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3 A Voice for Shakespeare
in Modern Japan

The presence of Shoyd’s “voice” in his Shakespeare translations is defined by what
he calls the “two poles” of his translating style, namely the “rhythm” (choshi) and
“warmth” (jomi) of Shakespeare’s language from which they are derived.! Shoyo
understands the importance of rhythm from his native literature in generating
momentum across the line and creating meaningful patterns and correspondences
that can extend across a whole play. It also carries considerable cultural capital,
being associated with particular genres and writers and promoting communication
within a society. He refers, for example, to Bakin-cho, namely the rhythmic style
and prosody of the early nineteenth-century novelist Takizawa Bakin, as a thythm
that he might imitate in his translations, but at the same time is bound to consider
how audiences will respond to such a style and what its usage will say about the
original texts. For the same reason, he is concerned that the use of shichigocho, the
seven-five syllabic meter common to kabuki, may support a misleading equiva-
lence between Shakespeare and kabuki.

Warmth is a more nebulous concept than rhythm. As I have suggested, Shoyo
may sometimes confuse his personal response with Shakespeare’s rhetoric, but
warmth is a trope for the power of that rhetoric to provoke in him a heightened
awareness of the flux of his individual reality, and together with rhythm is therefore
a basic emanation of what he regards as Shakespeare’s “hiddenness,” and resonates
as such through his translation choices. He is drawn to any kind of stylistic diver-
sity that expresses that flux and to striking words and turns of phrase that assert
the uniqueness and individuality of another’s character or situation. He writes that

language corresponds to every type of class and character of man. The same
content may vary in style of expression according to person, time, situation,
and temperament. How Shakespeare’s characters speak depends on class,
character, occupation, upbringing, locality, gender, and age. He can be both
fearfully funny and fearfully direct. He has a courteous side to him as well,
and an artlessness. He can be both articulate and inarticulate, gentle yet intru-
sive, noble yet intimate, valiant, magnanimous, flippant, sincere, and natural.
Shakespeare’s pen delves into the heart of all things, and yet he is also skilled
at mixing these styles, at weaving them together poetically, musically, and
mellifluously, in a way that is pleasing to be heard.?
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Translation is always to some extent an abasement of the source, whether by exag-
geration or reduction, especially if the source is Shakespeare.* However hard Shoyo
may try to reproduce Shakespeare’s stylistic diversity and felicity, he must also
respect his modernising culture’s demand for communicative and narrative flow,
since to deny the latter risks both compromising Shakespeare’s realism and revert-
ing to the hierarchy of ga and zoku, i.e. “refined” and “vulgar” (even if that hier-
archy is sometimes present in Shakespeare). Within this matrix of a metaphorical
warmth that may tend to obscurity and a metonymic rhythm that risks glibness, this
chapter surveys a range of techniques characteristic of Shoyd’s translating style.

The Potential of Seven-Five Syllabic Meter

Shoyd’s use of syllabic meter is central, for example, to the argument about kabuki
stylisation in his Shakespeare translations, because it is the meter of the narra-
tive sections of kabuki and joruri drama and is frequently heard in dialogue and
chanted sections as well. Yet quite apart from his wish to create out of Shakespeare
translation a drama that is distinct from native genres, Shoyo also wants to avoid a
naive correlation of shichigocho with iambic pentameter and other Shakespearean
meters, writing that “the limp rhythms of seven-five meter are quite incapable of
conveying the energy and crackle of the original text,” that “the narrative style [of
joruri and kabuki] is too verbose,” and more generally that

the rhythms of Shakespeare are considerably loftier than those of Chika-
matsu, more diverse and profound, and thus the language of Chikamatsu is
insufficient in itself for translating Shakespeare.*

We need to examine the function of shichigoché in kabuki texts as Shoyd’s main
point of reference, the extent to which he actually does use the meter in his trans-
lations, and the extent to which it is empty and redundant or else an active and
meaningful ingredient in shaping and interpreting the line, even in the way that
Shakespeare’s meters work.

Fives and sevens are used in a limited number of combinations, usually five-
seven, seven-five, and seven-seven, and are said to sound poetic because of their
historical normative function in Japanese poetry and drama and their natural fre-
quency in the spoken language; a distinction is made between the more force-
ful, rising poetic of five-seven meter (goshichiché) and the softer, more graceful
quality of seven-fives. Similar to stress-based meter in English, the repetitive use
of this meter generates a sense of momentum, regularity, and expectation, with
one phrase leading into the next, while the contrast between long and short cre-
ates various opportunities for semantic contrasts. Against the tendency of Shake-
speare’s prosody to establish connections between ideas and images, syllabic
meter is less associative, serving more to articulate the inner qualities of what is
being said.’

Chikamatsu offers numerous examples of the potential of shichigoché for
refined dramatic effects. The consistent use of the meter in the following excerpt,



92 A Voice for Shakespeare in Modern Japan

which is the opening of the final scene of Sonezaki shinjii in which the lovers
Tokubei and Ohatsu make their final journey towards their double suicide, con-
trasts heightened feelings of dramatic excitement and poetic remorse.® The tolling
of the temple bell sets the tone of a scene in which every moment and every syl-
lable count:

NARRATOR.
Kono yo no nagori. [7] Yoru mo nagori. [6 with pause]
Farewell to this world, and to the night farewell.
Shini ni yuku mi wo [7] tatoureba [7]
We who walk the road to death, to what shall we be likened?
adashi ga hara no [7] michi no shimo. [5]
To the frost by the road that leads to the graveyard,
Hitoashi zutsu ni [7] kiete yuku. [5]
Vanishing with each step we take ahead.:
Yume no yume koso [7] awarenare. [5]
How sad is this dream of a dream!
TOKUBEL
Are kazoereba [7] akatsuki no. [5]
Ah, did you count the bell? Of the seven strokes
Nanatsu no toki ga [7] muttsu narite [5]
That mark the dawn, six have sounded.
nokoru hitotsu ga [7] konjd no. [5]
The remaining one will be the last echo
Kane no hibiki no [7] kiki osame. [5]
We shall hear in this life.
OHATSU.
Jakumetsu iraku [7]
OHATSU./TOKUBEL.
to hibiku nari. [6 with pause]
It will echo the bliss of nirvana.

The energy of the meter comes from the alternation of the sevens and fives
and continuation of each seven into a five to complete the phrase. The metrical
perfection of this particular excerpt makes it a fine example of the heightened
romantic style of Chikamatsu joruri and kabuki that Shoyo found attractive, end-
ing on a harmonious double seven. Chikamatsu’s romanticism is primarily his
idealisation of love in death through the totality of his literary and dramatic tech-
nique, including the use of chant and shamisen accompaniment, but quite apart
from his dramatic skill (and possibly influenced by his reading of English poetry)
Shoyo regards Chikamatsu as a fine lyrical poet who appeals to sight and sound.
The challenge of translating Shakespeare in the style of Chikamatsu is mainly
that of transposing Shakespeare’s often long and complex phrases and sentences
into shorter, if musically denser, syllabic groupings.” Yet shichigochd is not only
the prosody of classical drama but also the meter Shoyd adopts in some of his
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own dramatic writing; for example, the mellifluous opening chant of Shinkyoku
Urashima (New Musical Drama Urashima, 1904),* which Ueda Bin praised for
its poetic beauty:’

Yose kaeru [5] kamiyo nagara no [7] oto no nami, [5] chiri ni yo toki [7]
shirabe kana. [5]

Oh, the divine melody the waves sing, rising and falling unceasingly since
the age of the gods.

This first line is in the style of Noh utai, but most of the ensuing lines are either spo-
ken or chanted in the typical styles of kabuki or joruri, most commonly the operatic
nagauta style in kabuki dance drama,'® and these are consistently in seven-five
meter. As in Chikamatsu, even quite ordinary dialogue can be written in this meter,
as when Urashima’s parents worry where their son has got to:!!

Ano yugetsu no [7] honomeku kage no [7] nokoru uchi, [5] kaeraba
[4] koko ni machi [5] tomokaku mo [5] ima ichido [5] satoite miru me
[7] hana saku ka. [5] Tada uki miru ka. [7] Kari no yo wa [5] oyako no
enishi [7] usu akari. [5]

FATHER.

I’11 wait until the moon sets, and if he returns then because of you, I shall
see him one more time.

MOTHER.

Just one last time . . .

FATHER.

I will tell him what I have to say, and we shall see if that has any effect.

BotH.

We cannot tell.

CHANT (takemoto)."

The line connecting sons with their parents in this ephemeral world is a
feeble one indeed.

In this example, we see how the longer seven syllabic suits the parents’ heightened
angry tone, but that it subsides sadly into a five as the father admits — usu akari —
their lack of actual control over their son.

Syllabic meter comes naturally to a musical drama like Shinkyoku Urashima
where most of the lines are chanted, and the musical styles borrowed from kabuki
determine how the language is to be spoken and chanted. It is also a feature of
kodan, the traditional genre of oral storytelling that was revived in the Meiji era
and relevant both to Shoyo’s rather cerebral style of reciting Shakespearean texts
(discussed at the beginning of Chapter 4) and to his style of lecturing on Shake-
speare in which he quoted liberally from his own translations.!* While the nor-
mative matrix of kabuki and kodan is lacking in Shakespeare, shichigocho has a
clear potential for expressing the shifting moods of Shakespeare’s poetic drama,
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especially those written before 1914 as Shoyd was finding his way towards a
more contemporary, less classical style. He uses the meter to translate the open-
ing line of Hamlet’s fourth soliloquy, “To be, or not to be,” in both the 1909 ver-
sion and 1933 revision cited here before shifting into a looser medley of syllabics
that could nevertheless be elided to sound like shichigoché through the actor’s
vocal modulations (3.1.55-63);'* this latter possibility (for example, that aruiwa
could be pronounced arwiwa) is indicated with oblique strokes in the square
brackets:

To be, or not to be — that is the question;
HICHED, HIZED R, TR B,

Yo ni aru, [4 with pause] yo ni aranu, [5] sore ga gimon ja. [7]

Whether ’tis nobler in the mind to suffer

The slings and arrows of outrageous fortune

BRAREMDRRA R L, WEEEA~BATE 2B EFORED,

Zanninna [5] unmei no [5] ya ya ishinage wo, [7] hitasura tae [6/7] shi-
nonde oru ga [ 7] danshi no hon’i ka, [8 with pause/7]

Or to take arms against a sea of troubles
EARS{YANE R it SSUEGS: 2

aruiwa umi nasu [8/7] kannan wo [5] mukaeutte," [6 with pause]

And by opposing end them; to die: to sleep —

B O TIRZME OV RILROEMN 2T ... _Atey ...

tatakaute [5] ne wo tatsu ga [5] daijobu no [6/5] kokorozashi ka? [six with
question mark] Shi wa . . . [2] nemuri . . . [3]

No more, and by a sleep to say we end

(I E W, IR TLOWMANED |

ni suginu. [4 with pause] Nemutte kokoro no [8/7] itami ga sari, [6 with
pause]

The heartache and the thousand natural shocks

That flesh is heir to: ’tis a consummation

Devoutly to be wished.

BEPICHRE > TE2 D TEHOENRRND S Db ... ZhIZ
EHRIFETLVKEE BN,

kono niku ni [5] tsukimatoute oru [8/7] senbyaku no [5] kurushimi ga [5]
nozokaruru [5] mono naraba [5] . . . Sore koso ue mo [7] no nega-
washii [7] daishiien ja ga. [8/7] . . ..

Reading Shoyd’s translation, we sense (as I have suggested) that Shakespeare’s
sentences are simply too long and expansive to support a strict use of the meter.
The first line is like the lines in the Chikamatsu excerpt, setting one idea or image
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against another — “To be, or not to be”/“Farewell to this night, and to the night fare-
well.” — but it is clear from the rising syllabic of two fives leading to a seven and
for the emphasis the rise places on sore (“that”) that the syllabic will occur just the
once and instead function as a metonym for rising emotion (the emotion that arises
from indecision), and that this rising movement will recur throughout the speech,
as in Sore koso ue mo naru negawashii daishiien ja ga, “‘a consummation devoutly
to be wished.” Moreover, the conventional syllabic at the beginning creates an
expectation that Hamlet is about to say something of great significance, and this
expectation is sustained through the movement of phrases towards choice rhythmi-
cal expressions such as ya ya ishinage (“slings and arrows”), negawashii daishiien,
Sore ga kokorogakari ja (“there’s the rub,” 64), shinonde oré zo (“who would
bear,” 69), Yo no ryogyaku (“whips . . . of time”), nukoi no setsunasa (“pangs of . . .
love,” 71), saiban no modokashisa (“the law’s delay”), and kono iyana yo ni, ase
wo nagashite (“sweat under a weary life,” 76).'¢

In Shoyd’s translations generally, the preponderance of final particles such as ja
and zo and auxiliary verbs like oru can seem surplus to the line; there are plenty of
those in this speech too, but they are effectively contained by the diction and metri-
cal shifts. The diction is shaped by Hamlet’s imaginative trajectory (life’s “calami-
ties” leading into the prospect of life after death), which in the translation is shaped
by a repetitive series of noun phrases, for example ryoshin ga (“conscience,”
82) and hito wo okubyo mono ni (“cowards of us all””). Repetition also generates
rhythm in the phrase ogoru yatsubara no 6hei (“the arrogance of arrogant people™)
for “the proud man’s contumely” (70), and Shoyd takes a liberty translating “time”
in “whips . . . of time” (69) as yo, where yo literally means “world” echoing the yo
in the first line.

Shoyd comments that a literary style is appropriate where “Shakespeare’s struc-
tures are controlled more by grammar,” implying that such a style will inevitably
foreground the formal features of the line.!” Hamlet’s soliloquy is figurative but
not grammatically complex; the feeling of control comes not so much from the
language as from the dilemma in which the protagonist finds himself. Shoyd’s use
of syllabic meter is mainly a stylistic choice, but it may also be a metonym for a
recognisable conflict between tradition and modernity in which Hamlet’s rather
wayward use of sevens and fives reflect a reluctant acceptance of a code (or “gram-
mar”) of honourable revenge and suicide associated with that meter in kabuki.
It initiates a conversation among Shoyd’s late Meiji audiences just as it does in
Hamlet’s mind.

A more strictly conventional use of shichigoché occurs in Shoyd’s version of
Ariel’s song “Full fathom five” in The Tempest (1.2.397-405):13

Full fathom five thy father lies,

Of his bones are coral made;
Those are pearls that were his eyes,
Nothing of him that doth fade

But doth suffer a sea-change

Into something rich and strange.
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Sea-nymphs hourly ring his knell.
Ding dong.

Hark, now I hear them.

Ding dong bell.

HFEE KL,
AL EIXEN L7 & 5
A I, Bk %
Z O LLFTHE DEBER,
wEEO—YIH LT,
AL LOIEIZAY T,
A >3S0 D 2o )
Fp—r s R— !
bive, Bx s !
F = s K= LS

Itsuhiro fukaki [7] minazoko ni, [5]
Onchichiue wa 7] fushi tamau. [5]
Mihone wa sango, [7] shinju koso [5]
Sono kami kimi ga [7] onmanako. 5]
Gyotai no nabete [7] kuchi mosete, 5]
Takara to kashinu [7] umi ni irite. [7]
Kikazu ya umi no [7] megamira ga [5]
Din don!

Are are, kimi wo tomurau kane!

Din don, beruru!

This is a more classical style of syllabic that loosely contrasts sevens to do with
scale and authority with more subordinate fives: “five fathoms” (itsuhiro) with the
“bottom of the sea” (minazoko), “respected father” (onchichiue) with “lying prone”
(fushi tamau), “bones” (mihone) and “coral” (sango) with “pearls” (shinju), and so
on. As the meter of classical Japanese poetry as well as drama, the syllabic suits
the remarkable lyricism of Ariel’s song, and with its imagery of nymphs, treasure,
and plunging into the sea hints erotically at the meeting between Ferdinand and
Miranda that is to follow.!” As in Hamlet’s soliloquy, the syllabic frames the more
emotional and disordered dialogue between the two young people in which Ferdi-
nand finds another kind of treasure.

Another model mentioned by Shoyo is that of Bakin-cho, the pacey syllabic
style associated with the novelist Takizawa Bakin that was in popular use up to the
1880s. In the following example from Bakin’s most famous work, Nanso Satomi
hakkenden (The Eight Dog Chronicles, 1814-42), the syllabic meter is light in
tone, supporting a rapid accumulation of narrative details and the inclusion of
speech, dialogue, and quotation:?

Ori kara tsuguru [7] yakoe no [4/5] niwatori ni, [5] Shino wa kokoro, wo [7]
“Oku no ma naru, [6/7] nishin mezamashi [7] tamawanan. [5] Toku toku.”
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[4/5] To isogashi [5] tatsureba, [5] Hamaji wa ydyaku [8/7] tachiagari, [5]
“Yo mo akeba [6/7] kitsu ni hamenan [7] kudakake no, [5] madaki nakite
[6/7] sena wo yaritsutsu.” [7] Sore wa koi seshi [7] kusamakura, [5] sore wa
tabi yuku [7] imose no wakare, [7] tori mo nakazu wa [7] yo mo akeji, [5]
yakezu wa hito no [7] me mo sameji. [5] Urameshi no [5] tori no ne ya. [5]
Yo ni Ausaka no [7] afu yoi wa ara de, [8/7] yurusanu seki wa [7] waga ue ni,
[5] ariake no tsuki zo [8/7] haka naki.’ [4/5]

Outside, roosters began to crow, and Shino grew anxious. “Your parents in
the back room,” he said, “they’ll be waking up any moment. Hurry! Hurry!”
At last Hamaji stood up. As she did, she recited a poem:

When dawn comes

I'll feed them to a fox,

the damn roosters —

though it’s still dark,

they 've made my lover leave.

“If the roosters hadn't crowed, dawn wouldn't have come. And if dawn
hadn 't come, people wouldn t be waking up. I hate the sound of their crowing.
No night will ever hide us and allow us to meet again.”

This is a lively, resourceful prosody that moves easily between the pragmatism
of the narrative (the couple’s rude awakening) and the ga aesthetic of the moon
at dawn, and the rhythmic momentum of the syllabic can be said to embody a
remorseless logic of cause and effect. Shoyo admits to having been “intoxicated”
with Bakin’s writing as a youth,?' and its restlessness suggests a parallel with
Shakespeare’s history plays, since in comparing the history plays to Bakin and
Bakin’s contemporary, the comic novelist Shikitei Sanba, in the preface to his
translation of Henry IV, Part 2, Shoyo finds the former “strangely close in spirit” to
his Meiji sensibility: Shakespeare’s historical characters have a “self-awareness”
lacking in a work like Hakkenden where, if anything, the characters are in constant
retreat from their selves.?? Yet one reason for avoiding Bakin-ché in his transla-
tions is that as poetic prose the continuous feeling of tension imposed by the syl-
labic meter projects onto readers a simultaneous struggle with inner passions and
desires — what Daniel Poch calls “their inner dog,”® or the reality that “desire
continually resurges from within a sphere of benevolence”** — that is not necessar-
ily the effect of Shakespearean prosody, whose momentum is orchestrated across
the line as an imitation of internal thought processes. This possibility may be more
subliminal than overt: Glynne Walley mentions Bakin’s relatively “unobtrusive”
use of shichigochd, arguing that “for the reader unconcerned with such things,
the metrical sections are experienced merely as passages of particularly intense or
lovely (and perhaps difficult to parse) description.”” Shoyd may hear all kinds of
echoes of that style in Shakespearean drama; his problem is more the didactic ends
to which Bakin’s seductive language is heading.
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Shoyo contrasts Bakin’s “fluid” usage of shichigochoé with Chikamatsu’s “neu-
tral” style,? implying that Bakin lacks the Shakespearean impartiality he finds in
Chikamatsu’s sewamono, but Shoyd’s own style is always mixed, relying on multi-
ple literary models, and the relative freedom of Bakin’s syllabic (his frequent use of
eight and six pairings as well as traditional sevens and fives) makes it an attractive
resource. One straightforward parallel with the prior excerpt presents itself in the
scene from Romeo and Juliet where the lovers are separated by the dawn after their
marriage night (3.5.1-16):7

JULIET.
Wilt thou be gone? It is not yet near day.
It was the nightingale, and not the lark,
That pierced the fearful hollow of thine ear.
Nightly she sings on yond pomegranate tree.
Believe me, love, it was the nightingale.

Wi ER2WITELHERLTDDOIL, MiHTITEHBRIOFIC
%ztii%fiﬁ?f%%?/ﬁ—wfﬁot%®oWﬂ&
RO~ THOR ) IZHEY 25, b, SDIE—EFA
FUF=LTHE L,

Inou to ya? [5] Yo wa mada [4] akyasenu no ni. [6/7] Kowagatte [5]
gozaru omae no [7] mimi ni kikoeta wa [8/7] hibari dewa note [8/7]
naichingeru [7] de atta mono. [6/7] Yogoto ni asoko no [8] jakuro
e kite, [6] ano yo ni [5] saezuri oru. [6/7]. Na, ima no wa kitto [7]
naichingeru [7] de arou zo. [5]

RoMEo.
It was the lark, the herald of the morn,
No nightingale. Look, love, what envious streaks
Do lace the severing clouds in yonder east.
Night’s candles are burnt out, and jocund day
Stands tiptoe on the misty mountain tops.
I must be gone and live, or stay and die.

NN, BEILTHEEDL, %4%/¢—w@§Tiﬁ
b\*ﬁki HiL, BRSO, BHIOEWEED S HOZEDOE
DHBIZHDR D ezt T &2 5, WOBKITHRAFREZ T, BL
7@E@ﬂ@¢om®ﬁ TRETNTSYDThD, HHIHER

Y | EETEAR IR B,

Iya iya, [4/5] asa wo shirasuru [7] hibari ja, [4/5] naichingéru [7] no
koe dewa nai. [ 7] Koibito yo, [5] are miyare, [5] iji no warui [6] yoko-
Jjimame ga [6] higashi no sora no [7] sakeme ni ano yona [8] heri wo
tsuke oru. [7] Yoru no tomoshibi wa [8] moetsukite, [6/7] ureshigena
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[5] ashitame ga [5] kiri tatsu yama no [7] itadaki ni [5] mé ashi wo
[5] tsuma datete (5] tatte iru. [S] Hayo inureba [7] inochi tasukari, [ 7]
todomareba [5] shinaneba naranu. [7]
JULIET.
Yond light is not daylight; I know it, 1.
It is some meteor that the sun exhales
To be to thee this night a torchbearer
And light thee on thy way to Mantua.
Therefore stay yet; thou need’st not to be gone.

HOJITE B2V, Wz, BH TR VWbWo, HY
RCKBNBRIOBIZ, 58~ F 2T ~DEENITIERFFOEK
SLELET, BIMEHWERY B, BRICLSDTKRER
W, LI R R DV,

Ano hikari wa [6/7] asa ja nai, [5] ie ie, [4/5] asahi dewa [5] nai wai
no. [5] Arya taiyo ga [7] omae no tame ni, [ 7] koyoi Manchua e [8/7]
no michishirabe ni [ 7] taimatsumochi no [7] yaku sasho tote, [6/7] kyu
ni yobidashita [7] hikarimono ja. [6/7] Ja ni yotte, [5] daiji nai, 5]
mada inasharu ni wa [7] oyobanu wai no. [7]

This is a heightened style that matches the couple’s vitality with the movement
of the Bakin line: read syllabically, more melancholy expressions such as Inou to
ya? (“Wilt thou be gone?”) seem like natural fives, and brighter phrasings such
as asa wo shirasuru (“the herald of the morn”) are sevens. Juliet is also strikingly
assertive in her use of the masculine particles wai and zo, and the classical nu nega-
tive characteristic of Shoyd’s style with which Romeo and Juliet end the second
and third speeches (each saying “no” for their different reasons) carries an erotic
frisson.

The Shoyo Line

What might be called the “Shoy® line” is not the seven-five prosody of Chikamatsu
or Bakin but is more loosely based on syllabic meter in the way that its energy
comes from syllabic breaks and the contrast of shorter phrases with longer ones.
In Shakespeare, the emphasis is usually on thematic content rather than narrative
detail, and likewise Shoyd tends to emphasise significant words (often nouns) in
a sentence and phrase. One example is that of Prospero’s soliloquy on “the great
globe itself” (4.1.146-58) in his Tempest translation.?®

Shoyd’s is not conventionally syllabic, and the positions of syllabic breaks between
phrases may be difficult to justify, but as indicated in the first three blocks of the tran-
script the prosody hovers around the seven grouping, and may sometimes be exactly
seven-five or five-seven; this technique can be tentatively described as an abstraction
of shichigochd. The words are not stressed in the manner of Shakespeare’s English,
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but what Shoyd calls the “musicality” of the lines arises noticeably from tensions
between short vowels and double vowels, diphthongs and double consonants, as in
kono daichikyii sono mono mo (“the great globe itself”), where the diphthong and
double vowel in daichikyii (“great globe”) create a slight hiatus that is met by the rush
of short 0 morae in the next three words, sono mono mo (the “thing itself”). The likely
emphases in phrases within the last three blocks are also indicated:

You do look, my son, in a moved sort,

As if you were dismayed. Be cheerful, sir.

b, WED, TOIBVWTREEZATHRSI DRI LR,
& DB I I A,

A, [3] muko dono, kitsit [7] odoroite ki wo [7] monde inasaru [7] yé ja ga,
[5] nanimo shinpai [ 7] ni wa oyoban. [7]

Our revels now are ended.
FRELIT S DTBATE DB %,

Nagusami wa [5] mé sunda no ja. [7]

These our actors,

As I foretold you, were all spirits and

Are melted into air, into thin air;

HOPHEILT, BTELTRWoRY ., AARKRDRICE > T,
2258 @EP’\\ HWWZEROH A~ BWIHAALTLE D 710

Ano yakushadomo wa, [9] kanete hanashite [7] oita tori, [7] minna seirei
[71ja ni yotte, [5] kiiki no naka e, [7] usui [3] kitki no naka e, [7] toke-
konde [5] shimouta. [5]

And — like the baseless fabric of this vision —
bbb, WLIFO, WHRWEEMEFR LRI

A, kono maboroshi no, ishizue mo nai karldatemono to onaji yo ni,

The cloud-capped towers, the gorgeous palaces,

The solemn temples, the great globe itself,

HOEIIMHHEEL, bOMA-LEEL, O,
PR HIER L & |

ano kumo ni hiiru rédai mo, ano rinkantaru kyiiden mo, ano sogon naru
doto mo, kono daichikyii sono mono mo,

Yea, all which it inherit, shall dissolve,

DR, M EIZAE Y LB B WA, R TIERRLS IaE L T

iya, kono chijo ni ari to arayuru mono issai ga, yagate wa kotogotoku
yokai shite,

And like this insubstantial pageant faded,
Leave not a rack behind.
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AR ESTARDLIRE LRFRIZ, BRIZITTERE BEIBDOE 2,

ima kiesatta ano maboroshi to déyo ni, ato ni wa homatsu wo mo nokos-
anu no ja.

We are such stuff
As dreams are made on, and our little life
Is rounded with a sleep.
G IEERICMIATHAR Th D, Bx OB/Ne—4AIL, IRV I
hE - TR ICHK D,
Wareware wa yume to onaji shinagara de dekite iru, wareware no sasaya-
kana issho wa, nemuri ni hajimatte nemuri ni owaru.

Shoyo’s line is essentially an imitation of the flow or continuity of the Shake-
spearean line, in this case between the materiality of objects (e.g., buildings) and
the reality of change that is represented by verbs such as “end” and “melt.” He
deploys a range of techniques, including contrasts between long and short phrases
and syllables, euphony, flexible word order, deixis (the pronouns kono and ano,
“this” and “that”), and the use of particles. Since there are no definite or indefinite
articles in Japanese and even demonstrative pronouns such as kono and ano are
avoided, Shoyd’s use of kono and ano eight times in this short speech gives it a
highly theatrical flavour, taking its cue from the phrase “These our actors.” The
phrase nanimo shinpai ni wa oyoban is an elaborate rendition of a phrase mean-
ing “Don’t worry” (with nanimo reassuringly emphatic, “no need to worry”); the
particle wa is not grammatically essential but allows the phrase to flow, and the
negative construction also makes it sound more detached and poetic. The series
of short a vowels in wareware no sasayakana issho (“our little life”’) can sug-
gest the congruence of a shared experience, while the diversity of vowels in ima
kiesatta ano maboroshi to doyo ni (“like this insubstantial pageant faded”) tropes
the diversity Shoyo claims to find in Shakespeare. One poetic addition is the verb
hiiru, written with a character meaning “open sea” (0ki) as an image of the tow-
ers “at sea” among the clouds. One mistake is shinagara de dekite iru, where
de means that human life is made from the same “stuff” as “dreams” rather than
generating its content.

What might seem like Chikamatsu about this illustration of Shoyd’s style is its
sustained musicality; what might seem like Bakin is the accumulation of phrases in
the prose medium. There is little wasted, and Shoyd was perhaps thinking of this
speech in particular when he wrote in his afterword to the translation that

Shakespeare’s uniqueness lies in his language rather than what he actually
says. In the case of The Tempest which is half like a musical drama in its
style, to disregard its musical qualities would be just as good as killing it.
That is the difficulty of translating Shakespearean drama.”

Like “To be, or not to be,” Prospero’s soliloquy is a speech one would expect Shoyo
to have wanted to translate with special care. Both speeches are metonyms for the
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plays in which they are found, the first about the dilemma of action and the second
about the theatre of life, and they are also metonyms of Shoyd’s broader apprecia-
tion of the playwright; Prospero’s meditation asserts an ideal of Shakespeare’s art
that Shoyd probably learnt from Dowden.’® Whether the relative sonority of these
two examples will stand out from their context because Shoyd is less competent
at — or less interested in — translating other Shakespearean styles (the prose banter
of Stephano and Trinculo, for example) or because they stand out already in the
source is a question beyond the scope of this study, but one can certainly examine
how the rhetorical techniques discussed earlier are carried over into the translation
of dialogue, prose, and so on. In his review of the 1911 Hamlet, Soseki sets his
unfavourable view of Shoyd’s style against his view that

Shakespeare’s lines, just like Noh and utai, have this peculiar rhythm and
timbre that must be decisively grasped if one is to sustain an audience’s inter-
est. Neglect this point, and one ends up losing both the poetry in a phrase like
seiran kozue wo fukiharatte [“brushing the treetops with mountain mist”]
and the colloquial force of a phrase like Oi chotto kite kure [“come here a
moment”].3!

It is unclear whether Soseki is implying that Shakespeare’s language is better suited
to translation or adaptation in the Noh genre than the kind of complete translation
that Shoyo had attempted as an imitation of kabuki’s diversity, or whether he felt
that Shoyo had simply not tried hard enough in doing what he did do, but it is a
point that Shoyd appears to take seriously as he seeks a more integrated translating
style in his final, fifth period.

Caliban’s speech to Stephano and Trinculo, “Be not afeard” (3.2.133-45), is a
memorable speech that Shoyo translates in a distinctly colloquial and unsonorous
style:*

CALIBAN.  Art thou afeard?
BO LM TEHEDONN?
Onoshi kowagatteru no ka?
STEPHANO. No, monster, not I.
INITR, BT Hi> BT BIRV,
Un nya, oreya kowagaccha inai.
CALBAN.  Be not afeard.
Mo THRWE,

Kowagaranakute mo ii yo.

The isle is full of noises,
Sounds and sweet airs that give delight and hurt not.
WEIZe 7, ®E BEALTHT, WHARERENFART L Th
Eb, £ L7 Lo, HEAWIND 72,
Kono shima nya, shocchii, oto ga shite ite, ironna koe ya ii neiro ga suru kere-
domo, domo sha shinai ya, tada omoshiroi bakari da.
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Sometimes a thousand twangling instruments

Will hum about mine ears;

EomThL, HHOLBLHNRVEREOEN, EOHFOHET, YT
VUL T,

Dé ka suru to, ikutsu tomo shirenai dogu no oto ga, ore no mimi no soba de,
tsuwan tsuwan to nard.

and sometimes voices,
That if I then had waked after long sleep,
Will make me sleep again;
MEESE E7<IRTEELHZTEAL, RIS RD0IRAD
BN b7,
Ka to omou to, nagaku nete okita ato de sae mo, mata nemutaku naru yona
hito no koe ga kikoeru koto mo ara.

and then in dreaming,

The clouds, methought, would open and show riches

Ready to drop upon me, that when I waked

I cried to dream again.

EILTVOOMENTERTRD L, ZOENHITBAVT,
AIIREYR AT HID EABEE LN DR 912D AT, T,
e, BRROL & K, b O —EENRALW Y TS AT

Soshite itsu no ma ni ka yume wo mite iru to, sora no kumo ga dandan ni aite,
ironna takaramono ga ima ni mo atama no ue e okkochi kakaru yo ni narun
da, de oreme ga sameru to, @ mé ichido yume ga mitaitte wamekun da.

StepHANO. This will prove a brave kingdom to me, where
I shall have my music for nothing.
Koitsa sutekina 6koku da wai, 6sama wa tadamonme de motte ongaku ga kikareru.

TV 7 BNRERZDV, ESFIXEATUTEEZNHI NS,

Shoyo chooses to depart from the source in which Caliban, having “learnt”
Prospero’s language, utters the speech in a version of blank verse, but instead
of rendering it in anything like Prospero’s elegant style it is in the inflected ver-
nacular that Shoyd adopts for lowlife characters throughout his translations. In
the source, each of Caliban’s lines except the second (“Sometimes a thousand
twangling instruments”) contains eleven syllables rather than the ten of iambic
pentameter. This extra syllable, which noticeably disrupts the iambic rhythm in
lines such as “The clouds, methought, would open and show riches,” gives the
speech a hybrid texture of poetry and prose that subtly defines Caliban’s rela-
tionship with the other characters. Caliban stands apart from the symmetries of
Prospero’s Renaissance world view and finds his being in the natural environment
that Prospero has tamed. He is excited by this environment and feels some pride
in his role as a teacher of the island’s “qualities” (1.2.403), first to Prospero and
here to Stephano and Trinculo, from whom his manner of speaking hardly differs
in Shoyd’s translation. The vernacular is heard in the endings arda, nara, and wai,
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and there is a touch of excess in the long sentence Soshite itsu no ma ni ka as he
struggles to contain his wonder. More than in the source, Caliban cannot control
his feelings with the structured repetitions that Prospero uses, but relies on affec-
tive expressions like do ka suru to (“sometimes”) and ka to omou to (“if I think
about it,” again for “sometimes”). His identification with the island is heard in the
assonance of the second sentence where the sh- in shima (“island”) is repeated in
shocchii (“constantly”), shite (“does™), sha shinai (meaning “does not make an
ugly noise”), and omoshiroi (“pleasant”). Caliban may not, therefore, sound as
sonorous as Prospero in Shoyd’s translation, but this colloquial style is neverthe-
less rhythmical and musical, contrasting phrases and segments of varying length
in an abstraction of syllabic meter, and also self-aware and intentional. Lacking
the connotations of Shakespeare’s blank verse, Shoyd seems concerned that Cali-
ban will end up sounding too much like Prospero, and thus seems more emphatic
of Caliban’s subaltern role.

For a third example, Portia’s speech on “The quality of mercy” (4.1.180-201)
would have been well known to Shoyd’s Taisho audience as the central speech of
The Merchant of Venice and was included in the gramophone record he made for
Nippon Columbia Records in 1933.3* Shoyo’s Portia effects her disguise as a male
lawyer with her use of the masculine particles ja and wai and authoritative tone. As
with the previous examples, the lack of stressed syllables and unbroken length of
the sentences gives the speech a distinctly syllabic feel:*

The quality of mercy is not strained:
BTS2 KT RE O TR,

Jihi wa yondokoro naku hodokosubeki mono de wa nai.

It droppeth as the gentle rain from heaven

Upon the place beneath.

AT, BONNOBENBIC L THAETAMIZ, BLIHDD
o

Jihi wa, haru no kosame no onozukara ni shite chi wo uruosu ga gotoku
ni, kudaru mono ja.

It is twice blest:
HEREII _ETH D,

Sono tokutaku wa nijii de aru.

It blesseth him that gives and him that takes.

BT, 2EHSELEIC> ThER THILL, ZITHHEITHE-
THHEIBRDE %,

Jihi wa, kore wo ataeru mono ni totte mo kofuku de areba, ukeru mono ni
totte mo kofuku na no ja.

’Tis mightiest in the mightiest; it becomes
The throned monarch better than his crown.
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N E EOMICIEVE, HobiTen iz b &HET 5,

Jihi wa mottomo oi naru hito ni atte, sara ni mottomo o0i naru bitoku to
naru. Kono toku ga kunshu no mune ni areba, sono hikari wa kin no
kanmuri ni mo ikubai suru.

His sceptre shows the force of temporal power,

The attribute to awe and majesty,

Wherein doth sit the dread and fear of kings.

WeDBI LN FITFFZE D D > Ziid, HOMFUTRT DRI 0k
DFEFET= 2T E 72 )

Kano kokuo ga te ni motaseraruru shaku wa, hon no zokkai ni okeru
iryoku ya songen no mejirushi taru ni suginai ga

Just as “mercy” is “twice blest,” Shoyd benefits from both the shape of the Shake-
spearean line and the force of his native syllabics to give the speech a remarkably bal-
anced and centred quality. The series of short o vowels — nine in the first line — seem
to imitate the patter of “the gentle rain from heaven,” while the regular disruption
to the vowel sequences by words containing double consonants, such as yondokoro
(“forcibly”) and mottomo (“most”), and to a lesser extent the double vowels in words
such as kofuku (“happiness”), can be said to frame the speech’s rhetorical purpose,
which is to extol the “quality of mercy.” Shoyd omits “quality” from the first line,
probably because a literal rendering such as jihi no tokushitsu would sound abstract
and unpoetic, but as I have suggested compensates for that omission with the syllabic
patter of the rainfall. Similarly, he omits the abstract “dread and fear of kings,” and
compensates for that omission with a dramatic gloss on “scepter” as that which an
enthroned monarch might “hold in his hand” (te ni motaseraruru shaku). As a more
general illustration of Shoyd’s translating style the successive rhythms (or syllabic
patter) of the phrases works to channel their momentum towards the end of the line,
which in Japanese word order is usually a verb and in Shoyd’s case often the expres-
sive copula ja or a strong final particle such as ga.

The word nijii meaning “double” in “twice blest” may be a deliberate pun on
“Jew” to suggest that temporal mercy is worth twice that of Shylock’s demand for
justice because (as Portia argues) of the former’s deference to divine judgement: “We
do pray for mercy,/And that same prayer doth teach us all to render/The deeds of
mercy.” (4.1.196-8). In both the 1914 translation and 1933 revision, Portia’s “There-
fore, Jew” (193) is translated Dakara, Jiu yo, using a now archaic character for Jewry
M meaning “still” or “yet.” This may be echoed in the 1933 revision (although not
in 1914, where mosu is used for “say”) in Shoyo’s rendering of Portia’s line as she
comes down on Antonio’s side, “Tarry a little. There is something else” (301), lya,
choto mate. Mada iu koto ga aru. (literally, “Stop it and wait a moment. There is still
another thing to say.” where iu is another word for “say”). In seeming to ignore the
possibility of divine judgement, Shylock exposes himself to Portia’s judgement.

One final point to be made about the Shoyo line is that especially in the case
of set speeches such as “The quality of mercy” and “To be, or not to be,” he will
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incline to translate their first lines with particular care, establishing basic phonic
patterns and a syllabic rhythm that will shape the speech as a whole. We can look,
for example, at how Shoyd translates the opening lines of not just “To be, or not to
be,” but of all seven of Hamlet’s soliloquies in the 1933 revision:

1. O that this too too solid** flesh would melt,
Thaw and resolve itself into a dew (1.2.129-30)
B, WA, METETMETCESLRLNLE !
O, kono kataki kowaki niku ga, nani tote toke torokete tsuyu to mo naranu zo!**

The intense alliteration underscores Hamlet’s frustration at his limitations.

2. O all you host of heaven, O earth — what else? (1.5.92)
BN, DV LHIROIA | THRITHY LH B DD !
O, ari to aru ten no kamigami! Gekai ni ari to arayuru kami!*’

Arepeated word play on ari emphasises the feeling of alarm in Hamlet’s expression.

3. O, what a rogue and peasant slave am I! (2.2.485)
B 7 D B O L E
O, nantaru narazumono no tsuchihozeri zo ore wa!*®

Again alliterative, with a Shakespearean inversion at the end, zo ore wa, “am 1.”

4. To be, or not to be — that is the question (3.1.55)
HIAED, HITIED R, TR %,

Yo ni aru, yo ni aranu, sore ga gimon ja.*
A perfect five-seven-seven syllabic.

5. °Tis now the very witching time of night
When churchyards yawn and hell itself breathes out
Contagion to this world. (3.2.378-80)

A ZEROIL=oWF, BTN AE, #R XV ITEKEiLDs,
Ima koso yoru no ushi mitsudoki, haka wa kuchi wo hiraki, jigoku yori wa
dokuki wo okuru.*

The lack of stressed double consonants in this line gives it a crisp syllabic quality.

6. Now might I do it. But now ’a is a-praying.
And now I’ll do’t (3.3.73-4)

AIXBT I mELW, frokt, WT, LBz,

Ima koso toga, chodo yoi, inori no saichi. Ide, urami wo.*!
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The word ima for “now” is foregrounded by the sound plays in Shoyd’s distinctly
breathy rendition.

7. How all occasions do inform against me
And spur my dull revenge. (4.4.31-2)

Bo%E, HSENMELRO T~ 7@ SZMELED !

Miru koto, kiku koto ga ore wo semete nibutta kokorozashi wo hagemashi oru!*

A typical Shoyo paraphrase with the phrase miru koto, kiku koto (“seeing and hear-
ing”) explaining that Hamlet is spurred to revenge by everything that he sees (and
hears) going on at Elsinore.

A conspicuous feature of this selection is the prevalence of the short o vowel in
comparison with the other four vowels:*

a ~ 38 occurrences (excluding with separate vowels such as in ai)
i~33

u ~ 26 (including 1 double vowel)

e~ 14

o0 ~ 60 (including 3 double vowels)

In all but the second soliloquy, and enhanced by items like kono, koso and koto,*
the profusion of o sounds gives the speeches a focussed, urgent quality that is
appropriate to Hamlet’s state of mind, and with the near lack of double consonants,
also sounds regularly syllabic; the lines roll off the tip of the tongue. In all but the
sixth, the lines are also unified by striking repetitions and internal rhymes, nota-
bly the crisp & and ¢ alliterations in the first soliloquy and the phonic connection
between mitsudoki (the “witching hour”) and dokuki (“poisonous air”) in the fifth.
Here as elsewhere, euphony is a feature of the Shoyo line.

Repetition and Keywording

The previous section outlined some basic characteristics of Shoyod’s translating style,
above all the attention to rhythm and musicality. What [ have been calling the Shoyo
line is more expansive than the prosodies of post-war translators, and although still
readable adopts numerous usages that are nowadays seldom heard. It may therefore
“sound” unique to contemporary ears, but that uniqueness is not necessarily equiva-
lent to Shakespearean uniqueness and works with other devices such as repetition to
convey the diversity (and indeed uniqueness) that Shoyo values about Shakespeare.
Prosody is mainly focussed on the individual phrase and speech. This section looks
at the repetition of words across translations as a whole (keywording) in what may
have been a deliberate strategy on Shoyo’s part. Shoyo hints as follows at the poten-
tial of keywording in his 1928 essay on Shakespeare translation:

The same thought or feeling may be subject to diverse interpretations. When
Japanese scholars first translated Shakespeare they were surprised to discover
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this diverse style occurring so frequently. It seemed that Shakespeare created
texts rich with feeling, stridently saying the same thing again and again. That
is how it seemed to them, although in the end it is a technique born from the
necessity of drama. Lines which are written to be heard rather than read need
to be repeated, so that skilled reciters and experienced actors will be able to
agree on their meaning without being able to explain them. Composers such
as Wagner work out their logic through the methodical repetition of lyrics. If
you translate the same thing without varying your expression, then you may
naturally feel you are wasting something and thereby harming the original.
This is a particularly important point when translating Shakespeare with his
rich vocabulary and universal rhetoric.®

Shoyo, as a translator and a dramatist himself, understands the necessity of repeating
words and motifs as a strategy for conveying the source texts’ thematic coherence.

Friederike von Schwerin-High offers several examples of keywords that recur
in Shoyd’s Tempest translation,* and seem both to have a metonymic function
and — as relatively commonplace items that are easily repeated and remembered
by audiences — to contrast with more distinctive phrasings. The main example
she gives is the verb oboeru, “to remember,” which (in all except the following
first example) he writes with a character meaning “written record” (ki) rather
than the two usual characters meaning “remember.” Schwerin-High comments
that this unusual choice of character “invests the act of remembering with both
consistency and depth.”*” Almost all the examples occur in Prospero’s long con-
versation with Miranda in 1.2, where aside from the narrative function of recall-
ing what has brought the two to the island, they emphasise the importance of
memory to the formation of Miranda’s character and Prospero’s plan of achiev-
ing reconciliation.

Shoyo is translating Shakespeare’s play, where we find that the word “remem-
ber” and related forms such as “remember’st” occur six times in 1.2 out of a total
thirteen in the play as a whole, and likewise the noun “remembrance” three out of
six times. Shakespeare too presumably would wish to establish memory as a the-
matic and narrative device in this long opening scene, and Shoyd’s unusual choice
of character and the fact that all but one of his thirteen uses of oboeru occur in
1.2 of the translation are evidence of a possible deliberate keywording.*® Moreover,
since all these twelve instances involve Miranda, it seems no coincidence that the
character ki shares a kanji radical (bushu) with the word Shoy®o uses for “princess,”
kisaki, as follows:*

% standard usage for oboeru
L. Shoyd’s variation for oboeru
4l “princess”

The thirteen instances are listed as follows, with only the first one using the stand-
ard character:
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. The direful spectacle of the wreck which touched
The very virtue of compassion in thee
(Prospero, 1.2.26-7)

HOW A LT 2B O A RIS, RO Z 7 A 720 b IEBL B
Ano osoroshigena nansen no arisama ni, fukai awaremi wo oboeta no mo mot-
tomo ja ga®

. Canst thou remember

A time before we came unto this cell?
I do not think thou canst

(Prospero, 1.2.38—40)

HFIFIHE RO FETLR ThDH0?2 LHRRATUIAE R D
Sonata wa kono iwaya e kita mae no koto wo oboete iru ka? Yomoya oboete wa
imai nou.”!

. Certainly, sir, I can.
(Miranda, 1.2.41)

WSz, BRAELTEATED T,

lie, chanto oboete orimasu.>

. By what? By any other house or person?
Of any thing the image, tell me, that
Hath kept with thy remembrance.
(Prospero, 1.2.42—4)

EHYLT?2EZNANICRRENL 202 THAW, XA ThDHHLD%E
e TRARI W,

Doshite? Ie ka hito ka ni oboe ga aru ka? Nandemo ii, oboete iru mono wo ba
itte minasai.>

. ’Tis far off,
And rather like a dream than an assurance

That my remembrance warrants.
(Miranda, 1.2.44-6)

ST Y (1 A DREITRATEAEERTNE . . . . ..
FEOR I,

Toimaeni . ..... Hakkiri to wa oboete wa imasenu keredo . . . . . . yume no
yo ni.>*

. But how is it

That this lives in thy mind? What see’st thou else
In the dark backward and abysm of time?

If thou rememb’rest aught ere thou can’st here,
How thou cam’st here thou mayst.

(Prospero, 1.2.48-52)
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ESLTENEZFRA TADE 2N EIMIT, TRWDEVIRLTIZHR Z
Db DIFHEND? TS SRDFTOFEZLA THDLMRE, O LTER
KIEMBFEATHI I b DB,

Daoshite sore wo oboete iru zo? Nanika mada hoka ni, fukai kurai koshikata ni
mieru mono wa nai ka? Koko e konu mae no koto wo oboete iru nara, doshite
koko e kita kamo oboete isona mono ja.»

12. But that I do not.
(Miranda, 1.2.52)

THIFREA TZ Y 80,

Sore wa oboete orimasenu.>®

13. To think o’th’ teen that I have turned you to,
Which is from my remembrance.
(Miranda, 1.2.64-5)

LA CEdRTNE L, MR RERIZHEE T 20T Th b H &
S

Oboete wa inu keredomo, sazo sono toki totosama ni gokuro wo kaketate arou
to omou to!*’

A feature of most of these examples is for either the short o vowels in the oboe
stem to be echoed in contingent words like yomoya (“surely not”) and orimasenu or
else to precede distinctly literary constructions like the insertion of the particle wa
before a classically inflected form of the present progressive like inu or imasenu.
In other words, not only may oboeru be a metonym for memory but it is supported
by a trope for the cultural authority Prospero has been instilling in his daughter.
Memory — along with invention, arrangement, style, and delivery — was one of
the five canons of classical rhetoric. Prospero does not teach his daughter how to
make a speech but does instil in her a sense of identity that can begin only with the
memories that regimes such as his usurping brother Antonio’s find it convenient
to erase; the mixture of compassion and impatience with which she responds to
her father will soon lead her into the arms of Ferdinand, heir to Prospero’s enemy
Alonso, and is thus part of Prospero’s plan of revenge. Prospero’s mastery of the
elements (his “rough magic”) can be considered a trope for the rhetorical argument
of his revenge, and exercises of mind over matter, rhetoric, and magic are related
to each other in the Renaissance epistemology, as they were for Shoyd and his con-
temporaries when they appropriated rhetoric together with the “magic” of Western
science and technology in the era of modernisation. The initial interest was mainly
in eighteenth-century rhetoricians such as Hugh Blair, whose seminal Lectures
on Rhetoric and Belles Lettres (1783) was published in a Japanese translation
in 1880. One text that focussed specifically on literary composition rather than
oratory was Alexander Bain’s English Composition and Rhetoric (1867), whose
translation by Kikuchi Dairoku in his Shigji oyobi kabun (Rhetoric and Belles
Lettres, 1879) Shoyo later acknowledged as an influence on Shosetsu shinzui.>®
Shoyo’s particular contribution was his Biji ronké (Theory of Rhetoric, 1893) in
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which he distinguishes between what he calls the “emotional style” and “feeling
power” (jo) of literature and the “knowing power” (chi) and “willing power” (7)
of non-literary texts.*

Devices such as keywording serve to enhance the emotional power or warmth
of a translation by developing motifs repetitively in a range of literary and dramatic
contexts, but they are not didactic, and in the case of Shoyd’s Tempest translation
can even be said to enhance the sense of wonder that is intrinsic to his theory of
“hidden ideals.” Repetition implies consistency (or faithfulness to an idea), and
rhetoric’s reward for its consistency is a heightened awareness of human diversity
as in what may be regarded as the play’s most memorable speech, when Miranda
encounters the wider world for the first time (5.1.181-4). This is a quotation with
which Shoyo’s readers in 1915 would probably have not been familiar but which
he might, as it were, have wanted to teach them:

O wonder!

How many goodly creatures are there here!
How beauteous mankind is! O brave new world
That has such people in’t.

The world may no longer be “brave” or “new” for Prospero, but for all his faults
Prospero’s revenge is ultimately benevolent, forestalling the murder of Alonso and
Gonzalo by Antonio and Sebastian in 2.1 and freeing Ariel and Caliban at the end
of the play. Moreover, just as Shoyd is unable to explain Shakespearean creativity
in his theory of “hidden ideals,” neither can Prospero rationalise the mystery of
human personality, and this sense of mystery or wonder is verbalized in Shoyd’s
translation through the repetition of a word, fushigi, that means just that: “strange,”
“mysterious,” or “wonderful”; it was originally a Buddhist term dating back to
the ninth century connoting experience that transcended rational explanation.®® As
an everyday word in the Meiji era, its usage can be said to mirror the frequency
of “strange” in particular in the Shakespearean corpus (348 times in total, com-
pared with 394 times of “nature”), not to mention “strangeness” as a commonplace
of Shakespeare criticism. Fushigi occurs twenty-six times in Shoyd’s translation,
which is the same number of occurrences as “strange” (with the related “strangely,”
“strangeness” and “‘stranger”) in the source text,*! and is given especial prominence
in Miranda’s speech:®

EFTIAEER BS . ETSHONIRRAERE ! AL VA
FiI, 7, ML L0VEOBR ! ) WSAEOEAT
WHRRIZ, 7. e ns BER e LWHERTHS 9 |

Ma! Fushigi na! O, md ozei no rippana seirui! Ningen to iu mono
wa, md, nantaru utsukushii mono ja! Ko iu hitotachi no sunde iru tokoro
wa, ma, nan to iu migotona, mezurashii sekai de arou!

This is not necessarily a literary translation, serving more as an approximation of
Taishd schoolgirl speech — the colloquial rippa (“good”) and migoto (“great”) also
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occur frequently in Shoyd’s translations — but the context is highly dramatic, and
it comes as the culmination of a string of more literary usages, of which nine are
cited as follows:

1. my zenith doth depend upon
A most auspicious star
(Prospero, 1.2.181-2)

T ORI A — D OERITESTH D
washi no eiko seisui wa fushigina hitotsu no zuisei ni kakatte iru®

Fushigi here is a weak equivalent of “most auspicious,” and instead the sense of
wonder is transferred to the parallel (and slightly unusual) phrases eiko seisui (for
“zenith”) and hitotsu no zuisei (meaning “lucky star”). At the same time, fisshigina
gives a rhythmic focus to the sentence.

2. The strangeness of your story put
Heaviness in me.
(Miranda, 1.2.307-8)

RARDBFEN, HAFE Y REE RO T, DWIREZ 9 72072,

Totosama no ohanashi ga, anmari fushigi na no de, tsui nemuté natta.*

The compact structure of the source is considerably expanded,® with “strangeness”
becoming an adjectival phrase meaning “rather strange.”

3. No wonder, sir,
But certainly a maid.
(Miranda, 1.2.428-9)

i ao)
B> REERETIIRY, DIEUITEZER,

lie, fushigina mono de wa nai. Watashi wa musume ja.*®

The translation crisply captures the self-control of Miranda’s response to Ferdi-
nand’s inquiry of the previous line as to whether she “be maid [i.e., unmarried
virgin] or no.”

4. But for the miracle,
I mean our preservation
(Gonzalo, 2.1.6-7)

LB, Bx ORI EHROEIN E55 B DI

Shikashi nagara, wareware no ya ni fushigi no myajo wo eru mono wa®’

Myadjo connotes protection by the Japanese gods and Buddha. The paraphrase con-
veys Gonzalo’s religious awe at the party’s preservation, with a hiatus after shi-
kashi nagara leading into an expansive structure of twenty-one morae.
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5. Misery acquaints a man with/strange bedfellows!
(Trinculo, 2.2.38-39)

B AT REERRT ERRET 26077,

Kyii surya tonda fushigina aikata to dokin wo suru mono da na.®®

The use of fushigi captures the humour of Trinculo’s aphorism, even if it is not
exactly what he means by strangers lying with each other.

6. but follow thee,
Thou wondrous man.
(Caliban, 2.2.160-1)

BEIZBDO LIS L. BO LEWEWREZ 2 A !

Ore wa onoshi ni shitagau yo, onoshi erai erai fushigina hito!*

The duplication of adjectives such as in erai erai is typical of Shoyd’s style, and
combines here with fushigi to convey the vulnerability of Caliban’s situation and
with the repetition of the archaic pronoun onoshi to generate a dynamic rhythmical
expression.

7. They vanished strangely!
(Francisco, 3.3.40)

TR A TR R £ LT,
Fushigina anbai ni kiete nakunarimashita.™

The translator adopts Shakespeare’s technique of juxtaposing two words of similar
meaning to convey the drama of Francisco’s expression.

8. who most strangely
Upon this shore where you were wrecked, was landed
(Prospero, 5.1.160-1)

ARG & BRI S AW To DR DAL R U8 bR L C

Fushigi nimo omaesangata ga nansen serareta sono onaji kishibe ni joriku shite”

As in the source, fushigi is well positioned to introduce the compressed structure
of Prospero’s explanation.

9. This is as strange a maze as e’er men trod
(Alonso, 5.1.242)
AN DHSOZMST Z &b 22 VIR G VB & bR & B,
Ningen no tsui zo tadotta koto mo nai jitsu ni fushigina yae dazukimichi tomo
hyo subeki ja.™

This considerable expansion gives weight to the key word fushigi.
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An even more audible nexus occurs in the contrast between the word baka,
meaning “foolish,” “stupid,” or “idiotic,” and bakemono, meaning “spirit” or
“monster,” which is heard particularly in the scenes with Caliban, Stephano, and
Trinculo, for example in 3.2.27-32:7

TrincuLo.  Wilt thou tell a monstrous lie,/being but half a fish and half a monster?
CaLBaN. Lo, how he mocks me! Wilt thou let him, my lord?

TrincuLo. ‘Lord’, quoth he! That a monster should be/such a natural!

CaLBaN. Lo, lo, again!

MUY EGIIEE T, TR ORI, AR ABEOE D 72 Ad
EXRTIMBIRN !

HIUN B! HOD, HARICEEREICTZIC BoL, Hih
PR L, S E 2

FY v BEEFEEELESRTND ! WV OIEBIETIE AR v TREER !

HUN b EEEEREICLTS !

T: Hanbun wa bakemono de, hanbun wa sakana no kuse ni, ningen nami ni
hitosama no akko nanka hozasayagaru nai!

C: Are! Aitsume, anna ni ore wo baka ni suru da ni! Onoshi, are wo ucchattoku
ka, tonosama?

T: Tonosama da to iyagaru! Aitsu wa obake dewa nakutte obaka da!

C: Are! Mata ore wo baka ni shiteru!

In this excerpt, we see that while the dictionary definition of baka meaning “fool-
ish” is absent from the source, the word occurs three times in the translation, mean-
ing respectively “to mock™ (baka ni suru), “a natural idiot” (6baka), and to render
the subtext in Caliban’s interjection. “Fool” is a common Shakespearian item in its
various forms (“foolish,” “fools,” etc.), occurring almost seven hundred times in the
Complete Works and nine times in The Tempest, but remarkably Shoyo’s baka occurs
atotal of eighteen times in the translation (common though as it is as an insult in mod-
ern Japanese). On the other hand, “monster” occurs thirty-eight times in the source
against only twenty-five times in the translation. Bakemono usefully echoes baka,
but since its basic meaning is “ghost” or “phantasm,” Shoyd might want to avoid that
nuance. As Schwerin-High comments, while compared with other Japanese transla-
tions, “Shoyd’s realism does not seem to magnify the [play’s] magical aspects,” it
does heighten “the general strangeness and complexity of the text . . . through his
provision of new keywords and through his multi-dimensional firigana glossing.”

The following selection indicates the versatility of Shoyd’s usage. In 3, baka sub-
stitutes for “Fie” to reinforce a tone of reproach in Antonio’s backbiting, and in 10,
meaning “stupid wild geese,” it explicates the source’s reference to barnacle geese,
while the repetitions in 6, 7, and 11 may even develop the common Shakespear-
ean theme of folly. Shoyo four times adopts the equivalent a6 from Kansai dialect,
although not as one might expect to mark a difference between a baka-speaking rul-
ing class of Prospero and the mainland aristocracy and an ahé-speaking subaltern
class of natives and servants, but rather probably because aho sounds even more
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offensive in a context where the standard baka is the norm. Prospero calls his daugh-
ter aho (“Foolish wench”), and in 8 baka and aho are juxtaposed in an ingenious (if
not exactly precise) rendering of Stephano’s jingle “Flout ’em and scout *em.”

1.

Dull thing, I say so
(Prospero to Ariel, 1.2.285)

B, S9F 2 TEDD,

Baka, so iute oru wai.”

. Foolish wench

(Prospero, 1.2.480)

Bl R s 723 !
Ahome gal’s

. Fie, what a spendthrift is he of his tongue!

(Antonio referring to Gonzalo, 2.1.26)
RSO AR E =N 28 b o bDig !

Bakana mudaguchi wo kikitagaru otoko mo atta mono da!”

. not a holiday/fool there would give a piece of silver.

(Trinculo referring to England, 2.2.25)
BERAOBEEI A

osaijitsu no obakasan™

. A most poor credulous monster! Well/drawn, monster, in good sooth.

(Trinculo to Caliban, 2.2.112-113)
BRI, B2 RICFETNbbo !

Baka shajiki ni, hora wo ma ni ukeyagaru bakemono!™

. A most ridiculous monster

(Trinculo, 2.2.162)
B2 2 LWMEE H HOT b DT,

Bakabakashii bakemono atta mono da.*°

. Servant monster? The folly of this island!

(Trinculo, 3.2.4)
BI7E ) (WS DB A # L E v 7o HENSS !

Bakeyakko da! Kono shima no bakabaka shisattara nai ya!®

. Flout ’em and scout ’em,

And scout ’em and flout ’em
(Stephano, 3.2.121-2)

WEZIBEICR ). WEZRIRICRE O,
Yatsura wo baka ni shiya. Yatsura wo aho ni shiyo.®
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9. Though fools at home condemn ’em.
(Antonio referring to travellers, 3.3.27)

FHRDOEETZ T N> THRNIEN S 5D T,

I no uchi no kawazu dake ga utagatte kare kore iu no desu.®

10. We shall lose our time,
And all be turned to barnacles
(Caliban, 4.1.247-8)

LI RBEy REOBIZShy BES

ima ni minna bakana gan no tori ni sarecchimau®

11. What a thrice-double ass
Was I to take this drunkard for a god,
And worship this dull fool!
(Caliban, 5.1.296-8)

BETTTIHBIZ DT, HARBEOENEHERIZLEST, HAR
BEEEZFRALZD 720 L Thic !

Ore ma nande baka datta ka, anna yoidore wo kamisama da to omotte, anna
bakamono wo ogandari nanka shite ita!®

The qualities of wonder and strangeness schematised here are relevant to the aspect
of mystery or hiddenness in Shoyd’s Shakespeare, and folly to a negative trait of
incoherence for which he berates so-called lesser writers. Moreover, and as Shoyo
well knows, just as stylistic diversity tends to support thematic development in
Shakespeare’s plays, the repetition of commonplace items such as fushigi and baka
in the translations can be seen to accompany literary inflexions and more unique
lexical choices. To the extent that Shoyod is able to compensate lexical ordinari-
ness with literary sophistication, what is reductive about his translations is not so
much the choice of words like fushigi and baka but the assumption that his stylistic
mixing will be equivalent to Shakespeare’s. The assimilative qualities of Shake-
speare’s style may for some Japanese readers seem unbalanced and disjointed in
Shoyo’s translations with their different ranges of linguistic and cultural reference,
but this is not to deny the openness of Shakespeare’s texts to interpretation and
Shoyd’s role in interpreting them, nor the openness of the translations themselves
to interpretation.

Phonetic Glossing

Keywording acts metonymically to enhance the interpretive potential of a transla-
tion. Shoyd’s technique of inserting furigana symbols (rubi)® to indicate phonetic
readings of kanji and kanji compounds is more metaphorical in effect, serving to
reproduce an illusory depth within the line or phrase. This convention dates from
the early seventeenth century, and became widespread in the Meiji era as literacy
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rates grew with the introduction of compulsory primary education and a reading
public established itself. Since the use of kanji was not fully standardised until
after 1945, and writers such as Shoyd would often use characters that exceeded the
knowledge of readers educated even to high school level, rubi were clearly helpful
to both writers and readers. Shoyo may have had a pedagogic purpose of promot-
ing literacy through his translations, since he contrasts the breadth and diversity
of Shakespeare’s vocabulary with the Yamanote dialect that emerged as standard
Japanese in the 1920s,*” but his purpose is mainly literary in the way that rubi often
indicate alternatives to the standard, expected reading.

These alternatives are usually more rhythmical and speakable than the standard
readings, and (like Shakespeare’s tropes of juxtaposition and repetition) can func-
tion metaphorically to defer meaning. The technique was commonly used in liter-
ary texts by Shoyd’s contemporaries (although more sparingly),®® but even when
(as is usually the case, even in Shoyd’s translations) there is no deviation, the use
of rubi creates a visual rhetorical impression by default. Shoyd avoids the whole-
sale rendition of Shakespeare’s language in classical style for the same reason as
the Meiji novelists, namely that it was too allusive and suggestive for the pace of a
modern narrative, but by way of compensation he finds in rubi a means of asserting
the symbolic richness and strangeness of Shakespeare’s poetic drama.

A striking example of the technique comes in the opening shots of the quarrel
between Oberon and Titania in 4 Midsummer Night'’s Dream (2.1.46-50) as Shoyd
translated it in 1915:%

OBERON. Il met by moonlight, proud Titania.
Trtania.  What jealous Oberon? Fairies, skip hence.

I have foresworn his bed and company.
OBERON. Tarry, rash wanton. Am not I thy lord?
TrtaNniA.  Then I must be thy lady.

A LE R L5 b DEL
Fer EREIA, bHVETESTLRX AR
Kenshikiyasan, warui tokoro de atta né tsukiyo ni.
A RymH R T x
FTF— fTTy T, BEIAL! . KD, Sy S &R, b
L7 HDNEIE
[En

Jo a bx
WL T—L LBV EATZ D IZLRVWETEND,
Nan desutte, yakkamiya-san! . . . Sudamara, sassato otobi, watasha ano
hito to wa kesshite issho ni netari asondari wa shinai hazu dakara.
E o7 s WizSH b0 bh Bz Lo

Few  fible, [ RTOREE, TIRLOBSEDLe 7 20n?
Machi na, mukomizu no itazuramono. Ware wa omae no tonosama ja
nai ka? BEZ BSE bi

FTF— b, DELTZOEK TR vy bR LRV,

Ja, watashi wa omae no okusama de nakuccha naranai wake da.
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The kanji for “proud” is written sondai, one of several collocations for “pride,”
but the phonetic reading is kenshikiya, which besides sounding more acerbic than
sondaiya means something slightly different, “an opinionated person.” In reply,
Titania calls her husband yakkamiya (written shitfoya), which echoes a popular
expression for jealousy, yakimochi, literally “a roasted rice cake.” The translation
characterises Titania as a type of modern woman speaking above her station, even
if in kyogen comedy it is usually the wife who is jealous of the husband, and yet the
tone is set for the dialogue that follows. “Fairies” is written yosei but pronounced
sudama, which is a type of shape-shifting mountain and river spirit from Chinese
mythology and Japanese folklore; the word is both more mellifluous than yései and
more specific to its Japanese context. Likewise, Oberon’s “rash wanton” (2.1.64)
is translated mukomizu itazuramono: mukomizu means “not looking where you are
going” and itazura, “mischief maker,” is written info, meaning “degenerate” or
“debauched.” The two characters in this compound each contain the radical for
“water” that would also place Titania in the category of river spirits, as well as
expressing her mutable nature.

Through this differentiation of the two writing systems (kanji and kana), readers
become involved in the association of sound and image and rewarded for recognis-
ing discrepancies between given and expected readings when they arise. Rubi is,
therefore, a technique that privileges readers’ subordinate status as language learn-
ers, and (like keywording) may even support links or patterns made across a text,
transferring to readers something of the translator’s rhetorical interest in what I
have been calling the strangeness of the source. In a tribute published a few months
after Shoyo’s death, Hattori Yoshika comments that

The frequent use of furigana is a preferred technique of Dr. Tsubouchi, and
may as such seem a little eccentric as a response to the nuances of Shake-
speare’s vocabulary. In my own view of the Japanese language I prefer to
write without furigana, and yet Dr. Tsubouchi’s translations would have been
impossible without their use, which is a point borne out by Dr. Otsuki in his
note on furigana in the Daigenkai dictionary, and the furigana add depth and
colour to the vocabulary.”

Hattori next quotes a string of kanji compounds from the translations, each one
glossed prodigiously with its 7ubi, and states that

Their application is not only interesting in their context, but through their
expressiveness and by dint of necessity make the translations even more read-
able than the original text. Of course in actual performance this rhetorical
purpose will be completely lost in many cases and as a result, as has been com-
mented, will gradually lose their stylistic purpose as directions for reading, and
yet they remain a major feature of Dr. Tsubouchi’s Shakespeare translations.’!

Hattori had studied English literature at Waseda under Shoyo, later becoming a
leader of Japan’s free verse movement. His teacher’s rubi must have seemed to
him a striking innovation, because in his article he places it first among a roster of
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the translator’s stylistic techniques. In contrast to a view of Shoyd’s translations as
being overly theatrical and lacking in poetic depth, Hattori suggests that rubi made
both the translation and the original text easier to understand, referring here to
Otsuki Fumihiko, the pioneer of Japanese lexicography,” and he makes the subtle
point that, far from imposing on readers a way of reading the text, the technique is
in any case obsolescent.

Shoyd’s rubi are mainly intended to make the translations more readable but, for
example, in his 1919 translation of 2.4 of Henry IV, Part 1, the purpose is clearly
rhetorical as well. This is one of the play’s memorable lowlife scenes in which Fal-
staff boasts to the young Prince Hal about being attacked and robbed on the highway
earlier in the day, and Hal knows that Falstaff is exaggerating events because he
was one of the robbers. The mood changes towards the end of the scene when news
arrives of rebellion, and Hal prepares for his summons the next day before his father
the king by role-playing the meeting with Falstaff. This scene epitomises the tension
between poetic licence and historical veracity, and indeed the potential of poetic
drama to speak the truth of history that Shoyo found fascinating in Shakespeare’s
history plays, and like many Japanese Shakespeareans since, he was attracted by
the character of Falstaff. In his preface to the translation, Shoyd describes Falstaff
as a greater “natural” even than Hamlet and Cleopatra, labelling him goraku tonbo
(“pleasure dragonfly”), which was Shoyo’s own nickname as a student.”

Like most of the Falstaff scenes, this one is written in prose rather than blank
verse, and its poetic values are expressed through word play and a lively turn of
phrase rather than meter; 7ubi also may compensate for the absence of poetic form.
The translation provides various examples of the technique, starting with the first
line, where Hal asks Poins, “Ned, prithee come out of that fat room” (2.4.1), “fat”
meaning “stuffy” or “full of stale air.”

HRD ~%
T Ry BV, e, ZOMEHRVENLHTERT

Neddo, oi, tanomu, sono abura kusai heya kara dete kite**

“[Flat” is written shibo but pronounced abura kusai (“stinking of fat”), which is
more speakable, eliding with heya for “room.” Shoyd supposes that this stuffy
room is one smelling of old food and cooking oil, and thus makes a link with
Falstaff’s main physical characteristic. Falstaff dominates the scene, its Rabelai-
sian detail an extension of the grossness (or fatness) of his imagination. In Hal’s
speech that follows (3-5), “hogsheads” is read bodara, a dried cod, which is a
visual equivalent of the sound play on “loggerheads” and “hogsheads.” Yet bodara
is written as donkan, a collocation for “dull brute,” and given a further twist with
the substitution of kan, meaning “guy,” for kan “feeling,” as donkan usually means
“dull” or “insensitive”:

Poins. Where hast been, Hal?

PrRINCE.  With three or four loggerheads, amongst three or/fourscore hogsheads.
BIEED EH2726 D& Lz

KA+, $HED =DUSH & W SERIZ AT,

Odaru ga rokunanajii, bédara ga sanyonhiki to iu toko ni ita.”
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Within the rest of Hal’s long speech, there are a couple more notable examples: donten-
kan (written ikakeya, “tinker”),” for “I can/drink with any tinker in his own language”
(17-8), and nobetsu ni (written renzokuteki ni, “‘continually”),”’ in “do thou never leave
calling ‘Francis!”” (30). Dontenkan echoes donkan (“dull brute”) and may also pun
with fenkan (“epileptic”), besides suiting the phonological context in mo donna don-
tenkan to demo (“with any tinker”). Nobetsu ni also suits its context, sono aida onoshi
wa nobetsu ni (“you never stop”), and through the repetition of the no phoneme imitates
the rhetorical emphasis made by inverting the verb in the source. In short, the tonal
value of these rubi is Hal’s humorous contempt for Falstaft’s lowlife companions.

Shoyo frequently uses the character nanji for the Shakespearean “thou” but with
two or more different readings depending on context, for example kisama in “Wilt
thou rob this leathern jerkin, crystal-/button, not-pated” Falstaff (68-9), where
kisama has the derogatory sense of “rogue.” Shoyd handles this convoluted insult
by putting the verbal structure at the beginning:

L, s Oolf . RLE LS & TaLs
BREIFTWEWEGERWWTLEIL D THn? &’D ﬁéiﬂﬂﬁ@ K
b S0 bk WA TD  ATHbbOE g <BE~ L

o>, FPHMEAO, FEEHEERRO, RGO, £k 0) FEO DAFL,

A R v FELAH

VEBEFEED .

Ja, kisama wa iyoiyo hippaide shimaoute no ka? Ano nameshira yokki no,
suisho botan no, gobu gariatama no, mend yubiwa no, nezumi momohiki
no, keito himo no, kuchimae no ii, Supein bukurono . . . . .. 98

Shoyo translates Poins’ “cunning match” (“what/cunning match have you made with
this jest of the/drawer?,” 87-9) with the word ganromono, “plaything” or “mockery,”
but spoken chasaiba, literally “dandy roving.”® He usually writes foreign words like
the names of characters in kafakana, having abandoned the early Meiji practice of
rendering foreign names in kanji, but makes an exception for Harry Percy’s nickname,
Hotspur, which he writes Atsuhakusha, combining atsu for “hot” and hakusha for
“spur,” but the pronunciation indicated as Hottosupa.'® Hotspur becomes a legend
of time and place, and the nickname is developed in the caricature, “he that kills me
some six or seven dozens of/Scots at a breakfast” (100-1); Sukottorandojin (‘“Scots”)
is written with the Meiji compound for the country rather than in katakana.'"

At the end of Hal’s prelude, just before Falstaff enters, “says” in “‘Rivo!’ says the
drunkard” (108) is written with the character for sakebu (“shout”) but pronounced
ganaru (“yell,” “scream”).!”? Thus, Shoyo combines the simplicity of “says” with
the obscurity of the drinking cry “Rivo!” (which he writes with the original Roman
letters). Shoyo often gives katakana readings for classical gods such as Jupiter and
Mars, but in Hal’s rhetorical question, “Didst thou never see Titan kiss a dish a but-
ter” (115), “Titan” (the red-faced Roman sun god, nodding at Falstaff) is simply
taiyo (the sun, with the first character tai, “fat”), and “butter” is written gyiiraku
(“cow’s ferment”) but read bata, the modern word.'”® When the butter melts in “the
sweet tale of/the sun” (116-7), “tale” meaning “persuasive speech” is translated
benko but read kuchimae. They both mean “manner of speaking,” but kuchimae is
softer and more humorous than benko, comprising two native words, kuchi and mae.
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The choice between benkoé and kuchimae amounts to two basic tropes available
to Shoyd in his translations, namely the cultural distinction between native Japanese
words (wago) inherited from Old Japanese and kango (words borrowed originally
from Chinese), and secondly, the orthographic similarities between different kanji;
wago are usually more colloquial, and kango (like rubi) add stylistic flourish, even
more so in Shoyd’s time when the number of kango in common use was much lower
than it is today.'™ One example of orthographic similarity is found in the translation
of Hal’s rhetorical question cited earlier, where suisho botan (“crystal-button’) and
keito himo (“caddis-garter”’) end with characters containing the same element, i
(botan, “button”) and #It (himo, “string”); the character H: (ushi) by itself means
“Ox” in the Chinese zodiac, 4% “gold” or “metal,” and 5% “thread.” This connection
can be said to articulate the nature of Hal’s (and Shakespeare’s) rhetoric as being at
once both pointed and regular (“buttoned”) and “stringed” or connective.

In the examples I have been discussing, Shoyo’s rubi work to lighten the tone
of the dialogue. Other typical rubi readings with the purpose of speakability are
wake for riyii (“reason’) and kecchi for retto (“inferior”). Falstaff’s “Zounds” (229,
“God’s wounds”) is written seigon (“solemn oath”) but pronounced Zaunzu.'* The
scene includes numerous more distinct usages, such as when Falstaff suggests that
“If reasons were as plentiful as blackberries” (232-3), and “plentiful” is translated
literally kata but the reading fundan (“abundant”) sounds more lavish.'®® Another
example of matching rubi to the prosody, and in this case to the pithiness of the
source, is heard when Hal reveals that he and Poins were the robbers all along:

We two saw you four set on four, and bound/them, and were masters of their
wealth. (246-7)

Loty Loy D

kmt%@A#EA@%%EOT %ﬂ%&OT%PT W% o
=D % io‘i“bf:ﬁ)g)\ X, b ﬁ“(&bf:/uf:cl:o

Omaetachi yottari ga yottari no mono wo osotte, sore wo shibotte oite,
mono wo totta no wo, oretachi futari wa, chanto mite itan da yo.'"’

Yottari (“four people”) is the less usual reading than yonin, and introduces the
string of rhymes on of#t-.

When Falstaff tells Hal, “I knew ye as well as he that made/ye.” (259-60), the
verb for “make” is tsukuru (“create”) but read koshiraemasutta, which has the rhe-
torical nuance of “fashioned” and is in a polite register.'® In this speech, Falstaff
uses the word “instinct” three times in succession (262—4):

but/beware instinct. The lion will not touch the true prince;/instinct is a great
matter. I was now a coward on instinct.

1"/2%‘/< I\ io‘% b S
ThEs KRS Lb\%/uf;‘o éﬂﬂf% ;t,pﬂ)IO)% *’Eﬁ%ﬂiﬁ
fﬁz,(f/4'//< 40)4/x-f/<f T
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Keredomo insuchinkuto wa osoroshii mon da. Shishi wa honto no 6 nya
ha wo furenai to iu ga, naruhodo, insuchinkuto wa erai mon da. Orea sono
insuchinkuto no sei de oku shicchimattan da.'”

“Instinct” is rendered with the standard collocation honno, but because Falstaff is
talking about something rather different from the usual run of human and animal
instincts, the reading in all three cases is the Japanese pronunciation of the English,
insuchinkuto. Falstaff tries to recover his honour by claiming that even if he did not
recognise Hal he knew “instinctively” who he was, and “The lion will not touch the
true prince” (263). Tsubouchi may be foreignising this type of instinct as a myth
of kingship unfamiliar to Japanese readers, but it is significant that honno (while
unspoken) is echoed by the word honté for “true” in “true prince” (263 and 266),
implying that a Japanese audience hearing the word insuchinkuto for the first time
might guess “instinctively” that that is what Falstaff was talking about.

A few final examples illustrate the value of rubi for enhancing the speakabil-
ity and textuality of Shoyd’s translations, and in these cases the gist is towards
domestication. Just as English insuchinkuto hints at the potential alienation of
Falstaff from the prince, in other words to a time when Hal will have a royal body
of his own and thus no need of Falstaff’s corporeality, their present relationship
is grounded pragmatically in a shared cultural context. It is this context of shared
jokes and drinking words that makes the scene a challenge to translate and for
Japanese readers to grasp, and so a few choice rubi can only serve to point the
way. For example, Hal jokes that with the storm clouds of war approaching,
women’s virtue will soon become as cheap as the studs or hobnails on soldiers’
boots (352—4):

Why then, it is like if there come a hot June and/this civil buffeting hold, we
shall buy maidenheads as/they buy hobnails: by the hundreds.
b oL kS RIEZORNDA elel
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Ja, nan da ne, kono doyé ni natte, nao kono nairan ga tsuzuiteru yo da to,
kutsu no byo wo kau gurai no sanzai de, ikura mo mizuage ga dekiru no."°

The summer heat is rendered with the word seisho (“height of summer”), but since
June is still the rainy season in Japan, where the summer does not begin until the
end of July, the reference to June is dropped, and the word is read doyd, the so-
called “dog days” when the rains stop and traditionally braised eel (unagi) is eaten
to store energy for the scorching heat. Mizuage (here written haka, “defloration”)
is the coming-of-age ceremony for apprentice geisha that was sometimes a sexual
initiation as the patron sponsoring the teenage girl had the right to take her virgin-
ity. Hal’s joke is prompted by Falstaff’s that “You may buy land now as/cheap as
stinking mackerel” (350-1), and Shoyd may be registering the connection with
fish, since written differently (but pronounced the same), mizuage can mean “gross
profits” or a “haul of fish.”
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Shoyd’s solution might be criticised for lack of subtlety, but is arguably no less
subtle than the source, and affirms a dichotomy between the foreignised and in that
sense mystical instincts of the crown and the popular culture that Hal has absorbed
under Falstaff’s tutelage. In Shosetsu shinzui, Shoyo had criticised the gesakubon
novels of the late Edo era for being short on psychological depth and high on local,
often lurid detail,!!! and this is a similar dichotomy to the one confronting Hal
around a popular culture that is sensually gratifying but that he must eventually
master if he is to acquire the mystical authority (or, as it were, psychological astute-
ness) of kingship. This tension is inscribed in the rubi.

In the vignette that follows, where Falstaff is pretending to be Hal’s father, Host-
ess Quickly exclaims, “O the father, how he holds his countenance!” (382):

k%i7'ih&;\T %E%O<%tbmz SR

Oyama! Honto ni, odeko shibai sokkura da wa ne. Ha ha ha ha ha!'?

Odeko means “forehead,” a cue for Falstaff to mimic the king with comically raised
eyebrows, but written kato, “inferior” or “low class,” the phrase means “just like in
an inferior play.” Shakespeare’s Quickly praises Falstaft’s ability to keep a straight
face, whereas the comparison Shoyo makes with a particular dramatic genre may
be meant as a cultural pointer for readers wondering whether Falstaff is being seri-
ous or not.

In conclusion to this battle of wits, Falstaff boasts that “If I become not a cart
as/well as another man, a plague on my bringing up” (483—4), referring to the carts
that were used for transporting condemned men to the gallows, adding that “I hope
I shall/as soon be strangled with a halter as another” (484—5).

WARS D E ZOLT
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Suru to, ore mo onaji ingaguruma no oshoban da! Otabun ni morenaide,
kono kubinekko wo kubirarecchimau darou.'

literally, “If you let him in, I too will partake of my destiny, and be hanged
by the scruff of my neck like all the others.”

This is an idiomatic translation in which ingaguruma means “wheel of fortune”
(the Buddhist chain of cause and effect), connecting with the pun on “major” (the
major premise or logic of Hal’s argument) made at the beginning of the speech
with the town “mayor” or sheriff who would accompany the condemned man to
the gallows. In other words, by rejecting Hal’s premise that he is a coward, he
admits his own premise, which is that he is not, and that he is honourable enough
to accept the consequences, or effect, of his self-belief and be hanged for it.
Shoyo’s rhythmical translation, with the half rhyme on oshoban (“partaker’”) and
otabun (“majority” or “others”) and k alliteration in the final phrase, bypasses
the obscure reference to the hangman’s cart and so keeps the humour at the audi-
ence’s level.!"



124 A Voice for Shakespeare in Modern Japan

These examples exhibit a rhetoric of translation that post-war translators have
manipulated by more covert means. The pre-war convention of 7ubi comes between
the elaborate woodblock technology of pre-modern Japan, in which the insertion
of furigana was often as much decorative as functional, and the imported technol-
ogy of modern movable type that together with the efficiencies engineered by mass
education enabled a gradual internalisation of the reading process that rendered
rubi largely redundant. This is a transition that Shoyd could have perhaps foretold
from his role in the development of modern Japanese drama, which replaced the
elaborate gestures of kabuki drama with the more discrete styles of Western acting.
In this respect, his rubi glossings may be seen as further evidence of the histrionic
quality of his translating style.

Archaism

Archaism is a powerful norm in Shoyd’s Shakespeare translations and in literary
translation in general. In a recent study, Krzysztof Filip Rudolf asserts that

archaization, far from being merely an idle ornament, serves as a powerful
vehicle for frequently suppressed emotions, doubtless constituting the very
core of human experiences. The yearning for stability, the innocence embod-
ied in culturally conditioned images of the prelapsarian bliss, the simplicity
of the bygone existence, and the sepia-tinged visions of Arcadian harmony —
all these subtly intertwined pictures and mental constructs constitute, to a
variable degree, the very core of the archaizing motion.!®

Shoyd’s style is noticeably more archaic than that of post-war Shakespeare transla-
tors and contemporary writers who sought to develop their ideas through an inte-
grated modern style. Although there is an inevitable crossover in his era between
Edo Japanese and the modern language that resulted from language reform, Shoyd’s
approach to reform was gradualist, guided (as Seth Jacobowitz suggests) by aes-
thetic concerns, above all “his desire to read literary texts as invested or encoded
with illusory depth.”"'¢ The question then becomes whether Shoyd’s archaisms can
indeed recreate this illusion of depth, and if they can, whether they release those
“suppressed emotions” that are central to Rudolf’s description, and whether those
come from Shakespeare, from his native culture and experience or somewhere
more universal.

The strategy of archaism serves ideally to reproduce this illusion of depth rather
than a more superficial equivalence of Shakespeare and Japanese drama, and yet to
start with one wonders whether the nostalgia Rudolf regards as “inseparable” from
archaism!” is compatible with Shdyd’s apparently modern view of Shakespeare’s
realism; in other words, whether a heavily archaistic translation can succeed in
heightening readers’ awareness of their lived reality or simply leave them yearn-
ing for the past. Yet, as Rudolf argues, archaism is subtly different from nostalgia,
being a conscious strategy (rather than emotion) that manipulates nostalgic feelings
for purposes that may in fact have little to do with hierarchies of past and present:



A Voice for Shakespeare in Modern Japan 125

“Archaization is always creative, never recreative, since one is incapable of bring-
ing the past, as it once was, back to life.”!!®

One such creative purpose is that of defamiliarisation, which by extending the
perceptual distance between reader and source may suit Shoyd’s agenda of “hid-
den ideals,” or the illusion that Shakespeare’s creative source is remote to the
point of being impenetrable. Archaism may also reproduce Shakespeare’s own
archaising tendency, not to mention the inherent conservatism of his vision that
goes beyond a divisive obsession with causes to allow readers to experience their
reality for themselves,' and for Shoyd it relates to the basic kabuki device of
setting plot innovations (shuko) against traditional narrative frameworks (sekar).
Calling the latter “vertical” and the former “horizontal,” Barbara E. Thornbury
explains that

The vertical represented the past in its complete and unchanging form and
the horizontal represented the present in its unfolding and ever-changing
form. Although the so-called vertical plot gave primary definition to a play,
the horizontal plot was needed to bring a work out of the past into the
present.!2°

As an example of this intersection, Watanabe Tamotsu discusses the technique of
Jitsu wa, meaning “actually” or “as a matter of fact,” whereby in Mokuami’s Miya-
kodori nagare no shiranami (The Great Thief of the Miyakodori Brothel, 1854),
the bandit Tengii Kozd Kiritard disguises himself as a courtesan, Hanako, but is
in actual fact a young nobleman and fugitive called Yoshida Matsuwakamaru;'*!
these three personae represent the different “worlds” (sekai) of the outlaw, brothel,
and court nobility. Hanako becomes credible as a courtesan because she is already
disguising another self, and with Matsuwakamaru an innocent victim of family
rivalries the technique of jitsu wa is characteristic of Mokuami’s dramaturgy in
questioning conventional roles, particularly his sympathy for tragic rogues (shiran-
ami) which attracted the young Shoyo at around the same time as he was encoun-
tering Shakespearian sympathy. As a narrative technique, Watanabe comments that
the main purpose

of interposing different worlds is to lend depth to the space of the narrative.
The layering of three worlds on top of each other gives that space a historical
credibility that cannot be achieved within a single world alone.!?

These techniques resemble Shakespeare’s techniques for generating multiple per-
spectives, starting with the many cases of mistaken identity in the comedies. Just
as kabuki characters are made meaningful by existing in a historical continuum,
techniques such as disguise and cross-dressing liberate characters from the trans-
fixing gaze of their immediate environment and enable them more fully to inhabit
the past that created them.

In his Measure for Measure translation, Shoyo even makes a keyword of the
Jitsu in jitsu wa; jitsu occurs — mainly in kanji compounds such as jijitsu (“fact”)
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and shinjitsu (“truth”) — some sixty-nine times in the translation in contrast to just
forty-three occurrences of “true,” “truly,” and “truth” in the source.!? Shoyd’s rep-
etitions foreground a theme and narrative device of truth in the play, namely the
Duke’s kabuki-like disguise as Friar Lodowick, the unmasking of the hypocriti-
cal Angelo, and Isabella’s relentless honesty, which is related to the psychological
realism that Shoyo admires about the play’s characterisations. The translation is not
in fact notably archaic, and jitsu is a modern word.

Shoyd’s archaisms should not be considered as ends in themselves but, as
I have suggested, as one of a range of devices that give his translations their
essential “warmth.” Shakespeare himself is arguably most archaic in his use of
classical allusions, in particular to the Ovidian mythology that represents the
topos of natural desire without Christian guilt. The kabuki tradition may have
seemed too close in time to Shoyd’s audience, too fraught with cultural capital,
for it to serve an identical purpose, but like the way that classical references
in Shakespeare opened up a possibility that early modern audiences were not
bound by their contemporary post-Reformation culture, so too for Shoyo’s audi-
ence that — jitsu wa — a foreign writer like Shakespeare might have something
to say to them. Moreover, since in Shoyo’s theory his response to Shakespeare
is to some extent shaped by the eighteenth-century mono no aware aesthetic
of Motoori Norinaga discussed in the previous chapter, Shoyo may hope quite
simply that by infusing his translations with a little of the same pathos, he might
arouse an awareness that Shakespeare resounds in his readers’ cultural context
as well.

This chapter has already illustrated the archaic feel of Shoyd’s translations with
regard to their use of syllabic meter and particles such as ja and wai. Shoyd’s style,
by his own admission, becomes considerably more contemporary and less archaic
in the fifth period (1914-28) in which he translated the majority of the plays, and
therefore demands contextualisation. For sheer audibility, Shoyd sounds most con-
sistently archaic in his choice of honorific forms, particles, and verbal inflexions,
which usually come at the ends of sentences and occur with far greater frequency
than archaic noun and verb choices. After 1914, Shoyo tends to opt for modern
forms such as the copulas da and de aru, but even the later translations include
archaisms such as ja and the honorific copula gozarimasuru, which nowadays is
heard only in kabuki and samurai television dramas. Shoyd usually uses ja as a
contraction of the copula de aru. In the late Edo and Meiji eras, this usage would
have been associated with the Kamigata dialect of western Japan, but since Shoyo
translates Shakespeare into standard Japanese rather than into any local dialect
his frequent usage of the ja copula functions rather as an archaic alternative to the
modern copulas (and possibly as an echo of Kamigata kabuki). It also sounds more
dramatic and assertive than the modern copulas, and even nowadays can be used
in that way.'** Shoyo does use dialectal variations for lower-class characters in his
translations, for example the mechanicals in 4 Midsummer Night's Dream, but ja is
used by a broad section of characters: Claudius and Ophelia as well as Hamlet. As
for gozarimasuru, it had already been replaced by gozaimasu as the standard usage
by the end of the Edo era.
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Shoyo’s translations from late Meiji, notably the 1909 Hamlet, provide a fuller
range of examples of what may be meant by archaism in Shoyo’s style. As a cross-
section, the following archaisms occur — and modern usages do not occur — in
Act 3 of the 1909 translation.!® These usages can be contrasted with a majority of
inflexions and particles that are commonly used in modern colloquial Japanese:

Modern usages 64.4%  Archaisms 35.6%
modern dictionary verb form 151 -masuru inflexion 63
connective te/de verb form 190 gozarimasuru (archaic copula) 41
plain past (ta/da) 159 archaic sound changes (e.g. 91
omoute and kurushimuru)'*
conditional -ba 77 Jja (archaic copula) 97
negative copula nai 33 nari (archaic copula) 11
-nu negative 80 ba particle (“if”) 33
-zu negative 23 wai particle (emotive) 33
-mai negative 12 zo particle (emotive) 17
da, desu and de aru (modern copulas) 0 nou, gana, and zoi particles'”” 15

These figures are impressionistic, excluding common particles such as ga and no
that occur in both pre-Meiji and reformed Japanese, but become meaningful when
compared with Shoyd’s Taishd translations, for example in the opening scenes of
Richard 111 (1918) and The Two Gentlemen of Verona (1926), where he has all but
abandoned archaic grammar:'?

1918 1926
modern da and desu copulas 49 63
connective fe/de verb form 85 62
plain past (ta/da) 33 47
modern dictionary verb form (including iru) 80 40
plain present negative (including nai) 20 37
polite affirmative masu form 8 13
de gozaimasu (polite copula) 2 13
to iu construction (“which means”) 12 2
— rya (conditional) and -cha contractions 12 8
archaic particles (ja, wai, ze, and zo) 1 15

The main deviations are that Richard sometimes uses the casual rya contraction and
Speed, Valentine’s clownish servant in The Two Gentleman of Verona, three times uses
the dialectal gozansu form for the polite copula gozaimasu.'” Tozawa and Asano’s
translation of Julius Caesar, published two years before the 1909 Hamlet, is also more
noticeably modern. The following figures are for their translation of 3.2 of the source,
comprising 287 lines, in which, following Caesar’s assassination, Brutus and then
Antony make funeral orations, each competing for the support of the Plebeians:'*
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modern verb inflexions 410
— nu negative 15
zo particle 10
— mai negative 6 73.2%
classical verb inflexions 130
Jja (archaic copula) 20
nari (archaic copula) 6
other archaic particles (ba, nou, wai, and yai) 5 26.7%

Shoyd’s 1909 Hamlet is a recognisably modern text in terms of its sentence structures
and inflexions, since it was after all the translation of foreign writers such as Shake-
speare that spurred the modernisation of Japanese, but the preponderance of archa-
isms such as the -masuru inflexion further distinguishes it from the early postwar
translation of the same play by Fukuda Tsuneari. In 3.1 (which includes the “To be,
or not to be” soliloquy), Fukuda is more likely to follow the grammatical standard
of ending sentences with an inflected verb phrase, and (apart from the object particle
wo) is slightly less likely to end with a particle. Shoy6 also uses longer sentences: 3!

Shoyo (1909) (221) Fukuda (1955) (278)
verb phrase 87 verb phrase 153
noun phrase 34 noun phrase 34
modern particles (e, ka, kai, mo, mono, 54 modern particles (e, ga, hazu, ka, 80
na, ni, no, wa, wo, ya, and yo) koso, na, ni, to, mo, wa, and wo)
archaic particles and particle 42 archaic particles (zo) 5

combinations (ba, degana, ja, ja
wael/wai, ja zo, wai, wai no, wai
yai, yai, zo, zoi, and zo ya)
other 4 other 6

The difference can be further illustrated by a brief comparison of the two’s transla-
tions of Claudius’ speech as follows (3.1.161-6):

Love! His affections do not that way tend.

Nor what he spake, though it lacked form a little,
Was not like madness. There’s something in his soul
O’er which his melancholy sits on brood

And I do doubt the hatch and the disclose

Will be some danger

Shoyd (1909)'2
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Koi ja? Iyaiya koi dewa nai wai. Tadaima kare ga iuta koto wa, isasaka
kotowari wo kaite oredo,

FEADRI THRW, [ANLTICEA EFHLEOLLDONRH D
YSIAN

kyaojin no yo demo nai. Nanika shinchii ni utsuutsu to hagukumi sodatsuru
mono ga aru wai.

BRENDPEST R BRG R BT L3R D,

shizen sore ga kaetta nara yoi naranu koto ga dekiu

Fukuda (1955)'

B, 295 832k, WS EDREEZRNTITND, F
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Koi! Iya, so to wa omoenu. Isasaka myakuraku wo kaite wa iru ga, kotoba
no fushibushi, doshite
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kyojin nado de aru mono ka — koshi ni nanika aru. Aitsu wa sore wo utsu-
utsu toshite hagukunde iru.

rol-b, BUKL DO EIZhid I,

Kaettara, torikaeshi no tsukanu koto ni mo narou.

Shoyd’s version, comprising seven units, leans heavily on the emotive particle wai
rhyming with the negative nai, with both repeated; the expression Koi ja? and
double verb hagukumi sodatsuru for “hatch” are also quite consciously theatrical.
Fukuda’s version of ten units runs more easily into verbal constructions such as
kaite wa iru and nanika aru, and sounds altogether lighter and more detached.

The actual modernity of Shoyd’s early twentieth-century translations is also worth
emphasising in contrast to the unreformed language of his 1884 Julius Caesar. Trans-
lating Antony’s eulogy over the slain body of Brutus (5.5.69-73),'3* Shoyo uses clas-
sical inflexions like the obligatory beshi that occur sparingly in the 1909 Hamlet, and
unlike his modern translations the text is not organised into regular Shakespearean
sentences with periods but rather as phrasal sequences that make little clear distinc-
tion between one sentence and the next. In other words, it is in the style of classical
Jjoruri (inpontai), which none of his later translations will resemble:

This was the noblest Roman of them all:

All the conspirators save only he

Did that they did in envy of great Caesar.

He only, in a general honest thought

And common good to all, made one of them.

Ty INEHWICEREE O, B Lo
Atsu kore zo makoto ni Roma koku no, kenshi no kenshi,
well — this one — (particle) — truly — the Roman state — wise among the wise —
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gijin no gijin, tagui mare naru gaisei no, eiketsu narishi wo oshimubeshi,
righteous among the righteous — without parallel and peerless — the
great man (i.e., Caesar) —

B <HEIROBET2 D Ln, 11D AR T

aenaku yomiji no oni to narishi ka, inuru hi Shizaru denka

begrudgingly — tragically — a soul in Hades — he became — of past
times — his majesty Caesar —

I, BT TR R E L. =84 OfEED

wo ba, hisoka ni hakatte sekisatsu naseshi, sanjii yomei no toto no

(emphatic particles) — secretly — conspiring — his assassination — having
done — around thirty conspirators

FIZ T, EBRFEOHEDRIZ, Ra 2O HBE ORI,

uchi nite, makoto kokka no rifuku no tame ni, tadatada zenpan no jiyi
no tame ni,

—among — truly — the state — for the common good — only — the general
freedom — for the sake of —

B 2SO i, B LEIER A

mi wo gisei ni shite kuwadate ni, kumi seshi mono wa tada hitori,

his body — sacrifice — meaning to — together with — that person — only
one of them —

o~ 7 T AL IH > D DI
kono Makasu Burutasu aru nomi
this Marcus Brutus — it is — only

The 1913 translation, by contrast, is a model of modern clarity, with the repetitions
of the fa no da construction for “he was” underscoring Octavius’ charitable view
of “honourable” Brutus:'**

ZHUIEET O b ERIAEB AN TH 701, HE— ADOf

Kore wa toto chii no mottomo koketsuna Romajin de atta no da. Kono
otoko ichinin no hoka wa,

this one — among the conspirators — the most noble — Roman — he was —
this one man — apart from —

il s K —HF—Z WML DRV IZ LT DT, B DH),

izuremo dai Shiza wo sonemi nikumu no amari ni shita no da. Kono
otoko nomi ga,

each of them — great Caesar — jealous of — and hating — too much — they
were — this man — only —
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mattaku kokyo no tame ni, ippan no rifuku no tame ni, tadashii kangae de

entirely — for the public good — for the general benefit — in his honest
thoughts —

HARRNZIME 2727z D 77,
sono nakama ni kuwatte ita no da.
his companions — was joining with

Written for stylised declamation by a bunraku or kabuki narrator, the 1884 version
is considerably more grandiloquent than Antony’s terse tribute in the source, with
which Shakespeare surprises us after the doubts Antony has previously raised about
Brutus’ honour in his speech to the crowd in 3.2 (“For Brutus is an honorable man,”
91). The 1884 version combines the descriptive and speech (serifit) modes of joruri
to maximise the pathos of Brutus’ death, sounding inevitably like the finale to some
bunraku play on the theme of honour. Shoyd adds a lot to the source: Kishi Tetsuo
and Graham Bradshaw comment that his adaptation “contains both descriptions of
what is not necessarily visible, like the characters’ inner feelings, and rather coer-
cive comments on the dramatic significance of a particular situation.”!*

The 1909 Hamlet has the advantage of regularly lineated sentences and speeches
but was still too fussily classical for the likes of Kawatake Shigetoshi.'’” In this
translation but to a markedly lesser extent in his fifth stage, Shoyd appropriates
archaism to his twin poles of rhythm and warmth, but seldom to the extent that it
becomes kabuki language. We can look at a specific example, namely the interjec-
tion hate (pronounced with two short vowels unlike the English “hate”), which
Shoyo uses throughout his translations and which occurs in 5.1 of the 1909 Hamlet
(the Gravediggers’ scene) a striking fourteen times: this works out at once every
twenty-one lines of the three hundred lines of source text compared with a total
fifty-four times over the remaining 3,400 lines. Hate expresses surprise and even
wonder, meaning something like “Well!” or “Why!” and although it is not entirely
obsolete, it is a typical kabuki expression. In Chikamatsu’s Sonezaki shinjii, the
courtesan Ohatsu says to Tokubei as they make their final journey: Hate shinuru
kakugo ga kikitai (“Well, I am prepared to die”).!3*

In most of the following examples, hate is clearly an addition to the source.
Shoyd uses the word to frame the Gravedigger’s storytelling, in particular relating
to Yorick’s skull; the Gravedigger with his humour and long view enables Hamlet
to embrace his own narrative and so carry on his struggle. This is a scene in which
the separate worlds of the Renaissance prince and the clown who lives by his wits
coincide to state the play’s central theme of mortality:

1. About Adam’s profession, the Gravedigger says that “’ A was the first that ever
bore arms” (5.1.33), Hate, icchi hajime ni gojomon wo tsuke sasshita hito ja.'®
Shoyd’s hate is inserted as a prefix to his answer to the 2nd Man’s question
“Was he a gentleman?”, and inflected with a long vowel to denote the Gravedig-
ger’s status. This example connects the Gravedigger’s narrative with the play’s
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broader narrative of sin and redemption, specifically the original sin of Old
Hamlet’s murder.

2. The Gravedigger answers the riddle with which he has pestered his companion:
“The houses [a grave-maker] makes lasts till doomsday” (55), Hate hakahori ga
tsukuru sumai, osabaki no hi made mo tsuzuku wa sa."*® With the alliteration in
the first two words, the Gravedigger comically relishes his profession’s author-
ity that stretches to the crack of doom, and hints at the deaths in the final act for
which his services will likely be once more requested.

3. The Gravedigger makes a grotesque ballad of his profession: “But age with two
stealing steps/Hath clawed me in his clutch/And hath shipped me into the land/
As I had never been such” (67-70), Itsu no ma ni yara to shinami ya yosete,/
ora ga kubitama shikka to tsukama./Hate wa shimane ni nageagerarete,/kawari
hateta yo konna mono ni.**' These two instances are different from the others
because the kanji form is used, meaning “in conclusion” rather than “well,” but
they still hint at the play’s overall narrative framework.

4. Now Hamlet uses the word, shifting the focus from the Gravedigger’s comic detach-
ment to the physical reality of the skulls: “Why, e’en s0” (83), Hate, masa ni sé ja.'*?

5. Hamlet realises that the grave the Gravedigger is digging might be for a woman:
“What woman then?” (124), Hate, doko no hito no tame ni kiku no ja.'* This
usage leads on to Hamlet’s discovery of the awful truth that Ophelia has com-
mitted suicide. Shoyo heightens this dramatic revelation by reconfiguring the
gender difference as the biblical difference between “man” and “wo-man”
(“female man”), perhaps in allusion to Adam and to Hamlet’s earlier quibble
on “body” and “thing” in 4.2.'* It is not until the Gravedigger’s “One that was
a woman” that onna (“woman”) is used: before the words are mono and hito
for “person,” with the Gravedigger comically mistaking Hamlet’s mono in nani
mono no tame ni (“What man dost thou dig it for?”, 122) for the other meaning
of mono as concrete “thing,” written with a different character.

6. This example is also humorous, as the Gravedigger declares what everyone
believes to be the reason Hamlet was sent to England: “Why, because ’a was
mad” (142), Hate, ki no chigatta ni yotte.'*

7. As is this one: “Why, here in Denmark” (152), Hate, moto wa ojisama ja ga na,
kono Denmaku koku no.**¢

8. In the next example, as the Gravedigger rehearses his expertise in practised
phrases, hate is again literal: “Why, sir, his hide is so tanned with his/trade that
’a will keep out water a great while” (160-1), Hate, omaesama, shobaigara de
kawa ga nameite oru ni yotte, daibun no aida mizu wo hajikimasuru.**’

9. In a final dramatic revelation, the Gravedigger appears to boast of his royal con-
nections, with the archaic gozarimasu copula adding flourish: “This/same skull,
sir, was, sir, Yorick’s skull, the king’s jester” (170-1), Hate, kono sharekotsu wa
Yorikku no dokuro de gozarimasu, asama no odobo de gozarimashita wai.'*®

The last four examples are all spoken by Hamlet and relatively straightforward, as
he has subsumed the Gravedigger’s comic narrative into his tragicomic viewpoint:
“Why, I will fight with him upon this theme” (255), Hate, kono koto dake wa;'¥
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as Hamlet challenges Laertes, he says “I’ll do’t” (266), Hate, ore mo shite misho
wa,'™® and “And if thou prate of mountains let them throw/Millions of acres on
us till our ground” (269-70), Nan ja, issho ni umeraretai, hate, ore mo issho ni
umeraryd wai;P! and finally over Ophelia’s body, “I loved you ever — but it is no
matter” (279), Yo wa onushi wo ai shite otta ni . . . . Hate, kamau koto wa nai.">
Shoyd clearly liked the word, because when he came to revise the play in 1933
all but one of the hates remained.'>3 Only half of the previous examples are formal
equivalents of source words, with the others rendering the subtext, and even more
than the previous examples of keywording, Aate resounds throughout the scene.
Moreover, in Shoyd’s dichotomy of ninjo and fiizoku, this kabuki archaism associ-
ates the Gravedigger with the latter, making him comically accepting of his role in
a hierarchy that Hamlet challenges, and to the extent that the Gravedigger and his
assistant do accept their role they also take pride in their occupation, as when the
Gravedigger questions the right of Ophelia as a suicide to Christian burial (5.1.6-8):

GRAVEDIGGER. How can that be, unless she [Ophelia] drowned
herself in her own defense?
OTHER. Why, ’tis found so.

Professional pride develops into quite a heated argument that foreshadows the fight
between Hamlet and Laertes over who has loved Ophelia the most. In this dialogue
at least, the earthiness of their speech is conveyed through the heavy use of final
particles:'>

Ko. Waga mi wo kabaute mi wo nageta no demo nai ni, honshiki to iu koto ga
aru kai yai?
her body — defending — body — threw (into the water) — unless — a proper
burial — can it be? — bah! (particle)

Otsu.  Demo, sore ga oyakunin sa ano iiwatashi ja wai no.
but — that — the official — his judgment — it is — (double emphatic particles)

The archaic hate is supported by an undercurrent of archaism in particles such as ja
and wai, which is solely emphatic in purpose and occurs fifteen times in the scene
and ja thirty-three times. Nor is it necessarily fanciful to suggest that wai echoes
phonically the repetition of the interrogative “why,” which occurs eighteen times
in the scene out of a total fifty-five instances in the play as a whole. By way of par-
allel, Shoyd translates the first word in the first sentence of 4 Midsummer Night's
Dream, “Now, fair Hippolyta, our nuptial hour/Draws on apace” (1.1.1-2), with the
archaic nau, although the word is pronounced n6 with the sense of “Listen to me!”
rather than the temporal “now.”'>

One theme of this book has been Shoyd’s comic acceptance of the impossibility of
his task. Shoyd’s archaisms are primarily creative interpretation, but just as Hamlet’s
nostalgia is for the lost innocence of his childhood, they may also embody a nostalgia
for the relatively fixed roles of feudal society (of his samurai father, for example)
that, ironically, is affirmed through the challenge of Shakespeare translation. Shoyo
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finds his response to Shakespeare in his native culture, but for all the real and imag-
ined similarities his nativism exposes him to Shakespeare’s ultimate foreignness.

Lexical Diversity

Shoyd’s archaising tendency comes across not so much as an end in itself but as an
inevitable outcome of his engagement with Shakespeare’s texts, and is therefore
only one dimension of his broader appreciation of Shakespeare’s lexical variety.
What he notices first and foremost about Shakespearean drama is “the remarkable
wealth of its vocabulary, its diversity, and the freedom with which the writer deploys
it.”156 Shoyo slightly underestimates the size of Shakespeare’s vocabulary at fifteen
thousand words,'” but the point for him is the breadth of Shakespeare’s usage which

includes everything from classical archaisms to the popular language of the
Elizabethan age, slang, dialect, foreign words and neologisms. His language
corresponds to every social class and human character type, and the same
content may vary in style of expression according to the individual, period,
situation, and the mood and temperament.'>®

Shoyd’s priority, therefore, is to find fitting equivalents for the range of Shake-
speare’s lexicon. One historical advantage he has is the considerable growth in Japa-
nese vocabulary and native literacy rates over the course of his career, evidenced
and advanced by Otsuki Fumihiko’s modern Japanese dictionaries and the influx of
kango (Sino-Japanese words and character compounds), many of them neologisms
resulting from the new terminologies and fields of knowledge introduced through the
Meiji goals of modernisation and Westernisation. Shoyo had himself popularised the
word shakai (“society”) in his early novel of social mores, Tosei shosei katagi.

Between 1869 and 1915, the proportion of kango to native Japanese words
(wago) listed in Japanese dictionaries is estimated to have shifted from a ratio
of 21.5% to 35.4% in 1869 to 55.0% to 22.6% in 1915.' The feudal society
into which Shoyo had been born was predominantly local and agricultural, with
a majority peasant class speaking local dialects and having limited reading abil-
ity; economic development in Meiji and Taishd Japan and the growth in literacy
rates were facilitated by a corpus of old and new Sino-Japanese words with fixed
meanings that could be learnt at school. When Soseki complains of the difficulty
of Shoyd’s Japanese in his Hamlet translation, he may from his own teaching
experience have been referring to the limited kanji knowledge of a semi-educated
majority, but (as the drama critic Atsumi Seitard was to comment) the literacy
divide had become somewhat less of an issue by the time of the translator’s death
in 1935, and Shoy6 may have contributed to this developmental process through
the repeated use in his translations of modern kango and phonetic furigana read-
ings. This final section looks first at how Shoyd’s translation of a single word, the
keyword “nature” in King Lear, employs a range of collocations that is certainly
as diverse as what Shakespeare meant by the word, and then at a selection of per-
sonal pronouns as a further example of the translator’s lexical diversity.
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The word “nature” occurs thirty-eight times in King Lear, and has been a key
topic in the play’s critical history, with John F. Danby arguing in his Shakespeare s
Doctrine of Nature: A Study of “King Lear” (1948) that Shakespeare’s tragedy
dramatises this single word as a defining theme of early modern English discourse.
As I explained in Chapter 2, “nature” also relates to Shoyo’s realism. It is translated
by Shoy® in order of occurrence as follows:

1.

7/8.

Lear asks his eldest daughter Goneril to tell him how much she loves him
“That we our largest bounty may extend/Where nature doth with merit chal-
lenge.” (1.1.52-3) “Nature,” meaning “natural affection,” is translated here
koko Z£4T “filial duty,”'' the Confucian notion of the obligation that children
must naturally feel for their parents.

Lear is furious with Cordelia for refusing to flatter him, behaviour “Which nor
our nature, nor our place can bear” (172). This “nature” contrasts Lear’s indi-
vidual temperament with his “place” or rank (mibun), and is translated simply
as sei 1'£,'? “temperament.” That the basic meaning of sei is “sexuality” sug-
gests how deeply Lear’s pride has been rattled.

. When Lear condemns Cordelia as “a wretch whom nature is ashamed/Almost

t’acknowledge hers” (213—4), Shoyd expands the sense of “nature” here to
mean literally her “present parent,” genzai no oya BI{EDHL,'* Lear himself.
France defends his future wife Cordelia’s self-restraint as no more than “a
tardiness in nature” (237), which Shoyo calls mochimae £, a person’s
inherent characteristics.

. In his self-introductory soliloquy, the bastard Edmund declares that “Thou,

Nature, art my goddess” (1.2.1). Shoyo uses what is now the most familiar
collocation, and a Meiji coinage, daishizen (“great nature”) KX H %X.15 Shizen,
like fushigi, is an old Buddhist word denoting things that exist in and of them-
selves, but with modernisation gained wider usage as a scientific term and in
contexts such as literary naturalism.

In the same speech, Edmund describes the illicit sexual activity that begot him
as “the lusty stealth of nature” (11). Shoyd omits this one and paraphrases the
sense with a candid phrase meaning “avoiding inquisitive looks and taking
[sexual] pleasure in procreation.”!

Edmund’s father, Gloucester, contrasts the rational explanation of natural
occurrences such as “eclipses in the sun and moon” (103) with a political truth
that human behaviour is often swayed by irrational superstitions: “Though the
wisdom of Nature/can reason it thus and thus, yet nature finds itself/scourged by
the sequent effects. Love cools, friendship/falls off, brothers divide” (103-7).
Shoyo paraphrases the first “nature” as “scientists,” rigakushadomo, where ri
P has the traditional meaning of “the laws of nature,” and the second is trans-
lated shizenkai B SRS, “the natural world,”'9” and therefore one that encom-
passes human behaviour as well.

Shoyo paraphrases the third instance in Gloucester’s speech, “The King falls
from bias of nature” (111), with a phrase meaning that the king has betrayed his
natural instincts or tendencies. Shoyo here juxtaposes two words for “nature,”
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10.

I1.

12.

13.

14.

15.

16.

17.

sei no shizen D B 9K, literally the “nature of his temperament,” to suggest
that more than lesser mortals the king’s “nature” is bound symbiotically to the
natural world to which all are subject.

When Edmund describes his legitimate half-brother Edgar’s “nature” as “so
far from doing harms/That he suspects none” (178-9), and Shoyd for the first
time uses seishitsu 1:'&,'® meaning “character,” for “nature.”

Confronted by Goneril’s unkindness, Lear begins to regret his earlier rejection
of Cordelia, “Which like an engine wrenched my frame of nature/From the
fixed place” (1.4.280—1). Shoyd translates “frame of nature” literally as hongu
no seijo A B DPEE, ' the “main tool of my disposition,” where seijo is a less
common collocation than seishitsu.

Echoing Edmund’s previous soliloquy, Lear prays to the gods to avenge Gon-
eril’s apparent ingratitude: “Hear, Nature, hear, dear goddess, hear” (289). Shoyo
translates this “nature” as “the Creator,” zoka no ongami YAV, OFHFH,7 in an
introduction to the curse that follows (“Into her womb convey fertility” etc., 292).
In another outburst of amour propre, Lear declares to the Fool that “I will for-
get my nature: so kind a father!” (1.5.31). Shoyo translates “nature” here as jo
1,172 “warmth” or “feeling.”

When Kent hits back at Oswald with the words “nature disclaims in thee”
(2.2.53), Shoyo again uses zoka in a phrase that means “nature has no memory
of having made you.”'”

Cornwall vents his rage at Kent as an uncouth man who is unable — unlike
Goneril and Regan — to conceal his true feelings with flattery: Kent “con-
strains the garb/Quite from his nature” (95-6). This nature becomes mochi-
mae, Kent’s basic temperament.'’

In a moment of insight, Lear declares that “We are not ourselves/When nature,
being oppressed, commands the mind/To suffer with the body” (2.2.296-8).
Shoyd here omits “nature” in a considerable paraphrase that uses the zaru wo
enai construction, meaning “have no choice but to be,” in this case “have no
choice but to suffer.”'”> Kokoro /L for “mind,” but literally meaning “heart,” is a
powerful word in the Japanese lexicon that may also connote this hidden nature.
Regan bluntly reminds her father: “O sir, you are old:/Nature in you stands on
the very verge/Of her confine” (335-6). “Nature” is again omitted in the trans-
lation in a paraphrase that means “your life expectancy has reached a dead end
[yukidomari].”'"

18./19. Lear for the time being does not doubt the integrity of his second daughter’s

“nature,” using the word twice in the same speech: “Thy tender-hefted nature
shall not give/Thee o’er to harshness” (360—1), and “Thou better know’st/The
offices of nature, bond of childhood,/Effects of courtesy, dues of gratitude”
(366-8). In the first instance, we hear kidate for the first time, although writ-
ten and meaning the same as seishitsu Y&, probably so as to elide with the
phrase as a whole, sonata wa yasashii kidate ja ni yotte (“because you have a
gentle nature”),'”” but perhaps also as a nod to Shakespeare’s unusual usage,
“tender-hefted”; “heft” means “weight” or “importance,” and this sense of
intrinsic rather than superficial gentleness is conveyed by Shoyo’s mellifluous
construction. In the second instance, “nature” is mochimae.'’
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20./21./22. “Nature” occurs three times in rapid succession in Lear’s parting shot

23.

24,

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

to Goneril and Regan as he defends his requirement of a full posse of knights
to serve him: “Allow not nature more than nature needs” (455) and “nature
needs not what thou gorgeous wear’st” (458). In the first case, Shoyd contrasts
shizen with ningen (“human beings”) to explain that human beings need no
more than their natural requirements for warmth, dignity, and so on demand,
and in the second case the modern word skizen is also used.'”

Running mad on the heath at night, Lear howls at the storm to “Crack nature’s
molds, all germens spill at one/That makes ingrateful man!” (3.2.10-11).
“Nature” is again “creation,” the “creative force of nature,” zoka.'*

A little later in the scene, Kent declares of the storm that “Man’s nature can-
not carry/Th’ affliction, nor the fear” (50—1). “Nature” here becomes “man’s
body,” karada {K.13!

Almost the same word, ningen no karada H{& (“human body™),'® is used
when Kent again complains that “The tyranny of the open night’s too rough/
For nature to endure” (3.4.2-3).

When Lear once again fumes at Goneril and Regan, “Nothing could have sub-
dued nature/To such a lowness but his unkind daughters” (76—7), Shoyo uses
arisama 7§ ¥, meaning “state” or “condition” (literally, “the way things are”).'®
As Edmund callously justifies his betrayal of his father Gloucester with the
words “nature/thus gives way to loyalty” (3.5.2-3), “nature” is rendered ko no
michi {-3H, “the way of the child.”'s*

In the mock trial scene, Lear asks of his daughters whether there is “any cause
in nature that make/these hard hearts?” (3.6.74-5). “Nature” is omitted but
paraphrased with a phrase meaning “something or other that was there in the
first place.”!®

As Gloucester arrives to warn of the plot against his master Lear, Kent reas-
sures him that “Oppressed nature sleeps” (94). “Nature” is again omitted,
and the sense paraphrased with a phrase meaning “he can sleep now he is
exhausted”:'* sleep is a healthy and natural response to what he has endured.

The blinded Gloucester, unaware that it is Edmund’s treachery that has led
to his eyes being cut out, urges Edmund to “enkindle all the sparks of nature/
To quit this horrid act” (3.7.85-6). Shoyo renders the sense of filial love with
kashi no jo 21 D1%,' the feeling of a dutiful child for its parent.

Albany expresses his disgust at his wife Goneril’s inhuman conduct: “I fear
your disposition;/That nature which contemns its origin/Cannot be bordered
certain in itself” (4.2.32—4). Both “disposition” and “nature” are rendered as
kidate TSI (“temperament”),'® which this time is pronounced as it is written.
Over the sleeping Lear, the Doctor tells Cordelia that “Our foster nurse of
nature is repose” (4.4.12). “Nature” becomes jintai A&, the “human body.”'®
Gloucester believes his life to have come to an end: “My snuff and loathed part
of nature should/Burn itself out” (4.6.39-40). “Nature” is again rendered as
“body,” karada.'*

Lear presents his fallen state as a model of the integrity that once eluded him:
“Nature’s above art in that respect” (86). This “nature” is shizen, and “art” is
Jjinko, or “artifice.””!
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35. When Gloucester is reunited with Lear, calling him “O ruined piece of nature”
(130), “nature” is daishizen, connecting with “This great world [daisekai]/
Shall so wear out to naught” (130—1) in the next line.'*?

36. The Gentleman hopes Lear will calm down if he sees Cordelia again, for she
is a “daughter/Who redeems nature from the general curse/Which twain have
brought her to” (201-3). Shoyd expands the sense of “nature” with a phrase
meaning the “bad reputation” that women in general have acquired due to
her elder sisters’ behaviour, contrasting that with Cordelia’s “pious heart”
(gokdshin FHIZE )1

37. Reunited with her father, Cordelia prays to the “kind gods” to “Cure this great
breach in his abused nature” (4.7.15-6), and Shoyd expands the sense with
a sonorous phrase that does indeed sound like a prayer: gyakutai no tame ni
osoroshii sokonawaremashita shintai ya seishin (‘“the body and soul that have
been horribly hurt by abuse”).!*

38. Edmund, mortally wounded by Edgar in combat, makes contrition for the evil he
has done: “Some good I mean to do,/Despite of mine own nature” (5.3.241-2).
In Shoyd’s translation, honjo AP is Edmund’s original but not irredeemable
nature.'”’

Within this list the collocations that are repeated are shizen (5 times), karada (4),
mochimae (3), zoka (3), kidate (2), and jo (also read nasake) (2). The character sei
also acquires currency, and typically for Shoyo, almost all the examples involve
some degree of paraphrase. Although it is clearly impossible for Shoyd to use a single
word for Shakespeare’s “nature,” it is significant given the anti-Platonic undercurrent
of his theory of “hidden ideals” that “nature” as a word that opens on to a complex
historical discourse behind the play and encompasses so many meanings that it is
almost a Platonic symbol in itself, should lose that symbolic power through the range
of Shoyd’s collocations. That is by force of necessity, but it does suggest, at least at
the linguistic level, the difficulty Shoyd has from his cultural background of reaching
into the “hidden ideals,” Platonic or otherwise, that drive Shakespeare’s creativity.
The difference with Shoyd’s keywording is that words such as fisshigi, in addition to
developing themes and motifs, may have a numinous quality in his native culture that
corresponds with that of Platonic symbolism in Shakespeare’s culture.

Reviewing the revised translations (shinshitbon) shortly after the translator’s
death, Hattori Yoshika lists a number of examples of how he feels Shoyo’s lexi-
cal choices “enrich the meaning and texture” of his translations,'® which is what
Shoyd means by jomi. One striking example is Shoyd’s use of personal pronouns,
where he goes beyond the familiar Shakespearean distinction between “you” and
“thou” to express nuances of meaning. Hattori lists seventeen words for “you” and
eighteen for “I” that Shoyo uses.!?’ The following selection from his Othello revi-
sion (which had just been released at the time of Hattori’s article and which Hattori
singles out for praise) gives an indication of the diversity of Shoyd’s usage.

Personal pronouns are often avoided in Japanese where they are not required
to make sense, which makes their appearance in Shoyd’s translations all the more
striking. As Othello’s paranoia starts to take hold in 3.3, and Desdemona innocently
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asks him, “How now, my dear Othello?” (283), the question becomes N¢, anata, do
nasutta no?,'"® where anata is commonly used by wives to address their husbands
and expresses the affection implied by the English question. Personal pronouns
occur seven times over the next seven lines, as when Othello complains “I have
a pain upon my forehead, here” (288), and yet only once is a pronoun used in the
Japanese, when Desdemona offers to treat her husband’s headache, “Let me but
bind it hard, within this hour/It will be well” (290—1), which Shoy®d translates cor-
rectly with a conditional construction, Watashi ga kittsitku yuwaeta nara, literally
“If T [watashi] bind it hard.”'”® Watashi is not strictly necessary here, but like the
anata it dramatises the couple’s relationship from Desdemona’s point of view as
one founded on mutual trust and love, and she uses watashi (and the softer wata-
sha) and anata throughout the translation in this way. The two pronouns are always
written in the feminine hiragana in Desdemona’s case rather than the more formal
and masculine kanji, except for a few instances in the last two acts as Othello
becomes more openly aggressive. In 4.2, when Desdemona implores her husband
on her knees to explain “what doth [his] speech import?” (31), and he brusquely
retorts “Why, what art thou?” (34), Shoyd uses both hiragana and kanji to assert
her fidelity when Shakespeare uses only “your”:

Your wife, my lord: your true and loyal wife. (35)

Anata FES no tsuma desu, anata % 7372 no teijitsuna tsuma desu.>*®
The first anata is archaic, used to address husbands and lovers, and contrasts with
Othello’s kisama for “thou,” which is also archaic and written with a kanji % that
bluntly denotes his male superiority in the relationship. Other readings of anata
(and the more informal anta) include £ by the Duke and Othello, where kimi
can be used for both equals and inferiors, and & T, which is normally read kakka,
meaning “your lordship,” and used by Othello as he calmly defends his suit against
Desdemona’s father Brabantio, who is indignant that his daughter wants to marry a
black man; this anata translates Othello’s “Good signior” (1.2.60).2°! Where other
male characters use the informal masculine ore and the more polite boku, lago fre-
quently calls himself temae (although read watashi), which sounds aggressive and
even rude, and Cassio uses unu for “you,” which is positively insulting.

Emilia, who is Iago’s wife and Desdemona’s confidante, also uses watashi (writ-
ten in hiragana rather than kanji) to refer to herself, but twice uses onoshi, which
is an archaic “you” or “thou” that by the time of the late Edo era was used mainly
towards servants and other subordinates. This is shortly after Othello has strangled
Desdemona, and she tells him “thou hast killed the sweetest innocent/That e’er did
lift up eye” (5.2.197-8):

onoshi wa kono yo no naka ni ikite ite itto kawairashii, nan no tsumi mo nai
ohitori wo koroshagattan da.**

The archaism contrasts with the otherwise contemporary register of the sentence,
and Emilia next uses onoshi when she once again accuses Othello, “O thou dull
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Moor, that handkerchief thou speak’st of” (223): O, onore, Miia no obakarome!
Onoshi ga ima itta hankachi tei no wa.*** With the first sentence meaning “Oh, you
[pejorative], you stupid great Moor!”, Emilia clearly submits to her husband’s early
modern racism, but Shoyd’s is a warm translation that suits the warmth of Emilia’s
loyalty to Desdemona.?**

* % % k%

This chapter has taken a broad look inside Shoyd’s Shakespeare translations in
an endeavour to understand how he recreates the rhythm, warmth, and diversity
that he valued in Shakespeare. Two general points are the attention Shoyd pays
to the sound of the language and the extent to which his translating style becomes
more contemporary after the 1911 “kabuki Hamlet” (even if we find him still using
hate and kisama in his 1935 Othello revision). A third and more covert point con-
cerns his use of paraphrase.

The rhythmicality of Shoyd’s style is based in the seven-five syllabic meter of
his native drama, and even as an abstraction of that meter often has a sustained
syllabic quality that is supported by phonic harmonies. Its warmth is evident more
from readerly techniques such as keywording, phonetic glossing, and archaism.
Although the translations may sometimes sound like kabuki, I have tried to avoid a
blank equivalence with kabuki since, apart from his early Julius Caesar adaptation,
Shoyao is always translating rather than adapting Shakespeare as a preliminary to
performance by modern Japanese actors, and I am mainly interested in how he rises
to the line-by-line challenges posed by Shakespeare’s language. Shoyo’s approach
is as much scholarly and critical as it is artistic, and especially given his belief in
Shakespeare’s “hiddenness,” his translations are unlikely to amount to anything
like a coherent interpretation, kabuki or otherwise, even if he does use cohesive
effects. Shoy® tries, in other words, to leave his translations open to interpretation,
and similarly I hope that my analysis will encourage further study, for example of
a wider and more generically balanced selection of the translations and in his use
of substantives and local dialect.

Notes

1 Tsubouchi Shoyo, “Jibun no honyaku ni tsuite,” in Shoyo senshii, supp. vol. 5 (1977),
257. Jomi 1% (literally “emotional flavour”) is defined as “emotional depth” or “appeal
to human feelings”; choshi is written *.

2 Ibid., 260.

3 See, for example, Antoine Berman’s influential thesis, “Translation and the Trials of
the Foreign” (1995), in The Translation Studies Reader, ed. Lawrence Venuti (London:
Routledge, 2021), 247-260, where Berman lists twelve “deforming tendencies” found
in translations, among which “clarification,” “ennoblement,” and “expansion” are rel-
evant to Shoyd’s tendency to paraphrase.

4 Tsubouchi Shoyo, “Nihon de enzuru Hamuretto” (1907), in Sheikusupia kenkyii shiryo
shiisei, vol. 2, ed. Sasaki Takashi (Tokyo: Nihon Tosho Centre, 1997), 200—1.

5 Resonance is also an important concept in Japanese poetics, whether hibiki (“echo”)
or nioi (“odour”), albeit usually too subtle for the dramatic flow of the Shakespearean
line.
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Mori Shii, Torigoe Bunzd, and Nagatomo Chiyoji, eds., Chikamatsu Monzaemon shii,
vol. 1 (Tokyo: Shogakukan, 1974), 77. Trans. Donald Keene, Four Major Plays of Chi-
kamatsu (New York: Columbia University Press, 1998), 51-2.

Tsubouchi Shoyo, “Chikamatsu no joruri” (1890), in Shoyo senshii, vol. 8 (1977), 669—
70. The same argument can be made about imitating the syllabic style of Shoyo’s kabuki
mentor Kawatake Mokuami, whose mastery of shichigoché was if anything greater than
Chikamatsu’s.

Tsubouchi Shoyo, “Shinkyoku Urashima” (1904), in Shoyo senshii, vol. 3 (1977), 2.
Ueda Bin, “Shingakugekiron narabi ni Shinkyoku Urashima,” Kabuki 56 (1904): 1. Ue-
da’s translation of European symbolist poetry, Kaichoon (The Sound of the Tide, 1905),
is considered the outstanding literary translation of the late Meiji era.

Like an operatic aria in the way that a single dancer dances a set piece at the front of
the stage, and therefore representing a parallel with Shakespearean soliloquy. There also
seems to me a parallel between the transition from Noh utai to kabuki style and Shake-
speare’s mixing of classical and more modern modes of expression.

“Shinkyoku Urashima,” 21-2.

An intense style of shamisen accompaniment that contrasts with the lighter tone of
nagauta.

Kodan reciters are usually seated at a desk or lectern.

Tsubouchi Shoyo, Hamuretto (Tokyo: Chuo Koronsha, 1933), 114.

As an example of Shoyd’s technique of phonetic glossing discussed later in this chapter,
mukae is written with a character that means to “fight back” when mukaeru means to
“welcome,” suggesting that Hamlet in a sense “welcomes” his fate.

Hamuretto (1933), 115.

“Jibun no honyaku ni tsuite,” 256.

Tsubouchi Shoyo, “Temupesuto” (1915), in Shoyé senshii, vol. 4 (1977), 78-9.

The sea has a range of erotic connotations in Japanese culture that Shoyo had previously
explored in Shinkyoku Urashima, where the princess Otohime in the disguise of a turtle
gives the poor fisher boy Urashima Tar6 a ride on her back to her father the Dragon King
in his palace at the bottom of the sea.

Nakamura Yukihiko and Mizuno Minoru, eds., Akinari/Bakin: kansho koten Nihon bun-
gaku, vol. 35 (Tokyo: Kadokawa Shoten, 1977), 275. Trans. Chris Drake, in Shirane
Haruo, ed., Early Modern Japanese Literature: An Anthology, 1600—1900 (New York:
Columbia University Press, 2002), 908.

Tsubouchi Shoyo, “Kyokutei Bakin” (1920), in Shoyo senshii, vol. 12 (1977), 297.
Tsubouchi Shoyo, “Henri yonsei dainibu” (1919), in Shoyo senshii, vol. 4 (1977), 484.
Daniel Poch, Licentious Fictions and the Nineteenth-Century Japanese Novel (New
York: Columbia University Press, 2019), 81.

Ibid., 62.

Glynne Walley, “Translator’s Introduction,” in Kyokutei Bakin, Eight Dogs, Or;, “Hakkenden ”:
An 1ll-Considered Jest, trans. Glynne Walley (Ithaca, NY: Cornell University East Asia Pro-
gram, 2021), xxx. Walley further comments on the text’s linguistic sophistication (xxix).
“Temupesuto,” 45.

Tsubouchi Shoyd, Romio to Jurietto (Tokyo: Waseda University Press, 1910), 142-3.
“Temupesuto,” 145.

Ibid., 46.

Ibid., 44, where Shoyo expounds (but does not quote) Dowden’s influential view that
“we identify Prospero in some measure with Shakspere himself. It is rather because
the temper of Prospero, the grave harmony of his character, his self-mastery, his calm
validity of will, his sensitiveness to wrong, his unfaltering justice, and with these, a
certain abandonment, a remoteness from the common joys and sorrows of the world,
are characteristic of Shakspere as discovered to us in all his latest plays. Prospero is a
harmonious and fully developed will” (Edward Dowden, Shakspere: A Critical Study of
His Mind and Art (London: Kegan Paul, Trench and Co., 1875), 417).
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31

32
33

34
35

44
45
46

47

49
50
51
52
53

54
56
57
58
59
60

61

62

Natsume Kinnosuke, “Tsubouchi-hakase to Hamuretto” (1911), in Soseki zenshii, vol.
16 (Tokyo: Iwanami Shoten, 2019, facsimile ed.), 397.

“Temupesuto,” 128-9.

The recording is available in two parts on YouTube at www.youtube.com/watch?v=
Zu4gNuQw;jf8 and www.youtube.com/watch?v=4zjMLY WilUw&t=25s (hatayaen),
accessed 16 November 2023.

Tsubouchi Shoyo, Venisu no shonin (Tokyo: Chiid Koronsha, 1933), 163—4.

“Sallied” (“assailed”) in the First Quarto reading adopted in the Arden Third Shake-
speare edition rather than the First Folio reading “solid” in the late Victorian editions
(e.g. Dowden’s Arden) available to Shoyo.

Hamuretto (1933), 20.

Ibid., 49.

Ibid., 106.

Ibid., 114.

Ibid., 151.

Ibid., 156.

Ibid., 188.

According to one recent analysis, o occurs slightly less in everyday Japanese than other
vowels (Tamaoka Katsuo and Makioka Shogo, “Frequency of Occurrence for Units of
Phonemes, Morae, and Syllables Appearing in a Lexical Corpus of a Japanese Newspa-
per,” Behavior Research Methods, Instruments, & Computers 36, no. 3 [2004]: 531-47),
which from a present perspective would make Shoyo’s usage of it all the more distinctive.
In Japanese poetics, the consonant £ is said to have a bright, clear quality.

“Jibun no honyaku ni tsuite,” 261.

Friederike von Schwerin-High, Shakespeare, Reception and Translation: Germany and
Japan (New York: Continuum, 2004), 180.

Ibid.

Shoyd’s reason for not using oboeru is likely to be stylistic. For example, Gonzalo’s “re-
member whom thou hast aboard” (1.1.19) becomes “you must not forget” (wasurechai
ikan zo).

The bushu (or kanji radical) which often indicate the meaning and reading of characters.
“Temupesuto,” 61.

Ibid.

Ibid.

Ibid., 62. In this line, the topic of “remembrance” is rendered initially with a noun, kioku
(memory) that contains the i character, but is read with the softer oboe (the noun form
of oboeru).

Ibid.

Ibid.

Ibid.

Ibid., 63.

See Massimiliano Tomasi, Rhetoric in Modern Japan: Western Influences on the Develop-
ment of Narrative and Oratorical Style (Honolulu: University of Hawaii Press, 2004), 65—6.
Tsubouchi Shoyo, “Biji ronko™ (1893), in Shoyo senshii, vol. 11 (1977), 30.

An earlier version of my discussion of Shoy6’s repetition of fushigi appeared in my ar-
ticle, “Tsubouchi Shoyd to Sheikusupia no ‘fushigi’,” Society of Humanities, Kwansei
Gakuin University, Jinbun Ronkyi 72, no. 3 (2022): 65-90.

Shoyd’s reason for not using fushigi more than twenty-six times in his translation is, as
ever, semantic. For example, Prospero’s “to my state grew stranger” (1.2.76) becomes
dandan kokuji ni tozakatte (“gradually distanced from affairs of state”) (“Temupesuto,”
63) and in Ariel’s song “something rich and strange” (402) becomes takara to keshinu
(“changing into treasure”) (ibid., 79); the latter usage evokes the beauty of coral and
pearls rather than the subjective state implied by fushigi.

Ibid., 161.


www.youtube.com/watch?v=Zu4gNuQwjf8
www.youtube.com/watch?v=Zu4gNuQwjf8
www.youtube.com/watch?v=4zjMLYWilUw&t=25s

87

88

89
90

91
92

93

99
100
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Ibid., 68.

Ibid., 73.

See Note 3.

Ibid., 80.

Ibid., 85.

Ibid., 106.

Ibid., 113.

Ibid., 132.

Ibid., 160.

Ibid., 164.

Ibid., 122-3.

Schwerin-High, 200.

“Temupesuto,” 72.

Ibid., 83.

Ibid., 86.

Ibid., 105.

Ibid., 112.

Ibid., 113.

Ibid., 121.

Ibid., 127.

Ibid., 131.

Ibid., 151.

Ibid., 167.

Kana symbols (also called yomigana or rubi) printed above or to the right of kanji
characters to indicate their intended pronunciation. When modern printing technology
was imported from Britain in the early Meiji era, the type size adopted for furigana
was equivalent to what British printers of the time called “ruby” type.

“Jibun no Shekusupiya honyaku ni tsuite,” 263. Shoyd does not use rubi in the Japa-
nese readers he wrote for primary school pupils in the 1900s for the obvious reason
that these were meant to test and develop pupils’ knowledge of kanji.

The inclusion of rubi depended on the educational level of the target readership. The
anthology Kindai gikyoku shii, ed. Sofue Shoji (Tokyo: Kadokawa Shoten, 1974), in-
dicates its use in a selection of popular plays from the Meiji and Taishd eras. Most of
the writers anthologised use rubi sparingly, while the literary translations of ten Shake-
speare plays by Tozawa Koya and Asano Hyokyo (1905-9) were published almost
entirely without rubi.

Tsubouchi Shoyo, “Manatsu no yo no yume” (1915), in Shoyo senshii, vol. 4 (1977),
211.

Hattori Yoshika, “Shinshiibon to Tsubouchi-hakase,” Sao Fukko 20 (1935): 3.

Ibid., 3-4.

Otsuki’s Genkai [Sea of Words] dictionary, considered the first modern Japanese-lan-
guage dictionary and modelled on Webster s Dictionary, was published in 1889-91,
and his posthumous Daigenkai [Great Sea of Words] in 1932—-7.

Tsubouchi Shoyo, “HenrT yonsei daiichibu” (1919), in Shoyo senshii, vol. 4 (1977),
309.

Ibid., 368.

Ibid.

Ibid., 369.

Ibid.

Ibid., 371. The full speech reads: “Wilt thou rob this leathern-jerkin, crystal-/button,
not-pated, agate-ring, puke-stocking, caddis-/garter, smooth-tongue, Spanish-pouch?”
(2.4.68-70).

Ibid., 373.

Ibid.
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Ibid. A.

Ibid., 374.

Ibid.

This is described by Yanabu Akira’s “cassette effect” (or “jewel box™) theory of Japa-
nese translation, namely that the use of kanji in translations of foreign texts, whether
from Chinese in pre-modern times or from European languages since the Meiji era,
conveys to Japanese readers an expectation of significance even when the source
meaning is unfamiliar to them; for Shoy®d, this trope may be sufficient in itself to con-
note Shakespeare’s illusory depth. See Yanabu Akira, “Translation in Japan: The Cas-
sette Effect,” TTR: traduction, terminologie, redaction 22, no. 1 (2009): 19-28.
“HenrT yonsei daiichibu,” 380.

Ibid.

Ibid., 381.

Ibid., 382. Falstaff is referring to Hal’s father, the king.

Ibid.

Ibid., 387.

“Novels in Japan have traditionally been regarded as tools for education, with their
main purpose typically being to promote virtuous behaviour and condemn wickedness.
The reality, however, is that the only stories people actually want to read have been
those containing luridly violent or obscene material”: Tsubouchi Shoyd, “Shosetsu
shinzui” (1884-5), in Tsubouchi Shoyo shii (1969), 3.

“Henr1 yonsei daiichibu, 389.

Ibid., 394.

Apart from “major” which is written daiteian (“major premise”) and read méjoa, and
“sheriff,” which is also written in kanji and read méyoa, there are no divergencies be-
tween kanji and rubi in this speech.

Krzysztof Filip Rudolf, Archaization in Literary Translation as Nostalgic Pastiche
(New York: Peter Lang, 2019), 7-8.

Seth Jacobowitz, Writing Technology in Meiji Japan: A Media History of Modern Japanese
Literature and Visual Culture (Boston, MA: Harvard University Asia Center, 2014), 221.
Rudolf, 151.

Ibid.

The Shakespeare translator learns to distinguish between words Shakespeare uses that
were not archaic in his time but are considered so nowadays (e.g. “forsooth,” “per-
chance”) and medievalisms that would have been considered archaic, such as “eyne”
(“eyes”) and “hight” (“be called”).

Barbara E. Thornbury, Sukeroku's Double Identity: The Structure of Edo Kabuki (Ann
Arbor: Michigan Papers in Japanese Studies, 1982), 21.

Watanabe Tamotsu, Kabuki no kotoba (Tokyo: Taishiikan Shoten, 2004), 226-31.
Ibid., 230.

I examine this keywording in my article “Shoyd’s Realism and Shakespeare’s Real
Women: The Case of Isabella,” Kwansei Gakuin University, Journal of the Society of
English and American Literature 67 (2023): 1-24.

Ja is still common in western Japan, although less so in Kansai where it was replaced
by ya in the late Edo era, and more generally characterises the speech of old men. It is
also heard in the standard negative colloquial ja nai (“is not”).

Tsubouchi Shoyo, Hamuretto (Tokyo: Waseda University Press, 1909), 106—66.

In modern Japanese, written and pronounced omotte and kurushimeru. Up to and in-
cluding his Shakespeare revisions of the early 1930s, Shoyd’s preference is for clas-
sical orthography, for example kefis for kyo (“today”), and old-style kanji, neither of
which was officially reformed or standardised until after 1945.

No solicits either attention or agreement (equivalent to the modern ne particle), zoi
indicates mild emphasis, and gana unfulfilled hope or uncertainty.
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Tsubouchi Shoyo, Richddo sansei (Tokyo: Waseda University Press, 1918), 1-14, and
Tsubouchi Shoyo, Verona no futashinshi (Tokyo: Waseda University Press, 1926), 1-13.
For example, sorya short for sore wa (“that is”’) and kerya for the conditional inflexion
kereba. Gozansu is still used in the eastern Kantd region, but to Shoyd’s readers would
have probably sounded like a kabuki usage.

Tozawa Koya and Asano Wasaburd, trans., Juriasu Shiza (Tokyo: Dai Nihon Tosho,
1907), 128-53.

Hamuretto (1909), 106-18, and Fukuda Tsuneari, trans., Hamuretto (Tokyo: Shinchosha,
1988), 81-90.

Hamuretto (1909), 117. The 1933 revision differs only in two small details.

Fukuda, 89.

Tsubouchi Shoyo, “Shizaru kidan: jiyli no tachi nagori no kireaji” (1884), in Shoyo
senshii, supp. vol. 2 (1977), 437-8.

Tsubouchi Shoyo, Jiriyasu Shiza (Tokyo: Waseda University Press, 1914), 221.
Tetsuo Kishi and Graham Bradshaw, Shakespeare in Japan (London: Continuum,
2005), 7.

A twenty-two-year-old Kawatake played Voltimand in the 1911 Bungei Kyokai pro-
duction, and later commented that Shoyo’s “translation was heavy in formal traditional
language, which was hard to follow when presented on stage.” Quoted in Fujikura
Takeo, “Child Drama for Domestic Presentation: The First Known Japanese Concept
of Child Drama,” Youth Theatre Journal 18 (2004): 117.

Chikamatsu Monzaemon shii, vol. 1 (1974), 74.

Hamuretto (1909), 216.

Ibid., 217-18.

Ibid., 219.

Ibid., 220.

Ibid., 223.

“The body is with the King, but the King is not/with the body. The King is a thing”
(4.2.25-6): Hamlet’s taunting of Rosencrantz and Guildenstern that a king can as-
sert his authority in name as well as person. The opening line of the play, spoken by
Barnardo, is “Who’s there?” (1.1.1), which Shdy®d translates Nani mono ja? (ibid., 1),
literally “What person is it?”

Ibid., 224.

Ibid., 225.

Ibid., 226.

Ibid., 227.

Ibid., 234.

Ibid.

Ibid.

Ibid., 235.

Tago uses hate throughout both the 1911 Othello translation and its 1935 revision.
Hamuretto (1909), 214.

“Manatsu no yo no yume, 191.

“Jibun no honyaku ni tsuite,” 259.

Nowadays estimated at over twenty thousand words, with some 1,700 words being the
first recorded use.

“Jibun no honyaku ni tsuite,” 259.

Akamatsu Nobuhiko, “Literary Acquisitions in Japanese-English Bilinguals,” in
Handbook of Orthography and Literacy, ed. R. Malatesha Joshi and P. G. Aaron (New
York: Routledge, 2005), 481.

Atsumi Seitard, “Nihon in okeru Hamuretto joenshi,” Sao Fukko 1 (1933): 33.
Tsubouchi Shoyo, Riya 6 (Tokyo: Waseda University Press, 1912), 5.

Ibid., 13.
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163 Ibid., 16.

164 Tbid., 17.

165 Ibid., 24.

166 Ibid., 25.

167 Ibid., 32.

168 Ibid.

169 Ibid., 37.

170 Ibid., 61.

171 Ibid., 62.

172 Ibid., 70.

173 Ibid., 88.

174 TIbid., 91.

175 Tbid., 106.

176 Ibid., 109.

177 Ibid., 112.

178 Ibid.

179 Ibid., 119.

180 Ibid., 128.

181 Ibid., 132.

182 Ibid., 139.

183 Ibid., 144.

184 Ibid., 153.

185 Ibid., 162.

186 Ibid., 163.

187 Ibid., 174.

188 Ibid., 187.

189 Ibid., 198.

190 Ibid., 206.

191 Ibid., 210.

192 Ibid., 214.

193 Ibid., 219.

194 1Ibid., 228.

195 Tbid., 265.

196 Hattori, 3.

197 Ibid., 5-6.

198 Osero (1935), 139.

199 Ibid., 140. Kittsiku (“tightly”) is conventionally written kitsuku but as kittsiku nicely
physicalises Desdemona’s binding her husband’s head.

200 Ibid., 206.

201 TIbid., 21.

202 TIbid., 270-1.

203 Ibid., 273.

204 Emilia’s expression may echo the racism of Desdemona’s father Brabantio in 1.2
when he asks Othello, “O, thou foul thief, where hast thou stowed my daugh-
ter?” (62), the first part of which Shoy®o translates O, onore, kegawashii tozokume
(ibid., 21).
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