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Riggs: We have looked at the translation of scholarly books from the ini-
tiation and management stages through the translation stage. But as
pointed out by several participants, no translation can be published
without the careful attention of an editor, sometimes more than one
editor. All manuscripts for publication should go through editing and
copyediting stages, both of which ideally involve collaboration with the
author and the translator.

Translation requires a great deal of thought and skill, but the more
complex the book, the more often the editorial process will prove to be
crucial to its success. Likely as not that process will involve more than
one individual. A scholarly editor may scrutinize the critical and orga-
nizational aspects of the text and make suggestions for improvement of
its argument or analysis. The professional editor will focus on polish-
ing the writing so that it reads smoothly and is engaging, and may also
make suggestions for improving any remaining structural problems.
The copyeditor will be skilled in providing the kind of technical consis-
tency and clarity that makes a book easy to follow, both as narrative and
as scholarship. The proofreader will be expert at catching any details the
copyeditor missed and will also tackle any problems presented when a
manuscript is transformed into a book through the design and layout
process. The work of the editors and proofreaders is closely knit with
the endeavors of the author, the translator, and the publisher as well.
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Today we would like to start with copyediting. This is the technical
side of editing, which focuses on grammar, spelling, and consistency—
capitalization, italicization, and punctuation—but also deals with
broader issues of clarity and formatting. The copyeditor also ensures
consistent use of terminology, which is especially important in scholarly
works. If the manuscript has been revised many times and incorporates
input from various people or over a long period of time, it is particularly
important for one person to take charge of copyediting at the final man-
uscript stage. Here we will discuss some of the special challenges of this
part of the process for translations of scholarly works. Editors and copy-
editors are people who have been trained, either formally or by mento-
ring, in the skills of making writing clear, consistent, and coherent, and
the involvement of a professional at this stage can make a real difference
in producing high-quality publications.

Copyediting: Start Style with the Translation

To start us off, I'd like to ask freelance editor and translator Chikako Imoto,
who is a translator and editor of Nichibunken’s most recent monograph,
Daimyo Gardens, by recently retired professor Shirahata Yozabur6. Over the
past ten years, she has been accumulating varied experience through her
copyediting for Monumenta Nipponica, as well as trade publications such
as Kateigaho International Japan Edition, Sekai Bunka Publishing’s biannual
deluxe-format magazine.

HIL:RECEF oy X TIIOVWTTLEY, AFIIa—2FT 1474 71C
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RIRE (L, MR 460 5 RA—IRRAE (T IDBDOEE—0 6, HHEEFEL
Eo TRNVRODTHBLAREHEYL, WOIRELTHEY £7,

BHEIRELST->TZ2H N £, =2k T LLVCREFDERLENS
TF, BAZBOHBRY TH, REMh—E0h ) REREETT S, BREL
ZNOMEE L ES, BELAEZRTET . RSBV H Y FF
P, AN EEFEERET HY FIC, OiRiver ¥ ¥ 5905, Oigawariver ¥ 5
DH, Oi-gawariver Y A 7Y EXNLDD, T 6T TRIE) okFIL, &
Fisovrsaritisonttithunand (Ol wdd O o h) Z 9
WO REZLDMAPVERBN L ILUHIDITTT., TNERWICH HIEE R
DTEN VY, RYAFHREN 70y 2 AN L 052D, BT E
DT ARES by, a8—2T714 8 —F, KEXZEMELEL T, <7
arEffiFTuiEsichly) Kbosbrh ) £+,

12X A X, EAREDARD 0 (2RO T2 bibliography @ X ¥ A )L o
¥—oOF sy, TOARlo L) Ich ) EF+., TH, 2% Monumenta
Nipponica Style Sheet DX 4 L TITWET L, Bl LG Ich Y £1.°

Amenomori Hosha. Tawaregusa Amemonori 1744

(1744). In Shin Nihon koten Amenomori Hosha mm#&Fl.
bungaku taikei, vol. 99, ed. Tawarequsa 7=\31L#E. In Shin
Uetani Hajime et al. Iwanami Nihon koten bungaku taikei %7
Shoten, 2000. BATEFARER, vol. 99, ed.

Uetani Hajime tE%7T et al.
Iwanami Shoten, 2000.

¥ Monumenta DFIE, 20N P LT 5D LEEEMATVET,

ZENE, O—<FERIEDLITHL > TWETH, & D Monumenta 1% 1L,
ZRCEIA PO —<FRENKRIT, BABRILDLA LI A FILTEXN
THNTVET,

ZOMIT, THZO2DELLEITERVDTEH, BARBOOT -V FERILD
BICEBRE DT TWAHEH ) £F, Noble SAUITHEF LRLLKES>TWAHZ
YN—0HNFEFLT—Ho, ICELILHIOTTIINEYE (%) —
= Noble T4 lE, ¥ XTHIA FPIVITEREZDITTELHNIDIT, RDIE
ELHT, "BRBEREIANLVWFHTVI I, Y WI ZXITh > T, 2D Y
PLTLESRDTH, D4R . Noble S A D1 - 0K D TRANPEERITH -
TLEFFELR ZHNIEIODVTEARERFLRULKESTEY EY, 9V 2

6 As of 2017, the MN Style Sheet revised its style sheet, so this style is no longer
practiced at MN.

219



220

Part 3: Effective Scholarly Translation: Management and Process
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2% 5> TEHBEIIRIZLT L EXLETIERL VDI, TIHILTHATAF LT
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Example:

Abeno dojimon (1786). In Ikki, ed. Mori Kahei, Harada
Tomohiko, and Aoki Koji. Vol. 6 of Nihon shomin
seikatsu shiryo shiisei. San’ichi Shobo, 1968.

EBRIEIHBRONL - CEROTVKEE, L30T RTEES—ATR
DHEDFLTHRELDT, T TIRHRINTVBEFOSH LI —ILEL LK
AEloLEd., A #H2HFRTLIMEDNEL DA, Chicago Manual of Style
T, X2, av=livaoes
[TfEIH», £IaorraorniEn
ERIN Y, YT T HIEEEIN
TwWEF (K), 772U, BREORKE
ROV TIR, HHEED ) T
TNECHFELLH) L, T2 TX
D L7-FHICEAL TR, 7y ATk
¥’ B L 7= Monumenta Nipponica
n XY 41— b (available online)
R EBRF RO TN ZXIIRY F
T TmA, x0Ty 7 ME
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HLT AEEELY BREXICLT,
ALy —hbr Ll TFrd, 7z
J A VN—RENREBLET,
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N, CEFEOMBLSEEFIO—FORLY, WAL MMV CITHET A1E
Eﬁ@ivﬁ%@TTo
L) ORELON, ABOM—KRTT, LY AR EZREED RIS

Nakai ££0B > Le > T THEAMSF $ B TEEFH, Tn% Se]z
kenbunroku ¥ 3 % O Seji kenmonroku X ¥ 5 D) M—HLRL L > T E
FF. BREWBODLIEBNLL I VIEEBDH—NLET, IVWI VX%
oo BREFLTHALPT DN ZH LN LOELTEN R VY, DY
LU T > T LE) ¥, BROIFITO L FRN MY T4,

—&(I, BIREOT N, FRLLNSEEIHES T ¥V ) DN —F
T, —HFMBVWY VWY TWES, REBRODEMICL>TIE—T 7«
F =, BRENLAEREEL LYV IDIE, Y THERET, Mk
THPRTL, HhINEEOTEI LA,

AE—ITATA VI 2HEMILEISTVEFTIE, TESDAIA N ETT

TBHLEYRIDT, BV SHELETFONLZ v TH, %9
THWh, A, THDOLEFZVFMRINDLFEDRES, FRERE L
LIl aTw5$Mﬁ®ﬁa 3, AIE—ZTA4 T4V TDRME%E, TS
HEITROVEBEILRUITED T o v BuwES,

Riggs: Thank you very much. 2 & —
TATA Y720 ToFES LV#st
Tl RIEZLCHETEN LTI
BRI NELALFTIATHT
BET,

Meg Taylor: Yes, we cannot do with-
out the Chicago Manual and the MN
Style Sheet. We might also add the
Japan Style Sheet, a guide first com-
piled in 1983 by the Society of Writ-
ers, Editors, and Translators (SWET).
The authors of the original guide
were mainly editors of scholarly and

high-quality publications in the humanities, I believe. Lynne, please tell
us a little about that publication.

Riggs: The Japan Style Sheet came into being as a result of input from editors
who had been working in English language publishing houses in Japan,
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including Todai Shuppankai’s International Publications Department—
Nina Raj and your colleagues—and Weatherhill, Tuttle Publishing, and
Kodansha International. We gathered together the wisdom of all these
editors, and put together an initial list of different strategies for edit-
ing: How to handle personal names, italics, hyphenation, quotation marks, cap-
italization, and romanization. The theme of the book is Japanese language in
English text. It treats all
subjects related to that,
and gives general guide-
lines. It's not as detailed
as the Monumenta
Nipponica Style Sheet,
but it offers the crite-
ria for making deci-
sions about the rules
to choose. If you're
just getting started
in English-language
publishing and you

JAPAN
| STYLE
HSHEET

THIRD EDITION

The SWET Guide
for Writers, Editors,
and Translators

are unsure about how
to make decisions on style rules, that is a good place to start. It is all in
English at this writing.

Now let us go back to looking at the important points of copyediting.
Janet, in your editing and copyediting—of course many of the things
you do overlap with what Chikako does, but could you add some points
from your perspective when you are editing as well?

Janet Ashby: I would like to stress the importance of following English
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international conventions for the formatting. One of the problems with
English-language books produced in Japan is that editors are some-
times unfamiliar with the conventions of formatting a page. Often they
have a new subheading at the top of a text right after another heading,
with no text in-between. Or a page break will be inserted right after
a heading, leaving only a few lines on a page; sometimes you see half
a page left blank. That really looks odd to readers of English books:
the bottom of facing pages should also always be aligned. In order to
do that, there doesn’t always have to be the same number of lines on
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a page. Sometimes in order to adjust it, you'll have a line less on each
side of the spread.

There are conventions for running heads that help a reader locate
chapters and distinguish the parts of a book at a glance. Sometimes the
original Japanese book will have subsections or subheads that act like
running heads, but that system doesn’t work as well in an English edi-
tion. Often there are too many subheads, which interrupt the text. A
large number of subheadings and parts of a text can serve as a device
of accessibility, but that function is usually better served in a non-fic-
tion English book by a good index. The table of contents of a Japanese
book, meanwhile, often contains all of the subheadings, while in an
English book, such a table of contents would look a bit odd—perhaps
old-fashioned. In Japanese, I believe the shinsho-ban books have a set of
standards calling for komidashi every two or three pages. As the editor
of a book once it is in English, you might want to take out some of the
headings, especially if they seem to have been added arbitrarily rather
than at natural breaks in the text.

Then of course, to have an academic book taken seriously among
scholars, it has to have the standard apparatus of bibliography, notes,
citations, and an index. The index is usually classified (that is having
both entries and subentries). In a Japanese book, the index may be very
simple, including only names and proper nouns. But the usual index of
non-fiction and scholarly English books is detailed, including not only
people and places, but terms, concepts, events, titles of works and so
on. Rather than just have endless numbers listed for an entry like “Itd
Hirobumi,” for example, you would subdivide them under entries like:
“childhood,” “Korea,” “Constitution,” and so on. Of course, that kind
of index takes time to make, and the schedule and publication plan
have to allow time and budget for that. Two weeks to a month should
be allowed after the second galley is available for the compilation of the
index. A useful index for a scholarly book cannot be done using soft-
ware alone.

In terms of copyediting the text, another point is that conventions
are different for journals and magazines and for books. You want to
initially follow the Chicago Manual of Style—even though it’s difficult
to use because of its many complexities. The CMS index—though it is
almost too detailed—allows you to find almost anything once you are
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accustomed to it. CMS is also available online by subscription. Even
without a subscription, you can see online the questions people have
asked for things you may be looking for, such as the treatment of 9/11,
other style dilemmas.

For scholarly books in the humanities, there is greater emphasis on
the aesthetic appearance of the text; for example, the word “percent” is
used instead of the symbol %, and numbers are generally spelled out
from one to 100. For fields that are more oriented to numerical infor-
mation and data such as in the social sciences, science, and business,
the percent symbol might be preferred and the rule adopted to spell out
numbers up to 9 and use Arabic numerals for everything else.

Especially now that people are used to reading a lot of things on the
Internet, they become more used to typing mistakes, typos, and very
loose use of language. We try to maintain professional standards and
to follow conventional rules in the decisions we make on how we are
going to treat words.

Riggs: Nina Raj is a veteran copyeditor who labored over countless Univer-

sity of Tokyo Press books in the days when it supported its International
Publications Department. I know you have not been doing that much
book editing lately, but are there any points to add to what has been said?

Raj: HIRHDBG ZHN T 20 F S5 VWIL L EFT DT, FFIIL->TLEVET
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FRAROMSSVDOR=ZTHELEF LT, HRICEHEMENMNITAZIIET
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Riggs: AIE—I T 4 T4 ¥ 7 TR A Z X TEARICEED > TOE LA, D
[T, BREHSCHEFIIVSE NS ED > TEFE LA,

Raj: AL T LMD BENRY, RWITTELLITEARNLAIAINEZRDTEL D
PREFTT, XV AP R0ERITE, ) LTENP VY, RICTH—%E
’J’O)f)“jiﬂi’(“bto BRRNT — LN TV EEL XEOREPLITENHE(C
TELLH IR L, RENMNDFITE AL Oigawa River % Oi-gawa
River | 1&’(2216 i LTy, —HEHRTTEES, L. 7
770V =L TEH, RIANY— FDEREICIEDY BV ERVET,

Noble: Yes, I definitely agree; a lot of the fundamental decisions on copy-
editing and what’s going to be done with the book should be part of the
process before the translator actually starts. This is something we haven't
always been consistent in. It’s really important because it helps guide
the translator in terms of what they need to supply to the editors. As
Imoto-san said, it saves a lot of work for everybody concerned. Unfor-
tunately, often times there is no style sheet, for example. Translators do
things without any clear idea of what the copyediting style is going to
be, and the editors will see the manuscript, look at it and go: “Oh my
God, what do we have here!” So getting together on fundamental copy-
editing points before the translation begins is really important.

Riggs: We have with us today—Takahashi Yumie-san of the Miho Museum.
B, BEIANEHODRMEY, BLUVBREDELCELET R TEL
STWVHEFEOS LTV E Lz, BBTARRAN LI ALY — DR
MILRBL TS LT, @BITLOTRREY LEFEL VLT Z
RN

B HYN ) TFIVET, R, IRIA—VT LAYV BEBEEICIIVET

EMBETHFZEE* L TOWET . FEZETTIIHNEE P TVB I 2RIIETAYD,
ITF4 T4y, AC—ZTFT4 T4V, 24—V 7 747 —DEETT,
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MEHFI FDA—T =0 70k 20 Fiil, RFELEXIFRO 1Y V7
NEXRTHELTEY 4, JHIIELEME, BUIEHWETIEZT L P T
WoHSs L oW eBuwET, AROICFIIIBERLET, Y1 ML
T2 ThL, ERAEH, @, TN TE2EXUEHRLTELTEY £7,

BEAMIL, HRE TOBMANFEFITTROMNTWET, BARDEMEEFE
3, TACAURESAHMET ZEEII L > TEY) £ LT, RFOHIED THLC
b TANPNEFFTEFFTELA L >TVES, BARABORBINETLZDE XY
X¥UTED, SHLITXTNEZEIFRTH2 0 ) 28T, 28R LVEFOFT
RALCODRVEDEZHELIVWEEALTVWET,

/\El IS B EY)VDITAILX—) YWIRESATTHIYITH

) £ LT, (LEREM, MEEMIIEE-> TVWIRAET. XEEHIEFIC
%’7<\ —ADFRETWHEHLWES V) Zlchl), ANERNT THh
f:(iZO;ﬁ\ HTE30 B> TV, YWIRLTEBEWL LT,

nhHY, RIANY— b PREFITREFIIL->TEFNY FTF, £ITRXITA
w/—b%*%bzu TWEREBDBEADOTETHDIIESTZY mo:tﬁ
I G0 ->THEY EF L, AEICE, CITEEMIARET, FIFFE
YO mBRAE LAY )T )N, BENUOTT ., RFETALY Riggs &
M HBELLRL, ZIHIVIIDEHM—L T, TNEMRELBITA—IL
THU, T2HORXIAN TR TLEI V) YEA, $§CIC{EELRABL T
SGWE L, MrharX)XY) THRL TV EE, BlY EXNSst s E,
DI ITELFETT,

Riggs: » ) 7"x ) TT¥VE L, 3LH2A0BAMITEVA VS L THIER G
Doz TN, ZIANY— b 2ERALLDOF Y THEHRMT, BHAMO 7
OV 7 PRI LN TEE L, EBOBTERLVRYE
wWETh, A TN F R T, JE—ITT 4 T4 7O TEIH
BREYaAY MIHY £TD,

Richard Sadowsky: I think I heard a comment that translators may do what-
ever they feel like doing. But if the translator finds there is a bibliogra-
phy and knows it has to be translated, he or she would want to know
what style the client wants it to be in. You want to ask—what to italicize,
what to capitalize, etc.— so that they won't have to change all over later.
I think if you're a conscientious translator, you're going to ask right from
the beginning to save everybody from trouble.

Riggs: Exactly.
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Noble: This is a very concrete question about commonly used style sheets
for Japanese academic journals. But why do people put romaji in front
of the kanji, in the first place, especially for bibliographies? If someone
is actually going to look up a book that is in Japanese, theyre going to
understand Japanese. So why do you need to tell them how to read it?
I can see the benefit of putting a translation after kanji because you
might want to give people who don’t understand Japanese an idea of
the sources that are being used. But why romaji? Even within the text,
why not just put the kanji and leave it at that? I put romaji because
that’s what everyone does, but I'm wondering about people’s thoughts
on this.

Riggs: Kate Nakai, would you be willing to answer that?

Nakai: That’s a question that does come up. I think maybe English-language
books on Chinese subjects often tend to put kanji without providing
romaji to go with it. I suppose one reason for doing that is because the
assumption is that readers are not all going to know Japanese. If you
suddenly confront kanji in the text without anything—you just stumble
over that and go on—whereas if you got romaji, then you've got a handle
on something: Somehow you can come up with the pronunciation of it.
Because the publication is in English, it makes sense to put English as
the main, and have the kanji (or romaji) as the subordinate element that
some will appreciate. Some people feel there shouldn’t be any kanji in
a text whatsoever, that it clutters the page. For readers who don’t know
kanji, it gets in the way, whereas for instance in the case of Monumenta
Nipponica, which has a long tradition—or Harvard Journal of Asiatic Stud-
ies—also has a tradition of including kanji in the text. It’s kind of a tra-
dition that they like to keep up as something that’s appealing to readers
who can appreciate their value.

Personally, I would agree that there’s not a real reason to give the
translation of the title in the bibliography. If you've got the title in the
text, then you want a translation there because then, the reader wants
to know what the book is about. But if the book is in Japanese, and it’s
in the bibliography, if you can’t read Japanese it doesn’t matter what the
translation of it is. Rather than having it all stretched out—thinking of
what parts of the text are meant for different purposes.

227



Part 3: Effective Scholarly Translation: Management and Process

Riggs: Also, sometimes you can’t read the characters. You don't know how

the characters are going to be read. If the romaji is there, you know. I
have found that several times.

#7L: I was going to say the same thing. I think of the romaji as the same as

the rubi in a Japanese book. Japanese can be notoriously illogical when it
comes to readings of kanji. So, if you're not familiar with a term—if you
don’t know how to read it in the first place—you can’t look it up.

Nakai: As everyone here knows, that’s an issue that you face in English but

not in Japanese. In Japanese, you can read without knowing the correct
reading of a name or term. The question we face is where to go for the
authoritative reading—and the authorities may differ—sometimes even
the same author may have different readings for his or her name.

That’s something very special to the world of English publications
concerning Japan, and a perennial problem. But that’s also something
the checker can be a very valuable asset in watching out for. Of course,
having the Internet makes things much easier. In reading a title or tran-
scribing an author’s name, you can go to the National Diet Library site
and be able to say: “That’s at least an authority.” The readings may not
be “correct”; as we found with the Kenbunroku, when went to the list
in the Diet Library, we found there were various different versions. We
took the reading used the most.

BZHTIANL L2 EL TN ONE LD, BROBEPAL ZY )0
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FLADRADHREE, XFHRANE) TEMOMRIBBLEEICLY) £
ERECS

Riggs: M8 (f0F) ¥ AL, BARTZH V) MECEeme0E A,

HE T F L DH~—F—F7 2 FIEEBROKEK VW) T1 7 bV - FRAFTTX
X —DBEIIRERL, AT TEEFNH6HLE Lz, XNV (VBT 5D
T, R=FV FDLH %, &AM TATOHIFzy 7L THEL-7FFT
To JHUIREE TV E L7, Katyn 3, F—F v FEBORREEREBICEL
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FEBEOREICE LY, THhyTaAq >y, iz, Ta,) (csanwWgEE%x ) T,
LAL, ZHUIFEE I > T BB RH L1259 ¥, 4T EFEDBEIRIF
LT, ThAF>) YOI~ LELR, REEEEZEZ TV Y- TE,
9 LTEXTNTRYRB LW —ZANETE T4,

Riggs: #/M2, LRI DOFREIZENTT,

Sadowsky: Speaking of proper names and the Internet, I was wondering—
Google and also Wikipedia have their own style. But how much do you
adhere to the things that appear on Wikipedia? If you have a tourist
place—for example, something called Oiwa, do you write that in romaji
and then say “large rock,” or do you look on Tripadvisor.com or some
place foreigners go to from overseas and would be what they know
most? How do you deal with place names?

#70: For addresses, a convenient site is #HEHFHRE L XT4 (https://www.
postjapanpost.jp/smt-zipcode/), which gives what the yiabinkyoku (post
office) has decided is the correct reading for each location. The problem
is that sometimes locals disagree. For example, in the tourist magazine
that I work for, we look up all the addresses using the postal system,
and make it all nice and consistent. Then we actually call the places and
ask them: “How do you read your address?” and it turns out they're
used to something different.

For example, the postal system says that #fi-]\# in Kyoto should be
read Anegakdji, but for many locals it's Anekdji. So then you have to
decide which to use. Then again, locals sometimes differ even among
themselves. For example, we have #EXit. The shrine reads its name
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Matsuno’o Taisha, with a no, but the nearest train station says Matsuo
Taisha. So what do you do then?

For fact-checking, one big no-no I have found is that for materials
concerning Japanese, you never, ever just look at English sources. For
example, the English Wikipedia or—I don’t know when you said Tri-
padvisor, whether you meant the Japanese site or the English site—is
often wrong.

Riggs: Regarding place names, it may not be wise to rely totally on tour-

ist sites. If it’s really well-known, more reliable spellings will be found
in the history books or the Encyclopedia of Japan, too. Nevertheless, we
must balance what we believe to be standard in the Anglophone world
with what the client believes to be correct. I recently translated some-
thing for Ishikawa prefecture and it wanted a hyphen in Kenrokuen
(the garden)—Kenroku-en. In that case, Ishikawa-ken was the okyaku-
san and had the final word. In Professor Shirahata’s book, however, it is
Kenrokuen. Another point is to avoid exoticizing something when you
do a place name. Make it sound like a normal place. Instead of Nagano
City—just Nagano or city of Nagano.

The details are endless, so maybe we can move on. We have one more
topic we would like to cover, which is the larger issues of the editorial
process.

Editing: Four Processes in One

Riggs: Tld, fEXEMEF Y L TREICL Y £ L0 RRICZT AT« v 7 OREE

RO)EFELE)e TTAT4 Y TDERGRH L) T TRLALI Y
AVITL £ %9 ? Meg Taylor T Ay WHHRTFH?

Meg Taylor: You're always working within a context. Before you start edito-
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rial work on a project, you must determine what that context is. If you're
editing for scholars, who will understand the specialized terms an
author uses; that’s one context. You will need to consult books and arti-
cles written by Western scholars—and perhaps consult a scholar in the
field—to confirm the established English terminology. And, of course,
you keep a record of all these terms on your style sheet for that particu-
lar project.
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Part of determining the context of the new project is looking at style
sheets for similar projects you've edited in the past. I often begin by
adapting a style sheet developed for a book in a similar subject area—
early modern Japanese history, for example—and then building on that,
adding terms and style decisions specific to the new project. As you
make decisions on terminology, for example, always keep the readers in
mind. If the audience is presumed to be university students, for exam-
ple, you might suggest inserting definitions of specialized terms on first
appearance. Always keep in mind how the book will be used.

Riggs: Yes, you want to envision: What is going to happen to this book?
What kind of environment is it going to be brought into? How much
of the content treated here will already be common knowledge to the
English reader? What is going to be completely new? What is the content
that the international reader will be most keenly interested in?

In translating a book about philosophy for Nichibunken recently, I
was very conscious of these questions because it seemed obvious that
the readers would be scholars or at least habitual readers of philosophy,
and the numerous quotations and references to Western philosophers,
and even Japanese philosophers who are well-known and whose works
have been translated into English, were likely to be quite familiar to
them. How should anticipation of such familiarity change the way the
translation is worded? As I was also the initial editor of my own trans-
lation, I tried to keep this in my mind at all times. If the author had this
awareness as well, it would also be helpful.

And for an academic book, we need to be aware that if it’s going to be
recognized as a first-rate academic book, it will be reviewed. Awareness
of the kinds of things that reviewers look at can be a good guide in the
editing of a translated work.

#EB Noble T A0 Eb Atz L) e, MIREBEIFELRE L OUWCHT —EX
ETT, LrLl. BRELT TR LY Lr) L VEELA, FIRE LEED
RIXEDNEIITETH, X)L TIEIFIEFoNTLE), TTD 5,
ZZIREEDBA VLRI S TEET, T LTXOMBEITIE, IR
F L7 &9, scholarly ik @ v, stylistic WiREE)?H 5 b 1T T 1,
ZLTXDELLICHBLD I YT, EHDET > TV DI L ZEREICHL
TV AH Y\ ) authenticity DREIREY, WES ) KRB IEA LGNS L IS
o T AH Y\ ) readability D2 % 1) £ ¥ . authenticity Rz (<>
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W4 Meg Taylor T A0B-> Ly -7z, THETOFFALARTEEICS S
TV DERNDERVTREICL) 7,

authenticity ¥ readability #» =2 A (SRR T 5 255 1) £ 3 9%,
Rl readability # ¥ ) P> TR LTV DY W) X ICEASBVTEL
EoTHVERVET, THIE, RELBRLDBREY, XENLHEED =
DEREL DT SNETL LI, ETHEREDBRITDVTUNDTL £
NPRYABFLTIOVTY, BARFEOARLRFOATIHIE) TL L.

Is the order of the chapters as they were published in Japanese still
the best for the English edition? We’ve touched on this before, but if a
book in Japanese sets out the literature in Western sources first, and
then introduces the Japanese perspective on the topic—that was good
for the Japanese edition. Perfectly natural. But once it is translated into
English, the reader might be most interested in the Japanese perspective
or dimension of the subject. Changing the order might be a wise deci-
sion. The following chapters then fill in the background.

The overall organization of a book is such an important matter that,
especially when it is a scholarly book being translated, the author or the
scholars advising the author should be concerned with this at the out-
set, rather than leaving it up to the translator or the editor.

BRI Y THEELMBALCEVEY, RIE. EOBRPLREL X, BRERMICESE
BomEF@TITEATHILIVWECERBVET L, BAADEEITL-TEH, TDIE
VNT TR BLEATVES, T, I 7972y a3t IV LER
FROLTEOPYFT T, TNE2EBLZIANNTLKEIEEZE LTI, &
FHIRERZBULHERDE D> TLESHE. T2V S TR R DH
CWVWI)RELEEARTRAINES, BB, HAZHITXDL) LTI e
HhHET, TIPS, PRVMODEMT, MREVZZICZTOICEFHAL,
BEVDAEENDL YL THEDLIDONRZA PR YR U ET, ) T4UE, FRR
RNLENS TERCEICEENEBS V) 2L W) IS, ROLI LA
FELROAME, ZZIBATELLEYDTT,

Riggs: “ D@ ) THH, IV CEADT—AFEINRELRIDTTH, b

FEITEXT IV T—ZANHYEFLT, brorEFVRERELELR, 4
RETE RN -T2 E S TIEWE T2,

Raj: I spoke earlier about the importance of querying the author. Compared
to Imoto-san, who is very modest, and always worries about stepping
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on other people’s toes, my approach was much bolder when querying
authors. But I found that they almost always appreciated my queries
and offered constructive feedback.

Updating a book can be an issue when translating, as in a book on
Japanese politics that I worked on. The original book ended at around
1985, and there had been several elections since. The political scene
changed considerably, so I suggested that a new chapter be written
to update the contents. The author was a specialist in elections, and
an election had taken place just before he wrote the new chapter. He
included a great deal of detailed analysis, such as changes in the voting
patterns and splinter parties, which was not appropriate for what was
to become the last chapter of a general introduction to Japanese politics.
I had to say, “This doesn’t work,” and asked him to rework his draft
so that it would serve as a concluding chapter. Asking for a revision
required diplomatic negotiation skills, but it was well worth the effort
as the book went on to become a standard in its field.

Riggs: That resonates with the first thing we talked about: the structure
of the book. You were working with the entire book, making it better
beyond the translation.

Taylor: Also, no doubt you were conscious of the market. You were con-
scious that time had passed, so much had changed, and readers of the
translated book would want to know more. You said the production was
in 1985. What year was it published?

Raj: Around 1993.

Taylor: So eight years had passed since its writing. To be conscious of that
and to ask for the new chapter: that’s the job of an editor, to anticipate
what the market will expect, and what would be best for the book.

Riggs: We have already touched on the structure of the manuscript, how it
is subdivided, and how its subheadings are handled. The editor at this
stage looks at how the headings are organized: Are they consistent? Do
they follow a logical system? Sometimes the translator has forgotten a
heading or two, or treated headings inconsistently. Or the headings may
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have been inconsistent in the original book. If they are numbered, do
you really need numbers? Will the English edition have typographical
distinctions instead of numbers or letters? Too many subdivisions are
distracting, but no subdivisions could make it difficult to get through.
Keep in mind that each chapter should follow the same pattern.

The translator has already grappled with the headings, of course. In
Japanese books, you will often see a main heading and right under that
another (B level) heading. The style guides advise that a heading is like
“advertising” for the content immediately below, so there should always
be text after a heading.

After the chapter title, there should be an introduction—an intro-
ductory paragraph at least—which explains the title and sets up the
chapters. “Introduction” as a first heading is superfluous, since the first
paragraph is assumed to be the “introduction” to the chapter. That kind
of logical progression leads the book forward through the narrative in
an understandable fashion.

English favors good topic sentences, and sometimes a subheading
can actually be transformed into a topic sentence in translating. Many
times, those topic sentences play the role of a heading in the original
Japanese. At least I think that all of us working with these texts could
consider that bringing headings over to the English conventions is part
of the translation process.

Taylor: This is what we call substantive editing—moving paragraphs
around, forming good topic sentences, trimming out unnecessary
words—it is clearly more than stylistic editing.

Riggs: This is also partly what the editor who can read Japanese can do,
right?

Raj: Yes, it really helps when the editor has some reading knowledge of Jap-
anese. Choosing the right translator is a difficult but important task. A
scholar may seem qualified and know the contents of the topic but is
not always the best choice as translator. So we were very lucky to have
someone like Patricia Murray to revise and rewrite translations for us.

Riggs: T3\ T, XFDreadabilityz & 24RENEIHFNEL L), REDAY£—
UNRBEDGZEICLPALIED S L) IITXENtuNing %Y ) LTV v W R
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¥, Now we want to talk about the fine-tuning of the translation for
the English audience and what that involves. One of the people who are
dealing with it and has decades of experience in it is Patricia Murray.

Murray: A practiced editor has, I think, a set of basic principles and rules set
up solidly in some dark corner of the brain, ready to go into action. They
come into play almost instinctively once the work starts, and so some
editorial decisions seem obvious. Others do not, and they often demand
deliberate analysis as one considers the author’s objectives, organiza-
tion of material, writing style, and targeted audience. The translator has
already grappled with some of these, and so it is best if the editor can
work with the translator whenever questions arise.

e In the first stage of editing, I spend some time getting a sense of the
purpose and organization of the book or article, its central theme
and main subthemes, and I consider its probable readership. Its
main theme and purpose should be clear at the outset; the writing
style should be appropriate to the genre; the content should be
organized coherently. If the translator is an experienced editor,
she or he will have worked on these points. It is best if the editor
can collaborate with the translator, share style sheets, and share
expertise and insights when questions arise. Translations done by
inexperienced translators can be the most perplexing, even when
the translator is available for consultation, and sometimes they
need extensive rewriting or even retranslating in parts. What I
always hope for is enough clarity of sentences, paragraphs, and
whole chapters so that I can concentrate on grammar, punctuation,
vocabulary, style, narrative flow, and things like appropriate
emphasis. Those are all self-explanatory basic tasks. More specific
ones include usages—and there are a great many—that the editor
needs to interpret, evaluate, even rephrase.

* Japanese manuscripts are full of connecting words and phrases (2%
¥ 2 2 ). You want the reader to understand the intent, the direction,
the kind of connections the author is making between points in the
text, but it is not well advised to translate them one by one. Also,
they can be misleading. A small example is ga. It can be rendered
as “but,” or sometimes “and,” and sometimes it should be ignored.
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Another type of pitfall is that the translator realized a connection
was being made, but misidentified the two parts, perhaps because
they were separated by a large amount of text. Then the editor has
to go back and re-read the original.

Another one—ambiguous expressions. Nado is a prime culprit.
Can we just do away with it? It does carry the meaning of “et
cetera,” but in English writing, that meaning of “there is more”
is frequently understood, and expressions like “et cetera” and
“and so on,” are considered to be clutter in a sentence. One more
example is “to iu,” which some authors tack on to more sentences
than seems necessary. First, it is not always clear who “said”
something, or even if anyone did. Another expression we have to
handle carefully is “no yo6 na” or “yo ni omou.” It is tedious to keep
repeating “apparently,” or “it seems,” so I frequently just take it
out, in whatever English form it appears. Best practice: get a second
opinion from a colleague, to make sure the passage reads well.

Choice of vocabulary is vital in editing. I try not to use a complicated
or pretentious word when a simpler one will do, unless there is a
good reason for some sophistication. Elegant it may be, but complex
verbiage can be distracting while adding little of importance.
Knowing when to choose the simpler word is a principle of good
writing in any language, but Japanese is tempting. A particular
kanji compound might seem to beg for something high-blown in
English; yautsu—what a beautiful word. “Dark, dreary misery,”
perhaps. But it might simply mean “unhappy.” Enthusiastic
translators or editors can be lured into using two or three versions,
lined up with commas. You feel good—I"ve got the point across! But
you don’t need to. One is enough; hyperbole can steal the power of
a phrase by upending its emphasis.

Social sciences writing in particular has a tendency to be dense,
full of jargon and belabored explanations, in either Japanese or
English. But the translation of social science—or any kind of non-
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fiction—does not have to be turgid and wooden. I believe social
science translation and editing should turn out text that rises above
formal academic stylistics. It should be clear and readable. This
has gotten me into trouble at times, because I shortened sentences,
took out repetitions, substituted words that perhaps seemed too
“popular,” too informal, for example. The author is unnerved by
the degree of difference from his original prose. My objective is to
get rid of stiffness and pedantry; an author might see it as dumbing
down and “not faithful” to the original. Sometimes an author can
be persuaded that such changes are really for the better. If one can
work with an author over a period of time, opportunities to discuss
revisions and suggestions can assure that things will work out
happily. But not always!

e Repetition. Japanese is more tolerant than English of repetition, of
how patterns of speech, vocabulary, and idioms might recur, or of
sentences that sound the same one after another, five or six in a row.
English readers get impatient with such writing. English sentence
lengths, words, and rhythms are thought to be more effective if
they are varied. I read my sentences out loud after I've written them
or when I'm writing them. Hearing the rhythm helps me get the
sentence going in a way that works with the surrounding text. Such
liberties may not be feasible in poetry and or literature, but in non-
fiction or academic writing, the translator’s diction is key.

Ashby: Yes, one thing I try to watch out for in editing is repetitive expres-
sions. Sometimes every paragraph or page has a sentence beginning
with “as for” or “in relation to,” and the like. The original Japanese may
have recurrent use of transitions like shikashi, sakihodo itta yo ni, ...to iu
koto constructions.

Raj: Patricia Murray was very helpful with several Todai Shuppankai books. I
recall one book translated by an Australian scholar of Japanese politics. He
had done a full translation, but it was a literal translation that did not read
smoothly in English. Her work involved heavy editing, which meant rewrit-
ing, revising, and recasting the text to make sure the message got through.
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Riggs: #% Pat(Murray) S A5 3% 2#FUFE L1z, 5 THHEFTH#HEC

RoTwEd, MRFELLT )T, MEBICEFFIC, XEFEL)E<ETS
¥\ ) XEHDSKEFTT 4, As Juliet often says—you want to make the
language come alive.

Carpenter: I was surprised because I was talking with one of the members

of a group at my University. I mentioned—THXENE T TRASLRIIHE)
L F WV ELY 24, and they were surprised: "% ) %A TF 9y ¥, One
of the other members in the group thought it should be that way. You
should be able to see the Japanese in the English. We really have different
views of what a good translation is. That person was of the view that if
you can look at it and guess what the original was that’s a good transla-
tion. But I think for English readers, that is not good translation.

Murray: It’s interesting that the more you read, the more you translate, you

can get to a point where a good translation of something makes clear
what might not have been clear in the Japanese. You get so you know
what the author was trying to say, even though he might not have said
it. And the text could become completely different from the original; the
grammar has been changed, the vocabulary is not rigidly by-the-dictio-
nary. Kano Tsutomu, a master translator and editor of The Japan Inter-
preter—with whom several of us here worked closely—used to say you
have to look very carefully at the Japanese; you identify what is most
important and the way you write it in English might be by flipping
grammar—changing negative expressions to positive ones, putting the
general statement before the specific, changing passive to active, and so
on. The English that results is probably going to be totally different from
the original, but you're going to get the meaning, and that’s what counts.

Riggs: The syntax of Japanese and English are completely different, so the
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editor is coming in, trying to use various writing techniques to make
sure the translation doesn’t have what we call “translation drag”—the
drag of the original. We have to know what is good syntax in English
to be able to transfer it. Taking writing classes, reading good writing,
not exposing yourself to bad writing, and constantly working and
revising translation helps to avoid the kind of sentences that don't get
through or don’t impress. That is what I think our responsibility as edi-
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tors comes down to. Of course, that includes all the technical things,
fact-checking, clarifying associations made by the author that might
not reach the reader, and so on, but making the writing good is our
perennial challenge.

SHAERY ) 2 HE AL TUIV T E A, T D250 Janet (Ashby) Al
FRBEELTOLTTHN?

Ashby: Obviously, it should be written-style English, if the Japanese is in
spoken style rather than written style. I often have to edit overly collo-
quial drafts into a suitably sophisticated written style. The style should
be invisible—allowing the reader to be less aware of the language and
be able to concentrate on the content.

Riggs: % 5 T4, #CE%OXIBAY T, ZTNERBILTE 57T RIS
720X BI e bhY £4. 54l challenging AlEE T, FHITa-<
bEzfE-7Y, FEOENDEFELRALIZ) 5L, FH D style ¥ voice
EEASLLTYTERE (R £9,

TERIOVLTE, FA9HY EFTH0?

Ashby: I try to make sure the terms used are ones familiar to the English
reader. I would also consider whether to use the official Japanese
names for proper names or perhaps a more popular version. An exam-
ple is the names of earthquakes: Great East Japan Earthquake and Tsu-
nami is “official,” but “Tohoku Earthquake” may be more familiar in
English usage. You can look at the Internet and see how it’s referred
to in writings in English; maybe include the official name when it’s
first mentioned.

I try to be conscious of usages that are perhaps specific to Japan, such
as “Lehman Shock.” This would be more familiar in English usage as
“the fiscal crisis”—originally it was called “the subprime crisis,” and
lately “the 2008 world financial crisis.” When the translator has been a
bit lazy, you have something like: “the point of the painting to which
the eye is drawn.” Yes, but a better rendering of that might be “the focal
point.” T often wish the translator could have given more time to think-
ing of better terminology. In editing translations, I find myself removing
a lot of wordiness—expressions like “this sort of,” “this kind of”—such
phrasings can usually be taken out. 2#1 and %4l may come up often in
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the genko, but instead of just “this” English wants to have a noun—-"this
phenomenon” or “this trend,” or whatever, to better guide the reader.
I guess those are the main points I would make.

Riggs: ) 0’ ) TT¥ VW FE L1z, BB RZATRARSL>TETVA L) THD
T, XA LW BOESH fAMEICA LI Ed) £307?

Taylor: Format and design are also important to the reception of a book. Fol-
lowing North American book design conventions can help assure that a
book will be well received—to really have a fighting chance, especially
if the author is unknown in the West. Design is increasingly important
in the book industry today—both for print books and ebooks.

Riggs: I don’t know if it has to be North American. It can be more interna-
tionally conceived, perhaps.

Taylor: You can have a Tokyo or Hong Kong-based designer, but it has to be
a book that looks professionally done. That means following standard
English-language book design conventions—handling of headings, run-
ning heads (or “running feet”; “running ears” are also an option), folios,
all of that. I mention North American design conventions because they

differ from European book design conventions.

Ashby: Models to guide good design are not hard to find. I wish that design-
ers and editors getting started in English-language publishing would go
to Kinokuniya or Maruzen and look at university press books on similar
subjects or subject areas: history books, sociology, whatever it might be.
They don’t necessarily have to be North American, but those produced
in an English-speaking country will suggest what is effective and con-
sidered attractive.

Riggs: WAWABLET NN H > THF (L) £F, FUIZ UK LRIV TN
. ZNESEZ(CL T, BODARZHEAPILKTH A THx 0 ) 2T,

Taylor: Because that’s the competition. You always have to think about what the
competition is: what your book is going to be up against or judged against.
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Noble: Design and publication is really constructing an information hier-
archy. Design is a topic that’s close to my heart and interests. I think
it’s often overlooked and seen as kazari—decoration—and it’s not just
that. Good design is part of the whole system of delivering the infor-
mation of the text, and it can make an immense difference. Just the look
of the page, the typography, whether the person doing the typography
really knows what they’re doing or not. Creating and sticking to the
information hierarchy, having it be sensible and something the reader
can immediately recognize is key. Good design helps readers to know
where they are, where they're going, and what kind of text they’re read-
ing. It’s harder to do a good job with that than people realize. It consists
largely of following established conventions, but there’s also some “plus
alpha” that can make a real difference in the appeal of the book. I think
it’s an important issue.

Riggs: Yes, book design is very important. We learned that from our pre-
decessor editor designers who impressed upon us the importance of
design and typography in English language publishing. Some techni-
cal knowledge of what goes on in that stage is often very useful when
working in Japan, and in this era when “design and layout”—in Japan
often still called “DTP”—(the work that was once performed by print-
ing companies) is increasingly handled by graphic designers and some-
times by persons without knowledge of typography, design, or English.
When I was working with Monumenta Nipponica I was very fortunate to
be able to collaborate in correction of files using design software (such
as the once-prevalent QuarkXpress and later, InDesign) and learn what
it can do. Even as a translator, having had that experience, I find it valu-
able and helpful in guiding clients, and in envisioning how the text I'm
translating is going to look in English—anticipating the product while
in the course of creating it.

To some of you listening, our remarks may have seemed very komakai
at times, but we editors are not accustomed to organizing verbally what
we do. The Chicago Manual of Style, the reference guide upon which we
all rely, is a thick tome, and if we really organize everything we do, it
comes down to a extremely amount of detail. Editing translations of
books on Japan is tremendously complex, and we learn a lot of it on the
job and by networking together. When we get stuck on an issue—like
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how to handle footnotes in a particular book—we might ask a colleague
how to handle such-and-such, and we consult authors and others who
have done similar work. For us our collegial relationships are the life-
line to getting our work done and doing it better.

When we're talking about English language editing in Japan in par-
ticular, basic skills, tools, networking, and sensibility to the specific
circumstances tell part of the story. The various comments from each
of you have provided a glimpse of the complexity of this work. Also,
I hope, they suggest something of the depth of the experience of the
people working over the years in editing scholarly works published in
Japan. Thank you for listening throughout this long session.





