds like the intentional act of something 
or someone irritated by an encumbrance. While they present the 
action in different ways, both my “shaking … off” and Frederick’s 
“depositing” suggest this intentionality. 

What kind of connection is being drawn between (d), the sound 
of the author’s heels on the platform, and (e), the spark-spitting 

 
4 OED: “North American Move swiftly and in an uncontrolled way.” Note 
that the original meaning of ‘careen’ is nautical—“(of a ship) tilt; lean 
over”—and hence our present-day, more general usage is metaphorical in 
its own way. 
5 Frederick comments that she believes she used ‘traversed’ for a while 
before switching to “careened”. She also tried to use a word like 
‘threading’ to characterize passing through space. She acknowledges that 
“careened” may be taking things too far away from the original, but liked 
how it captured the sense of Sōseki feeling put upon by the speed of the 
journey and the abrupt disembarkation. 
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departure of the train? The explicit connection in the ST is 
temporal (  ‘at the time’); it is left to the reader to decide 
whether the train is reacting to the author’s action 
(consequential) or simply succeeding it (sequential). I retain the 
ambiguity in “[a]s my heels strike the platform”; Frederick makes 
the reaction more explicit with “[a]t the thin cold click of my heels”. 
Here, ‘at’ can be interpreted as meaning “in response to”, an 
extension of the meaning of ‘at’ as “[e]xpressing the object of a look, 
thought, action, or plan” (OED), which may be stretching the 
interpretation of . The ST is actually pitting two objects—the 
heels and the train—against each other, reducing the agency of 
the author, and both TTs retain this. As for the platform, I have 
replaced it with “Station” and shifted it to the next sentence for 
the author’s heels to connect with, whereas Frederick keeps 

 as “the Shichijō platform” but adds “in 
Kyoto”—presumably to provide an early-as-possible orientation 
for readers unfamiliar with the place name—and then adds “floor” 
in the next sentence for the heels to “click” against. 

 is an interesting word. First, it is an adverbial form of 
the compound adjective , which means ‘somewhat cold’ and 
in a haiku-esque way bespeaks the ambient temperature 
accompanying a transitional season, in this case early spring. I 
have ignored the  element and shifted the parts of speech, with 

‘reverberated somewhat coldly’ (adverb) being 
rendered as “sending up a chilly echo” (adjective). As I have 
previously suggested (Donovan 2012), English-language 
translators often ‘downshift’6 adverbs to adjectives for euphony, 
avoiding the awkward agglutination of the suffix -ly. On the other 
hand, Frederick creates a nominal phrase containing three nouns 
and three adjectives—“the thin cold click of my heels on the hard 
floor”—to replace (d). There is a lot going on here. First,

 
6 I use the term to indicate a change in part of speech that reduces the 
length and morphological complexity of the word (e.g., coldly (seven 
letters)  chilly (six)). This exemplifies the general tendency of English 
literary translations to abide by Orwell’s principles of concision in writing 
(originally intended for journalism) as outlined in his essay “Politics and 
the English Language” (1946). 
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becomes “thin cold”: not only is the adverb downshifted to an 
adjective as I did, the compound elements are rendered literally 
as “thin” and “cold”. Yet as soon as they are rendered literally, 
they are returned to a metaphorical usage: that is, “thin” and 
“cold” modify “click” (which is replacing  ‘reverberation’). 
Modifiers normally applied to physical states are here, as in the 
ST, being applied to a sound: a synaesthetic device. With my 
renderings of “stamp my heels” and “chilly echo”, I emphasise 
Sōseki’s reaction to Kyoto’s cold, anticipating the tenor of the rest 
of the essay. Fredick’s “thin cold click of my heels”, on the other 
hand, emphasises the psychological dimension of the piece—
potentially, its focus on loneliness, which is only enhanced by the 
uninterrupted string of monosyllables. (Note that the same 
synaesthetic link is made again later in the ST (l. 29) in reference 
to the clanging of the rickshaws— , which we 
translate as “it reverberates coldly” and “a cold [sound]” 
respectively.) 

On its surface, there are no metaphorical elements in (e) 
 ‘the black thing … left for the dark 

land with a roar’, since an object does not need to be humanised 
or animalised to leave a location while making a loud, deep sound. 
However, this clause does not exist in isolation in the passage, 
and (f) reveals that the ‘black thing’ has a throat from which it is 
‘coughing up’ sparks. I have given slightly more definition to the 
‘thing’ by rendering it as a “hulk”. The OED supplies the word’s 
nautical etymology, its original definition being a disused ship or 
other large structure, and by extension any large structure, used 
or unused, finally arriving at the derivative, and metaphorical, 
sense of a “large, clumsy-looking person”. ‘Hulk’ thus has the 
advantage of characterising both a large object such as a steam 
engine, and a person who might be coughing something up. 
Frederick, meanwhile, leaves it as a “thing”, but preserves the 
sense of a living thing in having it react to the sound of the 
author’s heels on the platform. 

The verb  has numerous translations; those relevant to 
the present situation would include ‘spit’, ‘vomit’, ‘belch’ and ‘emit’. 
My “cough” does not readily appear, but ‘exhale’ does—the terms 



“Kyō ni tsukeru yūbe” by Natsume Sōseki 119 

sharing the sense of an expulsion of air—and smokestacks can be 
associated with coughing. Perhaps one must be careful not to let 
the metaphor imply sickness, since this would undermine the 
implied power and energy of the train against the puniness of the 
author. 

A minor difference between TT1 and 2 is the treatment of 
, which appears twice in the same sentence. I have retained the 

repetition (“the black hulk coughs up a shower of sparks from its 
black throat”), whereas Frederick has removed the second 
instance (“the black thing belched a spray of sparks from its 
throat”). Verbatim repetition is usually avoided in English 
literary writing, as I noted in the introduction to this book. This 
widely accepted literary convention may well have influenced 
Frederick’s decision to omit the second instance of ‘black’. Having 
become aware of this tendency in English writing, I have reacted 
against it, deciding to retain verbatim repetition where the 
following two conditions are met: (1) the repetition appears to be 
a stylistic choice on the part of the Japanese author; and (2) 
reflecting the repetition in the TT does not adversely affect its 
readability. In this case, I considered both conditions met and 
thus retained the repetition, feeling that it adds to the sense of 
darkness—and a degree of ominousness—pervading this Kyoto 
evening.7 

It is worth noting that is a metaphor, with a literal 
translation of ‘fire powder’, so the shared TT rendering “sparks” 
is actually a conversion to a non-figurative image. Also, 
has a doubly figurative derivative meaning, which is ‘unexpected 
misfortune or trouble’, a connotation absent in ‘spark’, although 
‘spark’ the verb is sometimes collocated with ‘trouble’, and 
English does have such idioms as ‘putting out fires’ for ‘resolving 
problems’. The idiomatic meaning of does not appear to 
apply in this context. 

 
7  Frederick supports this translatorial policy in general, but in this 
particular case, after deleting and reinstating the second ‘black’ she 
ultimately decided ‘less was more’. (See the footnote to her translation of 
the opening passage for a version with two blacks.) 
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Notice that while “sparks” itself is not figurative here, the TTs 
extend the image of the sparks into a metaphorical image of 
liquid: “a shower of sparks” vs. “a spray of sparks”. Thus, perhaps, 
while Japanese conceptualises sparks as powder-like, English 
views them as liquid-like. In the context of the attached 
metaphorical action of expelling something from one’s mouth, a 
liquid image is entirely compatible. But this raises the question—
why did both translators consider it necessary to characterise the 
sparks? It is perhaps that ‘coughs up sparks’ or ‘belched up sparks’ 
sounds a little bare, much as ‘I ate bread’ does against ‘I ate a slice 
of bread’. Then again, the alliteration it sets up—“shower of 
sparks”, “spray of sparks”—may be to address the mimetic 
adverbial  that simultaneously characterises the sound 
and manner of the action of the smokestack, and which is not 
otherwise translated. The plosive /p/ in particular is thus shared 
by ST and TTs. 

The  of (e) is figurative in the sense that it does not 
appear to be a reference to Japan as a whole, but rather the 
immediate region.  has a wider semantic range than ‘country’ 
or ‘land’, since it is used in such expressions as  ‘go back 
to one’s hometown’. But ‘land’ can mean a specific place or ‘piece 
of ground’. On the other hand, ‘country’ is often given locality 
when combined with a modifying noun (‘wine country’, ‘cattle 
country’, etc.). 

Finally,  can characterise either an animate sound 
(‘roar’) or inanimate sound (‘rumble’). My choice of “roars” 
continues the extended image of train as beast; Frederick’s 
“rumbled” largely returns it to its mechanistic state. 

What becomes apparent in a close comparison of the TTs’ 
treatment of the ST figurative elements is a question—ironically 
enough—of how literally to take the symbolic element of the 
figurative expression. What on the surface may appear an 
entirely concrete reference often has figurative resonances; 
conversely, some figurative elements turn out to be more literal 
than they seemed. Figurative range, like lexical range, differs 
between language pairs. And finally, the various metaphors in a 
given passage may mutually influence each other, complicating 
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the rendering of extended metaphors, or clusters of adjacent 
metaphors. 

At first, it appears that TT1 takes the ST a little more 
literally—“shooting star” for , “traversed” for , against 
TT2’s “streaking comet” and “careened”. But this is reversed for 

 (“springtime landscape” vs. “spring”),  (“black hulk” 
vs. “black thing”), and  (“coughs up” vs. “belched”). There 
is a lability and instability to metaphorical imagery that is only 
enhanced by the translation process. This is not a weakness so 
much as expressive of the potential of linguistic multivalency, but 
it is well to be aware of the risks of obfuscation that lurk in the 
very ambiguity of language that enables the conceptual leaps 
particularly characteristic of literature. 

In terms of extended metaphor and complexes of imagery 
(different things—the former referring to directly connected 
images that form a whole, the latter to contiguous clusters of 
images that together build up a given scene in a story), TT1 
sustains the train-as-beast extended metaphor more than TT2, 
which balances animalistic and transport representations. In TT1 
the train “traverses”, “shak[es] me off”, “coughs up … sparks from 
its black throat” and “roars off”, while in TT2 it “careened”, 
“deposit[ed] me”, “belched … sparks from its throat” and “rumbled” 
off. 
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(2) Extended simile 
 

ST 

TT1 Until yesterday, it had felt as if fireworks were sparking 
off all the jostling bodies, as if my fevered blood were 
running rampant in its vessels, as if my sweat would 
ooze out of every pore of my body. Tokyo is a fervid place 
indeed. 

TT2 Until yesterday, the heat generated from bumping up 
against the city crowds made the blood course through 
my body with such overheated intensity that it tested the 
very capacity of my arteries, drenching my whole body in 
sweat. Tokyo is intense! 

 
I am not going to do a full analysis of this extended image, but 
will simply point out a few interesting issues that could be 
discussed in more detail.  is rendered near-literally in 
TT1 as “fireworks were sparking”, though via a simile-priming, 
non-real construction (“as if”). But in TT2 the image is generalised 
to “the heat generated”. Furthermore, while TT1 contains three 
parallel, independent clauses all prefaced with “as if …”, TT2 
constructs a cause/effect relationship between two images with a 
causal verb and associated adverbial structure: “the heat 
generated from bumping up against the city crowds made the 
blood course through my body with such overheated intensity that 
it tested the very capacity of my arteries …”. 

Finally, , translated as “Tokyo 
is a fervid place indeed” in TT1, appears as the punchy “Tokyo is 
intense!” in TT2. The less-used character  in hageshii (usually

, though it appears in the common compound ) has the fire 
radical rather than the water radical of the standard character. 
My intention with “fervid” was to sustain the heat imagery that 
marks both the preceding and following sentences while still 
capturing the intensity of hageshii.  
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(3) Extended simile; extended metaphor 
 

ST 

 
TT1 Having left such a scintillating capital and suddenly 

alighting in as ancient a place as Kyoto, I felt as if I were 
a stone baked by the sun in the height of summer that 
has dropped into a dark pool, a pool so far down in the 
green depths that it does not reflect the sky. I worried 
that the sudden loud burst of steam that escaped me 
might shake the quiet Kyoto night. 

TT2 To pass from that heavy urban stimulation into this 
ancient capital made me feel like a stone sizzling in the 
dog days’ sun suddenly cast into the depths of a pond 
where the sun's rays do not penetrate. As the heat left 
me with a whooshing sound, I worried it would send 
tremors through the stillness of the Kyoto night. 

 
ST Elements 
Character count: 122; number of sentences: 2 
Figurative elements (3): 
(a)  
(b) 

 (simile signalled by
) 

(c) 
 

 
The biggest structural difference between passages (1) and (3) is 
how drawn out the images are. (3) (c), indeed, occupies an entire 
multi-clause sentence. We need to begin with the first clause of 
ST sentence 1, which is not a figurative image in the ST, 

 (‘leaving this capital of strong stimulation’), 
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because of how I have tried to translate it. TT1 is “[h]aving left 
such a scintillating capital”, while TT2 is “[t]o pass from that 
heavy urban stimulation”. With “scintillating” I was attempting 
to reference the previous fiery images surrounding both the train 
and Tokyo by using a word that expresses ‘stimulating’ through 
an image of a scintilla, or spark. I was initially quite pleased with 
myself for selecting this word, but the problem is that 
‘scintillating’ has a rather positive connotation, while the ST 
expression seems neutral. Frederick’s “heavy … stimulation” feels 
somewhat awkward (a quick online comparison suggests the word 
pair doesn’t collocate in English nearly as much as, say, the direct 
translation ‘strong stimulation’)—but at least it has the 
descriptive neutrality of the original that ‘scintillating’ lacks. 

The verb  in (a) prefigures the later image of the 
stone falling into a pool in that its ‘literal’ meaning is ‘jump down 
or off’; one figurative meaning is ‘jump or hop off (a vehicle)’). I 
took this as connecting back to Sōseki’s disembarkation of the 
train from Tokyo, hence TT1 “alighting in … Kyoto”; Frederick 
heads her sentence with the more abstract “[t]o pass … into this 
ancient capital”. Frederick does more to match the striking 
contrast implied in a hot stone falling into a dark, cold pool by 
adding a characterization of Tokyo as “urban” that is not explicit 
in the original, thereby creating a foil to the “ancient capital”. 

ST sentence 1 comprises six clauses, and their arrangements 
in the TTs are very different. Here is a direct translation: 

 
Leaving this strongly stimulating capital, I, who suddenly 
jumped off at ancient Kyoto, am just like a hot stone heated in 
the blazing sun of the height of summer, which has fallen down 
into a dark pond at the bottom of the greenery that does not 
reflect the sky. 

 
The problem for the translator is that the clauses are loosely 
connected, either with coordinating structures like the –te verb 
form ( ) or structures consisting of a series of nouns 
premodified by embedded predicates ( , 

, , 
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, ). The topic particle delimits 
the ‘literal’ I, who is being compared to the ‘figurative’ stone, 
whose actions are demarcated by the subject particle . English 
readers are likely to want more-explicit logical linkage between 
the parts of the sentence, and that is what we give them. I link 
the clauses describing the author’s literal journey with those of 
the stone simile via the participial “[h]aving left”, which implies 
a causative association (‘because I [did something], I felt like 
[stone image]’). But there is a further causal link hidden in one 
element of the simile that I pick up on: 

’: “a pool so far down … that it does not reflect the sky”. 
Frederick goes further in instigating a causal link between 

signified (the author) and signifier (the stone): she sets up a long 
noun-infinitive subject that acts directly on the author: “To pass 
from the heavy stimulation of urban Tokyo into this ancient 
capital made me feel like a stone …”. This rendering plus the use 
of relative structures that omit the pronoun (“a stone [that had 
been] sizzling”, “a stone … [that was] suddenly cast”) and an 
unusually compact possessive structure (“the dog days’ sun) 
rather than an adverbial phrase (like my “sun in the height of 
summer”) creates a remarkably concise sentence (forty words to 
my fifty-six). While I too use collapsed relative structures (“a 
stone [that had been] baked by the sun”, “a pool [that is] so far 
down”), I am if anything drawing out the sentence by my use of 
an emphatic, appositional repetition: “a dark pool, a pool so far 
down”. I feel that this repetition and the caesura of the comma 
that precedes it serves to have the reader pause and savour the 
image. If it is a slightly mannered gesture, this seems 
representative of the style of the essay as a whole, which makes 
extensive use of repetition and juxtaposition of parallel elements 
(zenzai and Kyoto, for example, among many others). 

(c) is a little jarring in that the image of the hot stone plunging 
into cold water has been brought over into the physical reality of 
Sōseki standing on the platform in Kyoto. The unreality of (b) is 
clearly signalled by its being a simile; that simile has become a 
‘hard’ metaphor in (c), with Sōseki straight-facedly worrying 
about the physical effects on the immediate neighbourhood, as if 
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the heat built up in him might actually dissipate in this dramatic 
manner. Sōseki effectively breaks the rules of figurative 
comparison by extruding the image, ostensibly constructed for the 
purpose of comparison, into the ‘real’ environment in this way, 
creating a moment of comicality that also reminds us of how 
metaphors rely on the implicit contract between writer and reader 
about the limits to their applicability in a given passage. 

The TTs render (c) in a similarly straight-faced manner, with 
neither succumbing to the temptation to add an exclamation 
mark or some such device to signal the joke. 
 
(4) Extended fantasy image 
 

ST 
 

TT1 The chill spring night deepens. Who knows: perhaps 
Emperor Kanmu’s ghost will deign to appear at the 
last—when even the waters of Kamo River have dried 
up—to come and eat that soup. 

TT2 As the spring night reaches its depths and even the flow 
of the Kamo River seems to die away into the darkness, 
perhaps the ghost of the Kammu Emperor will be coming 
to dine? 

  
What distinguishes this image is that it is the first of Sōseki’s 
‘whimsies’ in this essay—a pure flight of fantasy rather than, say, 
the metaphorical comparison of 3 (c) above. The ellipticality of the 
image invites the translator to embellish, ultimately taking the 
TT1 and TT2 interpretations in significantly different directions. 

 is clear enough, but its relationship to the rest 
of the sentence is obscure: does it stand alone (strange given the 
transitive verb, which implies some agent’s action on the spring 
night to deepen it), or are the river and its waters, or Emperor 
Kanmu, the subject, somehow acting on the night? Both TTs 
choose to make the verb intransitive (“deepens”/“reaches its 
depths”), but TT2 joins the action to the rest of the events with 



“Kyō ni tsukeru yūbe” by Natsume Sōseki 127 

the temporal subordinating conjunction “[a]s”, while TT1 
separates it off into its own sentence. 

The most different treatment is of . TT1 
conjectures that the ‘death’ of the waters is literal in the sense 
that their drying-up is occurring at “the last”—the end of the 
world, when, as the Robert Burns lyrics to “A Red, Red Rose” go, 
“all the seas gang dry”. TT2, on the other hand, considers the 
‘death’ as a simile for their apparent disappearance into the 
depths of the night. It is interesting that  is only 
translated in TT1. here probably means ‘choose when to 
do something’, which I have translated as “deign”, given the 
Emperor’s lofty status. It seemed to me that such a verb implies 
choosing a special time in history rather than a certain moment 
of any given night. Furthermore, while I need to add “at the last” 
to Emperor Kanmu’s supposed movements to make the image 
work, Frederick adds “seems to” to the actions of the river—
perhaps an unnecessary conversion to a near-simile, as the 
straight metaphor ‘the flow of the Kamo River dies away into the 
darkness’ appears to work just as well. 
 
(5) Extended fantasy image 
 

ST 
 

TT1 The clanging rickshaw—kankararan—startles Emperor 
Kanmu’s ghost as it races on. 

TT2 The rickshaw clatters along swiftly, rousing as it goes 
the dead emperor’s spirit. 

 
It is worth noting the clausal syntax in the TTs. TT1 follows the 
ST exactly in terms of the order of its parts: 
rickshaw sound effect on Kanmu’s ghost racing action. On 
the other hand, TT2 reorders the parts as: rickshaw  
sound/racing action effect on Kanmu’s ghost. I have also 
retained the onomatopoeic kankararan, both here and in most 
other places where it appeared in the ST. Frederick, however, 
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paraphrases it after romanising the first instance, here using the 
mimetic phrasal verb ‘clatter along’, which has the same number 
of syllables as the Romanised kankararan and much the same 
rhythmic qualities. I admit that kankararan does get a bit tedious 
for English eyes upon multiple repetition—but it sets up my 
translation to render the final  (the sound now 
standing in for the travellers themselves as they cross the bridge) 
as the summative “kankararan caravan”, a play on words that 
makes it almost worth it. 
 
(6) Extended simile with literal element 
 

ST 

 
TT1 Still chewing on my orange, in my mind I drew a line 

roughly down the middle of the narrow lane, and walked 
a mental tightrope of disinterest as I marched along it. 

TT2 While continuing to chomp away on my orange, I tried to 
estimate the precise width of the street, and then, as 
some sort of funambulist, walk along the neutral zone 
right in the center. 

 
Here Sōseki describes a physical action onto which, somewhat like 
AR goggles, he has imposed his thoughts. He walks down the 
centre of the narrow alley, nonchalantly eating his orange, 
apparently unaffected by the strident voices of the prostitutes 
surrounding him. The sole emphatically figurative image is 

 ‘walking a tightrope’, describing at once his physical motion, 
and the mindset behind it, where he attempts to affect the four-
character set expression  ‘neutrality’ or ‘impartiality’ 
(literally ‘no bias, no participation’). 

In this case I feel my translation, which replaces the simile 
with a straight metaphor, creates a clearer image—Sōseki draws 
a line down the middle of the lane, and walks the “mental 
tightrope” he has created. Compare this with Frederick’s simile of 
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a “funambulist” (a fabulous word, redolent of the gaudy world of 
turn-of-the-century circuses, but surely unknown to most readers) 
walking in the “neutral zone” in the centre of the lane. The 
wonderful puffery of the first arcane expression is largely deflated 
by the nondescript second. 
 
(7) Extended fantasy image 
 

ST 
 

TT1 But the dead, however much they may want to laugh, 
and the shivering, however much they may want to be 
laughed at, must want in vain. 

TT2 But a dead man can’t laugh, and even if his laughter is 
invited by his shivering friend, that conversation is going 
nowhere. 

 
Sōseki decorously abstracts the tragedy of the friends separated 
by death by the use of kana (  and ) 
rather than the kanji . The parallel structure in the ST—of 
dead person and shivering person, both frustrated in their 
objectives—invites a similarly balanced structure in the TT, 
which I have attempted, translating  by using the technique 
of converting modifiers into noun subjects (“the dead”, “the 
shivering”). But perhaps it was a mistake to further distance the 
somewhat abstract subjects by rendering them as “they”, as this 
takes the reader away from the tragedy of Sōseki and Shiki in the 
particular. Frederick keeps a good balance between the particular 
and the detached with “a dead man” and “his shivering friend”. “A 
dead man can’t laugh” is refreshingly concise and to the point, but 
the translation of  as “even if 
his laughter is invited by his shivering friend” is made a little long 
by the addition of “invited”, putting the first two clauses out of 
balance.  is typically elliptical. My translation 
“must want in vain” has the virtues of brevity and the creation, 
with the second repetition of “want”, of a consistent through-line 
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to the sentence. Frederick’s “that conversation is going nowhere” 
clearly relates more closely to the ST in providing a near-literal 
translation of , but it doesn’t seem sufficiently linked to the 
topic of laughter in the previous clauses, thus seeming slightly 
incongruous to me.  
 
(8) Mainly literal extended description with metaphorical 
characterisation 
 

ST 

 
TT1 I look up at the sky far above, and it is obscured by 

branches; in the depths of a patch in the heavens the size 
of a palm-width the stars emit a frigid glow. I get out of 
the rickshaw and wonder where on earth I am going to 
sleep. 

TT2 When I lifted my gaze to the distant sky, the view was at 
first obstructed by the branches, but then at the moment 
the chilling vernal breeze that struck the innermost part 
of the palm of my hand seemed to become one with the 
light from the stars above, I disembarked, wondering 
where in the world I would be sleeping that night. 

 
The rendering of the images in this single-sentence passage 
appears to turn on how literally one takes . I 
have taken it as a measure of the patch of stars in the sky visible 
through the branches, and hence as a simile-like comparison (“a 
patch in the heavens the size of a palm-width”), meaning I don’t 
attempt to merge the first image with the second of the stars, 

. Frederick, on the other hand, 
considers it to be Sōseki’s actual hand in question, but to make 
this work she adds a reference to a spring breeze, shifting 

 “chilling” from its modifying position before : “the chilling 
vernal breeze that struck the innermost part of the palm of my 
hand seemed to become one with the light from the stars”. (Note 
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that here  does not mean shadow but rather light from a 
luminous body.) This seems a rather confusing construction, 
leading to an incoherent mix of imagery: the palm of the hand is 
concrete, as is the breeze at the moment it strikes it (why only on 
the palm of the hand?), but in the space of a few words it has 
somehow merged with the starlight. 
 
(9) Extended metaphorical description; extended metaphor; 
extended metaphor 
 

ST 

 
TT1 Riding on the summer night’s full moon, wandering 

Kiyomizu Temple’s precincts, the colour of the obscure 
night recumbent like a floor covering before me; letting 
my eyes roam far into the hazy depths, abandoning 
myself to liquid, dreamlike fantasies on the countless red 
lights—it was a period of life when I was well aware the 
buttons on my uniform were made of brass, but still I 
was drawn to gold. When we had the epiphany that brass 
was but base brass, we tossed our uniforms away and 
dashed out into the world stark naked. Shiki coughed up 
blood and became a newspaperman; I tucked up my 
kimono skirts and hightailed it to the western provinces. 

TT2 Borne by the light of a full summer moon we made a 
pilgrimage to Kiyomizu Temple. Swept up in some 
romantic notions about the hazy colors of the moonlit 
sky, we cast our eyes absentmindedly into the distance, 
letting ourselves be intoxicated by the headiness of our 
gentle illusions that were as so many dreams to be 
discovered in the points of red light below. The buttons 
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on our uniforms had been made of brass, but those days 
it was gold on the rise. Awakening to the realization that 
brass was only brass, we threw away our uniforms and 
jumped fully naked into society. Shiki vomited blood and 
became a newspaperman, and I hitched up my robes and 
absconded to Shikoku. 

 
ST 
Character count: 180; number of sentences: 3  
Figurative elements (9): 
a.  
b.  
c.  
d.  
e.  
f.  
g.  
h.  
i.  
 
This is perhaps the most complex single passage in the entire 
essay. It flows in and out of concrete and figurative images, as 
well as different time periods, which are loosely connected by –te 
verb forms in some places and more-complex connectors in others. 
 
TT 
Word count: TT1: 116; TT2: 121 
Number of sentences: TT1: 3; TT2: 5 
 
In general terms, I have more closely mirrored the prolix, 
freewheeling structure of the original, with the same limited 
number of sentences. Frederick, meanwhile, converts the first 
long sentence into three sentences and thereby raises her overall 
count to five. 

The first sentence is indeed the most challenging, as most of it 
is devoted to a series of mainly figurative images loosely tied 
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together. My approach is to ‘abandon’ myself to their lyricism 
rather than try to render them more comprehensible, echoing the 
abandon of the young protagonist. Grammatically speaking, this 
means I begin with a fusillade of present participles (“[r]iding”, 
“wandering”, “letting”, “abandoning”, the clauses they appear in 
separated by commas and a semicolon), before finally introducing 
a proper grammatical subject after a dash (which happens to be 
the dummy subject “it”, allowing me effectively to restart the 
sentence by constructing a completely independent clause as a 
kind of summation of what has preceded it). This suppresses the 
agency of Sōseki the character, highlighting the experiences 
rather than the experiencer. Frederick, as suggested by her 
dividing this sentence into three, tries to rationalise the scene 
somewhat while retaining some of the lyrical fancy. She does head 
the first two sentences with passive-structure past-participle 
clauses (“[b]orne …”, “swept up …”), and a present-participle 
causative reflexive structure in the third clause of the second 
sentence (“letting ourselves”). These participial structures, too, 
de-emphasise the protagonists’ agency, but in both sentences the 
second clause brings in finite constructions with the subject “we”, 
pulling the sentences back to the people who are experiencing the 
lyrical episodes. 

(a) is a fairly straightforward and familiar image; TT1 is a 
direct translation, “[r]iding on the summer night’s full moon”, 
while TT2 uses the more poetic “[b]orne” for , and by 
adding “light” to the image in effect brings it ‘down to earth’, so 
that the characters are riding on the light from the moon rather 
than the moon itself (which, while equally physically impossible, 
is somehow more normative a trope). It should be noted that while 

 noru and  jōjiru share many concrete (‘ride’, ‘mount’) 
and figurative (‘get carried away’) meanings, both categories of 
which apply to this image,  sounds a little more abstract 
than , thus emphasising the figurative aspect. It is arguable 
that the passive “[b]orne” better captures the sense of getting 
‘carried away’ by the scene: it is certainly more lyrical than ‘riding’. 

Frederick has chosen to link the moon image with the physical 
visit to Kiyomizu temple, separating the pair off from the rest of 
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the images with a full stop. Furthermore, she determines that it 
is “we”—both Sōseki and Shiki—who are sharing the experiences, 
well before  appears in the ST. On the other hand, I keep 
the loose concatenation of images in the ST indicated by  
and  verb forms at the end of the first two clauses with 
present-participle clauses separated by a comma (“[r]iding …, 
wandering”), and set the subject as “I” until the end of the first 
long sentence before switching to “we”. 

 is more focused in TT2 than TT1. Again I 
favour a more direct translation of “wandering Kiyomizu Temple’s 
precincts”, while Frederick makes the action more purposive, and 
ostensibly more religious: “we made a pilgrimage to Kiyomizu 
Temple” (although, of course, a pilgrimage may be figurative in 
its own right). By giving the subjects agency and intent at this 
early stage in the passage, she grounds the passage in reality, 
however far its fancies may go on to fly. However, the vagueness 
of the imagery in the four clauses of the following TT2 sentence, 
corresponding to (b), (c) and (d), undermines this to some extent. 

A direct translation of the object being compared with the 
colour of the night in (b)’s simile, , is ‘floor covering’ 
or ‘floor cloth’. (In this case, the simile ‘floats’ in the ST as it is not 
anchored to a particular verb in one of the later clauses.) I retain 
the simile (“the colour of the obscure night recumbent like a floor 
covering before me”), adding the adjective “recumbent” to give the 
image a little more definition. The ambiguity of the subject of 
“recumbent like a floor covering” (it could be either “the colour of 
the obscure night” or simply “the obscure night [that was] 
recumbent”) allows me to defuse the uneasiness of having an 
unspecified colour lie like a cloth, but the overall image is still in 
danger of being a little ridiculous. 

Frederick’s approach is to almost entirely recast the image, 
effacing the simile, reinvoking the image of the moon, and adding 
a characterisation of the subjects’ thought processes (“[s]wept up 
in some romantic notions about the hazy colors of the moonlit 
sky”). The only fragment of the ST that remains is the reference 
to colour (now plural). There are two problems with this recasting: 
first, it appears to contradict the general darkness implied by 
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, and second, the repetition of the image of moonlight 
(and the passivity of being both “borne” and “[s]wept up”) stalls 
the headlong series of images, or at least lessens their impact. 

(c) doesn’t prove as difficult: TT1 (“letting my eyes roam far 
into the hazy depths”) is not far removed from TT2 (“we cast our 
eyes absentmindedly into the distance”), except that  
‘vague’ is applied to different objects:  (“the hazy depths”) in 
TT1 and  (“we cast our eyes absentmindedly into the distance”) 
in TT2. This underscores how language can not only toggle 
instantaneously between literal and figurative states (and 
thereby remind us that it is this very quality that allows it convey 
anything beyond the concrete), but also, in a sense reminiscent of 
indeterminacy in quantum physics, exist simultaneously in both 
states, with both readings remaining equally valid until 
determined (that is, switched into one of these states) by the 
perspective of the particular viewer (in this case, the translator). 
Ideally, it would be desirable to retain both states in one’s 
translation, but this is not always possible, one reason being that 
the expressions available in the target language don’t allow 
exactly the same ambiguity as in the source language. 

(d) actually contains three figurative elements—a simile, a 
metaphorical adjective and a metaphorical verb—but as they are 
closely linked, I am treating them together.  is a near-
concrete image (‘the many points of red lanterns’), leading to near 
agreement in the translations, though TT2 is a clearer image (TT1 
“the countless red lights” vs. TT2 “the points of red light below” 
(“below” captures  from the previous clause). This image is the 
trigger for the  ‘fantasy’ of the rest of this section: 

 ‘[I/we] were intoxicated 
to [my/our] heart’s content by the soft fantasies’ arising like a 
dream on viewing these lights’. I render this as “abandoning 
myself to liquid, dreamlike fantasies”, Frederick as the wordier, 
frothier “letting ourselves be intoxicated by the headiness of our 
gentle illusions that were as so many dreams to be discovered”. 

 thus becomes “liquid” (injecting a quality not specified 
in the ST) and “gentle” (emphasising a human quality) 
respectively.  ‘to one’s heart’s content’ is not directly 
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translated in TT1, while TT2 perhaps hints at it in the “headiness” 
that accompanies “intoxicated”. The question arises, however, 
whether “headiness” and “gentle” are compatible in the same 
noun phrase, or rather in effect cancel out the impression created 
by the other. It is interesting to see how the actual grammatical 
comparative of the simile has been formed: TT1 “dreamlike” 
versus TT2 “that were as so many dreams”. Here Frederick makes 
more of the dreams (plural) than me, which tips the TT2 sentence 
more towards the pair’s shared imaginary world for a moment. 

The simultaneous symbiosis and antagonism of the concrete 
and contemplative worlds, indeed, is one of the points of this 
passage, and Sōseki’s portrayal of this quintessentially human 
struggle includes its reification in the next images (e/f). What 
lends the image of the buttons such power is (forgive the pun) its 
very brazenness—Sōseki makes no attempt to explain the 
concrete image, yet clearly it is symbolic, and significant enough 
to be repeated in modified form in the next sentence of the ST. 

Sōseki is presumably specifically referring to the university 
uniform that he and Shiki wore on the previous visit, around the 
time of their graduation, but by leaving the reference open, the 
uniform can became a symbol for societal strictures in general, 
and the brass buttons a symbol for, let us conjecture, a false sense 
of security that the education system had produced. Upon 
graduating, they have realised the hollowness of this security, as 
they have to head out into adult society “naked” (without any 
decorous uniform to protect them). Brass of course looks much like 
gold, but it is not a precious metal—similarly, their adult future 
is not the unalloyedly romantic image that it was painted to be, a 
place receptive to ‘pure’ artistic or philosophical ideals. The 
fantasy, or illusion, dancing in the lights on the horizon proved 
not to be a source of hope, but rather a transient mirage. This 
passage thus marks the heart of the deep sense of disillusionment 
with the world that pervades portions of this essay. 

Both translators struggle somewhat to find a rendering of (e) 
that retains the immediacy of the button image while being 
immediately intelligible and congruent with the surrounding text. 
TT1 “it was a period of life when I was well aware the buttons on 
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my uniform were made of brass, but still I was drawn to gold” 
attempts to signal the symbolic nature of the sentence by framing 
it as Sōseki’s thoughts (“I was well aware”), but “drawn to gold” 
for  is a little vague. TT2 “[t]he buttons on our 
uniforms had been made of brass, but those days it was gold on 
the rise” seems to be implying something different about gold—
perhaps that the relative worthlessness of brass (by extension, 
what they had learned at school) had been laid bare by the 
growing valuing of personal artistic expression in society? If so, 
this somewhat steals the thunder from the supposed 
disillusioning revelation in the next sentence that “brass was only 
brass”. I try to play up the drama of ’s Buddhist origins in 
“had the epiphany”, as does Frederick with “[a]wakening to the 
realization”, and I use the addition of “base” and the resultant 
alliteration/consonance to emphasise the venality of the buttons: 
“but base brass”. 

Sōseki’s and Shiki’s different reactions to their disillusionment—
again symbolised in powerfully concrete images in (h) and (i)—are 
equally telling. Shiki already shows the signs of the tuberculosis 
that will kill him, and yet has taken the pragmatic path of 
becoming a journalist, despite being at heart a poet. Sōseki, on 
the other hand, with his faintly risible image of a coward in 
retreat, is portrayed as something of a dilettante, unwilling to face 
the harsh realities of adult life and heading for a (teaching) job in 
the provinces. As we have seen elsewhere in this essay, the pair 
are presented as foils, as different, and inextricable, as the two 
sides of a coin. Our translations seem to do an equally adequate 
job of conveying this duality (both of individual character and of 
the concrete/abstract pivot about which symbolic language turns). 
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(10) Extended simile; literal and figurative description; extended 
fantasy image 
 

ST 

 
TT1 In the middle of the night, the eighteenth-century clock 

on one of the staggered sandalwood shelves in the alcove 
above my pillow chimes, resonating like ivory chopsticks 
striking a silver bowl. The sound penetrates my dreams, 
waking me with a start; the clock’s chime has ended, but 
in my head it rings on. And then this ringing gradually 
thins out, grows more distant, more refined, passing 
from my ear to my inner ear, and from there into my 
brain, and on into my heart, then from the depths of my 
heart into some further realm connected with it—until 
at last it seems to reach some distant land beyond the 
limits of my own heart. This chilly bell-ring perfuses my 
whole body; and the ringing having laid bare my heart 
and passed into a realm of boundless seclusion, it is 
inevitable that body and soul become as pure as an ice 
floe, as cold as a snowdrift. 
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TT2 In the middle of the night, an 18th-century rosewood 
clock placed on the stepped shelves near my pillow rang 
out with a sound like ivory chopsticks striking a silver 
bowl. As it penetrated right into my dream, my eyes 
opened with a start, and even when the ringing had 
ceased, it still resonated in my head. But in stages the 
sound grew slowly faint, more distant, gently absorbing 
into me as it passed from the surface of my ear into my 
inner ear, from my inner ear to my brain, and into the 
depths of my heart, sinking down into someplace 
tethered to my heart but still unable to keep up with it, 
so that it finally slipped loose, heading off to some far off 
land. The cool sound of the bell had reverberated 
through my flesh, entered my heart, and before setting 
off toward some secluded realm of the infinite, rendered 
my body and soul as pure as a bowl of ice, and as chill to 
the touch as a bowl filled with snow. 

 
I shall leave it to the reader to conduct a full analysis of this 
passage, but suffice it to say that the third sentence of the ST is 
very long and traces a tortuous thread between physical and 
spiritual realms, with an attendant shift from concatenating 
concrete to abstract items. A notable feature is the repetition of 
certain words (particularly -related forms (four instances), 

 (four), and  (five)), as well as structures such as a sequence 
of pairings bounded by  and , and a series of adverbs 
modified by . 

There are many similarities in our handling of this passage. 
We have both preserved original sentence lengths, number of 
sentences, and the concatenated structure of the long third 
sentence. The biggest difference is our treatment of the 
consecutive similes in the latter part of the last sentence: 

. The 
difficulty with these images is that they appear to be a distorted 
reference to the obscure yojijukugo, or four-character proverb, 

(hyō’ou-setsuwan), where  means something like ‘pot 
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made of ice’ and means something like ‘bowl made of snow’, 
and combined they metaphorically signify “an immaculate, highly 
refined writing implement; or the act of transcribing a work of 
literature with such an implement”.8 Clearly Sōseki is drawing 
on his extensive knowledge of Chinese literature with this 
allusion, but what is unclear is why he has scrambled its elements 
in this way. Only the most erudite Japanese readers will make 
the literary connection, and it will be entirely lost on English 
readers. Thus the options for the translator are to retain the 
image in its own right, or reformulate it. 

Frederick has chosen the former approach with her similes: 
“rendered my body and soul as pure as a bowl of ice, and as chill 
to the touch as a bowl filled with snow”.  can mean a shallow 
bowl or dish, while  is a deep bowl, but I wonder whether it 
might not have enhanced the image to have distinguished 
between the containers rather than using the same word for both. 
Retaining the sense of a ‘vessel’, whatever form it might take, does 
have the virtue of referencing the earlier simile of the bowl struck 
by chopsticks, suggesting that Sōseki has become a vessel for the 
sound of the bell, which indirectly reflects the yojijukugo idea of a 
writing implement being the carrier of the ‘spirit’ of the written 
word onto paper. 

I decided to abandon the original image on the basis that it is 
both too obscure and distorted an allusion, and too indifferent an 
image, to do more than distract the reader from the central 
notions of purity and coldness.  is in fact a word in its own 
right, meaning ‘ice floe’, which could suggest purity. I then took 
the cue of  in the second compound to search for a similarly 
natural phenomenon that would bespeak coldness, and ‘snowdrift’ 
came to mind (with ‘pure as the driven snow’ in the back of my 
mind). “[A]s pure as an ice floe, as cold as a snowdrift” is a concise 
parallelism not unlike the structure of some proverbs, its meaning 

 
8 …

(Attributed to the Song Dynasty Chinese poet Fan Chengda (
). (Source: https://yoji.jitenon.jp/yojih/3659.html. My translation.) 
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instantly accessible. Whether the images have wandered too far 
from the original is up for debate. 
 
(11) Fantasy image 
 

ST 
 

TT1 Twisted too its beak, into a downward grimace, and its 
body hunched over. Myōjin, the resident deity of Kamo, 
may well have imposed his divine will to have it caw like 
that, so as to make me all the colder. 

TT2 And it seemed not any normal crow, flying in the shape 
of a frown, but with its beak wide open, forming the 
characters . Perhaps the Kamo Shrine Gods had 
imparted it with their divine will to send another shiver 
through this lost soul. 

Talking of different approaches to rendering imagery, the TTs for 
(11) perhaps exhibit the greatest degree of divergence of any 
figurative passage. Based on findings from my previous research 
(Donovan 2012), such a level of divergence is evidence of the 
difficulty of the translation task. The passage revolves around the 
graphological shape of the Japanese hiragana characters and

and their interpretation in relation to the physical aspects of a 
crow. I have abandoned any attempt to retain the characters 
themselves, resorting to paraphrase that vaguely echoes their 
shapes in the body and beak of the bird, and a structure that 
echoes the repetition of the ST. Frederick, on the other hand, 
boldly features the actual hiragana characters in her translation, 
after having set them up with an ingenious description of their 
shapes as they might appear in tracing the body parts of the crow, 
so that by the time the readers reach the hiragana, they may well 
see the resemblance in them. Whether “flying in the shape of a 
frown … with its beak wide open” is in fact the physical image 
that Sōseki intended to evoke is unclear, but “flying in the shape 
of a frown” attributes a certain emotion to the crow which, while 
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not actually present in the ST, is certainly in line with the overall 
portentous impression Sōseki gives of it. However, one downside 
to the image of the bird in flight is that it creates a slight 
continuity issue, as there is no transition between the crow’s 
sitting on the tree and flying, and no indication in the ST that the 
crow flies off. 
 
(12) Extended metaphorical description 
 

ST 

 
TT1 Shedding the futo-ori futons, shivering still, I open the 

window. A nebulous drizzle thickly shrouds Tadasu no 
Mori; Tadasu no Mori envelops the house; I am sealed in 
the lonely twelve-mat room within it, absorbed within 
these many layers of cold. 

TT2 Separated from my thick bed garment and trembling 
with cold yet again, I opened the window. The gentle 
mist of fine rain that had saturated the Tadasu Forest, 
now worked its way into this forlorn twelve-mat Tadasu 
Forest room that is now my home, wrapping me in ever 
more layers of cold. 

The essay ends with a spatial image much the inverse of the 
expansive movement across Kyoto that marks the beginning of 
the piece: this time there is an ever-tightening delineation of 
chunks of space, from the forest at large scaling down to the space 
taken up by Sōseki’s room. I leave it to the reader to consider the 
TTs’ treatment of the central image, but it is important to note 
that both of us end up on the same key word—cold—the central 
motif of the essay. 
 
Looking back on our approaches to the ST, it seems to me that, 
however much they may vary at the level of individual word 
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choices and clausal syntax, generally speaking Professor 
Frederick and I share a devotion to preserving both the key 
images of these passages and the voluble yet mostly finely 
modulated prose in which they are embedded. We are aware that 
to do justice to Sōseki’s writing in English, a few liberties must be 
taken to make the most of the English language’s characteristics, 
much as he himself was pushing the limits of his native language 
to bring out its potential. If anything, the exercise proves the 
inherent flexibility of both languages to slip between the concrete 
and the abstract, the literal and the figurative, the perceived and 
the remembered. Translating such passages is no straightforward 
task, but it allows you the privilege of being there on the gruelling, 
fascinating journey with Sōseki, traversing the physical, temporal, 
mental and spiritual boundaries that delineate what it means to 
be human. 

IIssue 2: Culturally Specific Items 

The strategies involved in translating culturally specific items 
(hereafter CSIs) can broadly be divided into domesticating and 
foreignising categories. To paraphrase Schleiermacher (1813/1992), 
the translator either tries to bring the source-language text towards 
the target-language reader (a domesticating act), or to bring the 
reader towards the text (a foreignising act). That is, the translator 
adjusts the cultural item to make it more readily comprehensible 
to the reader, or inserts the cultural item largely as-is into the 
text, either relying on context to clarify the meaning or providing 
some explanation to help the reader understand the foreign term. 

There are innumerable systems for classifying the treatment 
of CSIs in translation, but rather than getting bogged down in 
them I shall here introduce my simplified classification system. I 
suggest (Donovan 2012) that all acts of translation can be 
classified under the following four terms: retention, modification, 
addition, and omission. 

Retention is a foreignisation strategy whereby the translator 
keeps the original term through romanisation or other means, 
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including direct translation in the case where the target item is a 
near equivalent of the source item. I use direct translations of 
CSIs in the second column of the table below to provide a kind of 
baseline for assessing shifts or otherwise in the TTs.  

Modification means transforming the term into a target-
culture/target-language equivalent with a similar meaning. It 
includes making the sense more specific or more general (i.e., 
using a hyponym or a superordinate), or using a cultural 
equivalent (whereby the effect of the TT on the TL reader is 
supposed similar to the effect of the ST on the SL reader). This is 
hence usually a domesticating strategy.  

Addition means adding explanation: it is a foreignising 
strategy in cases where it enables the original to still be retained 
alongside, but on the other hand it is a domesticating strategy in 
the sense that it makes a concession to the expectations of the 
reader to be informed. 

Finally, omission is the act of effacing the source item, either 
partially or entirely—this is clearly the ultimate act of 
domestication. Omission is often employed when a translator 
feels that (1) a given item is of trivial importance to the work, and 
(2) retaining the item in the target text would impede narrative 
flow or similar. 

Sometimes these strategies may be combined: for example, 
modifying the original term but then bringing it closer to the 
original sense through supplementary explanation (addition). 
This is why I mark retention and addition separately in the table: 
even though in most cases retention is a given when there is an 
addition, it is not in all cases. 

There are too many CSIs to analyse each TT in depth. Instead 
I provide a table of all the discrete CSIs I noted (i.e., the first 
instance of each), along with their TT1 and TT2 translations and 
a characterisation of the general strategy employed (be it 
retention, modification, addition, omission, or a combination 
thereof). I have tried to break TTs down into their component 
parts so that an analysis can be conducted comparing ‘sense for 
sense’ as much as possible. Inevitably this has involved subjective 
divisions; you may want to break translation elements up in a 
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different way. Where TT1 and TT2 strategies differ markedly, 
and in the case of particularly thorny translation issues, I shall 
undertake comparative analysis in a section after the table. 9 
Instances of differing strategies regarding a source-text item are 
marked in bold below. 
 
 
Legend of translation strategies: R: retention, M: modification, A: 
addition, O: omission 
Strikethrough in the direct translation indicates elements 
omitted in one or both of the TTs. Square brackets enclose a 
previous translation superseded by another in TT2. 
Complete omission of an item in the TT is designated by the 
legend “  Ø” 
 
Table 3.1: First instances of CSIs and their English translations 
 

SST  DDirect  
TTranslation  

TTT1  ((strategy)  TTT2  ((strategy)  

(1)  steam train steam train (R) train (O) 
(2)

 
two hundred ri 2200  lleagues  

((M)  
ssome  hhundred  
lleagues  ((M)  

(3) 

 

Shichijō’s 
platform 

Shichijō (R) 
Station (M) 

the Shichijō 
(R) platform 
in Kyoto (A) 

(4)  Kyōto Kyoto (M) Kyoto (M) 
(5) 

 
makuzu sscarlet  

kkadsura  ((M)  
MMakudzu  ((R)  

(6) 
 

[normally 
]

  

Hie [sic], 
Atago and 
Kurama 

HHiei  ((M), Atago 
(R) and 
Kurama (R) 

HHie  ((R), Atago 
(R), and 
Kurama (R)  

 
9  Many of the CSIs have already been addressed to some extent in 
Section 1 above as part of the analysis of the extended passages. 
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Ichijō, Nijō, 
Sanjō, … Kujō, 
… Jūjō 

Ichijō (R), Nijō 
(R), Sanjō (R) 
Avenues (A), 
and ever 
further south 
of the Imperial 
Palace (A), on 
down to Kujō 
(R) and Jūjō 
(R) Avenues 
(A) 

running south 
from (A) Ichijō 
(R), Nijō (R), 
and Sanjō (R) 
all the way 
(A) to Kujō (R) 
and Jūjō (R) 

(8) 

 

Hyakujō [w]ere one to 
count of to the 
hundredth 
such (A) 
avenue (M) 

[y]ou might 
count those 
numbered 
streets all the 
way (A) up to 
100 (M) 

(9) 
 

lamps lamps (R) lights (R) 

(10)  host mmy  hhost  ((R)  mmy  hhost  ((R)  
KKanō  Kōkichi  
(A)  

(11)  (Buddhist) lay 
priest 

the  acolyte  (M)  [m]y  old  
friend (A) 
Suga Torao 
(A) who is 
living with 
him (M, A) 
[+added 
reference 
later in TT2: 
““my friend, 
now a 
Buddhist””] 

(12)  rickshaw rickshaw (R) rickshaw (R) 
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(13) 
 

ancient Kyōto aas  aancient  aa  
pplace  as (A) 
Kyoto  (M)  

this  ancient  
capital (M) 

(14) 
 

midsummer 
(the ‘dog days’) 

the  height  of  
summer  (M)  

the  dog  days’  
(R)  sun  

(15)

 

line up the 
long shafts in 
a long line 

proceed in 
convoy (O, M) 
 

pull … via 
their long 
shafts (O, M) 

(16) 

 

Odawara 
lanterns 

(O)  paper  (A)  
lanterns (R) 

Odawara  (R)  
paper (A) 
lanterns  (R)  

(17) 
 

zenzai zenzai (R), red-
bean soup (A) 

zenzai (R), 
Kyoto (A) 
sweet (A) red 
bean soup (A) 

(18) 

 

Emperor 
Kanmu’s spirit 

Emperor 
Kanmu’s ghost 
(R) 

the ghost of 
the Kammu 
Emperor (R) 

(19) 

 

reign reign  (R)  era  (M)  

(20) 

 

partook may have 
partaken (R) 

partook (R) 
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(21) 
 

Masaoka Shiki Masaoka Shiki 
(R) 

Masaoka 
Shiki (R) 

(22) 
 

Fuyamachi’s 
[sic] Hiiragi-ya 

aan  iinn  ccalled  
((A)  Hiiragiya 
((R) in Fuyachō  
(R) district (M,  
A)  

the  Hiiragiya  
(R) Inn (A) on  
Fuyacho (M: 
nno macron) 

(23)

 

large lanterns large  (R)  …  
lanterns (R) 

large  (R)  …  
paper (A) 
lanterns  (R)  

(24) 

 

the fortieth 
year of Meiji 

the  fortieth  
year of the 
Meiji (R) era 
(A)  

1907  (M)  

(25) 

 

shiruko or 
boiled adzuki 
beans 

[ss]hhiruko ((R)—
ssweet red-bean  
soup with 
mochi (A)…. 
Boiled azuki 
((R) beans (A) 

the  sweet  
bean broth 
they call (A) o  
(A)-shiruko 
(R) in Tokyo 
(A)? Or just 
plain (A) 
boiled adzuki  
(R)  beans  (A)?  

(26) 

 

bold-faced … 
characters 

bold  (R)  …  
characters (R)  

(O)  letters  (M)  

(27) 

 

hechima a loofah gourd 
(M) 

a gourd (M) 

(28) 

 

[honorific verb 
suffix applied 
to royalty] 

startles (O) 
Emperor 
Kanmu’s ghost  

rousing (O) … 
the dead 
emperor’s 
spirit  

(29)  rickshaw 
pullers 

[t]he  rickshaw  
pullers  (R)  

the  drivers  
(M)  
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(30)
 

lap blanket, 
western-style 
umbrella 

lap blanket 
(R), umbrella 
(O) 

umbrella (O) 
and lap 
blanket (R) 

(31)

 

twenty-two 
yen fifty sen 

twenty-two yen 
and fifty sen 
(R) 

22 yen 50 sen 
(R) 

(32)

 

serge … 
flannel 
uniform 

Shiki in serge 
(R), I in my 
flannel 
uniform (R) 

he in serge (R) 
and I in my 
flannel 
uniform (R) 

(33) 
 

natsumikan bbitter  ((A)  
nnatsumikan  
((R)  ooranges  ((A)  

ssour  ((A)  
ooranges  (M) 

(34)

 

alley about 
one ken wide 

a narrow (A) 
alley just (A) 
six feet (M) 
wide 

a single (A) 
little (A) lane 
just (A) six 
feet (M) wide 

(35)

 

about one 
square shaku 

every house 
had a one-
square-foot (M) 
hole in its door 

[e]ach door of 
the houses 
along the 
street was 
ajar about one 
foot (M) 

(36)

 

moshi-moshi from each hole 
came a voice 
saying hello 
(M) 

I heard a 
voice coming 
out of one of 
these gaps, 
“Hello 
there…” (M) 

(37)  brothel brothel  (R)  Geishas!  (M)  
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(38)

 

impartially walked a 
mental 
tightrope of 
disinterest (R) 

walk along 
the neutral 
(R) zone 

(39)
 

approach [(or 
foot) of a 
bridge; lit. 
‘sleeve’] 

approach (R) approach (R) 

(40)  thatch thatched (M) thatched (M) 
(41)

 

turned the 
shafts to the 
side 

swerves to the 
side (O) 

the yokes (R) 
of the 
rickshaw (A) 
turn to the 
side 

(42)

 

four arm-
spans or five 
arm-spans 

with a 
circumference 
of (A) four or 
five arm-spans 
(R) 

four or five 
arms’ length 
(R) in 
circumference 
(A) 

(43)
 

Kamo no Mori KKamo  nno  MMori  
((R)  

a  forest  
[position 
moved in text]  
(M)  

(44)

 

Noaki-san, 
waiting in the 
entranceway, 
has a monk’s 
shaved head 

Noaki-san (R), 
waiting in the 
entranceway 
(R), has a 
shaved head 
like a monk (R) 

Mr. Noaki (M) 
waiting at the 
entry (R) has 
his head 
shaved like a 
monk (R) 

(45)
 

old man [lit. 
‘grandfather’] 

the  old  man  
(R)  

the  Christian  
(M)  
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(46)

 

the lay monk 
is a disciple of 
Kōsen Oshō 

[[t]he  aacolyte  
((A),  a lay monk  
based here 
rather than at  
a temple (A), is  
a disciple (R) of  
the Zen rōshi  
(A) Kōsen 
Oshō  (R)  

SSuga  ((M)  iis  aa  
ddisciple  (R) of  
Kōsen Oshō 
(R)  

(47)  bamboo grove a bamboo 
grove (R) 

a bamboo 
grove (R) 

(48)
 

Kiyomizu’s 
temple 
buildings 

KKiyomizu  
TTemple’s  (R) 
precincts  (M)  

Kiyomizu  
Temple (R) 
(O)  

(49)

 

floor covering recumbent  (A)  
like a floor 
covering  (R)  

the  moonlit  
sky (M) 

(50)
 

red lights red light (R) red light (R) 

(51)

 

buttons buttons (R) buttons (R) 

(52)
 

realised 
[origin: 
Buddhist 
enlightenment 
(satori)] 

had the 
epiphany (R) 

[a]wakening 
to the 
realization (R) 

(53)

 

hitch up my 
robes and run 
away to the 
western 
provinces 

I  tucked  up  my  
skirts (R) and 
hhightailed it to  
the western 
provinces  (R)  

I  hitched  up  
my robes (R) 
aand 
absconded to 
SShikoku ((M) 

(54)
 

climbed 
Maruyama 

climbed  (R)  
Maruyama (R)  
hill (A) 

hiked  around  
(M) 
Maruyama 
(R)  
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(55)
 

Zen lay priest aa  ZZen  ((R)  
aacolyte  ((M)  

[[ ØØ]  ((O)  

(56)

 

enter the bath 
[requesting of 
an honoured 
guest] 

bbids  mme  ((M)  
ttake  a bath (R)  

Please  (R)  go  
ahead and 
take a bath 
(R)  

(57)  sir thee  (M)  you  (A),, ssir 
(R)  

(58)
 

Kamo’s waters the  …  waters  
(R) of the 
Kamo (R) 

drawn  from  
(A) the … 
water (R) of 
the Kamo 
River  (A)  

(59)

 

the young 
priest carries 
thick futons 
into the 
twelve-tatami 
room 

[t]he  young  
priest (R) 
carries thick 
futons (R) into  
a twelve-mat 
(M) room (R) 

bringing  me  
[a quilted 
jacket with 
sleeves] thick 
bbedding (M) to  
wear as he led  
me (A) to the 
twelve mat 
(M) tatami 
room  (R)  

(60)

 

When I asked 
if it was 
“Gunnai”, he 
replied “futo-
ori” [  is 
short for 

 ‘Gunnai 
weave’. Gunnai 
is the old name 
for the Eastern 
part of 
Yamanashi 
Prefecture] 

When I ask if 
they are clad 
(A) in Gunnai 
(R) silk (A), he 
replies that it 
is the thick 
silk cloth (A) 
futo-ori (R) 

When I asked 
if it was made 
of (A) gunnai 
(R) silk (A) 
from 
Yamanashi 
(A), he told 
me it was 
futo’ori (R), a 
thick silk 
weave (A) 
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(61) As (I could 
accept) 
without 
hindrance, I 
excused my 
indulgence 
and slept 

Though 
chastened (R) I 
cannot 
reciprocate (A), 
I gladly accept 
(R) the great 
hospitality (A) 
behind this 
thoughtfulness 
(A) 

Though aware 
I could not 
reciprocate 
(A) this kind 
deed (A), I 
could at least 
get myself in 
bed, if guiltily 
(M), without 
worry (R) that 
my covers 
would be 
snatched 
away. (A) 

(62)

 

two layers laid 
over, two 
layers laid 
under 

tthese  ttwo  
llayers  over (R)  
me (A) and the  
two under (R) 

two  thick  (A)  
layers above 
((R) me (A) 
and the two 
futon mats (A)  
below  

(63)

 

Learning from 
my host that 
they don’t 
make night-
clothes with 
sleeves in 
Kyoto, I think 
that Kyoto is a 
place that 
makes people 
feel cold. 

Hearing  from  
my host that 
Kyoto does not  
make night-
clothes with 
sleeves (R), I 
feel that this 
city does its 
utmost to chill  
people to the 
bone.  

[MMy hhost hhad 
made special  
arrangements  
for this jacket  
as (A) Kyoto 
is a place 
where a bed 
jacket (M) like  
this (A) is not  
usually made  
at all—this 
city seems to 
ggo out of its 
way to leave aa 
pperson cold.] 
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Kyoto seems 
to be a place 
where 
pajamas are 
not even made 
with warm (A) 
sleeves (R)—
this city 
seems to go 
out of its way 
to make a 
person cold.  

(64)
 

bedside [lit. 
‘pillow head’] 
staggered 
shelves 

tthe  sstaggered  
sshelves  (R) in 
the alcove (A) 
above my 
pillow  (R)  

the  stepped  
shelves (R) 
near my 
pillow (R) 

(65)

 

eighteenth-
century clock 
fitted in a 
square shitan 
case 

the  eighteenth--
century clock 
…… in its square  
rosewood case 
((M) 

an  18th--
century 
rosewood 
clock (O) 

(66)

 

strike a silver 
bowl with 
ivory 
chopsticks 

ivory (R) 
chopsticks (R) 
striking a 
silver bowl (R) 

ivory (R) 
chopsticks (R) 
striking a 
silver bowl (R) 

(67)

 

betake oneself 
to a place of 
infinite 
seclusion 

passed  into  a  
realm of 
boundless 
seclusion (R) 

setting  off  
toward some 
ssecluded 
realm of the 
infinite  (R)  
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(68)

 

body and soul 
must be as 
pure as an ice 
dish, as cold as 
a snow pot 

iit  iis  iinevitable  
tthat  body and 
ssoul become as  
pure as an ice 
ffloe (M), as 
cold as a 
snowdrift (M) 

rrendered  mmy  
bbody  and soul  
as pure as a 
bowl of ice (R),  
and as chill to  
the touch (A) 
as a bowl filled  
with  snow  (R)  

(69)  keyaki 
[Japanese 
zelkova] 

zelkova (M) 
tree (A) 

zelkova (M) 
tree (A) 

(70)

 

It cries 
twistedly kya-
kee, kū. It is 
not a simple 
crow. It is a 
he-character 
crow, a ku-
character crow 

[[BBut  tthis  iis  nno  
oordinary  crow.]] 
IIts call is 
twisted into a 
ggrotesque 
cackle. (M) 
Twisted too its  
beak, into a 
downward 
grimace (M), 
and its body 
hunched over 
((M) 

A  “kkya-kkei, 
kkuu” (R) was 
iits twisted 
cry. And it 
seemed not 
any normal 
crow, flying in  
the shape of a  
frown, (M) but  
with its beak 
wwide open 
(M), forming 
the characters  
(A)    (R)  

(71)

 

It may have 
been the 
divine will of 
Kamo’s Myōjin 
making it caw 
to make me 
even colder 

Myōjin (R), the 
resident deity 
of (A) Kamo (R), 
may well have 
imposed his 
divine will (R) 
to have it caw 
like that, so as 
to make me all 
the colder 

Perhaps the 
Kamo (A) 
Shrine Gods 
(M) had 
imparted it 
with their 
divine will (R) 
to send 
another shiver 
through this 
lost soul 
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(72)

 

Before the 
shrine in the 
cold of spring, 
dreaming of a 
crane 

Spring cold 
(R)— 
Before the 
shrine (R), 
The crane (R) 
from my 
dreams (M) 

Spring 
coldness (R) 
Appearing (A) 
before the 
shrine (R) 
A crane (R) 
from my 
dream (M) 

 
AAnalysis of representative CSIs 
CSIs can be divided up according to many different taxonomies, 
but here I shall distinguish the following categories: (a) physical 
objects; (b) physical locations; (c) proper nouns, people, and places; 
(d) cultural practices; (e) cultural concepts; (f) culturally bound 
grammatical structures; and (g) historical references. 

The following is commentary on what I consider the most 
interesting CSIs in the ST. Readers are encouraged to conduct 
their own in-depth analysis of other CSIs in the table. 

Let us begin with CSI (3) (category c). Anyone familiar with 
modern Kyoto will be puzzled as to how Sōseki’s train from Tokyo 
deposited him at Shichijō. What is now Shichijō Station is on a 
completely unrelated line, the  Keihan, but when Sōseki 
made his journey, the first Kyoto Station, constructed in 1877 and 
opened by Emperor Meiji himself, was situated further north than 
its present location—near Shichijō. Its official title was in fact 

, but it was known as  (a Kansai-variant 
romanisation of ). Sōseki’s abbreviation simply to 

 suggests how well known Kyoto Station’s nickname was. 
Interestingly, neither TT attempts to domesticise the place name 
to Kyoto Station, instead retaining the original. However, TT1 
makes a modification, and TT2 an addition. TT1 converts 

 (these days mostly abbreviated to the initially 
baffling ) to “Station”, which gives it more legitimacy as a 
place to be arriving into, while TT2, by adding “in Kyoto”, lends 
Shichijō Kyoto-representative status. 
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(6) (also category c) I have included simply because of the 
orthographic quirk in Sōseki’s rending of , which all Kyoto 
dwellers pronounce and write , but which he has written 

. (There is a similar oddity in (22), where the place name is 
written as , but is locally pronounced Fuyachō.) These 
small slips perhaps betray Kanto-based Sōseki’s lack of 
familiarity with the city. TT1 restores the standard pronunciation 
with the romanisation of “Hiei”, while TT2 retains Sōseki’s 
version with “Hie”. 

(7), while it includes street names, is better classified under (b) 
physical locations, since the numbering of the east–west-running 
avenues was determined by how far south of the Imperial Palace 
they are. Including this information helps the reader orientate: 
thus TT1 adds both “Avenues” to hint at the meaning of , and 
“ever further south of the Imperial Palace” to explain their 
configuration, although the numbering element remains obscured 
for those with no Japanese. TT2 adds “running south from” to 
orientate, but does not identify them as streets in this sentence. 
However, in the next Frederick adds “those numbered streets” 
(see (8)), thus covering both elements of the ST mentioned above. 

(37) presents a different kind of physical location. The 
translator is under no obligation to use the same type of word in 
conveying the sense, and while I translate  directly as 
“brothel”, Frederick daringly switches to “Geishas”. The 
advantage with using a personal noun is that it directly links us 
with the comical situation in which the women’s voices are 
emanating from the houses in the alley. One potential problem is 
how accurate ‘geisha’ is in conveying ‘prostitute’. Certainly, 
geisha have had an unsavoury reputation in the west, but one 
that is nowadays considered undeserved, and it is questionable 
how helpful it is to preserve the stereotype rather than challenge 
it in this context. Frederick acknowledges that the geisha guild 
would surely not approve of her translation! She went with this 
because she felt Shiki conveyed a lot with that single word. 

(10) and (11) (category (c)) go together as a pair, and raise the 
issue of how much it falls to the translator to contextualise the 
content of a translation. The two men who lead Sōseki north in 
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Kyoto are referred to throughout the essay simply as  ‘host’ 
and  ‘lay priest’, and there is no indication that they are 
familiar to the author. However, Frederick has established that 
the pair were Kanō Kōkichi and Suga Torao respectively, and that 
the latter was Sōseki’s friend. I refer to the former as “my host” 
and the latter as “the acolyte”, only expanding on this information 
on their arrival at the house by adding to the ST-existing 
explanation that he “is a disciple of the Zen rōshi Kōsen Oshō” (ST 
46) with the direct translation of  as “lay monk”, adding the 
explanation “based here rather than at a temple”. On the other 
hand, Frederick translates the first instance of  as “my host 
Kanō Kōkichi”, and  as “my old friend Suga Torao who is 
living with him”, and later in the TT (at the point where the three 
rickshaws are described as travelling in concert) adding “my 
friend, now a Buddhist”. The addition of personal information as 
opposed to explanation of a particular term increases readers’ 
awareness of Sōseki’s personal connections, but the possible 
drawback is that it slightly undermines the sense of isolation that 
the piece is constructing in pitting present-day, unfamiliar Kyoto 
against the ‘golden past’ with Shiki. Similarly, the TT2 
translation of (45)  as “the Christian” rather than TT1’s 
direct “the old man” introduces an incongruous element. 

(20) is the first example of category (f), culturally bound 
grammatical structures. Japanese culture remains vertically 
stratified, and beyond politeness markers such as  keigo or 

 kensongo, respect language, and  kenjōgo, humble 
language, there is a whole set of vocabulary items and verb forms 
reserved for high-status individuals such as members of the royal 
family. English can make nothing like the degrees of distinction 
possible in Japanese, but it does of course have register-specific 
vocabulary, which means in some cases it is possible to capture 
something of the flavour of the ST expression. Here the ST uses 
an unusual verb form attached to the Emperor Kanmu—

—whose suffix is a variant of  (kanji ), an 
archaic kensongo verb meaning ‘to give’, which renders 

 an exalted form of ‘eat’. Both TTs employ the high-register 
verb ‘partake’ to good effect. 
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On the other side there are examples of kensongo humble 
language, such as the two elements of (61). It is interesting to note 
how involved the TTs are in trying to capture the nuances of these 
expressions of a guest’s self-deprecatory feelings on receiving 
great hospitality, suggesting how lacking English is in such rote 
expressions. 

(25) provides two examples of (a), a physical object. I’ll confine 
myself to the first. Zenzai has already come up in (17), where both 
translators have handled it by retaining the original word in 
italics and adding an explanation. (25) is a little trickier because 

 is a specific Kanto culinary item being compared to zenzai. 
For the first item, TT1 uses the same pattern as (17), preserving 
shiruko and adding the explanation “sweet red-bean soup with 
mochi”. TT2 provides three supplementary elements to the term: 
“the sweet bean broth they call o-shiruko in Tokyo”. The first is a 
prenominal explanation before the term; the second is the 
honorific marker o-, which is sometimes a set feature of cultural 
items, even though it doesn’t appear in the ST; and the third is 
“in Tokyo”, characterising it as a regional marker, and hence 
highlighting Sōseki’s Kanto affiliation, which TT1 doesn’t do. 

(35) is a culture-bound measure, making it (e) a cultural 
concept.  is a measure of area comparable to a square foot 
(30cm2). I translate  as “a 
one-square-foot hole in its door”, while Frederick’s translation is 
“[e]ach door … was ajar about one foot”: very different 
approaches! Frederick comments that she could not get the image 
to work right with holes in the door. If readers first visualise the 
holes in the wrong part of the door, it would be hard to imagine 
the women grabbing Sōseki through them. She believes it is more 
accurate to say there are openings cut into the doors. In the end 
she went with the doors being ajar; however, she is considering 
reworking the passage as something like “Each door had an 
opening, of just one square foot”, then making it clear that the 
women call through these. 

The most interesting background to the TTs’ treatment of 
cultural items concerns (59) (category a). The term  (modern 
orthography ) appears four times in the work, beginning with 
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this instance. It seems a straightforward-enough item, and indeed 
the word futon is so anglicised that it no longer requires 
italicisation in English and takes English plural inflection. I thus 
translate the item as “futons”. Yet in her original version, 
Frederick translated in a completely different way, drawing upon 
information in Tanji Izuko’s book (2010) that 
made her believe that the item in question was “a quilted jacket 
with sleeves”, which appeared to link up with Sōseki’s later 
report—  “this was mine”—that they had had it 
made for him as a gift to be taken away. (I have played this down 
in my translation.) Later still, the item is linked to the discussion 
of Kyoto’s cold: “My host had made special arrangements for this 
jacket as Kyoto is a place where a bed jacket like this is not 
usually made at all”. The new elements were added to support the 
thesis that Sōseki is talking about an item of clothing rather than 
bedding—or that a more logically consistent story line can be 
constructed if there is a focus on the bedcoat rather than the futon. 
But in fact this was Frederick’s erroneous conflation of 
information about bedding and the kind of quilted bedwear with 
sleeves that was used in Tokyo rather than Kyoto, which she has 
revoked. I have included Frederick’s original references to a 
quilted jacket as a translation of the futon in the ST so as to show 
the revision that has taken place in TT2. 
 
TTarget-text translation statistics: statistical summary 
The below table presents a summary that is necessarily limited 
in analytical value (note that the number of discrete elements 
does not tally to the same overall totals, for example), but at least 
gives an impression of each translator’s tendencies in approach in 
dealing with STIs. It appears that I favour the strategy of 
retention, while Frederick favours addition. Neither of us has a 
great love of omission as a technique, but nor are we averse to 
modifying elements to suit our readership. Overall, my 
translations are perhaps a little more foreignising, while 
Frederick’s are a little more domesticating. 
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Table 3.2: Comparison of translation strategies in TT1 and TT2 
 

TTranslation  TTranslation  SStrategy  
  Retention Modification Addition Omission 
TT1 80 25 31 5 
TT2 67 31 45 8 

FFurther topics for discussion 

1. Title. Compare the TT1 and TT2 titles. What are their relative 
merits? Which do you prefer? Why? How did you title the essay? 
TT1: “An Evening Arrival in Kyoto” 
TT2: “Arriving in Kyoto One Evening” 
 
2. Tense. The philosophically motivated ‘spatio-extensive’ and 
‘temporo-extensive’ nature of Sōseki’s writing has been explored 
above. In terms of the literary style that marks the representation 
of time in this piece, the strongest contrast is between the ‘present’ 
of the narrator’s new visit to Kyoto, and his previous visit with 
Shiki some fifteen years before. Generally, the narrative is in the 
non-past for the present visit, and the past for the previous visit, 
but this is inconsistent. At one point the present narrative shifts 
into past-tense forms. Partly this is connected with the portrayal 
of the night of arrival versus the next morning. English allows the 
use of the present simple to narrate past events, but does not 
usually tolerate fluctuations in narrative tense once one has been 
established. Therefore I decided to use the simple present to 
narrate the entirety of Sōseki’s ‘present-day’ visit to Kyoto, and 
the simple past (with occasional use of the past perfect) to narrate 
his previous visit with Shiki. On the other hand, Professor 
Frederick stays with the simple past throughout, with some use 
of the past perfect in referring to the previous visit. Which tense(s) 
did you employ in your translation? Justify their use. 
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3. Haiku. The haiku is a very elliptical literary form, often 
requiring a degree of expansion—a ‘bridging of the gaps’—to 
enable the transformation into intelligible English. Indeed, we 
could spend an entire book on the efficacious translation of haiku. 
Look at the CSI table above to see how the haiku at the end of the 
essay has been translated. What are the main elements of the ST? 
What are the corresponding elements in the TTs? What do the 
translations tell you about meaning construction in a haiku? 
Which version do you prefer, and why? Finally, can you create a 
valid version that is distinct from the TTs? (An unannotated 
version of the TT2 haiku translation is below.) 
 
Spring coldness 
Appearing before the shrine, 
The crane from my dream 
 
4. CSIs. Categorise the 72 items in the table above according to 
the (a)–(g) taxonomy outlined above. Which is the most common 
category? Why do you think this is the case? 
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TOKUDA SHŪSEI, “AOJIROI TSUKI” 
 
 
 
Tokuda Shūsei (1872–1943, original given name Sueo) hailed 
from Kanazawa City in Ishikawa Prefecture. He was known as 
one of the “four pillars” of naturalist literature, along with 
Shimazaki Tōson, Masamune Hakuchō and Tayama Katai, 
positioned against the previous lush romanticism. Encyclopedia 
Britannica states that, after the turn of the twentieth century, 
“[h]is direct, terse style, seemingly drab by earlier standards, was 
the perfect vehicle for his sharp, unsentimental portrayal of 
people living economically and emotionally depressed lives” (1980, 
vol. X, 26–27). 

Tokuda was a prolific writer. His most famous novel, 
(Rough Living, 1915), views the rapidly industrialising society 

of early 20th-century Japan through the eyes of its intrepid 
seamstress heroine. 

“Aojiroi tsuki” was published in 1920, the 8th year of the 
Taishō era, making it the most second-most-recent work in the 
collection after “Akai kimono”. The modernisation hinted at in 
Sōseki’s essay is proceeding rapidly, and readers could be forgiven 
for thinking they were reading a story about post-WW2 
reconstruction and economic expansion. 

The theme of intergenerational difference plays out against a 
complicated familial background, in the somehow strained 
conversations between the narrator and Keizaburō, and through 
the portrayal of the relentless drive of the suburbs towards the 

 
1 The original kanji for the given name are . 
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coast. As discussed in detail later in this chapter, the story’s 
multiple thematic strands, temporal jumps, geographical 
references and tonal shifts are deliberately confusing: this is not 
the “direct, terse style” that was supposedly Tokuda’s signature.2 
Rather, I believe, he is attempting to capture the confusion of a 
narrator caught on the cusp of intergenerational change. While 
the translator should not—and probably could not—eliminate the 
confusion in the story, there are certain elements whose 
clarification would probably make the story more palatable for 
readers in English. This issue is intimately linked to the first 
commentary topic—namely, textual cohesion. 

The narrator also expresses his confused state through 
multiple examples of a particular grammatical construction: the 
double negative. We shall consider this evasive structure too in 
due course. 

EExercise 4.1 

Translate the story into English, paying special 
attention to making it read smoothly and logically, and to your 
rendering of double negatives. 

 
2 Remember that in the introduction to the book I cautioned against 
seeking out stylistic features attributed to an author, instead suggesting 
identifying the patterns to be found in the text itself. 
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++++++ 
 
*Note on the text  
The reference to in l. 69 appears to be 
erroneous. You may choose not to translate . 
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PPale Moon 

One evening I took a little stroll with Keizaburō in the residential 
area on the coast. Villas were going up along this beautiful 
shoreline between Osaka and Kobe, a brand-new stretch of 
development boasting white sands and green pines. 

After a long stint toiling amid the smoke and soot of Osaka, I’d 
taken myself off on a tour of the sights of the Kansai region, 
starting with Kyoto. The three or four spots on my list that I’d 
visited so far had been underwhelming, leaving me in a bad mood. 
In Kyoto, the ancient capital, I’d walked around the usual tourist 
quarters like Arashiyama and Higashiyama, but they no longer 
held the attraction for me they’d once had. Chewing on the 
desiccated remnants of what passed for food in this old, provincial 
little city, I’d been bitterly disappointed to find it drained of life—
an amiable, lackadaisical shell of its former self. Nara was no 
better: everything now seemed to be for show. The foul stench of 
Kansai’s touristy hotspots seemed to hang in my nostrils.  

If I’d been a keen student of antiquities, I would most likely 
have found great solace in the temple buildings with which Kyoto 
was still full to bursting, and the paintings and sculptures they 
contained—and of course, it wasn’t as if I had no interest in these 
things. I did feel a degree of appreciation as I glanced through 
their collections; but I was simply not in the mood to appreciate 
them properly right then. Still, the flow of the Uji River and the 
mountains’ sluggish folds of green seemed to chime with my 
current state of mind and bring me some degree of pleasure. 

Similar to my experience with Kyoto, over time Osaka had 
gradually come to disillusion me, losing the sense of wonder I’d 
experienced on first arrival. While it was expanding on the 
economic front, I couldn’t help suspecting that, rather than 
growing set in its ways like Kyoto, the core of its social fabric was 
undergoing a process of degeneration. I hoped that this great 
centre of commerce and industry—where any item could be 
whipped up in a jiffy—was not in spiritual decline. New western-
style buildings rose on its well-ordered streets; the suburbs were 
expanding out in all directions, as far as the mountains and coasts 
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would let them, and chic residences and villas were appearing in 
their fresh green groves. Like a gustatory echo of its surroundings, 
the refined cuisine I would dine on somehow ended up tasting 
plain. Yet the land still called to me, retaining as it did a vestige 
of its glorious, traditional past. From time to time women in 
beautiful fashions would also catch my eye. 

This coastline too had inevitably become one of the suburbs 
extending out of the smoky, sooty City, with its houses and villas. 
For the residents of Hanshin—the area stretching all the way 
from northern Osaka, through Kobe in Hyogo Prefecture, down to 
the coast of Suma—this was one of the new residential areas, a 
tranquil, wholesome spot affording fresh air, views of green hills 
and the sea, and fresh seafood: a place for rest and relaxation. 

Keizaburō was the adopted son of my elder brother, but for the 
last three or four years had been in poor health, and had resigned 
from the company he had been working for to recuperate here 
along with his young wife. I’d inexplicably lost touch with them 
over the years, but had heard he was now recovered and, that 
spring, had returned to commuting to Osaka each day for work, 
where he apparently found himself with a lot of time on his hands. 

A quiet road stretched out to the limits of vision before us, 
white as if coated in chalk, as I trudged along beside him in old, 
worn-down wooden geta, smoking a cigarette. Like a typical 
urban street, it had its barber’s, its laundry, a bakery and a 
general store. But arrayed between them, the gateways of 
magnificent residences caught the eye. Far above, the Rokkō 
mountains hung ghostly in the hazy sky. 

“So this is uptown?” I asked, at a loss for a topic of conversation. 
Of course, there was one topic about which I was brimming over 
with questions, if I ever had the chance to talk with him about it: 
namely, how the pair of them were getting on together in their 
new life. My father had died thirty years before, when I, the 
youngest child, had still been small, and it had been the love and 
affection of my eldest brother in Osaka that had made me the 
person I was today. There was quite an age gap between us, of 
course, which had made him feel more like a father than a brother 
to me anyway—he had lovingly tolerated the selfish, cheeky little 
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brat I’d been. Then one day, my brother had hinted that I was 
destined to take over from him as head of our mother’s side of the 
family when the time came. Naturally I myself hadn’t felt the 
need to spend much time contemplating such matters. I’d only 
thought about things at the individual level, both for myself and 
my children—we could just be ourselves, I’d thought.  

Even when I’d heard that my brother and sister-in-law (his 
wife)* had adopted Keizaburō, it hadn’t especially fazed me. 
While I can’t deny some discomfiture at the thought of my strong-
willed sister-in-law having worked behind the scenes for this, 
from where she stood it surely seemed like the most natural thing 
in the world.  

Nonetheless, however indifferent I personally might be to the 
end of my father’s bloodline, I certainly considered it a sad thing 
for our household. Of course, part of this sadness undeniably came 
from my simple, enduring love and respect for my father and 
brother. It wasn’t merely a matter of my stake in the family. The 
deeper this feeling of love and respect for them became, the more 
I stood on my own two feet, and the more I wanted to make them 
proud, if only a little—the more I came to see the necessity of 
thinking not in terms of rights accrued to me, but rather the 
obligations my position in the family entailed. 

But this had all been settled some time ago. Since then, 
Keizaburō and his wife Yukie had had two bouncing baby boys 
one after the other. And under the tender care of my brother and 
his wife, they were now five and three years old respectively. The 
pair had, it seemed, worked steadfastly for the love of their 
grandchildren and their young parents. 

Of course, both the old and young couples were happy enough. 
Keizaburō enjoyed a level of parental love perhaps even greater 
than that of a natural-born son. My brother had the odd complaint 
about him, but that stemmed from a father’s warm concern, born 
out of love and deep care. My sister-in-law, for her part, praised 
Keizaburō to the heavens. And it was a fact that he possessed a 
character worthy of her praise. 

Yes, they were a happy bunch—except, perhaps, for Yukie. 
We’d been reading magazines or something at the table, and she’d 
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casually dropped the hint that she was not without her own 
struggles. After leaving school, she’d gone to Tokyo, hoping to 
breathe the air of a new era, but found herself under the loving 
thumb of my single-minded sister-in-law (at once both her 
adoptive mother-in-law and aunt), and even if she herself was not 
fully aware of it, it seemed to me she had a degree of sadness 
about her humble fate. If she had been in her parents’ house, she 
would perhaps have been able to achieve a happier destiny for 
herself. Timid as she was, she had come to submit entirely to the 
wishes of the old-fashioned aunt. 

“All my friends from school have got themselves married into 
good homes,” she’d said in her lilting Kyoto accent. Even if this 
played on her mind, it seemed she was truly striving to be 
satisfied with the fate her aunt had chosen for her. 

“In this economy, is Kei’s income enough to live on?” I asked. 
“Yes it is, more or less,” Yukie replied in a muted voice. “We 

want to set Father’s mind at ease. But it’s not like we’re doing 
that well.” Her face was bleak. 

“How much is he bringing in?” 
“Not a lot, but then we don’t need much. I’m happy enough as 

it is,” she said, smiling. 
I’d imagined she would be a more cheerful woman. Not that 

she was depressed, of course, but it looked as if the innate sense 
of freedom a young woman possesses had been cowed into 
submission. Or perhaps her subdued nature was due to something 
more physiological, like an incipient pregnancy. 

Keizaburō was a quiet, calm young man. He appeared strong-
willed, but from my perspective as someone yet to develop a close 
relationship with him, his reserve seemed to stem from some 
combination of conceit and shyness. I’d sometimes heard him 
judged a handsome-featured man in Tokyo circles. Yukie clearly 
had a deep affection for him. 

 
Listening to Keizaburō talking about the seaside town as we 
walked, I was dimly aware of the cold evening breeze coming off 
Mt Rokkō. “No, this doesn’t count as ‘uptown’ yet,” Keizaburō 
replied in his unhurried way. “That’s still a good distance away, 
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y’know.” 
It was wide and deserted, the road we were on—a grand road 

cut through the pine forest. “Quite a road, isn’t it.” 
“Y’know, there isn’t a more serious problem when it comes to 

town planning than the roads,” he replied a little highhandedly. 
“You mean all that good cropland getting replaced with gravel?” 
“Not at all—there’s still plenty of place to grow crops. As I take 

you on further, you’ll see there’s a lot of farmland left.” 
“Land must be quite expensive around here.” 
“Quite expensive indeed.” 
A cliff skirted the road, and here and there, enveloped in the 

black pines ranged along it, were new-built houses, all fenced and 
gated fashionably in the Kansai style. 

“Let’s go this way,” Keizaburō said, turning onto another road, 
shaded by the pines. There, too, rented houses had sprung up like 
daisies, and the chic gates of teahouses and other such 
establishments were hung with electric lights. 

We came out on the bank of a white riverbed. It overlooked 
green pine forest, through which passed a train every two or three 
minutes without fail, lit up with beautiful electric lamps. 

“The mayor here—a new one’s just come in, but the last one 
did a lot of planning for the town, building all the wide roads 
around here, constructing the embankments, and selling off land 
to bring in money for the town. And I mean planning on a grand 
scale. Uncle, why don’t you spend a summer here with your 
children? It’d be good for the health, you know!” 

“Well I must admit seeing it for myself makes me want to come 
for a stay. But it’s such a sprawling area it doesn’t seem to have a 
sense of place to it.” 

“Y’know, that’s just because it isn’t all filled in with houses 
yet….” 

“Yes, there’s certainly still plenty of open land around, isn’t 
there. Of course, Osaka is much more built up than sprawling 
Tokyo, so the development in the suburbs isn’t happening as fast.” 

“That’s ’cos the population is so small.” 
“I’m not sure about that—sounds like an insult to Osaka!” I 

laughed. 
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“I felt like that when I first came here—everyone seemed to be 
buying up big pieces of land left and right and building fancy 
houses on them. But now it doesn’t bother me in the least. There’s 
no point getting all envious. We’re at the foundation stage of 
building this town. I have no intention of saving money little by 
little for some far-off goal. I have to strike while the iron is hot.” 
He raised his voice in excitement. 

We continued walking on the road beside the riverbed. Bathed 
in the pale moonlight, both road and riverbed shone pure white. 
Lights flickered amid the gloom of the pines on the far bank. The 
roadside cliff, overgrown with them, stretched away endlessly. 
And at its base grew dense clumps of grass, where evening 
primrose—tsukimi-sō, literally ‘moon-viewing flower’—was in 
bloom. 

“Y’know, as we move into summer, the moon’s a real sight!” 
Keizaburō said, pushing his way in among the clumps of grass 
and squatting down. I followed him in and sat down on a stump. 
The pale moonlight shone off our foreheads. There was no sign of 
anyone else around. The houses on the far riverbank stood silent. 
Not even the bark of a dog was to be heard. There was no water 
current in the dried-up riverbed to make a sound. 

“I like to view the moon like this, from my grassy bower,” he 
said, as if confiding in me his one poetic predilection. “When it 
heats up, the grass’ll get even longer. It’s a grand feeling, lying in 
the middle of it all, looking up at the moon!” 

I was suddenly overtaken by some yearnful melancholy, and 
was about to broach the topic of poetry, but thought better of it. It 
wasn’t just the practicalities of such an exercise, but also the 
thought that he seemed too single-minded for it. Apart from 
serving the master at his present workplace, I got no sense from 
him that he had any desire to test his levels of comfort and break 
new ground in his life. According to my brother, Keizaburō’s 
present work was unfulfilling for a youth such as him who 
harboured such grand aspirations. He had wanted me to 
introduce Keizaburō to a former classmate I’d recently met in 
Osaka for the first time in a quarter of a century, the head of a 
Russian trading company who I’ll call Mr Y. Mr Y and five or six 
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other friends from school had invited me out in Osaka, and we’d 
revelled in exchanging intimate stories of our lives over the 
intervening years. Among the group was a high-ranking official I 
hadn’t seen for thirty years. Indeed, they all had high status in 
the region now.  

I’d duly promised my brother I would introduce Keizaburō to 
Mr Y, but Keizaburō himself hadn’t said a word on the topic. 
Assuming this wasn’t because he was too proud to ask for my help, 
I wondered whether conversely he blamed himself for having 
graduated from a less-prestigious school—or if that wasn’t the 
case, whether he simply wasn’t interested in the job. I couldn’t 
determine which. 

“How is Yukie?” I asked at last. 
“Yukie?” A faint smile played across his lips. 
“She seems a good-natured woman….” 
“You’re right, but she has her faults, too.” 
“But nothing too serious?” 
“No, nothing like that, but….” He paused as if unsure how to 

put it. At any rate, their happiness was evidently not unbridled. 
I was slightly vexed to hear this, and at the same time felt no 

little compassion for Yukie. “Yukie is in a difficult position too, 
isn’t she,” I said. “You have to do your best for her. I know you 
don’t have any assets, so the burden falls on you to provide for 
her.” 

“Well, the thing is….” He pulled up the grass at his feet. 
The conversation had got rather tense; we both abruptly rose 

as if to avoid delving into the matter any further. 
“Shall we head to the coast?” Keizaburō asked. 
“Yes,” I replied. That broad road led out there, too. 
 

“Isn’t this where I came last time to fish?” I asked, looking out 
across the beach. Tranches of sand had been gouged out here and 
there to fill in low-lying wetlands nearby. This reclamation work 
continued up to the sand dunes. The surf was somewhat choppier 
than the time I’d come to fish. “So the sea can get rough even here.” 

“It can indeed. Once or twice a year, that is. And then the parts 
where the sand’s been excavated get smoothed over again.” A few 
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people were visible at the shoreline. “Do you dislike the sea, 
Uncle?” 

“No, not really. I used to prefer the mountains, but now I like 
the sea—but when it’s placid, not when it’s rough!” 

“I see. I was brought up by the sea, so I love coming to look at 
the surf. Particularly when it gets rough.” 

“Is that Osaka over there?” I pointed to the faint lights on our 
left that swarmed like insects, indistinct beyond the watery fog. 

“No, it isn’t. Osaka is much, much further away—those tiny 
points of light shimmering over there,” he replied. Then he 
pointed to our right. “That’s the town of Wadamisaki.” 

“I wonder whether we might see the troops surging across from 
Amagasaki,” I said in jest, recalling the steps there that had 
featured in the famous Sengoku-period battle. 

“There’s Awaji Island. It’s hard to make out.” 
I recalled the time, eighteen years before, when I had crossed 

this sea, then tranquil, to visit a hot spring in Kyushu. I’d been a 
careless youth then, and my memories of that time, apart from 
this general impression, had evaporated like smoke, but it was as 
if the voyage itself had happened only yesterday. My sister-in-law 
had thought me some dissolute, spendthrift yakuza then. 

Wherever I went, I’d been lonely. Then, having recovered from 
illness, I’d returned to Kobe and wandered this area aimlessly. It 
was painful to recall what a sad bag of bones I’d been at the time. 
I hadn’t possessed anything like Keizaburō’s current affability; I’d 
certainly not been the happy fellow he was. 

I called to memory the people who’d helped me at the hot-
spring resort in Akashi, back in Kobe, for so long during that 
period. “Okinu-san told me to tell you that she’d still do anything 
for you, you know, Yoshi-chan,” my sister-in-law had said. “Why 
don’t you go and see her?” 

Okinu, the proprietress of the Akashi hot spring, had let me 
stay in the pavilion in the stone garden at the back of her house. 
I recalled the place in a flood of nostalgia. 

“I’ll go as far as Suma Akashi, at least,” I murmured. 
“Well, if you don’t have work, Uncle….” Keizaburō replied. 
We passed over the windswept dunes rampant with tsukimi-
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sō and took the road back. Mount Rokkō rose up blue before us. 
 

To keep my promise to Yukie, we went to spend a day in Suma 
Akashi. That touristy stench common to famous spots in the area 
remained to discourage me from venturing any further, and 
anyway, concerned about my wife and children’s own ill health, I 
was in a hurry to get home. Thus it was that I set out with them 
for the train terminal early in the morning, feeling pressed for 
time. 

Keizaburō would normally have been heading off to work in 
Osaka that day, but I’d invited him and his wife along while their 
children were staying with their grandparents. “You two’ve 
simply gotta come. What do you say, Kei-san,” I’d cajoled. 

“All right then, we’ll come,” had been Keizaburo’s simple reply. 
“Unless you think your company’d mind.” 
“It’s fine, Uncle.” 
And so I’d hastened to prepare for our departure.  
Yukie spent time in front of the dresser making herself up 

before finally going over to the neighbours’ in her finest outfit—
still haphazardly fastened, mind you—to ask them to keep an eye 
on the place while they were out. She had just employed a maid, 
but she hadn’t yet arrived that morning. 

“Uncle, thanks to you the pair of us can go out together today. 
It’s like we’re on our honeymoon!” She cinched her obi jubilantly. 
There was a little powder on her face. 

“Oh, you look beautiful now,” I teased. 
“That kimono doesn’t entirely suit you,” Keizaburō muttered, 

blushing a little. 
“I’m not sure what would suit that figure of yours,” I continued 

to rib her. 
Soon we were on the train. We became absorbed in 

conversation, and before we knew it we’d arrived in Kobe. It was 
my second time to see the city, that long strip of land hemmed in 
on both sides by mountains and ocean. A few days before I’d 
visited Kobe for the first time, in fact, walking the streets with an 
old friend, celebrating each other’s return to health. 

We had to change to another train line at the terminus. “What 
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a filthy city Kobe is,” Yukie muttered. 
“No it’s not,” said Keizaburō. 
“Is it your first time in Kobe?” I asked her. 
“Yes, it is,” she replied, with a sulky look. 
I felt all women were sensitive to their environment like this. 

My wife looking after the children in Tokyo was quite the same. 
“Next time you come you should bring Auntie with you. And if 

she can come, then so should Hideo. I’ll be happy to look after him,” 
she said. 

“The kids are their own people; when they’re bigger they’ll go 
where they choose to, I assume,” I said straightfacedly. 

“That’s true. And I’ll go to Tokyo some time, too.” 
Changing trains itself was no great matter, but the 

atmosphere was completely different when we took our places in 
the new carriage. My gaze swept the faces of our fellow passengers, 
who appeared from their manner to be from Banshū in Hyogo. 
But their speech was quite indistinguishable from that of an 
Osakan. The mountains gradually smoothed out; unremarkable 
fields and towns passed listlessly before our eyes. Neither the 
luxuriant vegetation of the southern islands nor open, rolling 
plains were on offer. Everything in the area seemed mired in 
mediocrity. I couldn’t help speculating darkly about the kind of 
people and culture such a landscape could have spawned—
certainly there would be no gorgeous, fragile hothouse flowers 
among their number. 

Soon enough we alighted at the Suga shore. “I have to admit 
I’m not going to be much use as a guide here,” Keizaburō said, as 
we walked towards Nagisa. 

The beautiful sandy beach seemed to be strewn with 
gemstones. The seawater washed back and forth over the pebbled 
sands. Enveloped in a thin blue raiment, Awaji Island loomed 
close. 

“It’s beautiful, isn’t it,” Keizaburō enthused. 
“But it isn’t the most beautiful. Maiko Beach is said to be the 

best,” Yukie cavilled. 
Jellyfish thrown up by the waves lay dead on the sand like 

pieces of melted glass. It was my first time to see such primitive 



“Aojiroi tsuki” by Tokuda Shūsei 195 

creatures in the flesh. Some of them had apparently had a few 
small fish as their last meal. 

“Uncle, watch out for the lines,” Yukie warned me. People had 
left their fishing lines trailing across the beach. Matsubara 
smouldered blue beyond the headland. There was an elegant 
serenity to the place reminiscent of some old folksong—not that it 
was exceptionally beautiful by any means. Ascending the 
breakwater, I cast my eyes over the comings and goings of the 
steam and electric trains on the sand-swept tracks below; in the 
uplands of Matsubara, the suburbs of Tekkaigamine and 
Ichinotani with their villas and hospitals lay uninviting. 
Inevitably, the vivid scene of the Tokai region’s beaches that rose 
in my mind put the area to shame. It all seemed cast with a pall 
of degeneration. 

Next we boarded a train to Maiko Beach. It was indeed 
beautiful, but not enough to make us get off the train. 

“Since we’ve come all this way, we should go across to Awaji,” 
Yukie said, keeping the sun off with her parasol as she stared 
unblinkingly at the island, blurry in the surf spray.  

We consulted with each other about times and so on. “Anyway, 
I’m hungry. Let’s get something to eat,” I said, visualising the 
delicious sea bream people caught in the area. 

We wandered through an amusement park overgrown with old 
pine trees, searching for a suitable place. At last we found one of 
the large inns and passed through its gates. It was the kind of 
establishment that prided itself on adhering to the old ways. At 
length we were led to a private room upstairs to dine. 

“This is where the top brass stay. A famous inn,” said 
Keizaburō, leaning on the balcony railing. Awaji lay directly 
ahead, arrayed before us like a tray landscape of sand and stones. 
Groups of houses were dimly visible at its base. Sails moved 
dreamlike across the tranquil waters. Motorboats plied them 
steadfastly in the direction of Akashi. “They’re going from one 
fishing ground to another, bringing in the fish and taking them to 
Kobe,” Keizaburō explained. 

At length the maid brought a plate of appetisers on a stand. 
We gazed out at the calm sea, writing postcards and suchlike, 
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until the meal itself was served. 
“Really—people eat tempura in a place like this,” I mused, 

looking at the dishes that had been brought in lavish succession. 
“Hey, you shouldn’t go thinking tempura is only a Tokyo thing, 

y’know,” Keizaburō laughed. Yukie’s chopsticks moved rapidly as 
she wolfed the food down in silence. 

Last came strawberries, so red they looked ready to drip blood. 
I had never tasted such strawberries. 

After dining, we headed for Akashi, but it was shabbier than 
the previous two places. We looked for a boat across to Awaji, but 
there was none. Instead we wandered around the town. We took 
a rest at Hitomaruyama Park. “The meal at that place was the 
best, wasn’t it,” Yukie said. 

 
When the ocean started to take on the hues of evening, we sought 
out a station and boarded a steam train. Night had fallen by the 
time we got back to the house on the coast. 

That night, I took my leave. The pair saw me off at the 
platform. Under the pale moon, the couple and I parted. I would 
likely never visit this town, on its white seashore, again. 

 
+++++ 

  
 
 
 
 
 
 
 
 
 
*Note on the text  
The reference to the niece in ST l. 69 has been removed from the 
TT. See the commentary on lexical cohesion for a detailed 
explanation of this omission. 
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IIssue 1: Textual cohesion 

Textual cohesion concerns the lexical and grammatical elements 
in a text that contribute to the sense of the text ‘hanging together’ 
as an integrated, co-referential3 whole. Each language has its 
own methods for achieving cohesion, and may give greater or 
lesser priority to cohesion as a desirable property of a text. As 
Halliday and Hasan note, in English, at least, there is a stylistic 
imperative to textual cohesion: 
 

If a passage of English containing more than one sentence is 
perceived as a text, there will be certain linguistic features present 
in that passage which can be identified as contributing to its total 
unity and giving it texture. (1976, 2) 

 
The literary translator must thus assess how important textual 
cohesion is for the target text in comparison with the source text, 
and where necessary provide more or fewer cohesive elements 
(“cohesive ties”, related numbers of which together form “cohesive 
chains” (ibid)). 

While coherence—“the way in which the parts of a text are 
semantically connected” in a rational, logical way—is 
theoretically distinct from cohesion (Hasegawa 2012, 75, original 
emphasis), for our purposes we are going to assume that cohesion 
leads to coherence in a text. 

Halliday and Hasan (1976) divide lexical cohesion into 
reiteration and collocation, and grammatical cohesion into 
reference, substitution, ellipsis, and conjunction (though 
conjunction is categorised as lexico-grammatical).4 Let us take a 
moment to unpack these terms in the context of Japanese-to-
English literary translation.  

Lexical cohesion involves using vocabulary items to establish 
textual cohesion. The first type of lexical cohesion, reiteration, 

 
3 Co-referential in linguistics means two or more items referring to the 
same thing. 
4  Leech and Short (1981, 244) call reference “cross-reference”, and 
conjunction “linkage”. 
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means the formal repetition of a lexical item (in other words, 
verbatim repetition), or semantic repetition (in other words, use 
of synonyms (e.g., ‘canine’ to replace ‘dog’) or more-general or 
more-specific words that share some of the sense of the original 
(e.g., the superordinate ‘dog’ to replace ‘poodle’, or, conversely, the 
hyponym ‘poodle’ to replace ‘dog’)). As noted elsewhere, literary 
Japanese tends to be more tolerant of verbatim repetition than 
English, partly due to Japanese’s avoidance of the use of pronouns, 
and to the espousal of ‘elegant variation’ (Fowler & Fowler, 1922; 
cf. Leech & Short 1981, 244) in English, which promotes semantic 
repetition over verbatim repetition. Furthermore, English tends 
to characterise actions by distinguishing among a wide range of 
verbs, while Japanese often characterises actions by supplementing 
a general verb with an adverbial phrase (for example, 

 ‘smile’,  ‘guffaw’), which leads to a 
similar effect: focus on a small group of verbs (and hence more 
verbatim repetition) in Japanese versus use of a wider range of 
verb synonyms and paraphrasing (and hence less verbatim 
repetition) in English.5 

The OED defines ‘collocation’ as the “habitual juxtaposition of 
a particular word with another word or words with a frequency 
greater than chance”. Language usage patterns evolved over 
centuries have established certain associations between words 
which may be as strong and inflexible as idioms and set 
expressions, or much more casual or subjective, and while some 
may be based on logical associations, many are arbitrary. Since 
collocations within each language develop in different linguistic 
and cultural environments, they are unlikely to be directly 
equivalent between language pairs, but it is likely that 
comparable collocations develop due to real-world associations 
between discourse items, often allowing for satisfactory cultural 
conversions. 

 
5  Leech and Short (1976, 247) support a principle of “expressive 
repetition, seeing it as a kind of aesthetic counterbalance to that of 
elegant variation. Repetition is expressive in that it gives emphasis or 
emotive heightening to the repeated meaning.” 
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Grammatical cohesion involves using grammatical structures 
to establish textual cohesion. The first sub-category, reference, is 
the relationship between a noun and a pronoun; the latter cannot 
be fully interpreted without reference to the former (and is hence 
referred to as a “directive”, because it directs the reader elsewhere 
for the meaning (Halliday & Hasan 1976, 31)). Here is an example 
passage6 with two sets of references: 
 
(1) Daniel raises miniature poodles. He’s famous for the number 
of prizes they win. 
 
The difference between reference and substitution is that 
reference establishes a relationship between lexical items at the 
semantic level that are usually not grammatically 
interchangeable, while substitution is a relationship between 
interchangeable linguistic items. Reference and substitution take 
place either by referring backwards in the text (anaphora) or, less 
commonly, forwards in the text (cataphora) (ibid, 33). The above 
example of reference demonstrates anaphora. 

Anaphoric substitution can simply take the form of a noun 
being replaced by a pronoun within the same sentence, for 
example:  
 
(2) Daniel likes miniature poodles, but I wish he preferred full-
sized ones.  
 
In this case, ‘poodles’ and ‘ones’ are interchangeable, and while 
the reference pair ‘Daniel’ and ‘he’ are interchangeable in (1), we 
could not replace ‘poodles’ with the pronoun ‘them’ in (2), 
indicating that such noun/pronoun pairs only share meaning, 
while ‘poodles’ and ‘ones’ share not only meaning but also 
linguistic roles in the sentence. If we rewrote the above as “Daniel 
likes miniature ones, but I wish he preferred full-sized poodles.”, 
this would demonstrate cataphoric substitution. 

 
6 I shall mainly use English examples, only switching to Japanese where 
there is a significant difference in the deployment of cohesive devices. 
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Substitution can be further subdivided into nominal 
(replacement of a noun, as exemplified above), verbal (replacement 
of a verb), and clausal (replacement of a clause) (ibid, 90f). An 
example of anaphoric substitution with a pro-verb would be  
 
(3) Daniel surfs, as do I. 
 
Finally, here is an example of cataphoric substitution of a clause: 
 
(4) While Daniel isn’t so much, I’m a great fan of miniature 
poodles. 
 

Ellipsis can again be nominal, verbal or clausal, and involves 
the omission of a lexical item (ibid, 88), particularly so as to avoid 
unnecessary repetition. Here is an example: 
 
(5) Daniel ate a hotdog, and Sally an ice-cream sundae. 
 
While in English ellipsis is primarily verbal, in Japanese it is 
mostly nominal: 
 
(6) 

 
 
Japanese, as a high-context, reader/listener-responsibility 
language (Hall, 1976; Hinds, 1987), makes greater use of ellipsis 
than English, expecting the reader to do more of the construal of 
meaning. In (6), for example, the different subjects of sentences 2 
and 3 (Watanabe-san and the hotel (room), respectively) are 
elided, and the fact that Watanabe-san reported on the hotel room 
is conveyed entirely by the informal quotative marker . With 
English being a low-context, writer/speaker-responsibility 
language (ibid), writers in that language are expected to provide 
more explicit textual cohesion (such as pronouns), as well as 
logical consistency. Hence a likely English translation of (6) would 
be: 
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(7) Ms Watanabe visited Kochi City last week. After doing some 
sightseeing, she checked in at her hotel. Her room was 
comfortable, she said. 
 
Additions promoting cohesion, as well as readability (i.e., 
coherence), are underlined. Particularly note how the translation 
has made explicit the logical conclusion that what is ‘comfortable’ 
is Watanabe-san’s room rather than the hotel in general. Many, 
though not all, English readers may have felt a vague sense of 
dissatisfaction if the last sentence had simply read “It was 
comfortable, she said.”. 

Conjunctive devices express a relationship between clauses, 
sentences or even larger portions of text. They can be categorised 
into additive (e.g., ‘for instance’), adversative (‘but’), causal 
(‘because’), conditional (‘if’) and temporal (‘until’) types 
(Hasegawa 2012, 77). They can further be divided into 
conjunctions (‘and’, ‘but’, ‘therefore’), compound adverbs 
(‘accordingly’, ‘besides’), and prepositional phrases (‘as a result’) 
and related structures (‘as a result of that’) (ibid, 231). In general 
terms, conjunctions can be described as either paratactic or 
hypotactic: “In a paratactic clause complex [two or more clauses 
joined], the clauses have equal status. … In a hypotactic complex 
the clauses have unequal status” (ibid, 222).7 Thus, for example, 
the conjunction ‘and’ used to join two independent clauses is 
paratactic; the conjunction ‘because’ joining two clauses is 
hypotactic, since one clause (the subordinate clause) becomes 
dependent on the other clause (the main clause) in a cause-and-
effect structure (which reminds us that ‘because’ contains the 
word ‘cause’). 

While it is not an inviolable principle, it seems that in general 
Japanese uses more paratactic constructions (particularly 
through the use of verb-stem forms to link clauses), and English 
uses more hypotactic constructions (explicitly signalling logical 

 
7 Another nomenclature is ‘coordinating’ and ‘subordinating’ respectively, 
with the addition of ‘correlative’, the last of which we are going to ignore 
here. 
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associations). Thus we can expect Japanese-to-English translators 
to use more hypotactic conjunctive devices in their translations.8 
Another general point to note is that what appear to be 
adversative conjunctions, such as , , and , often 
are being used merely as additive linking devices, and should not 
be translated as ‘but’, etc. 
 
In this chapter, I shall examine the cohesive ties, and their 
multiple manifestation, cohesive chains, that are identifiable in 
the ST, only at points where I feel the number and/or types of 
cohesive ties need to be adjusted in the TT in order to achieve an 
appropriate level of textual cohesion. It would be a useful exercise 
for readers to examine the other parts of the ST and TT to see if 
there are any cases where the ST in fact exhibits more cohesive 
ties than the TT. 

In the interests of space I am ignoring some of the cohesive 
grammatical devices in Japanese that have no counterpart in 
English, for example the particles ,  ( ) and . Such 
particles play an essential role in marking (among other things) 
topics, subjects and direct objects respectively, and in so doing 
link the parts of a clause together grammatically. This becomes 
particularly important when the verb plays a limited role in a 
clause: for example when it takes the form of the copula, or is 
simply located a long way from the subject and/or object of the 
clause. In English literary writing, the copula is often deliberately 
avoided for stylistic reasons, and moreover the SVO structure of 
the English clause gives the verb something of an intermediary 
role in its position between subject and object. 

Similarly, I am ignoring other particles such as the quotative 
 (and the more informal  above), and comparative markers 

 
8 Leech and Short (1981, 249–50) contend, however, that “there has been 
a progressive tendency, over the past three hundred years, to dispense 
with such logical connections … and to rely instead upon inferred 
connections…. [T]he most conspicuous feature of linkage in modern 
fiction is its absence: or, speaking less paradoxically, we may observe that 
the modern novelist tends to rely on inferred linkage, or simple 
juxtaposition, rather than on overt signals.” 
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like , , and , which link clauses together in a 
similar way to the English relative pronoun ‘that’ and 
comparative expressions such as “like” and “as if”. It is a very 
interesting exercise to go through ST (a) below and mark such 
particles to see to what extent they act as signposts to the 
grammatical structures of the sentences. 

Talking of signposts, we should note that inter-clausal 
conjunctives in Japanese are often signalled by the presence of 
the comma ( ), which acts as much to define clausal boundaries 
as to link them together. (Again, ST (a) demonstrates this.) 

Conversely, it is a given that English uses a lot more pronouns 
than Japanese, partly because Japanese has little resistance to 
the verbatim repetition of nouns, and partly because Japanese 
favours the elision of subjects and objects as a cohesion strategy, 
while English favours reference (i.e., the replacement of nouns 
with pronouns). Thus I will not be spending much time 
highlighting this issue either. 

In ST (1) I mark examples of grammatical cohesion with 
underlines, and lexical cohesion with boxes. 
 
ST (1) 
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――

 
 

ST (1) grammatical cohesive elements (excluding ellipsis) 
1. Deictic markers: , , ,  
2. Intra-clausal conjunctives: ( ) (4),  ( ) (3)  
3. Inter-clausal conjunctives: verb-derived forms ( , , 

, , , , ); 
conjunctions:  (3), , ,  
4. Nominal particles: ( )  (3) 
5. Nominal substitute:  
6. Punctuation:  (multiple), ―― 
7. Paragraphs: 2 
 

I shall begin my analysis with some general comments on the 
seven grammatically cohesive elements enumerated above, 
bringing in specific examples where useful. Japanese has no 
definite articles with which to signal anaphoric reference—an 
extremely common, indeed indispensable, device in English 
(‘the’)—but as the ST shows, it does have demonstrative pronouns 
and adjectives that perform a similar function, as deictics 
(‘pointing words’), for example .  

Intra-clausal conjunctives often take the form of nominal-set 
markers ( , , etc.), which provide examples of their 
sets, rather than limited conjoiners like , which clearly flag the 
given items as the only ones in question. (Compare 

 to .) This often presents a 
problem for translation, since English avoids the use of vague 
structures like ‘such as X and Y’ or ‘X, Y and so on’. Thus often the 
suggestion of a wider nominal set inherent in the original 
expression is reduced to the representative items only in 
translation (‘X and Y’). (  might be 
translated as “I had some bread, tomatoes and other things”, but 
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it is more likely to be translated as the more-concise “I had some 
bread and tomatoes”.) The most interesting instance in ST (1) is 
an embedded structure: 

. The first  connects  with the rest of the 
underlined section; the second  connects  with  
(double-underlined). So a direct translation might be ‘such things 
as [the construction of temples and such things as {the paintings 
and statues they contained}]’ (the nested structure is delineated 
by the pairs of brackets). Even if we reword to minimise the 
constructions, it would read ‘the construction of temples, the 
things like paintings and statues they contained, and so on’: the 
English is hard to read and also ambiguous. 

The majority of inter-clausal conjunctives in ST (1) consist of 
the verb stem (e.g., ) or a modified form of it, such as the 
–te form (e.g., ), mostly creating a paratactic clausal 
relationship (though the conditional  is 
hypotactic). Also note that, while absent in ST (a), set markers9 
are also found in verb structures: the ~  form, for example, 
often paired with a terminal , allows for a range of actions of 
which the listed verb or verbs is a representative. (Once again, 
this is often ignored in the English translation.) The only 
explicitly cause-and-effect conjunction I can identify in the entire 
passage is . 

The nominal particle ( )  (‘too’, ‘also’, ‘even’) plays an 
oversized role in cohesion in the Japanese sentence, often 
appearing to implicate more than just the noun to which it is 
attached in a reference to prior information, which means , like 

, is often applied to the entire clause or sentence when 
rendering in English.10 (Cf.  in ST (a).)  sometimes 
only has an emphatic function, without the implication of ‘also’. 

 acts like ‘one’ in English to substitute for a noun. 
The Japanese dash is used less than in English, but sometimes 

shares the function of renewal—that is, of re-starting the 

 
9 Martin (1975, 153, 566) calls the  and  forms 
“representative” forms. 
10 Martin (1975, 69; 326–28) calls this “loose reference”. 
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sentence, as it does in ST (a). It implies an overall thematic 
connection with what precedes it, with the following clause 
sometimes summarising what has come before in the sentence. 

Finally, paragraph divisions differ significantly from those in 
English literature. First of all, one-sentence paragraphs are quite 
common, while they are generally avoided in English. Second, 
some paragraphs run on for a number of sentences without 
separation, seemingly ranging across a number of topics without 
typographically breaking them up, whereas English paragraphs 
tend to stick to one topic, or perhaps two closely related ones. 
Finally, dialogue is given its own paragraph, to the extent that it 
is often separated from the quotative markers that flag it as 
speech (such as ). English may start dialogue with a new 
paragraph indent, and usually distinguishes among different 
speakers with new paragraphs for their lines, but often integrates 
dialogue and narration within the same paragraph, especially 
when the narration is directly related to the speaker or his/her 
topic. We shall examine this macro-structural element more 
closely below. 
 
ST (1) lexical cohesive elements 
1. Reiteration: the following lexical items (nouns, adjectives and 
verbs) are repeated verbatim: , , ,  
2. Collocation: the following lexical items are semantically linked 
into cohesive chains: [‘city’] city and regional place names passim 
↔  ↔ ; [‘place’]  ↔  ↔  ↔ ; [‘(lack of) 
interest’] [ ]  ↔ 
[ ]  ↔ 

 ↔ ; [‘superficiality’]  ↔ 
 ↔ ; [‘positive emotion’]  ↔ 

 ↔ ; [‘feeling’]  ↔  ↔  ↔ 
 ↔  ↔  ↔  

 
Proximate verbatim repetition (where the same word or phrase 
appears within the same or adjacent sentence) is fairly common 
in Japanese writing, and can occur with any part of speech, 
though nouns, verbs and adjectives are the most commonly 
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repeated. Verbatim repetition, as already noted, is frowned upon 
in English writing, unless it is to achieve a very specific effect. 

Collocation is a common strategy in both languages, and can 
take the form of synonyms, pairs of antonyms, more- and less-
specific words (hyponyms and superordinates, respectively), 
words within the same lexical field, and so on. My experience 
suggests that English has a wider range of verb synonyms to draw 
on than Japanese, while Japanese is particularly rich in nouns 
(especially Sino-Japanese compound characters) and mimetic 
expressions (though this is not a feature of this particular story). 
 
Now let us move to my translation of the ST passage and compare 
the deployment of grammatical and lexical cohesive devices. 
Again, the former are indicated by underline, and the latter by 
boxes. 
 
TT (1) 
One evening I took a little stroll with Keizaburō in the residential 
area on the coast. (A) Villas were going up along this beautiful 
shoreline between Osaka and Kobe, a brand-new stretch of 
development boasting white sands and green pines. 

(B) After a long stint toiling amid the smoke and soot of Osaka, 
I’d taken myself off on a tour of the sights of the Kansai region, 
starting with Kyoto. The three or four spots on my list that I’d 
visited so far had been underwhelming, leaving me in a bad mood. 
In Kyoto, the ancient capital, I’d walked around the usual tourist 
quarters like Arashiyama and Higashiyama, but they no longer 
held the attraction for me they’d once had. Chewing on the 
desiccated remnants of what passed for food in this old, provincial 
little city, I’d been bitterly disappointed to find it drained of life—
an amiable, lackadaisical shell of its former self. Nara was no 
better : everything now seemed to be for show. The foul stench of 
Kansai’s touristy hotspots seemed to hang in my nostrils.  

(C) If I’d been a keen student of antiquities, I would most likely 
have found great solace in the temple buildings with which Kyoto 
was still full to bursting, and the paintings and sculptures they 
contained—and of course, it wasn’t as if I had no interest in these 
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things. I did feel a degree of appreciation as I glanced through 
their collections; but I was simply not in the mood to appreciate 
them properly right then. Still, the flow of the Uji River and the 
mountains’ sluggish folds of green seemed to chime with my 
current state of mind and bring me some degree of pleasure. 
 
TT (1) grammatical cohesive elements 
 
1. Demonstrative (deictic) markers: the (multiple), this (2), these 
2. Intra-clausal conjunctives: and (5), or 
3. Inter-clausal conjunctives: conjunctions: after, but (2), if, and 
(2), as, still; verb-derived forms (2: toiling, [c]hewing); appositive 
commas (2) (Villas were going up …, a brand-new stretch of 
development; Kyoto, the ancient capital) 
4. Pronouns (ignoring ‘I’/‘me’): they/them (4), it; possessive: its, 
their; relative: that, with which 
5. Substitution: no better, these things 
6. Punctuation: comma (multiple), dash (2), semicolon. 
7. Ellipsis: a brand-new stretch of development boasting [that 
boasted]; a long stint toiling [during which I toiled]; the sights of 
the Kansai region, starting with Kyoto [and started with]; [the 
spots] had been underwhelming, leaving me in a bad mood [and 
left me in a bad mood]; the attraction for me [that] they’d once 
had; the paintings and sculptures [that] they contained. 
8. Paragraphs: 3 
 
The definite article ‘the’ is not technically a demonstrative, but it 
often fulfils such a role, being a proxy for ‘that’, with the writer 
entering into a contract with the reader that the use of ‘the’ 
implies information that has either already been stated or can be 
taken for granted. While the number of actual deictics is similar 
to that in ST (1), the numerous examples of ‘the’ suggest that 
English has a constant need to orientate the text in some way. 

Intra-clausal conjunctives differ from those in the ST in that 
there are no set markers, for the reasons outlined above. There is 
a much larger number of conjunctions at the inter-clausal level, 
but we also see verb-derived conjunctives that are reminiscent of 
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those that dominate inter-clausal links in the ST (the –te form, 
etc.). Appositive commas, which don’t exist in Japanese (since it 
usually uses the  particle to indicate apposition), are also 
employed to parts of sentences together. 

I found two instances of substitution, where a phrase stands 
in for or references an earlier element. 

Like conjunctions, pronouns are also more prevalent in the TT. 
Punctuation has a similar frequency, but includes a semicolon, 
unavailable in Japanese. 

Finally, I include ellipsis in my analysis of the TT because it is 
not quite so inherent a part of text structure in English as it is in 
Japanese, and is thus more marked. The examples given are 
mostly relative structures where the pronoun has been elided. 
 
TT (1) lexical cohesive elements 
1. Reiteration: none 
2. Collocation: [‘construction’] [v]illas were going up ↔ stretch of 
development; [‘places’] sights ↔ the Kansai region ↔ spots ↔ 
quarters ↔ hotspots; [‘(lack of) interest’] underwhelming ↔ 
bitterly disappointed ↔ attraction ↔ interest; [‘superficiality’] 
shell of its former self ↔ for show; [‘positive emotion’] solace ↔ 
pleasure; [‘feeling’] bad mood ↔ feel ↔ mood ↔ state of mind 
 
I was surprised how closely the configuration of lexical elements 
fit the expectation of elegant variation in English writing: there 
is not one significant verbatim repetition among the lexical 
cohesive elements. The closest is “spots” and “hotspots”. This is in 
contrast to four items repeated verbatim in the ST. There are a 
number of items in the cohesive chains that are very similar in 
the ST and TT: for example  finds a very 
close counterpart in the collocation “bitterly disappointed”. On the 
other hand, some items have been significantly altered in the TT. 
I shall offer two examples.  

First,  ‘I wasn’t 
able to summon as much interest as I’d expected’ (which is echoed 
by the structurally similar 

) is translated simply as “underwhelming”. While some 
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people may consider this word a little anachronistic-sounding 
given it was apparently coined in 1953, or even inappropriately 
facetious given it is a play on ‘overwhelming’, it has the advantage 
of echoing its antonymic progenitor, thereby incorporating the 

 of the ST without having to state it.  
Next is “a shell of its former self”, a set idiom onto which map 

both  ‘isolated from its heart’ and 
 ‘thin, superficial’. This expression enables cohesion along two 

chains: the ‘superficial’ semantic chain, and the ‘past-versus-
present’ temporal chain that is a constant feature of this story. 
 
Let us analyse the translation by alternating between a 
structural overview and micro-level translation decisions, so that 
we can observe individual lexical and grammatical cohesive 
devices, how they are linked into cohesive chains, and what the 
apparent rationale is for their use. 

(A), (B) and (C) indicate changes to the paragraph structure of 
the passage. The first sentence of the ST stands alone as its own 
paragraph; I have combined it with the second sentence, firstly 
because English writing avoids single-sentence paragraphs, and 
secondly and more importantly because the two sentences are 
thematically linked by the topic of the stretch of residential 
development along the coast. 

(B) indicates the creation of a new paragraph in the TT where 
there is none in the ST. The rationale for this change is again 
thematic unity: the topic of discussion has clearly shifted to the 
narrator’s disillusionment with life in Osaka and his experience 
of the neighbouring tourist spots. 

ST (1) paragraph 2 is indeed a monster: it consists of five 
sentences, several of which are very long indeed, and ranges from 
a description of the physical location to the author’s 
dissatisfaction with the region, finishing with a focus on the less-
disappointing aspects of Kyoto. Despite my general policy of 
sticking with original sentence length as much as possible, I have 
used ten sentences to cover the information held in these five 
sentences, and furthermore have separated off the discussion of 
Kyoto’s charms into its own paragraph in (C). 
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The structural looseness, to Western eyes, of the ST opening is 
reminiscent of the  zuihitsu episodic and impressionistic 
essay style that emerged in the Heian Period in such works as Sei 
Shonagon’s Makura no sōshi (The Pillow Book, 1002 AD) 
and still represents a dominant mode of expository prose in Japan. 
The narrator lets his mind wander, seeking to draw the reader 
into his thought processes through a series of long sentences. 
Paragraph indents appear, but they are not used so much to 
delimit topics as to emphasise momentary breaks in the author’s 
thought processes that may or may not parallel changes in topic.  

This impressionistic approach largely continues throughout 
the story, as we negotiate the confusing thicket of family ties that 
arises when a culture has an established tradition of adopting 
outsiders to the family name and a notion of extended family that 
means there can be great flexibility in which particular family 
members actually bring a child up. (We are reminded of Sōseki’s 
own complicated upbringing.) There is parallel geographical 
confusion in the lists of place names, descriptions of coastal 
locations both in Kansai and Tokai, elliptical accounts of the 
narrators’ previous youthful journeys to hot springs in disparate 
locations, passing references to old school chums made good, and 
even an allusion to an historical event. There is also the odd 
contrast between the relative formality of the narrator’s 
description and the informality—sometimes bordering on 
impudence in the case of Keizaburō—of the dialogue. It becomes 
clear that the author is deliberately cultivating this confusion in 
readers, attempting perhaps to throw them off centre and identify 
with the narrator’s and his young hosts’ inner turmoil, which is 
paralleled by the turmoil of the growth of the Kansai region itself. 

However, while we should be careful to preserve this sense of 
confusion in the TT, we can achieve this without slavishly 
recreating every long paragraph and sentence and without overly 
confusing the English reader. My overall approach has been to 
reformat paragraphs to Western thematic norms; to keep 
sentences as long as possible, but split them where it is beneficial 
to the English narrative; and to introduce more cohesive ties and 
organize them into more logical cohesive chains to satisfy the 
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Western reader’s desire for logicality, but at the same time not 
efface every apparent non sequitur or jump in logic, thereby 
allowing room for the reader to speculate about, and come to 
identify more with, the narrator. 

The most substantial and interesting case where I have felt 
the need to alter the ST in the interests of textual cohesion and 
coherence concerns lines 68–9: 

. This passage 
would normally be translated as something like ‘the niece of my 
sister-in-law (my brother’s wife), who had been raised by my 
brother and his wife from infancy, had adopted Keizaburō’, but 
this goes against other descriptions of familial ties, such as the 
narrator’s brother having adopted Keizaburō, Keizaburō referring 
to the narrator as his uncle, and the elder brother and his wife 
caring for Keizaburō and Yukie’s sons as grandchildren. The 
inclusion of the niece appears to be a mistake by Tokuda (possibly 
influenced by real events, since the story was apparently inspired 
by a stay with his real-life niece and her husband in Ashiya11), 
thus I have decided to omit the reference to the niece to preserve 
the logicality of the familial relations. 

Let us shift to sentence-level comparison and take sentence 2 
of the ST and TT as our point of reference for the lexical and 
grammatical balancing act required to produce literary-level 
prose. 

Sentence 2 of the ST and TT presents an object lesson in the 
kinds of grammatical shifts that need to happen to maintain 
adequate literary style. A direct translation might be: 
 

That was a beautiful coastal residential area that was between 
Osaka and Kobe, and it was a bright, newly open residential area 
with white sands and green pines and so on. 

 
  

 
11 Tokuda Shūsei zenshū, vol. 13 appendix, 9. Ed. Konō Toshirō et al., 
Yagi Shoten, 2006. 
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Two stylistic problems are immediately apparent. First, the 
only verbs are the copula: ‘was’ is used three times, 
corresponding to ,  and  in the ST. While 
Japanese is happy to have nouns carry most of the semantic 
load in this way, English needs verbs to do some of the lifting. 
Second, the repetition of ‘residential area’ (certainly less 
compact an expression than ) cries out for paraphrase. 

My translation retains the overall two-clause structure of 
the ST (ignoring the nested clause 

 that modifies , since it can be rendered without a 
verb by compressing the relative structure (“[that was] 
between Osaka and Kobe”), but apart from that a lot has been 
reworked. I actually don’t provide a direct translation of 

 in this sentence, having shifted it to sentence 1 (“the 
residential area”) to translate , which can be rendered 
‘uptown’, but I keep this term for later in the story. In sentence 
2, then, the first instance of  becomes “[v]illas” 
(capturing only the meaning of ), and they are actively 
“going up” along the shoreline. In the ST, the second clause 
parallels the first in that both describe the same , but 
by using different renderings of , I create the 
opportunity for an appositional structure in the second clause, 
where the entire clause “[v]illas were going up along this 
beautiful shoreline between Osaka and Kobe” is equated with 
“a brand-new stretch of development”, the comma between the 
two clauses establishing the apposition. Apposition (OED: “A 
relationship between two or more words or phrases in which 
the two units are grammatically parallel and have the same 
referent”) is clearly a cohesive grammatical device used to 
establish a relationship of (semantic) equivalence between 
differently worded elements. Ultimately a similar cohesive 
chain is retained across these first two sentences: in the ST it 
is ↔ ↔ , while in the TT it is “the 
residential area”↔“[v]illas”↔“stretch of development”. There 
is a similar shift in cohesive devices from verbatim repetition 
in the ST to collocation in the TT in sentences 1 and 2: ↔

 becomes “coast”↔“shoreline”. 
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The expression is another one of these nominal-
set markers where something is given as a representative of a 
theoretical group of elements. I have not translated it, 
especially given that the noun phrase it is connected with, 

, is a yojijukugo alluding to the traditional attractions of 
places such as the Amanohashidate sandspit at the north of 
Kyoto Prefecture. But this set expression inspired me to 
replace the final  with “boasting”, the verb ‘boast’ often 
being used idiomatically to enumerate the assets of something, 
particularly a place. Thus “boasting” not only increases the 
verb density of the TT, it also increases the cohesion, since it 
collocates with descriptions of locations like residential 
developments. 

I should also note how the ST and TT link sentences 1 and 
2 through grammatical substitution as well as the lexical ties 
mentioned above.  ‘there’ is rendered as “this beautiful 
shoreline”. 

EExercise 4.2 

Examine the table below comparing the grammatical cohesive 
elements of the ST and TT and observe in which cases the TT 
preserves a device analogous to the ST’s; significantly mmodifies 
the device; adds an element to the device; and oomits part or all of 
the device. Next, make your own table comparing the lexical 
cohesive elements in the ST and TT. Again, does the TT preserve, 
modify, add to, or omit the ST elements? 
 
Table 4.1: Grammatical cohesive elements of ST (1) and TT (1) 
 

ST  TT  
(1)  I took a little stroll with 

Keizaburō 
(2)  the coast 
(3)

 
this beautiful shoreline 
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(4)  between Osaka and Kobe 
(5)  this beautiful shoreline 

between Osaka and Kobe, a 
brand-new stretch of 
development 

(6) 
 

After a long stint toiling amid 
the smoke and soot of Osaka, 

(7)
 

Ø 

(8) starting with Kyoto 
(9) the Kansai region, 
(10) The three or four spots … that 

I’d visited 
(11) Ø 

(12) like Arashiyama and 
Higashiyama 

(13) … , but 
(14) Ø 

(15) this old, provincial little city 

(16) Ø 
(17) I’d been bitterly disappointed 

to find it drained of life— 
(18) Nara was no better : 
(19) If I’d been a keen student of 

antiquities,  

(20) Ø 

(21) in the temple buildings …, and 
the paintings and sculptures 
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(22) Ø [paintings and sculptures] 

(23) I would most likely have found 
great solace in the temple 
buildings 

(24) Ø 
(25) Ø [there is a renewal of the 

same  after the dash in the 
ST, and the first instance is 
omitted here in the TT] 

(26)
――

the paintings and sculptures 
they contained—and of course, 
it wasn’t as if I had no interest 

(27) Ø [“it wasn’t as if I had no 
interest in these things. I did 
feel a degree of appreciation”; 
this is a case where the cause-
and-effect conjunction in the 
ST is omitted in the TT] 

(28) as I glanced through their 
collections 

(29) I did feel a degree of 
appreciation as I glanced 
through their collections; but 

(30) I was simply not in the mood to 
appreciate them (Ø) properly 
right then 

(31) Still , the flow of the Uji River 
… 

(32) the flow of the Uji River and 
(Ø) the mountains’ sluggish 
folds of green 
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(2) 

 
New western-style buildings rose on its well-ordered streets; 
the suburbs were expanding out in all directions, as far as the 
mountains and coasts would let them, and chic residences and 
villas were appearing in their fresh green groves. Like a 
gustatory echo of its surroundings, the refined cuisine I would 
dine on somehow ended up tasting plain. Yet the land still 
called to me, retaining as it did a vestige of its glorious, 
traditional past. From time to time women in beautiful fashions 
would also catch my eye. 

 
While I have preserved the length of the ST sentence, the series 
of three short clauses linked together by coordinating verb forms 
( , , ) has been given more definition by 
combining these two passive verbs into one clause containing an 
active verb (“rose”) plus a nominal premodifier (“well-ordered”) 
and replacing the second comma with a semicolon. The semicolon 
is one of my favourite marks. It is the punctuation equivalent of 
the auto-antonym: a word, such as ‘cleave’, that contains opposite 
meanings. The semicolon can cleave two clauses together, 
indicating an association more intimate than a full stop, but less 
explicit than a conjunction; this is embodied by the typographical 
comma component. On the other hand, a semicolon can cleave two 
clauses apart, not as brutally as a full stop, but more emphatically 
than a comma or conjunction; the dot atop the comma 
typographically suggests this function. In this case, the semicolon 
signals a change in thematic emphasis: from the discussion of 
urban Osaka to that of its outlying suburbs. 

The most substantial change I have made to enhance cohesion 
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in this passage is the addition of “[l]ike a gustatory echo of its 
surroundings”, which is fairly bold, for a couple of reasons. First, 
I am adding an entirely new simile. Second, the word “gustatory” 
is relatively high level. But I decided to take the risk because I 
felt the comparison between food and the living environment had 
not been drawn emphatically enough to make the point in English. 
The simile is helped somewhat by echoing the narrator’s earlier 
complaint about Kyoto cuisine reflecting its moribund state—as 
if he has a general belief that the natures of food and place are 
intertwined. Furthermore, I have rendered the narrator’s voice 
throughout as generally a little detached and formal, and the 
sardonic overtones of such a ‘refined’ image seem reasonably well 
matched to the overall tone. 
 
(3) 

 
For the residents of Hanshin—the area stretching all the way 
from northern Osaka, through Kobe in Hyogo Prefecture, down 
to the coast of Suma—this was one of the new residential areas, 
a tranquil, wholesome spot affording fresh air, views of green 
hills and the sea, and fresh seafood: a place for rest and 
relaxation. 

 
Again, I have tried to use punctuation to guide the reader through 
the sentence, which retains its original length. Notice I have 
replaced the simple concatenation of noun phrases using three 
followed by the interclausal conjunctive copula ( ) with double 
apposition: “one of the new residential areas” = “a tranquil, 
wholesome spot …” = “a place for rest and relaxation”. 
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(4) 

 
Keizaburō was the adopted son of my elder brother, but for the 
last three or four years had been in poor health, and had 
resigned from the company he had been working for to 
recuperate here along with his young wife. I’d inexplicably lost 
touch with them over the years, but had heard he was now 
recovered and, that spring, had returned to commuting to 
Osaka each day for work, where he apparently found himself 
with a lot of time on his hands. 

 
I have split the very long ST sentence 1 into two, but then 
combined the short final sentence in the ST with my second 
sentence, roughly ordering the passage thematically and 
temporally into ‘Keizaburō before’ and ‘Keizaburō now’. 
 
(5) 

 

Of course, both the old and young couples were happy 
enough. Keizaburō enjoyed a level of parental love perhaps 
even greater than that of a natural-born son. My brother had 
the odd complaint about him, but that stemmed from a father’s 
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warm concern, born out of love and deep care. My sister-in-law, 
for her part, praised Keizaburō to the heavens. And it was a 
fact that he possessed a character worthy of her praise. 

Yes, they were a happy bunch—except, perhaps, for Yukie. 
We’d been reading magazines or something at the table, and 
she’d casually dropped the hint that she was not without her 
own struggles. 

 
I felt compelled to add an adversative transition in sentence 1 of 
paragraph 2—“except, perhaps, for Yukie”—because in the next 
sentence it is patently obvious that Yukie is unhappy, so with 
nothing to signal that, the TT would create an emotional non 
sequitur. 
 
(6) 

I’d imagined she would be a more cheerful woman. Not that she 
was depressed, of course, but it looked as if the innate sense of 
freedom a young woman possesses had been cowed into 
submission. Or perhaps her subdued nature was due to 
something more physiological, like an incipient pregnancy. 

 
Again, we need some sort of bridge in English between sentences 
1 and 2, so I have added the lexical substitute “her subdued 
nature” (which refers back to “the innate sense of freedom … 
cowed into submission”) to enable a smooth and logical transition. 
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(7) 

 
 

 
 

 
 

It was wide and deserted, the road we were on—a grand 
road cut through the pine forest. “Quite a road, isn’t it.” 

“Y’know, there isn’t a more serious problem when it comes 
to town planning than the roads,” he replied a little 
highhandedly. 

“You mean all that good cropland getting replaced with 
gravel?” 

“Not at all—there’s still plenty of place to grow crops. As I 
take you on further, you’ll see there’s a lot of farmland left.” 

 
 
The direct translation of 

might be ‘Of course, crops are no good with this gravel, 
are they.’ I wanted to make the supposed negative effect of roads 
on cropland clearer than that; and by specifying “cropland”, I also 
avoid simply repeating the word “crops” later in the passage. 
 
(8) 
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According to my brother, Keizaburō’s present work was 
unfulfilling for a youth such as him who harboured such grand 
aspirations. He had wanted me to introduce Keizaburō to a 
former classmate I’d recently met in Osaka for the first time in 
a quarter of a century, the head of a Russian trading company 
who I’ll call Mr Y. Mr Y and five or six other friends from school 
had invited me out in Osaka, and we’d revelled in exchanging 
intimate stories of our lives over the intervening years. Among 
the group was a high-ranking official I hadn’t seen for thirty 
years. Indeed, they all had high status in the region now. 

 
Let us focus on the last three sentences of this (partial) paragraph, 
where ordering of information is the point in question. First, while 
the ST reads only , I have 
added “of our lives over the intervening years” to reflect the 
temporal progression that is being highlighted. Second, I have 
reversed the order of the last two sentences of the paragraph 
(underlined in the ST) because it seemed to me the second-to-last 
sentence summarises the group of old schoolfriends and their 
current elevated status, whereas the final sentence, in specifying 
one of their number (and being textually anti-cohesive, given that 
he is not the Mr Y mentioned earlier), should come before this to 
avoid a distraction at the end of the paragraph. I have enhanced 
the lexical cohesion of these sentences by adding “high-ranking” 
to the description of the official, which links with “high status” in 
the final sentence. 

 
(9) 

 
 

 

“Shall we head to the coast?” Keizaburō asked. 
“Yes,” I replied. That broad road led out there, too. 
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“Isn’t this where I came last time to fish?” I asked, looking out 
across the beach.

 
Notice how there is no transition in the ST between the pair’s 
discussion of going to the coast and the narrator’s comment about 
the beach. I have added a line break to create a transition, 
satisfying English readers’ desire for the marking of the passing 
of time to allow for a change of locations. 
 
(10) 

 

 

I recalled the time, eighteen years before, when I had 
crossed this sea, then tranquil, to visit a hot spring in Kyushu. 
I’d been a careless youth then, and my memories of that time, 
apart from this general impression, had evaporated like smoke, 
but it was as if the voyage itself had happened only yesterday. 
My sister-in-law had thought me some dissolute, spendthrift 
yakuza then. 
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Wherever I went, I’d been lonely. Then, having recovered 
from illness, I’d (1) returned to Kobe and wandered this area 
aimlessly. It was painful to recall what a sad bag of bones I’d 
been at the time. I hadn’t possessed anything like Keizaburō’s 
current affability; I’d certainly not been the happy fellow he 
was. 

I called to memory the people who’d helped me at the hot-
spring resort (2) in Akashi, back in Kobe, for so long during that 
period. “Okinu-san told me to tell you that she’d still do 
anything for you, you know, Yoshi-chan,” my sister-in-law had 
said. “Why don’t you go and see her?” 

Okinu (3), the proprietress of the Akashi hot spring, had let 
me stay in the pavilion in the stone garden (4) at the back of 
her house.

 
One of the confusions of this story is geographical: it appears the 
narrator took off on a boat from Kobe to Kyushu and stayed at a 
hot-spring resort there before returning to Akashi in Kobe and 
staying at another hot-spring resort. To make this clear, I have 
added (1) and (2). Then I thought it prudent to add (3) to explain who 
Okinu is, and (4) to situate the narrator’s borrowed living quarters 
by indicating where on a property one would find a stone garden. 
  
(11) 

 

 
 

 
Keizaburō would normally have been heading off to work in 

Osaka that day, but I’d invited him and his wife along while their 
children were staying with their grandparents. “You two’ve 
simply gotta come. What do you say, Kei-san,” I’d cajoled. 

“All right then, we’ll come,” had been Keizaburo’s simple 
reply. 
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Since the young couple’s children are never mentioned as being 
present during the narrator’s visit, I have added an underlined 
explanation that seems plausible enough given that the narrator 
has earlier emphasised how much their grandparents care for 
both them and their parents. But the neglect doesn’t end with the 
children—Keizaburō makes no mention of his wife when the 
narrator specifically invites the pair ( ), simply 
saying ‘Well then, I’ll come.’ I have thus 
revised this to “we’ll come”, adding Yukie back into the 
conversation. 
 
(12) 

 
 

 
 

We had to change to another train line at the terminus. 
“What a filthy city Kobe is,” Yukie muttered. 

“No it’s not,” said Keizaburō. 
“Is it your first time in Kobe?” I asked her. 
“Yes, it is,” she replied, with a sulky look. 
I felt all women were sensitive to their environment like 

this. My wife looking after the children in Tokyo was quite the 
same. 

 
There is a classic Japanese literary ambiguity to the narrator’s 
line here, begging for the reader to interpret it: 

 ‘I felt that all women are like that’. Few 
English readers would be happy with this vague statement, 
feeling the writer should at least have hinted at what he was 
getting at. I have obliged with “I felt all women were sensitive to 
their environment like this”, which certainly doesn’t remove all 
ambiguity—nor should it—but at least frames the comment in the 
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context of the prior discussion of the filthiness or otherwise of 
Kobe City. 
 
(13) 

Changing trains itself was no great matter, but the 
atmosphere was completely different when we took our places 
in the new carriage. My gaze swept the faces of our fellow 
passengers, who appeared from their manner to be from 
Banshū in Hyogo. But their speech was quite indistinguishable 
from that of an Osakan.

 
Again, the  of the ST is rather vague, and it 
seems reasonable enough to interpret this as “[c]hanging trains 
itself was no great matter”. The second point of ambiguity is how 
the narrator was able to ascertain what part of Hyogo Prefecture 
the strangers hailed from: adding “from their manner” certainly 
doesn’t resolve this, but at least gives the English readers 
something to consider. 
 
(14) 

Jellyfish thrown up by the waves lay dead on the sand like 
pieces of melted glass. It was my first time to see such primitive 
creatures in the flesh. Some of them contained the remains of 
small fish they had eaten.

 
The last sentence of the ST is rather cryptic, and probably 
requires some interpretation in the TT, which I have attempted: 
I am assuming one can see into the transparent guts of the 
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jellyfish. 
 
(15) 

We wandered through an amusement park overgrown with 
old pine trees, searching for a suitable place. At last we found 
one of the large inns and passed through its gates. 

 
I have added “a suitable place” and “found” to the TT to give a 
certain degree of definition to the search for a lunch spot. 
 
My overall conclusions about textual cohesion in the ST and TT 
are as follows. First, the level of cohesion is higher in the TT due 
to the addition of grammatical cohesive devices, particularly 
conjunctions, the clarification of spatial and temporal relationships 
between events, and the clearer separation of paragraphs by topic. 
It is clear that the SL reader is expected to do more work than the 
TL reader in terms of establishing textual cohesion and making 
logical and notional connections between elements. 

IIssue 2: Double negatives 

A distinctive linguistic feature of the story is its frequent use of 
double negatives, which often amount to a form of litotes, or 
understatement—a rhetorical device. Double negatives are an 
essential part of Japanese in indirectly (and hence politely) 
conveying necessity: for example,  ‘(I) must’ 
(literally, ‘if (I) do not, (it) will not be able to go’). As in British 
culture, double negatives are employed to imply something by 
understatement. 

In this particular story, it appears Tokuda is using double 
negatives to add to the portrait of a man in a confused state: he 
finds it difficult to make a definitive statement about anything, 
and this is reflected in the form of his utterances. Sometimes it 
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makes the narrator come off as detached, even cynical, but I 
believe this is more an effect of his confusion rather than an 
affected stance. 

Below I list all the instances of double negatives I found in the 
ST (apart from the straightforward ‘must’-type structures 
mentioned above) and their corresponding translations. We shall 
see whether I have preserved them all or found the need to modify 
them in some way in the TT. 
 
(1), (2) 

――

 
If I’d been a keen student of antiquities, I would most likely 
have found great solace in the temple buildings with which 
Kyoto was still full to bursting, and the paintings and 
sculptures they contained—and of course, it wasn’t as if I had 
no interest in these things. I did feel a degree of appreciation 
as I glanced through their collections; but I was simply not in 
the mood to appreciate them properly right then. 

 
The ST paragraph contains two double negatives in close 
proximity. They express the narrator’s grudging respect for 
Kyoto’s cultural heritage, shortly after having badmouthed its 
food and its pandering to tourism. The double-negative structures 
effectively convey his mixed feelings, particularly occurring as 
they do directly after the sentence renewal effected by the dash, 
and between the pair of adversative , which appears directly 
before the dash and is then restated late in the sentence as part 
of the renewal. I have broken up the long sentence into two, 
making the break directly after the first double negative. I have 
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retained the first double negative and followed the original 
structure closely (“it wasn’t as if I had no interest”, rather than, 
say, ‘it wasn’t as if I wasn’t interested’, whose double ‘wasn’t’ 
would make the double negative too overt). However, I have used 
a positive structure for the second instance, trying to capture the 
sense of defensiveness instead through the emphatic verb form: “I 
did feel a degree of appreciation”. 
 
(3) 

 
While I can’t deny some discomfiture at the thought of my 
strong-willed sister-in-law having worked behind the scenes for 
this, from where she stood it surely seemed like the most 
natural thing in the world. 

 
Both ‘unpleasantness’ and ‘discomfort’ are common translations 
of  in its nominal form. There is a slightly finnicky quality to 
the string of double negatives throughout this work, with the 
narrator either unwilling or unable to state things clearly one way 
or the other, and here I try to intimate this through the choice of 
the relatively rare “discomfiture” to translate . This word 
originally meant ‘defeat in battle’, deriving a sense of frustration 
or disappointment from this, and then, through confusion with 
senses of ‘discomfort’, taking on the meaning of ‘embarrassment’. 
I feel this etymologically confused word freights the sentence with 
more uneasy contests of meaning than the straightforward 
‘discomfort’ would have, while also enhancing the concessive tone 
of “can’t deny”. However, some people (possibly including my 
future self) my find “discomfiture” too marked or simply too 
elaborate a translation of .  

Note that this is not a grammatical double negative, but a 
semantic one: ‘deny’ can be paraphrased as ‘say no’. There are 
many other verbs that contain a negative meaning (such as 
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‘refuse’, ‘prevent’ and ‘decline’) that can be used in place of 
grammatical negative forms. 
 
(4) 

 
Of course, part of this sadness undeniably came from my 
simple, enduring love and respect for my father and brother. 

 
Again I make use of a negative form of ‘deny’ to convey the double 
negative, but this time convert the verb to an adverb 
(“undeniably”), which allows the focus to stay on the important 
part of the sentence. 
 
(5) 

 
The deeper this feeling of love and respect for them became, the 
more I stood on my own two feet, and the more I wanted to 
make them proud, if only a little—the more I came to see the 
necessity of thinking not in terms of rights accrued to me, but 
rather the obligations my position in the family entailed. 

 
The key to the ST is the structure  (‘the 
[deeper] … the [more] … ’), which is interesting because it sets up 
a parallel structure between the clause(s) that precede and follow 
it, with no potential limit on how many clauses following it will 
be affected by it. I have chosen to propagate the second part of the 
structure out into the rest of the sentence, so that “the more” 
appears at three points to perpetuate the parallelism. I also add 
a dash to allow for a restatement of the terms of discussion, which 
includes the ST double-negative structure.  
is distinctive enough of a variant of the ‘must’ structure to 
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warrant special treatment, hence I have rendered it as the 
nominal “necessity” to give it extra weight, which fits in with the 
formal register of the latter part of the sentence. I feel the ST 
shifts from a relatively informal, idiomatic start to quite a formal 
conclusion, and I have tried to reflect that (“the more I stood on 
my own two feet”  “the necessity of thinking not in terms of 
rights accrued to me, but rather the obligations”). 
 
(6) 

 
We’d been reading magazines or something at the table, and 
she’d casually dropped the hint that she was not without her 
own struggles. 

 
As mentioned earlier, there is a quintessentially Japanese quality 
to understating one’s own troubles. But there is a triple level of 
indirectness here: not only is she hinting that she is not without 
troubles, they are being related to us through the narrator’s 
discreet reporting. The phrase “not without” is useful in that it is 
doubly negative without repeating English’s standard negating 
device ‘no(t)’: the preposition ‘without’ is semantically negative. 
 
(7) 

 
After leaving school, she’d gone to Tokyo, hoping to breathe the 
air of a new era, but found herself under the loving thumb of 
my single-minded sister-in-law (at once both her adoptive 
mother-in-law and aunt), and even if she herself was not fully 
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aware of it, it seemed to me she had a degree of sadness about 
her humble fate. 

 
My translation of the double negative shares with (2) (“a degree 
of appreciation”) the use of a mitigating modifier to capture the 
sense of a lack of an absolute determination that pervades the use 
of a string of double negatives. Once again, the narrator refuses 
to state something baldly, leaving a film of euphemism and 
obfuscation over the scenes he describes that becomes thicker as 
the story proceeds. 
 
(8) 

 
Assuming this wasn’t because he was too proud to ask for my 
help, I wondered whether conversely he blamed himself for 
having graduated from a less-prestigious school—or if that 
wasn’t the case, whether he simply wasn’t interested in the job. 

 
I tried to capture in this sentence the narrator’s contortions of 
mind as he attempts to second-guess his nephew’s apparent 
unresponsiveness.  is a set expression, and its 
straightforward translation as “too proud” removes one of the 
negative elements. 
 
(9) 

 
I was slightly vexed to hear this, and at the same time felt no 
little compassion for Yukie. 

 
As a variant on translating double negatives with such positive 
modifiers as “a degree of”, we can also use negative modifiers such 
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as “no little”, which still mitigate the power of the noun to which 
they are attached without using two patently negative elements. 
Again, such litotes emphasises the conflicted, or at least subdued, 
affect of the narrator, and, much like the butler narrator of Kazuo 
Ishiguro’s The Remains of the Day (1989), we find ourselves 
pitying his inability to articulate candid emotions, even as he 
pities Yukie herself. 
 
In summary, the techniques I use to translate ST double 
negatives are: (a) straight double-negative verb forms (ST (1)); (b) 
conversion to an expression of limited degree without a 
grammatical negative (2, 7); (c) conversion to an expression of 
limited degree with a grammatical negative (8); (d) a grammatical 
negative with a semantic negative verb (3); (e) an adverb with a 
grammatical negative and semantic negative (4); (f) the noun 
‘necessity’ (5); (g) a grammatical negative with a semantic 
negative preposition (6); and (h) a grammatically (singly) negative 
structure (8). This is a surprisingly wide range of ways to convey 
the double negative, suggesting that I am instinctively avoiding 
using the straight grammatically negative structures of the ST 
and instead making frequent use of semantic negative forms and 
expressions of limited degree to convey the mixed feelings in the 
ST. 

FFurther topics for discussion 

1. Formal vs. informal language. There is a striking contrast in 
register between the narrative passages and the dialogue in this 
story. This can be put down partly to generational differences, and 
partly to the mixed-up nature of the story itself. Find examples of 
formal and informal language (both in terms of lexis and 
structure) and examine whether, and how, the translation 
attempts to convey this dichotomy. Furthermore, Yukie uses 
Kyoto dialect at times—how does the translation deal with this? 
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2. Family relations. The extended family outlined in the story has 
a complex structure. Create a family tree to show the 
relationships between all the characters mentioned. 
 
3. Negative expressions. Locate other negative forms in the ST 
besides double negatives and compare them with their TT 
equivalents. In how many cases are negative forms retained, and 
in how many replaced with something else? Why do you think 
negative forms might be avoided? 



CONCLUDING REMARKS 
  
 
 
Thank you for joining me on this brief journey through some 
lesser-known works of modern Japanese literature. Whatever else 
I have achieved with this book, it has been a pleasure to have the 
opportunity to bring these short pieces to an English-speaking 
readership. If there is anything common to them that stays with 
me, it is the colours red and white. There is the red of Kenji’s cliffs, 
Yokomitsu Riichi’s red kimono, the crimson of the red-bean-
peddling lanterns in Soseki’s Kyoto. Then there are the wailing 
(white?) worms and Kyū’s poor white backside in Yokomitsu’s 
story; the mystical white mushrooms in “Tani”; the white of 
Shiki’s mouldering bones; the white of the riverbed in both 
Sōseki’s and Tokuda’s pieces; and, of course, the white light of 
Tokuda’s eponymous pale moon. 

But these works share something else at a deeper level. Fiction 
has always challenged, enacted, devised and revised the 
boundaries between the physical and mental worlds, and it is the 
same in these stories with their rich use of figurative devices. 
Kenji’s “Tani” creates a thrilling, frightening phantasmagory out 
of a humble rural upbringing. Yokomitsu’s “Akai kimono” shows 
a childhood kinship with the animal world that implies how close, 
in our fragile mortality, we sit to our bestial origins. Sōseki, 
ironically the most ambitious fantasist of the four authors given 
that his piece is ostensibly an essay, portrays Kyoto as an 
eternally ancient place haunted by the spirits of a long-dead 
emperor, a Shinto spirit, and a beloved friend, and turns 
humanity’s old enemy, the cold, into a near-palpable denizen of 
the city. Tokuda’s metaphors present the struggle between the old 
and the new in the modernisation of twentieth-century Kobe and 
the profound confusion that arises with the characters’ attempts 
to negotiate their place in it. 
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The challenge for literary translators is to find a voice for their 
translation that harmoniously echoes that of the original piece. 
Part of this enterprise is seeing the wood, as it were, from the 
trees—being able to step back and shape the overall contours into 
a coherent and cogent whole. But what I have been interested in 
doing with this book is to step back in among the trees: to take 
each stylistic element—each repetition, each fleeting image, each 
mimetic—as part of the whole, yes, but also on its own merits. To 
recapitulate a point from the introduction, Japanese and English 
have their own ‘styles’, as dictated by their different syntax and 
lexis, and thus inevitably something is going to evaporate in 
translation; but this should not be used as a kind of fatalism about 
the process of linguistic attrition, but rather as a challenge to 
preserve those aspects of style that do often translate—such as 
repetition, imagery, and, indeed, sound-symbolism. 

It is my hope that by presenting my own translation attempts 
as well as the rationale for selecting certain renderings over 
others, I am opening up new alternatives for translators of 
Japanese literature, and perhaps even giving them licence to do 
something more ‘literary’ and less normative. To paraphrase the 
valedictory remarks by renowned translator Juliet Winters 
Carpenter given at Doshisha Women’s College in 2019 on her 
retirement from the faculty, we should be using every tool in the 
English linguistic and literary toolbox if we want our translations 
to be literature in their own right. To put it another way—if we 
are going to bring another culture’s literature to the world, we 
should do so in style. 
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