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The Pillow Book by Sei Shonagon is a classical Japanese text that has been
published in Spain in four different translations, three into Spanish and
one into Catalan. The paratexts display considerable differences in the
presentation of the Other. This paper, therefore, aims to shed light on
the images shaped by the translators and publishers. In addition, the
factors that may be related to a domesticating or exoticizing image in
the corpus of notes are examined. The results show that time and the
translator’s degree of expertise and cultural knowledge, as well as their
visibility are all factors related to the type of image that is offered.
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1. INTRODUCTION

The study of paratexts provides a lot of infor-
mation about the translation process, and also
on the text and its presentation by the different
agents (publisher, translator, cover designer...)
and their implicit discourses. For this reason, a
relatively new field of study has emerged, and
a new term has even been coined. “Paratrans-
lation” highlights the importance of paratexts
in the process of translation, both those of the
source text (ST) and of the Translated Text (TT)
(Yuste Frias, 2011).

There were several reasons for our choice of
the Makura no soshi (The Pillow Book) by Sei
Shonagon for our analysis; the fact that it is a
book written by a woman, for example, with a
large time interval between the ST and TT, and
that has several translations and editions for the
purposes of comparison. In Spain, four different
translations have been published.

The main aim of this paper is to analyse the
image of the Japanese Other offered in the pa-
ratexts, and the factors related to it, such as
time, the translator’s expertise in the Japanese
language and culture, and the agents involved
(translator, publisher...). The second aim is to
analyse the visibility of the translators in the
paratexts and to check whether this degree of
visibility can be related to some orientation in
the presentation of the Other. The third aim is to
compare the different paratexts (visual, textual)
and verify whether there is harmony or dishar-
mony between them in how they present the
Other (Torres-Simdn, 2013).

The aim of this paper is not to value which
translation or which approach is better, but to
analyse and shed light on the subtle mechanisms
that define the representation of the Other.

Our hypotheses are related to the aforemen-
tioned aims. We consider that newer transla-
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tions represent the Other in a more meaningful
way, avoiding exoticisation, while older ones
tend towards excessive domestication or exot-
icisation, in accordance with the Retranslation
Hypothesis (Chesterman, 2011). Hence, the
newer translations will show more harmony
between the different paratexts and the book
content and context. We think that a translator
with a deep knowledge of the source culture is
more prone to taking a familiarising approach,
narrowing the gap between both cultures.
Thirdly, we think that a translator whose trans-
lation conforms with the TT culture represents
the Other as “the same” (erasing the differenc-
es) or as extremely different (exotic), and there-
fore tends to be more visible, while a transla-
tor that aims to emphasise the ST culture and
therefore make it accessible to the reader tends
to be more invisible.

This paper is organised in three main sections.
After the theoretical and methodological frame-
work there is a section about the ST, the author,
the translated texts and the translators. The
next section analyses translator visibility, and
the third one delves into paratexts, with three
subsections: visual paratexts, textual paratexts
and notes.

2. THEORETICAL AND METHODOLOGICAL
FRAMEWORK

Paratexts are the elements that accompany the
main text in a book, such as the title, the cover,
prefaces, notes, illustrations... They are “an ‘un-
defined zone’ between the inside and the out-
side” of a book (Genette, 1997, p. 2). Paratexts
offer a large amount of information on the sko-
pos (Reiss & Vermeer, 1996) of a translation, and
may reveal harmony or disharmony with the
content of the book (Torres-Simdn, 2013), due to
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the (sometimes unconscious) ideologies of the
different agents involved. The main agents are
the publisher, who, among other elements, usu-
ally decides on the cover design, and the transla-
tor, who is the author of the prologues and notes
in the corpus of this study. We therefore also
consider it relevant to delve into the visibility of
the translator (Venuti, 1995).

This essay is mainly focused on paratexts,
more precisely the peritexts, those that are at-
tached to the book itself. For the analysis of the
image of the Other, we classified peritexts in
three categories: visual paratexts, textual pa-
ratexts (prologues, backcovers, annexes...) and
notes (footnotes or endnotes). Although notes
are also textual elements, we deemed it relevant
to analyse them separately due to their close re-
lationship with the translated text.

Japanese culture haslongbeen considered dis-
tant and exotic, and stereotypes abound in the
presentation of the Japanese Other, with many
overlaps with the ideas of Orientalism (Said,
1978), as previously mentioned in other studies
(Rodriguez Navarro & Beeby, 2010; Rosen, 2000;
Serra-Vilella, 2022).

Lawrence Venuti (1998) establishes a differ-
ence between an ethics of sameness or ethics of
difference, while Carbonell establishes a more
detailed proposal, taking into account relations
of power and Orientalism. The foreignisation
method that Venuti defends aims to visibilise
the differences in order to allow a more authen-
tic approach to the Other, avoiding domesti-
cation, which would erase the difference. Nev-
ertheless, Ovidi Carbonell (2003, p. 153) does
not recommend the foreignisation method for
cultures “that fall within the ‘exotic’ category
and whose translation tradition has made of
foreignisation a basic tool of appropriation and
exotic categorisation”. Thus, the contribution of
Venuti is valuable in the context of a dominant
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culture such as English, but it cannot be applied
to all cultures.

We used four categories to classify the pos-
sibilities of representation of the Other, and its
relation with the target culture combining the
theories by Venuti (1998) and Carbonell (2004).
The latter establishes four possibilities by com-
bining the concepts of “same” and “other”,
which were used as our conceptual framework.
To analyse the cultural Otherness presented in
the notes, we use the following terms:

« Domestication: presenting the Other as
“same”, hence erasing the differences.

« Familiarisation (or hybridisation): the Other
is presented as different but not so much as
to be impossible to understand (also catego-
rised as “not-other” by Carbonell).

- Exoticisation: the Other is shown as strange
or exotic (also categorised as “not-same” by
Carbonell).

« Emic concept: the Other is completely diffe-
rent and impossible to understand.

We use these categories to analyse the image
of the Other in the paratexts, although the emic
concept is barely mentioned, as we believe that
even a word left in Japanese with no explana-
tion and which the reader cannot understand
will have an effect of encountering something
“strange and exotic”. Carbonell’s approach was
designed for the analysis of translations, and, al-
though we deal mainly with paratexts, we found
his categories useful for analysing the image of
the Other, since the Japanese culture is one that
has often been subject to exoticisation.

Regarding the content of the notes, we used
Salvador Pefia and Mar{a José Herndndez’s clas-
sification (1994, pp. 37-38):

a. Setting notes: references to places or time

b. Ethnographic notes: aspects of everyday life

of the source community
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c. Encyclopaedic notes: references to data
about the world

d.Institutional notes: about conventions and
institutions of the source community

e. Metalinguistic notes: about wordplays or
other uses of the code

f. Intertextual notes: references to other texts

g. Textological notes: in classical texts, refer-
ences to different editions of the source text

We chose one note of each type and compared
how it is presented in each of the translations
(although not all texts include all note types).
We noted that ethnographic and intertextual
notes are the most common, and among those,
the former tend to be longer and contain more
subjective statements (depending on the ver-
sion). For this reason, we compared five more
ethnographic notes to analyse how they present
the Japanese Other.

Lastly, given that the original work under
analysis has undergone multiple translations, it
is pertinent to briefly define the term “retrans-
lation” and examine the motivations underly-
ing this practice. As Yves Gambier (1994, p. 413)
notes, the term has been employed with differ-
ent meanings. Some scholars, for instance, use
it to refer to translations based on a previous
translation—more commonly referred to as “in-
direct translation”. However, the first definition
offered by Gambier describes retranslation as
the translation of a text that has already been
rendered into the same language. This definition
aligns with the concept used by several scholars,
including Sharon Deane-Cox (2014) and An-
drew Chesterman (2011), among others.

Since retranslation may appear to be a redun-
dant activity, it is worth exploring the motiva-
tions that lead to new translations of the same
text. It is remarkable in this field the Retransla-
tion Hypothesis, which posits that “later transla-
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tions of a given text into a given target language
tend to be closer to the original” (Chesterman,
2011, p. 69). Although this hypothesis has been
contested by numerous authors, as we can see
in several case studies included in Enrico Monti
and Peter Schneider (2011), this study seeks to
assess its applicability to the case at hand.

Susanne Cadera (2017, p. 9) highlights the role
of ideology and the cultural values of both the
source and target cultures in the retranslation
process, beyond purely linguistic considera-
tions. Similarly, Gambier points to the histori-
cal dimension inherent in the emergence of new
translations: “the times changed” (1994, p. 414).
It may be the case that initial translations tend-
ed to reduce the “otherness” (and were therefore
domesticating) whereas subsequent versions at-
tempt to return to the source text (1994, p. 414).

An additional aspect worth considering is
the rationale behind the selection of particular
texts for retranslation. As noted by Cadera and
Walsh (2017), one such reason may lie in the
high literary value attributed to the authors
that form part of the generally accepted literary
canon. While this may not apply in every case,
it appears relevant in the present study, as Sei
Shonagon is widely regarded as one of the most
prominent writers of the “golden age” of classi-
cal Japanese literature.

3. SOURCE TEXT, AUTHOR AND CONTEXT

Makura no soshi (F}LEF) is one of the most
outstanding works of classical Japanese litera-
ture, written by Sei Shonagon in the 10® century
(Heian period). This book is an important source
of information on court life during the Heian pe-
riod, and it is a text of great literary beauty, full of
lively anecdotes, intertextuality and comments. It
was Sei Shonagon’s chief work. It seems to be her
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personal diary, as it was customary to keep such
writings under a wooden pillow. This is one of
the interpretations on the title of the book, which
has been widely translated as “The Pillow Book”.

The work was written in hiragana, a Japanese
syllabary, except for names and places, since
women were expected to learn only this writing
system, while Chinese characters were stud-
ied by men (Sei Shonagon, 2014, pp. 10-11). The
most outstanding aspect of her diary is her wise
and ironic opinions and comments on many
facts and events of life in the Heian court. The
original manuscript seems to have disappeared
before the end of the Heian period, and there are
many successive versions by different scholars
(Rubio, 2007; 2021).

Sei Shonagon is among the greatest writers of
prose in the history of Japanese literature. She
was the daughter of the poet Kiyohara no Mo-
tosuke. Thanks to her father’s high rank in court
she entered the Imperial Palace as one of the la-
dies-in-waiting of Empress Fujiwara no Sadako.
When the Empress died, she remained in the
court for some years, and therefore became a
Buddhist nun (Kato & Sanderson, 1997).

The Heian period (794-1185) began when
the Imperial court moved from Nara to Heian-
kyo, which means the town of Peace and Calm
(modern Kyoto). In those days, life in the court
was all about joy, luxury and refinement for the
pleasure of aristocrats and emperors. It was also
a time of the Chinese culture’s “japanisation”,
having entered Japan, along with the Chinese
writing system, from the 4™ century (Shirane,
2012; Shirane et al., 2016).

4. TARGET TEXTS
The first translation into English, by Arthur

Waley in 1928, was titled The Pillow Book of Sei
Shonagon, but it was just a selection of frag-
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ments from the original text. In 1934, it was
translated into French by André Beaujard, and
the first complete translation into English was
by Ivan Morris in 1967. In this study we analyse
the four translations published in Spain in book
format, presented in Table 1 (see next page).

Apart from these translations published in
Spain, we have knowledge of a direct translation
of the entire text published in Peru (Sei Shona-
gon, 2002), carried out by Ivdn Pinto Romdn
and Osvaldo Gavidia Cannon, with the collab-
oration of Izumi Shimono. There are also two
partial translations, one by Jessica Freudenthal,
in Bolivia (Sei Shonagon, 2006), and another by
Kazuya Sakai (Sei Shonagon, 1969), and also two
translations that only include certain passages
in anthologies of Japanese literature (Henitiuk,
2012), by Merceé Comes (Revon, 2000) and Javier
Sologuren (1993).

Regarding the source languages of the trans-
lations, the edition by Borges and Kodama does
not explicitly reference the ST, but mentions
Morris and Waley’s translations into English.
Kodama also mentions Borges’ complaints
about not knowing the Japanese language (Sei
Shonagon, 2004, p. 18). It is, therefore, clearly
an indirect translation. The translation into Cat-
alan by Roca-Ferrer was based on French and
English sources (by Beaujard and Morris), and
he mentions that he also took into consideration
a German translation by Mamoru Watanabe. In
the version by Sato there is a preliminary note
by the publisher that asserts that Morris’ Eng-
lish version and the intralingual translation into
modern Japanese by Satoshi Matsuo and Kazu-
ko Nagai were both used. It therefore seems to
fall somewhere between a direct and indirect
translation. However, it is our belief that the
English version was the main source, due to her
assertion that she always needs help to trans-
late from Japanese because she cannot use the
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Table 1. Summary of basic information of the translations published in Spain

Title Ellibro de la almohada  Quadern de capcalera  El libro de la almohada  El libro de la almohada
Translator Jorge Lu'ls Borges Xavier Roca-Ferrer Amalia Sato Jests Carlos Alvarez
and Maria Kodama Crespo
o 2009
Publication 2004 2007 (previously 2021
date in Argentina, in 2001)
Publisher Alianza RBA Adriana Hidalgo Satori
Country Spain Spain Spain Spain
Language of . . .
A Spanish Catalan Spanish Spanish
publication
Intermediary
language English French and English English Direct from Japanese
(if any)
i i los Al
Authorship Not specified* Xavier Roca-Ferrer Amalia Sato Jesus Carlos Alvarez

of the notes

Crespo

Authorship , . . Jests Carlos Alvarez
Maria Kodama Xavier Roca-Ferrer Amalia Sato

of the prefaces Crespo

Reeditions 2005,2015 2014, 2022

*Although the authorship of the notes is not explicitly stated, after comparing them with the mediation translation, we

think that they were made by the Spanish translators based on the information contained in the English translation by

Morris (Sei Shonagon, 1971).

Japanese language by herself (Vives, 2006). The
only direct translation from Japanese published
in Spain is that of Alvarez Crespo, which was
based on the edition by Matsuo and Nagai (Sei
Shonagon, 2021, p. 20).

Alvarez Crespo’s translation constitutes a par-
adigmatic case of retranslation, as its motiva-
tions align with the Retranslation Hypothesis,
as outlined in the Theoretical Framework. In his
preface, the translator demonstrates an aware-
ness of earlier versions and expresses his aim to
offer a more complete and authentic rendering
of the original, given that previous Spanish edi-
tions were mediated through English.

However, regarding Borges and Kodama and
Sato translations, it is difficult to determine
which one was produced earlier. The first one
published in Spain was that by Borges and Koda-
ma (2004), but Sato’s one appeared previously
in Argentina, in 2001. However, considering that
Borges passed away in 1986, his translation must
have been completed well before Sato’s one.

On the other hand, Roca-Ferrer’s translation
would not be classified as a retranslation, as it
represents the first rendering of the text into the
Catalan language.

Of the four translations, the only complete
ones are those of Alvarez Crespo and Roca-Ferrer,
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followed by Sato’s translation, which claims
to be complete, but doesn’t include some of
the lists (like Morris). The Borges and Kodama
translation is a selection of fragments, as stated
in the preface (Sei Shonagon, 2004, p. 18).

The following section contains short presenta-
tions of the editions, along with their translators
and paratexts, in chronological order based on
the year they were first published in Spain.

4.1. Translation by Borges and Kodama

Borges, the Argentinian writer, enjoyed literary
translation and had deep interest in Japan. In
the 1930s, he reviewed Waley’s version of The
Tale of Genji, by Murasaki Shikibu.

Kodama, born in Buenos Aires to Japa-
nese-German parents, was Borges’s student and
subsequently became her personal secretary.
They married in 1986. They translated together
several works, including Anglo-Saxon and Ice-
landic literature, and these selected texts from
The Pillow Book by Sei Shonagon. She was also a
university professor and photographer.

The Spanish translations are entitled “El libro
de la almohada” (literally “The Pillow Book”),
following the English title.

Apart from the cover, this edition’s main pa-
ratexts are the introduction and the endnotes
(171 in total). Kodama’s introduction refers
to the Japanese author’s “internal freedom”
and states that Borges was an ideal commu-
nicator of Sei Shonagon’s literature due to his
own magnificent poetic prose (Sei Shonagon,
2004, p. 12).

4.2. Translation into Catalan by Roca-Ferrer
Xavier Roca-Ferrer has a PhD in Classical Phi-

lology. He neither speaks Japanese nor is a Jap-
anese specialist, but he has experience trans-
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lating classical works from Latin, English and
German, and also other Japanese Heian litera-
ture. He translated Genji Monogatari into Span-
ish and Catalan (Murasaki Shikibu, 2005; Mu-
rasaki Shikibu, 2006) and Diaries of Heian-court
Ladies (Murasaki Shikibu et al., 2007).

The Catalan title is not a literal translation
of the Spanish or English, but is based on the
French edition Notes de chevet and also on a book
written by a prominent Catalan author (Quad-
ern gris by Josep Pla), as part of a strategy of in-
tertextuality (Sei Shonagon, 2007, p. 20).

In the Catalan edition there are a lot of peri-
texts: a note about the author in the flap, an in-
troduction, “about the translation”, “dramatis
personae”, an appendix with six sections (the
Heian civilisation, Heian spirituality, Women
and marriage, Dolce vita, Women’s literature,
the Heian calendar), a one-page note about the
translator and also footnotes (295 in total).

4.3. Translation by Sato

Amalia Sato is a professor of Literature at the
University of Buenos Aires. She was editor of the
literary journal Tokonoma. Traduccién y Liter-
atura from 1999-2006. As a translator, she col-
laborates in journals such as “Suplemento Cultu-
ra” in Clarin (Argentina), Japdnica (Mexico), etc.

In 2022 a new edition of Sato’s translation
was published by A. Hache (a new name of the
publisher Adriana Hidalgo) in Buenos Aires, the
same publishing house of the first 2001 edition.
While the visual paratexts of the latest edition
(2022) are quite different to the previous ones,
the textual elements are the same: a prologue by
the translator, a publisher’s note, the flaps and
the footnotes (205 in total). Although epitexts
(paratexts outside of the book) are not the object
of this study, Sato has her own website which
contains interviews and information about her
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terature (Sato, 2020).
4.4. Translation by Alvarez Crespo

Jests Carlos Alvarez Crespo studied Japanese
in Barcelona and has been living in Japan since
1992, working for NHK and the Keio and Seis-
en universities (Satori, n.d.). He has translated
14 books from Japanese and has edited a Japa-
nese-Spanish dictionary.

His translation was published by Satori (a rela-
tively new publishing house specialised in Japan)
and contains a high number of peritexts. There
is a prologue which includes eight subsections
(biography of Sei Shonagon, social background
of the Heian period, versions of the original text,
interpretations on the title, ST for this edition,
translations into Spanish, Makura no soshi emaki,
translation guidelines), and a dedication. After
the main text, 10 annexes are included (which
occupy more than 70 pages and include several
illustrations), on the following topics: animals,
positions and classes, carriages, colours and at-
tire, time and directions, court ranks, characters,
plants, provinces and “vocabulary”. There is also
a bionote on the author, an index and a list of
other classical literature in the same collection.
There are a total of 949 footnotes.

5. TRANSLATOR’S VISIBILITY

On the front covers, the name of the translator
appears in Borges and Kodama and Roca-Fer-
rer’s translations, and in Sato’s 2022 edition. It
is not present, however, in the previous editions
of Sato’s translation or in the one by Alvarez Cre-
spo. It is worth noting that the two translations
closest to the original (one direct and one indi-
rect, but checked alongside the Japanese ver-
sion) invisibilised the translators, although, in
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Sato’s case, this changed with time. Translating
a classical text directly from Japanese requires a
high degree of expertise, and therefore a higher
level of acknowledgement would be expected. In
the translation by Borges and Kodama, the fame
of the former must certainly have influenced the
decision to include his name on the cover.

Roca-Ferrer’s edition offers a one-page bi-
onote on the translator inside the book, while
the other translations contain no such text. In
Borges’ translation, he has no presentation, but
the author of the prologue, Kodama, mentions
him many times, while she remains invisible
and does not explain her role in the translation
process.

In the prologues and notes, different degrees
of visibility are found. The translator may be
visible through commentaries about the trans-
lation process, subjective opinions and on the
selection of information, among other aspects.

In Borges and Kodama’s translation, the au-
thor of the prologue, Kodama, mentions Borg-
es many times (almost in every paragraph),
including his motivations for doing this trans-
lation. On the other hand, there is no informa-
tion about Kodama. The fact that the book is a
selection of fragments made by the translators,
as Kodama explains in the prologue, is a clear
sign of their visibility. Translation notes are in
the end of the book, while in the other transla-
tions footnotes are used. This gives less visibili-
ty to the translator and the fact that the text is
a translation. This connects with Borges’ idea
on translation, which he sees as the creation of
a new text, and, according to Sergio Waisman
(Friera, 2005), the value of a translation is to
produce a creative work rather than being loyal
to the ST.

In Roca-Ferrer’s prologue, he talks about the
author and the context of the ST, and, though he
mentions the process of translation only once,
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many opinions and subjective commentaries’
can be found, along with some colloquial expres-
sions?, thereby giving him strong visibility. He is
also highly visible in his translation, in which he
isnotactually mentioned as translator, butrath-
er as the “author of the version”. The use of the
word “version” instead of “translation” could be
indicative of the concept of the “impossibility of
translation”, which can be also seen in some of
his footnotes®. There is also a footnote that talks
about the translators of the source texts (see the
textological note in the Appendix). This direct
allusion to “the translators” is somewhat unex-
pected, transporting the reader from the literary
text to the work of the translator. There are also
commentaries about translation strategies, as in
the example of the encyclopaedic note in the ap-
pendix, and personal opinions of the translator
which are very subjective®.

In the prologue by Sato, the translator is
scarcely visible. She accurately explains the lit-
erary context in Japan since the 7® century and
especially the writing system changes in the
Heian period, life in the court and its values and
court ladies that dedicated their lives to litera-
ture. Sato also offers a short bionote of the au-
thor and some paragraphs on the reception of
this book in Japan and worldwide. However,
surprisingly she gives no explanation about the

1

E.g.: “Es possible que, tractada, Sei Shonagon fos tan
insuportable com diu Murasaki” [Possibly, if you met her,
Sei Shonagon would have been as unbearable as Murasaki
claims] (Sei Shonagon, 2007, p. 28).

> E.g.: “qui de debd remenava les cireres” [who really ca-
lled the shots] (p. 16).

3 “La gracia del poema recolza en un joc de paraules in-
traduible” [The poem’s wittiness relies on an untranslatable
wordplay] (p. 173).

4 “Aquest capitolet mostra com n’eren, de rudimentaris,
els coneixements de medicina dels japonesos Heian” [This
brief chapter reveals the rudimentary nature of the Heian
Japanese people’s medical knowledge] (p. 283).
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translation process, while the “Editor’s note”
(Sei Shonagon, 2014, p. 7) provides information
about the ST and the mediation translations.

The prologue, as well as the notes and an-
nexes, by Alvarez Crespo are fairly neutral and
objective, including mostly facts rather than
personal opinions. The one-page section on
“translation guidelines”, focuses on conven-
tions, such as romanisation style, name-sur-
name order, etc., rather than the task of trans-
lation®. Thus, although the translator is visible,
the comments regarding his task are somewhat
shallow. Overall, his visibility in the paratexts
is very limited. Alvarez Crespo remains neutral
even in passages of a highly surprising nature,
such as in section 294 (Sei Shonagon, 2021, pp.
309-310), in which a peasant desperately ex-
plains that his house has been burnt down, and
the court ladies just joke and laugh at him. Here,
Roca-Ferrer includes a footnote remarking that
“contemporary readers could only be astonished
at the total lack of social sensibility that this sto-
ry reveals. The court ladies of Marie Antoinette
would have shown more compassion [...]” [tr. by
the authors] (Sei Shonagon, 2007, p. 280).

To sum up, Borges and Kodama, especially
the first, are highly visible on the cover and pro-
logue, but not in the notes. Roca-Ferrer is highly
visible in all the paratexts, while Alvarez Crespo
and Sato are the opposite, being largely invisi-
ble, except for their name in the colophon, and
on the cover of the newest edition (2022) and
certain commentary on linguistic choices in the
former’s section on the translation. Their invisi-
bility may be related to a goal of being objective
and perhaps to the idea that a good translation
should not appear as a translated text.

5 There is only one mention of the difficulty of trans-
lating ancient texts in the first sentence of the section (Sei
Shénagon, 2021, p. 23).
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In the next subsections we explore the images
of the Other that are presented or implied in the
paratexts, beginning with visual paratexts, then
textual paratexts and finally notes.

6.1. Visual paratexts

The cover for Borges and Kodama’s first edition
(Figure 1) was designed by the publishing house.
It reproduces a woodblock print from the Edo
period by Chobusai Eishi and is part of the col-
lection entitled “six immortal poets”. It shows
an elegant woman dressed in Edo style, holding
a brush. There is a notebook on the table. It is
interesting to stress that while the image of the
cover depicts a woman writer, there is nothing
about it that represents the Heian period. There
is a new edition published in 2015 that depicts
a woman lying on a sort of pillow, which may
partly represent the content of the book. How-
ever, again, this woman is from the Edo period,
and not the Heian period. Therefore, both covers
display a partial disharmony between the cover
and the content of the book.

Sei Shonagon

El libro de
la almohada

Seleccion y traduccion de 2
Jorge Luis Borges y Maria Kgdama

FIGURE L. Covers of the translation by Borges and Kodama
(Sei Shonagon, 2004; 2015)
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The cover image of Roca-Ferrer’s translation
is a shin-hanga® by Hashiguchi Goyo: Comb-
ing the hair (1920). In the colophon, the creator
of this image is not mentioned, only the name
of the designer. The image shows a Japanese
woman combing her hair. Although there is not
a strong association with a time in history, the
clothing clearly does not correspond to the time
when the book was written. This timeless and
idealised image of the Japanese woman could
be considered to be an Orientalist presentation
and represents a disharmony with the book’s
content. What is most interesting is that the
same image has been used for the cover of two
other Spanish translations of Japanese literature
(Figure 2, in next page): Some Prefer Nettles (Ta-
nizaki, 2004) and House of the Sleeping Beauties
(Kawabata, 2013). The use of the same image in
two works of modern literature and one classical
work reinforces the idea of its atemporality.

The cover of the first edition (2001) of Sato’s
translation, published in Argentina but presum-
ably also distributed in Spain, was designed by
Eduardo Stofa and Pablo Herndndez and has a
fragment of a famous shunga or erotic painting
from the Edo period, which shows a couple kiss-
ing (Figure 3, in next page). The woman is wear-
ing a kimono and is showing the back of her
head, her black hair worn up in the style of the
Edo period, and the back of her whitened nude
neck, a part of a woman’s body considered to be
extremely erotic in Japanese culture. It is inter-
esting to notice that this illustration does not
represent the Heian period, but rather the Edo
period. Furthermore, it is an erotic painting and
the theme of this book is not particularly erotic
(disharmony with the content). This may be due
to the fact that Edo period paintings were more

® New style based on the classical ukiyo-e, woodblock
prints.
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popular in the target community than those
from the Heian period, and that the representa-
tion of Japanese women as erotic was more ap-
pealing to readers than one that portrays them
as intellectual. This is an Orientalist image that
aligns more closely with the imaginary that,
even today, the target community envisages for
Japan. It is also interesting to draw a reflection
on the difference in the role of the author (Sei

THE ROLE OF TRANSLATION PARATEXTS IN THE REPRESENTATION OF THE OTHER

Shonagon), who was an intellectual, and the
role of the woman on the cover of this edition.
The same image is used in three other books
(Figure 3), two works by Mishima (Music, 1993,
and The sound of Waves, 2008), and the Catalan
translation House of the Sleeping Beauties by Ka-
wabata (2007). These are contemporary works
of literature, so there is a time gap of several cen-
turies with the publication of Sei Shonagon’s ST.

QUADERN DE
CAPCALERA

Seix Barral Ribhotes Foemeror

Junichiro Tanizaki
Hay quien prefiere
las ortigas

YASUNARI
KAWABATA

FIGURE 2. Cover of the Catalan translation by Roca-Ferrer (Sei Shonagon, 2007)
and other covers with the same illustration (Tanizaki, 2004; Kawabata, 2013)

Yukio Mishima
Musica

Sei

Shénagon

El Libro *
de la

‘ Almohada

L novela de Mishima inédita ca Ocel

———— Soix B K. gwotecamrme

LA REMOR
DE LES ONADES

Vu[@hﬁsﬁiqw

Yasumari Rawabata

w
LA CASA
DXE LES BELLES
ADORMIDES

Ak ey e W s

FIGURE 3. Cover of the first edition of the translation by Sato (Sei Shonagon, 2001),
and other books that use the same illustration (Mishima, 1993; 2008; Kawabata, 2007)
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Sei Shénagon

ITERETURA_NEVELA

) EIHTORA { Abachs

AL

EI Libro de fa Almobada

FIGURE 4. Cover of the 2009/2014 and 2022 editions
of the translation by Sato (Sei Shonagon, 2014; 2022)

On the cover of the 7th edition in Argentina
and Ist and 2nd editions in Spain (2009, reprint-
ed in 2014), we observe a remarkable change
(Figure 4). The former has been designed by Ga-
briela di Giusseppe and represents a print from
the Heian period. Here, we can, therefore, attest
to a harmony with the book’s content. The cover
of the 2022 edition is again quite different to the
previous ones. The drawings by Lola Goldstein
represent a nighttime landscape, with a bright
full moon against a black background, and fig-
ures with geometric forms in the bottom section,
illuminated by the moon. We can observe that
the editor, translator and artist are all very visi-
ble, mentioned on the cover, and that they are all
women. This edition also includes 20 drawings
by Goldstein in between the text, which seem to
have more of an artistic than informative func-
tion, seemingly reflecting the artist’s free inter-
pretation of the text. In addition, there is a por-
trait of the author by Gabriel Altamirano on the
flaps, along with her biography.

The cover of Alvarez Crespo’s translation
(Figure 5) includes an illustration by the Japa-
nese artist Uemura Shoen (1875-1949), the first
woman to join the Imperial Art Academy. Her
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drawings portrayed women in the bijin-ga style.
Thus, the illustration is modern, but it repre-
sents the content of the book, since it portrays
the author in Heian period clothes and a sudare
(privacy curtain). Therefore, this cover shows a
harmony with the content of the book and it em-
powers the author of the ST.

SEl SHONAGON
EL LIBRO DE LA

' ALMOHADA

L N

FIGURE 5. Cover of the translation by
Alvarez Crespo (Sei Shonagon, 2021)

Inside the book there are also some visual pa-
ratexts. The endsheets are decorated with full-
page paintings of Heian period court scenes, in
magenta monochrome. The delicate paintings
seem to be made by the same Uemura Shoen,
although this is not explicitly stated. There are
two grayscale reproductions of ancient paint-
ings, one in the prologue, a part of the Makura
no soshi emaki (Sei Shonagon, 2021, p. 19), and
the other, opposite the author’s bionote, de-
picting her. The other pictures (29 in total) are
included in the annexes. They are black and
white drawings by Juan Hernaz, intended to
aid a better understanding of the explanations.
To sum up, all the visual paratexts included in
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the inside of the book are relevant, and show a
total harmony with its content. Thus, they are
not considered to be exoticising, but rather fa-
miliarising.

It is interesting to note that most of the cover
images were done by male artists, while wom-
en were responsible for the images in the newer
editions (Satori 2021and Adriana Hidalgo 2022).

6.2. Textual paratexts

In the prologue of Borges and Kodama’s edi-
tion, written by the latter, she compares the
book with the Libro de Buen Amor from Spanish
literature and with Homer’s catalogues. This
approach conveys a point of view based on the
TT culture. Besides, Borges’ name appears ten
times, while the name of the author, Sei Shona-
gon, appears nine times. This paratext, we con-
clude, is clearly focused on Borges, with several
paragraphs that describe the writer’s interest
in and appreciation of Japanese literature. This
therefore leads us to consider this translation as
a domestication.

In Roca-Ferrer’s textual paratexts we can see
some familiarisation, but also some exoticising
elements. Firstly, there are two mentions of the
Kama-Sutra’. Although he does not establish a
direct similarity between the two texts, his rea-
sons for mentioning it are also unclear. Since
the only common ground between the two are
the fact they are both in the Oriental category,
we consider these allusions to be an exoticising
element. Another example of exoticisation is the

7 “These kinds of lists are very common in Oriental li-
terature, such as the Kama-Sutra” (Sei Shonagon, 2007, p.
33, our translation); “even today in Japan, Makura no soshi is
seen as an erotic counselling manual for inexperienced bri-
des [...] althoughitisnotatall the Japanese equivalent to the
Kama-Sutra [...], and it talks about love but also about many
other things” (pp. 23-24).
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Japan vs West dichotomy, found four times in
the prologue®.

The back cover of Sato’s 2001 translation in-
cludes a short introduction of Japanese litera-
ture, which highlights the prominent role that
women played in cultural life during the Heian
period, and in particular, the role of Sei Shona-
gon as a pioneer of a Japanese literary genre
called zuihitsu.

In the translator’s preface, Sato briefly out-
lines the historical and geographic context of the
ST, which was a golden era for classical Japanese
literature, and presents Heian-kyo, with its ur-
ban system and aesthetic ideals borrowed from
China’s Tang dynasty. She states that by the year
996, the phonetic writing system hiragana had
been developed, and consequently, “the center
of gravity in literature moved from men to wom-
en” (Sei Shonagon, 2014, p. 11). It is thanks to this
development that women came to be the pro-
tagonists of the literary world at the time. The
translator, therefore, makes a short reference to
Sei Shonagon’s biography and comments on her
pride and high intellectual capacity and culture.
She is portrayed as a witty woman who enjoyed
showing off her intellectual superiority over her
peers. Sato comments on the different interpre-
tations of the title “Makura no soshi”. However,
she does not make comments on the transla-
tion process and strategies, although she does
stress Shonagon’s outstanding intellectual ca-
pacity, highlighting her image as an empowered
woman of her time. She draws reflections on the
literary context of the ST, while presenting a fa-
miliarising image of the Other, trying to narrow

8 “Probably, the educated Western man’s curiosity about
his own past is the main difference with the ancient Japane-
se people” (p. 17); “the total absence of an intellectual back-
ground makes ancient Japanese people very different from
us” (p.17); “the fundamental difference between the Japane-
se and Westerners...” (p. 18); “We [...] while they [...]” (p. 19).
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the distance between the ST and the target com-
munity, but at the same time acknowledging the
differences with the remote culture of the ST.

Alvarez Crespo’s prologue, as well as the an-
nexes and notes, can be seen as a familiarisation,
i.e., they seem to serve the purpose of bringing
the ST culture closer to the reader, often includ-
ing Japanese words and an explanation of their
meaning. One case of domestication was found’,
as well as some examples of parts that lacked
the explanations needed for a full understand-
ing, which can be considered as exoticisation,
since the referent remains obscure to the reader.
For example, there is an image that illustrates
Japanese time-telling (Sei Shonagon, 2021,
p. 346) which contains many kanji (Japanese
characters) without a translation. This may not
be clearly understood and simply appear exotic
to the general reader.

Another remarkable point is the fact that in
the footnotes and annexes, the translator uses
definitions taken from the first Japanese-Span-
ish dictionary published in 1620 (Sei Shonagon,
2021, p. 321), marking it with the initials VdJ
(“Vocabulario de Japén™). This is certainly an in-
teresting document from a historical standpoint,
but when we look at the definitions, their useful-
ness becomes questionable, leading us to con-
sider whether this is the most suitable source to
use today. For example, in Annex 1, the following
explanation is offered about the Mandarin duck:
“Oshi, oshidori (B#&). Aix galericulata. Vd]: ‘Ave
del mar como pato’ [Seabird resembling a duck]”
(p- 323). As can be seen, Vd] does not offer a lot of
information, only indicating it is a type of duck,

9 We see a clear allusion to tofu in “requesén de soja”
[soy cottage cheese] (Sei Shonagon, 2021, p. 121). Conside-
ring the recent international popularity of Japanese food,
this word is surely known by most readers. Thus, substitu-
ting it by a different referent from the target culture could be
considered as domestication.
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which is also understood from the headword. It
even contains a mistake, stating that it is a sea-
bird, when actually it lives on rivers and lakes.
In addition, this definition omits information
that enables a fuller understanding of the deep
significance of this bird, which was held in high
esteem partly thanks to the male’s beautiful col-
ouring, but, most importantly, due to the fact
that it chooses a partner for life, and is therefore
a symbol of conjugal happiness. To our mind, a
definition that is not helpful and even contains a
mistake, but which comes from a prestigious an-
cient source, is an example of exoticism, where
the “distant flavour” prevails over accurate in-
formation. Most of the definitions from Vd] seem
to be unhelpful and redundant, since the infor-
mation is contained in the headword or explana-
tion'. To sum up, we would like to highlight that
Alvarez Crespo’s textual paratexts are, as a gen-
eral rule, familiarising, although there are some
elements of exoticisation.

6.3. Notes

As explained in the theoretical and methodolog-
ical framework, we did not analyse all the notes
but rather a selection, with the aim of undertak-
ing a qualitative approach. The total number of
notes in the four translations amounts to 1,620,
which is too many for the magnitude of our study.
To observe a representative sampling, we chose
one note from each category as per the classifi-
cation by Pefia and Herndndez (1994) from each
of the four translations, and we added five more

' To cite some examples: “Saltamontes gigante [...] VdJ:
‘Una especie de animalejo o gusanillo’” [Giant grasshopper
[...] vdJ: ‘Akind of animal or little bug] (p. 326); “Shitone (1%).
Colchén o cojin [...] para sentarse o dormir sin futon. VdJ:
‘Cama de dormir, colchén o colcha” [Shitone (#§). Mattress
or cushion [...] to sit or sleep without a futon. Vd]: “Bed for
sleeping in, mattress or bedspread”] (p. 386)
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ethnographic notes, as we saw that this category
tended to carry a heavier cultural load. We ana-
lysed a total of 45 notes, 10-13 from each transla-
tion (taking into account that some of the trans-
lations lack notes from one of the categories).

Since a detailed explanation and listing of all
the notes would be too long, in this section, we
have summarised the results found. In the ap-
pendix, the complete text of the selected notes
can be found, with their English translation and
our detailed explanation on each of them in re-
lation to the representation of the Other. All the
translations include notes that can be consid-
ered examples of domestication, familiarisation
and exoticisation. We also found one case that
can be considered “emic”".

Firstly, we will present an example of each
kind of presentation of the Other for a better
understanding of the criteria followed. There is
a passage where Narimasa talks about a kind of
special jacket for page girls, and the court ladies
laugh at him. In Borges and Kodama’s edition,
there is a note for the word “atuendo” [attire]
(Sei Shonagon, 2004, p. 23) which explains: “He
uses the word ‘attire’ because he does not know
the name of the garment” (p. 168)"% While oth-
er translations include the Japanese word for a
specific item of clothing, be it in the text or in
the note, this translation uses a generalisation
avoiding the original term and its nuances,
which we consider to be a domestication. The
approach is similar in Sato’s translation, where
the word “accesorios” [accessories] (Sei Shona-
gon, 2014, p.29) is used, and thereis no note. The
version by Roca-Ferrer uses the expression “xan-
cletes xineses” [Chinese sandals] (Sei Shonagon,

' See the theoretical framework on the use of this con-
ceptin our study.

» To be concise, only the English translation of the notes
isincluded here, as well as in the following examples. The ori-
ginal Spanish or Catalan text can be found in the Appendix.
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2007, p. 47) in the text, and the note explains
in detail the translator’s choice in the context:
“Narimasa gets the wrong word. In search of an
equivalent, we have him say sandals instead of
jackets, although this is an approximate solution.
These jackets were called kara-ginu and were
worn over all other clothes”. We consider his
approach as familiarising, because he informs
the reader about the source culture, enabling
them to fully understand the text. On the other
hand, the translation by Alvarez Crespo offers
the Japanese word “akome”® (Sei Shonagon,
2021, p. 37), and the footnote explains its mean-
ing: “Akome (H). Jacket, outer garment worn by
the page girls”. While this concise note offers
all the needed information to grasp the word’s
meaning, it lacks the context needed to under-
stand why the court ladies laugh at him. Hence,
we consider it exoticising, because the Other is
presented from the standpoint of the ST, but the
explanation is not enough for a reader to fully
understand the situation and a certain amount
of mystery remains.

For the “emic” category, we found only one
example, in Roca-Ferrer’s translation. The text
contains the Japanese word “ushi-hasame” (Sei
Shonagon, 2007, p. 194) without a translation,
and a footnote explains that “The translators
cannot reach an agreement as to what this may
be”*. Although we generally consider Japanese
terms without a clear explanation as exoticising,
thisis an exception because the translator himself
recognises he does not know the meaning of the
word, hence he has no other choice but to leave
it untranslated and impossible to understand.

' We observed the discrepancy between the Japanese
term presented by Roca-Ferrer (kara-ginu) and that used by
Alvarez Crespo (akome), but, since this falls outside of the
scope of this paper, we won’t examine this in greater detail.

'+ Heisreferring to the translators of the ST he used, since
he did not translate directly from Japanese.
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Table 2. Strategies for presenting the Other in the selected notes

Version” Domestication Familiarisation Exoticisation Emic Total
Borges & Kodama (2004) 3 4 3 10
Roca-Ferrer (2007) 2 6 3 1 12
Sato (2009) 2 7 1 10
Alvarez Crespo (2021) 1 8 4 13
Total 45

" We indicate here the year of first publication in Spain.

Next, we will explain the number of times
each approach is found in the selected corpus
(Table 2). As explained in the Theoretical Frame-
work, the classification of the strategies for pre-
senting the Other in the notes was established
combining the approaches by Venuti (1998) and
Carbonell (2004). Even though this cannot be
considered a quantitative study due to the limit-
ed sample, we considered a table useful to sum-
marise the findings and present an overall view.

As we can see in Table 2, all the editions show
a prevalence of familiarisation over other ap-
proaches, hence we can say that all the transla-
tors have a strong desire to bring the Other closer
to the reader. However, their presentation of the
cultural referents is not uniform, and different
approaches are found across the translations.

If we look at the familiarising notes (Table 2),
we can see that the number increases alongside
the degree of expertise of the translator in the
Japanese language and culture (the first trans-
lators in the table have less knowledge of this
field, and the last translator in the list is the
most experienced). In short, Borges’ knowledge
came from reading translations of Japanese lit-
erature, while Roca-Ferrer himself translated
other Heian period literature (although not from
Japanese). Sato supposedly used a Japanese
source alongside an English one, although she

recognises her Japanese level is not high enough
to translate from this language, as explained pre-
viously in the section about the target texts. Alva-
rez Crespo translated directly from Japanese and
has the highest number of familiarising notes.

Looking at the domesticating notes, an in-
verse relationship can be observed between
these and the level of expertise, Borges and Kod-
ama’s edition being the one that includes most,
while Alvarez Crespo has only one.

Surprisingly, there is not the same correla-
tion for the exoticising notes, which are similar
in number in all editions except for that of Sato,
where there is only one. We can link this to her
ideology®, suggesting that exoticisation does
not relate to the level of knowledge, but rather
to ideology.

If we look at each version, we can see that in
Borges and Kodama there is almost the same
number of domesticating, familiarising and ex-
oticising notes. In Roca-Ferrer and Alvarez Cre-
spo, there are twice as many familiarising notes
as exoticising ones, but the difference is that
Roca-Ferrer includes two domesticating notes
while Alvarez Crespo only one. In Sato’s version

5 According to a lecture she gave (Sato, 2020), she belie-
ves that Orientalism is an outdated concept that is related to
exoticism, a romantic representation of the Orient.
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familiarisation prevails, with only two cases of
domestication and one of exoticisation.

The findings show a harmony with the trends
seen in the other paratexts, although a more in-
depth study of the notes would be interesting, as
well as, ideally, a larger selection of notes, or all
of them.

7. CONCLUSIONS

This study confirmed our first hypothesis, that
in accordance with the ideas of the Retransla-
tion Hypothesis, a chronological evolution in the
presentation of the Other can be seen, especially
in the covers (visual or iconographic paratexts).
The oldest editions, those translated by Borges
and Kodama (2004, 2005, 2015), Roca-Ferrer
(2007), and the first edition of Sato’s transla-
tion in Argentina (2001), show a higher degree
of exoticisation. The covers depict women from
different periods, from centuries after the book’s
creation. This disharmony reminds us of the con-
cept of atemporality, where the Other is placed
out of historical development. The use of sensu-
ality in some of them is also reminiscent of Ori-
entalism. On the other hand, the 2009 edition of
Sato’s translation shows a scene from the Heian
period, and the last edition (2022) offers mod-
ern illustrations that represent elements from
that period. Thus, the newer covers show a har-
mony with the content, and the latter a special
inclination towards familiarisation, showing an
obvious intention to approach the reality of the
book to today’s readers. This is also the case of
the most recent translation, by Alvarez Crespo,
which also depicts a lady from the Heian period.
Borges and Kodama’s textual paratexts are do-
mesticating, particularly focused on Borges’ in-
terest in and opinions of Japanese literature. Ro-
ca-Ferrer’s prologue is partly domesticating, due
to his subjective opinions, and partly exoticising
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due to the recurrent references to the East-West
dichotomy and the mention of the Kama-Sutra. In
Borges and Kodama, the notes are almost equally
familiarising, domesticating and exoticising, and
in Roca-Ferrer, familiarisation prevails but half
of the notes show other approaches. The most
recent translation, by Alvarez Crespo, howev-
er, mainly shows a familiarising approach, with
only one relevant exoticising element (referenc-
es to an ancient dictionary). The only exception
to this chronological evolution are Sato’s textual
paratexts, since her prologue and notes, which
are the same in all the editions, are mostly famil-
iarising, even in the first 2001 edition in Argenti-
na, which predates Borges and Kodama’s edition
in Spain. This can be explained in relation with
our second hypothesis, which stated that a high-
er degree in expertise would lead to a familiaris-
ing approach. Borges and Kodama and Roca-Fer-
rer were not specialists in Japanese language and
culture, and their paratexts show more domes-
ticating and exoticising elements (Roca-Ferrer
seems to have some knowledge on the Heian
period and his notes have a higher proportion of
familiarisation compared to the former). On the
other hand, Sato seems to have a deep interest
in the Japanese culture and some personal links
with its people, and Alvarez Crespo knows the
language and is living and working in Japan. This
confirms that a higher level of knowledge of the
culture is related to an approach based on famil-
iarisation and greater harmony with the content
of the book, while a lack of first-hand knowledge
is linked with domestication and exoticisation.
As for translator visibility, we saw a difference
between the paratexts prepared by the publisher
and those written by the translators themselves.
Some publishers give visibility to the translator,
including their name on the covers and some in-
formation about them, while others do not. We
did not observe a correlation between this and
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variables such as time or the image of the Other.
Paradoxically, the least visible translator is Alva-
rez Crespo, who is the translator with the greatest
level of expertise of the studied corpus. The visi-
bility of the translators in the paratexts created by
themselves presents a different case. There we did
observe a correlation between greater visibility
(Borges and Roca-Ferrer), comparatively shallow-
er knowledge of the source culture, and a pres-
entation of the Other that swings between do-
mestication and exoticisation. We conclude that
as a result of their limited knowledge of the cul-
ture, they sometimes tend towards trying to erase
differences and fall into stereotypes, although
their use of familiarising strategies does also re-
veal their intention to bring the Other closer to the
reader. Translators with a deeper knowledge and
more familiarizing approach had lower visibility.
This could be interpreted as a sign of the transla-
tor’s intention to emphasise the ST culture.

These findings are somewhat contradictory to
the theories put forward by Venuti (1995, 1998),
who links a greater visibility of the translator and
the ST with a more authentic approach. Our find-
ings align more closely with Carbonell’s theory
for cultures “that fall within the ‘exotic’ catego-
ry” (2003, p. 153).

We are aware that our findings may not apply
to all translations and translators, but our aim
is to contribute to a better understanding of the
mechanisms for creating cultural images that are
inherent in the translation activity.

The analysis of notes, albeit a narrow selec-
tion, reflects a close alignment with the transla-
tor’s other paratexts. Furthermore, the compar-
ison of notes of the same passages in different
translations has shed light on several discrepan-
cies in the content of the translated texts, as can
be seen in the Appendix. A deeper study of the
notes would therefore be an interesting topic for
future study.
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166 APPENDIX: CORPUS OF NOTES

This appedix includes, firstly, one note of each
type, following Pefia and Herndndez’s classifica-
tion (1994, pp. 37-38). It then includes five more
ethnographic notes. The first column in the ta-
ble indicates the version, with abbreviations
of the translators’ surnames (B&K for Borges
and Kodama, R-F. for Roca-Ferrer and A. C. for
Alvarez Crespo), with the exception of Sato.
The complete references to these editions can
be found in the reference list. The next column
includes the referent in the text and the page.
Most of the editions use footnotes, so the page
number is omitted after the note, except in the
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case of the translation by Borges and Kodama,
which uses endnotes, and some notes by Alva-
rez Crespo that are included in the appendixes.
Following the referents and the notes, the Eng-
lish translation is offered by the authors of this
paper. For each note we indicate in the last col-
umn whether they approach the representation
of the Other with strategies of domestication,
familiarisation or exoticisation (or emic, which
is only in one case). In some cases we considered
that one note combines two approaches. It must
be noted that our criteria are based upon the
translation-note dyad, and further comments
about each case can be found in the last row of
the tables.

A. Setting note

Type of
Version Referent in the text Note €0 .
representation
“el ulti to de la hora del .
¢ u”lmo cuarto ce fafiora de “Las tres y media de la madrugada” e
B&K Buey” [the last quarter of the Ox Familiarisation
[half past three a.m.] (p. 175)
hour] (p. 153)
“el I'h 1 Bou”
el darrer quart de Thora del Bou “Dos quarts de quatre de la matinada” e e
R-F. [the last quarter of the Ox hour] Familiarisation
[half past three a.m.]
(p-277)
“« »
Sato El Buey, cuarta parte” [The O, There is no note. Exoticisation
fourth part] (p. 301)
“« ;
el cuart’(’) cuarto [sic] dela hora “Sobre las dos y media de la madrugada” de e
A.C del buey” [the fourth quarter of Familiarisation
[about half past two a.m.]
the Ox hour] (p. 308)
Comments:

The choice by B&K, R-F. and A. C. is considered familiarising because they bring the old time referent closer to the
reader. We consider Sato’s choice not to include an explanation as exoticising, because this will give the reader an

imprecise and mysterious nuance.

Apart from this, a slight difference is seen in the information conveyed in the notes by B&K and R-F. on the one hand
and by A. C. on the other. It seems that the correct one is the latter, and that the other two may be based on Morris’
translation into English, which conveys the same information.
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B. Ethnographic note

q . f
Version Referent in the text Note Typeo .
representation
“la gente arranca la hierba
joven que ha nacido bajo la
B&K nieve” [people pull up the Thereisno note. Exoticisation
fresh grass that has sprou-
ted under the snow] (p.14)
“els ‘brots tendres™ “{%ques.ts ‘brots te.nflres”,(wakana) passaven per tenir espe- o
R-F cials virtuts medicinals” [These sprouts were thought to  Familiarisation
[the fresh sprouts] (p.40) . .. .
have special medicinal properties].
“la gente arranca las prime-
hierb h i- . . . .
ras fuerbas que a’? germ: “[...] siete hierbas [...] ingeridas con el fin de proteger la
nado bajo la nieve” [People - ,, e . L
Sato salud durante el afio [...]” [Seven herbs consumed to pre- Familiarisation
pull up the first shoots of .
serve health during the year].
grass that have sprouted
under the snow] (p. 20)
“Ese dia, y también en la actualidad, se tomaban unas ga-
chas con siete tipos de verduras (nanakusa gayu) para evitar
enfermedadesy asentar el cuerpo tras dias de excesos, segin
una costumbre procedente de China. Las siete hierbas que
se utilizan son las siguientes: nazuna (penpengusa), la bolsa
de pastor; seri, el enante o perejil; hakobera (hakobe), la pam-
plina o élsine; gogyo (hahakogusa), Gnaphalium affine; suzus-
hiro (daikon), el nabo japonés; hotokenoza (tabirako), Lapsana
“las verduras” apogonoides, Maxim,; y suzuna (kabu), el rdibano.” [Back then, Domestication/
A.C . . e s
[the vegetables] (p. 30) and still today, they ate a porridge made from seven types Familiarisation
of vegetables (nanakusa gayu) in order to avoid illness and
let the body rest after several days of excesses, following a
tradition that came from China. The seven herbs are: nazu-
na (penpengusa), shepherd’s purse; seri, Japanese parsley;
hakobera (hakobe), chickweed; gogyo (hahakogusa), cadweed;
Gnaphalium affine; suzushiro (daikon), radish; hotokenoza (ta-
birako), Lapsana apogonoides, Maxim, nipplewort; and suzu-
na (kabu), turnip.]
Comments:

In this ethnographic note, we consider B&K’s approach to be exoticising because they do not offer any information,
leaving the reader with just an exotic flavor, unable to really understand the referent. R-F. and Sato’s examples are
familiarising, because they offer a brief explanation. A. C.’s detailed explanation is a good way to bring Japanese
tradition closer to the reader, and can therefore be considered familiarizing. Nevertheless, this translation is also
domesticating, because someone who does not read the note will have a partial idea of what is described, and
perhaps misleading, since most translations render this referent as “seven herbs”, not “vegetables”, and even this
translator uses the term “herbs” later in his explanation.
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C. Encyclopedic note

Version  Referentin the text Note Type of representation

“Hototoguisu: onomatopeya de su nombre.
B&K “hototoguisu” (p.17) Es el cuclillo.” [Hototogisu: onomatopeya of Domestication
his name. It is the cuckoo.] (p. 167)

“El hototogisu. Se sol traduir per ‘cucut
perd no és exactament el mateix ocell”
[The hototogisu. It is usually translated as
‘cuckoo’, butitis not exactly the same bird.]

R-F. “cucut” [cuckoo] (p. 43) Familiarisation

“(Ornit.) Cuculus poliocephalus, usualmente
Sato “hototogisu” (p. 24) traducido como cuclillo” (p. 24) [Cuculus Familiarisation
poliocephalus, usually translated as cuckoo. ]

There is not a footpage, but an explanation
is included in the annex: “Cuco chico. Hoto-
togisu (3B/A. KLER). Cuculus poliocephalus.

“cuco chico” Su gorjeo se asocia con el principio del ve- e e .
A.C Ny Familiarisation
[lesser cuckoo] (p. 33) rano, y con el amor” [Lesser cukcoo. Hoto-
togisu (3B/A. KLBR). Cuculus poliocephalus.
Its chirping is associated to the beginning of
the summer, and love] (p. 324)
Comments:

B&K’s approach is domesticating because of their atypical romanization, which does not follow the standards,
by adding a “u” between the “gi” syllable to help Spanish readers pronounce the word correctly, and especially
by their explanation, that offers a name of a bird of the same ornithological family as if it were the same bird. The
other translators offer a familiarising approach by using a translation, but also explaining that it is not exactly the
same bird.
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D. Institutional note

q q Type of
Version Referentin the text Note 9
representation
B&K Fragment not included - -
“servir la gran vestal de  “Per una devota budista, servir en un santuari xintoista
Kamo, encara que compor-  comportava pecar continuament contra la seva autén-
ti fer grans pecats” [to ser- ticareligid [...]. Paradoxes dela vida religiosa japonesa!” .
R-F. . . . Exoticisation
ve the great vestal of Kamo, [For a Buddhist devotee, to serve a Shinto shrine meant
even if it entails great sins] continually sinning against their true religion [...]. Pa-
(p.238) radoxes of Japanese religious life!]
Sato Fragment not included - -
“la corte de la alta sacer-  “Laalta sacerdotisa de Kamo tenia prohibido participar
dotisa de Kamo, aunque  en cualquier asunto relacionado con el budismo, evi-
supone una ofensa para  denciando la separacién de esta religién con la fe sin-
A.C. el budismo” [the court of  toista” [The high priestess of Kamo was banned from Familiarisation
the high priestess of Kamo,  participating in any matter related to Buddhism, de-
even though it is an offen-  monstrating the division between this religion and the
ce to Buddhism] (p. 317) Shinto faith. ]
Comments:

Institutional notes are scarce. We found an example about religious institutions in R-F. and A. C., but the same pas-
sage is not included in the translations by B&K and Sato, which are not based on the full ST. In the case of R-F., we
consider it to be an exoticisation due to the last sentence of the note, which is a subjective comment of the translator,
which adds no relevant information and instead distances the reader from the Other, presenting the latter as “para-
doxical”, in other words, difficult for us to understand. The version by A. C. includes only objective information, thus
itis considered to be familiarising.
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E. Metalinguistic note

Type of

Version Referentin the text Note .
representation

. “Usa la palabra atuendo porque no sabe el nombre de la
“atuendo” [attire] P pord

B&K (v23) prenda” [He uses the word “attire” because he does not Domestication
P- know the name of the garment] (p.168)
“Narimasa erra la paraula correcta. Cercant un equivalent,
li fem dir xancletes per jaquetes, perd és una solucié aproxi-
xancletes xineses mada. Aquestes jaquetes es deien kara-ginu i es portaven a
R-F. [Chinese sandals) sobre de tot.” [Narimasa gets the wrong word. In search of Familiarisation
(p. 47) an equivalent, we have him say sandals instead of jackets,
although thisis an approximate solution. These jackets were
called kara-ginu and were worn over all other clothes]
“accesorios” . .
Sato . There is no note. Domestication
[accessories] (p. 29)
“Akome (#H). Chaqueta, prenda exterior que llevaban las
A.C. “akome” (p. 37) muchachas pajes.” [Akome (#H). Jacket, outer garment worn Exoticisation
by the page girls]
Comments:

In this passage, Narimasa talks about a kind of special jacket worn by the page girls, and the court ladies laugh at
him. In B&K’s edition, we have the generic word “atuendo” [attire| (p.23) and the note is metalinguistic, because it
explains the reason why the courtladies laugh. This translation uses a generalisation, avoiding the original term and
its nuances, which we consider to be domesticating. The approach is similar in Sato’s translation, where the word
“accesorios” [accessories] is used, without a note. The version by R-F. uses the word “xancletes xineses” [Chinese
sandals] (p. 47) in the text, and the note explains in detail the choice of the translator regarding the context of the
story. We consider his approach as familiarising, because he informs readers regarding the source culture to aid their
full understanding of the text. On the other hand, the translation by A. C. offers the Japanese word “akome”, and the
footnote explains its meaning, but it lacks the context needed to understand why the court ladies laugh at him. Hen-
ce, we consider it exoticising, because, although the Other is presented from its own point of view, the explanation is
not sufficient to fully understand the situation, which remains a mystery.

We observed the discrepancy between the Japanese term presented by R-F. (kara-ginu) and the one used by A. C.
(akome), but the scope of this paper does not allow us to enter into this in greater detail.
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F. Intertextual note

. Referent Type of
Version Note .
in the text representation

“Narimasa confunde el nombre de Ting-kuo, el hijo, con el padre, Y Kung. E1
padre prevé para su hijo un porvenir brillante y manda construir un gran por-
Y( Ting-kuo  tdn en la casa, a través del cual pasaria la gran escolta de su hijo” [Narimasa
(p.21) mixes up the name of Ting-kuo, the son, with that of his father, Y( Kung. The
father foresees a brilliant future for his son and orders a great gate to be builtin
the house, through which his son’s great escort would pass] (p. 168)

B&K Familiarisation

“Personatge proverbial dins la cultura xinesa. Va ‘viure’ en temps dels Han.
En néixer, un endevi va profetitzar al seu pare que el seu fill seria molt afor-
tunat, i el pare va fer bastir una porta grandiosa a casa seva perqué hi pogués
passar laimmensa fortuna que, segons els astres, guanyaria el seu fill. Ve a ser

YuTing-Kuo l'equivalent de la ‘lletera’ a la nostra taula” [Proverbial personality in the Chi-

(p. 46) nese culture. He “lived” during the Han dynasty. When he was born, a fortu-
ne-teller predicted to his father that the son would be very fortunate, and the
father built a huge gate for their house, to make way for the great fortune that
the stars predicted he would earn. It is a kind of equivalent to our “Milkmaid
and Her Pail story”]

R-F Domestication

“Debia referirse a Y( Ting-kuo. Se trata de una historia de la dinastia Han sobre

un padre, que orgulloso de su hijo construye una entrada alta para los séquitos

que acompafien a este” [She must have been referring to to Yi Ting-kuo. This Familiarisation
is a story from the Han dynasty about a father who, proud of his son, builds a

high gate for the entourage that would accompany him]

Y@ Ting-kuo

Sato
(p.27)

“Uteikoku (32 EE]) en japonés. Episodio de un cl4sico chino segun el cual

un hombre de la dinastia Han, Yu Gong, encarg6 que construyeran en su casa

una verja excepcionalmente grande para el séquito que crefa que algun dia

tendria su hijo, Yu Dingguo. Y asf fue, ya que este consiguid grandes logros.
YuDingguo  En realidad, pues, la escritora se refiere al padre y no al hijo” [Uteikoku (5 Familiarisa-
(p.35) ZE[E) in Japanese. A chapter from a Chinese classical text which talks about tion

a man from the Han dynasty, Yu Gong, who had an exceptionally big fence

built for the entourage that he thought his son Yu Dingguo would have some

day. And, indeed, his son did achieve great things. The writer, then, is actua-

1ly alluding to the father, not the son.]

Comments:

In this case, most of the notes are familiarising, offering more or less detailed information about the mentioned perso-
nality. The exception is R-F., who adds a comparison with the Western tale about the Milkmaid. A comparison with the
reader’s culture could aid their understanding, but, in this case, the example is misleading. The character here presented
seems to have been successful, while the Milkmaid in the tale was unsuccessful. Hence, the example leads the reader to
misunderstand the referent by comparing it to a different referent of their own culture. For this reason, we considered it to
be domesticating.

The diversity in the story’s interpretations should also be noted. Since this is not within the scope of this study, we shall not
enter into this in greater detail, but we will briefly mention the differences. Sato suggests that the gate was built after the
son’s success, while in the other three versions, it was builtin anticipation of it. R-F. suggests that the son wasn’t successful,
by comparing it to the Milkmaid’s tale, while A. C. states that he did indeed achieve success.
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G. Textological note (in this case the notes of the different versions are from different passages,
since we could not find notes from the same passages in the different versions)

. . Type of
Version Referentin the text Note ]
representation
B&K Not found - -
P » “Els traductors no es posen d’acord sobre queé pot ser”
L'ushi-hasame .
R-F. (p. 194) [The translators cannot reach an agreement as to what Emic
P this may be]
Sato Not found - -
“Tras la enumeracién de cosas embarazosas, se narra el
“Cosasincomodas  regreso de la procesién imperial [...]. Algunos expertos
y embarazosas” creen que este episodio podria haber constituido una
A.C. [Uncomfortable seccién independiente” [After the list of embarrassing -
and embarrassing things, the return of the imperial procession is narrated
things] (p. 166) [...]. Some experts believe that this story may have been
an independent section.|
Comments:

In these examples, we consider that the notes do not represent the Other in one way or another, since they refer to
the source text, not to cultural referents. However, the version by R-F. contains a Japanese word without a transla-
tion, and the footnote just explains that “The translators are unable to agree on what this may be” (he refers to the
translators of the source texts he used, since he did not translate directly from Japanese). Although we generally con-
sider Japanese terms without a clear explanation as exoticising, this is an exception because the translator himself
recognizes he does not know the meaning of the word, hence he has no other choice but to leave it untranslated, and
he explicitly states the fact that this word has been impossible for him to understand.




TRANS. REVISTA DE TRADUCTOLOGIA 29, 2025

THE ROLE OF TRANSLATION PARATEXTS IN THE REPRESENTATION OF THE OTHER

OTHER NOTES

Ethnographic note — example 2

q 5 Type of
Version  Referentin the text Note q
representation
“Se trata del Festival de Tanabata (Festival de la Tejedora).
[...] De acuerdo con una leyenda china, Tejedora y Pastor,
B&K “festival de Tanabata” es decir, las festrellas Vegay Altair,‘ eran amantes [..‘.]” [Ta- Familiarisation
(p.28) nabata Festival (the Weaver Festival) [...]. According to a
Chinese legend, the Weaver and the Herdsman, that is to
say the stars Vega and Altair, were lovers)] (p.168-169)
“[-..] se celebra la festa dels estels, dedicada a Tanabata (la
Teixidora) i el Bover. [...] Es una festa molt popular entre
“els estels” [the stars] . ) » [ ] Drpop e
R-F. els japonesos” [the Festival of the Stars is celebrated, de-  Familiarisation
(p.52) . .
dicated to Tanabata (the Weaver) and the Herdsman. It is
a very popular festival for the Japanese.]
“El Séptimo dia del
Séptimo mes [...]” [The . .
Sato There is no note. Domestication
seventh day of the Se-
venth month] (p.34)
“El séptimo dia de la
séptima luna” [The . T
A.C. There is no note. Exoticisation
seventh day of the se-
venth moon] (p. 41)
Comments:

In this example, B&K and R-F.’s versions are considered to be familiarising since they explain the referent, while Sato
and A. C. do not include a note. The former is considered domesticating because the reference is lost: readers unfami-
liar with the Japanese culture would not know why the seventh day of the seventh month is a special day. On the other
hand, A. C’’s approach is very similar, but we considered it to be exoticising due to the choice of the word “moon” to
refer to the month. This is historically and linguistically accurate, since in ancient Japan the months were based on the
moon cycles and the character for “month” is the same as the one for “moon”. However, without further explanation,

it simply comes across as an exotic tradition.
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Ethnographic note — example 3
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Version

Referent in text

Note

Type of

representation

B&K

“bolas de hierba”
[balls of herbs] (p. 39)

“Para proteccién de enfermedades y males se colgaban bol-
sas de algoddn o seda en el Festival del Iris y del Crisantemo”
[For protection against illness and evils, they hung cotton or
silken bags on the Iris and Chrysanthemum Festival] (p. 170)

Familiarisation

R-F.

“una ‘bola d’herbes’ o
‘bastonets de llebre’ [a
“herbal ball” or “hare

sticks”] (p. 64)

“Galindaines que es regalaven per la festa dels Iris del cinque
mes i per ’Any Nou, i que duien bona sort i espantaven els
mals esperits” [Trinkets that were given as presents during
the Iris Festival in the fifth month and during the New Year.
They would bring good luck and ward away bad spirits.|

Familiarisation

Sato

“pelotitas de hierbas”
[small balls of herbs]

(p-47)

“durante el festival del Lirio en el Quinto mes, varios tipos de
hierbas eran atados en forma de pelotitas y metidas en bol-
sas de algoddn o de seda decoradas con flores y cuerdas [...]”
[during the Lily Festival in the fifth month, several types of
herbs were tied in the form of a little ball and putinto bags of
cotton or silk, which are decorated with flowers and strings]

Familiarisation

“bolas herbales o un
martillo de la Liebre
de Afio Nuevo” [herbal
balls or a New Year’s
Hare hammer] (p. 54)

“Kusudama y uzuchi, respectivamente” [“Kusudama and uzu-
chi, respectively”]

*If we look for those words in the appendix, we find a detai-
led explanation and a picture (p. 380, p. 390)

Familiarisation

Comments:

In this case, all the translations bring the source culture closer to the reader, hence we consider it to be familiarisation.
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Ethnographic note — example 4
. . Type of
Version Referentin text Note q
representation
“me pidid que untara la piedra con un poco de tinta” . C
B&K p 4 P . . p There is no note. Exoticisation
[he asked me to spread a bit of ink on the stone] (p. 42)
“em va demanar que preparés una mica de tinta” . ..
R-F. queprep . There is no note. Domestication
[She asked me to prepare some ink] (p.55-56)
. “vasija de pizarra para preparar la e
Sato “Suzuri” (p. 36) R ,J, P pata prep . Familiarisation
tinta” [slate vessel to prepare the ink]
“me pidi6 que moliera un poco de tinta” . e
A.C. . . There is no note. Exoticisation
[she asked me to grind some ink] (p.47)
Comments:

In the case of this word, only Sato’s version includes a note, which is considered to be familiarising. R-F.’s version is con-
sidered to be domesticating because his sentence allows the reader to understand what is happening, but he omits the
cultural reference. B&K and A. C. versions are seen as exoticising because they omit the reference to the specific object,
but their choice of words seems confusing. A reader without any knowledge about Japanese/Chinese calligraphy would
envisage a liquid for the “ink”, hence it would sound strange to “grind” it (A. C.), and without further explanation, why
they would want to spread ink on a stone remains a mystery (B&K).
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Ethnographic note — example 5

Type of

Version Referentin the text Note .
representation

“citara de siete cuer-
B&K das” [seven-string There is no note. Domestication
zither] (p. 45)

“Es tracta del koto sin, una de les dues varietats del koto xinés
(Paltre tenia tretze cordes), que es considerava especialment difi-
cil. El koto japonés 0 wagon només tenia sis cordes.” [This refers to
the koto sin, one of the two types of Chinese koto (the other one
had thirteen strings), which was considered especially difficult to
play. The Japanese koto or wagon had only six strings]

“el koto de set cordes”
R-F. [the seven-string koto]

(p-58)

Familiarisation

“Instrumento musical de cuerdas. Una especie de citara que se
Sato “koto” (p. 39) ejecuta horizontalmente” [Stringed musical instrument. A type Familiarisation
of zither thatis played horizontally]

There is no footnote, but an explanation is found in the appendix:
“Kin (£8). Instrumento (koto) de siete cuerdas y sin traste, proce-
dente de China” [Kin (25). Instrument (koto) with seven strings
and no fret, which comes from China] (p. 377)

“el kin de siete cuer-
A.C. das” [the seven-strin-
ged kin] (p. 49)

Familiarisation

Comments:

All the notes about this musical instrument are considered to be familiarising except for B&K’s version. They domesti-
cate the referent by using the name of a different instrument, only adding that it has seven strings, and there is no note.
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Ethnographic note — example 6

. Referent Type of
Version Note q
in the text representation

“Juego muy complicado traido de la China en el S. VIII. Se juega con pie-
dras blancas y negras y un tablero semejante al de ajedrez” [A very com-
plicated game brought from China in the 8th century. It is played with
black and white stones and has a board similar to a chess board]

B&K “g0” (p. 45) Exoticisation

“El go era un joc molt complicat d’origen xinés, introduit al Japé al segle
VIIL Es jugava mitjangant fitxes (anomenades “pedres”) damunt un tau-
R-F. “go” (p.59) ler de 361interseccions [...]” [Go was a very complicated game of Chinese ~ Exoticisation
origin, which was brought to Japan in the 8th century. It was played with
pieces (called “stones”) on a board with 361 intersections]

“Juego introducido en el s. VIII de China que emplea fichas negras y blan-
cas sobre un tablero con 361 intersecciones” [Game introduced in the 8th

Sato “go” (p. 40 . . . . . Familiarisation
8" (p- 40) century in China which has black and white pieces on a board with 361
intersections]
Thereis no footnote, but an explanation is found in the appendix: “Go, igo
(%).Juego de mesa en el cual fichas o ‘piedras’ blancas y negras se sitdan,
alternativamente, en las intersecciones de las lineas de un tablero [...]. Familiarisation/
A.C. “g0” (p.50)  Vdj: ‘cierto juego de muchas piedrecillas’ [Go, igo . Board game in ..
g0” (p-50) ) certo jueg v piedrect [ & =) 8 ! Exoticisation

which the black and white pieces or “stones” are placed, alternately, on
the intersections of the lines of the board [...]. Vdj: “a kind of game with a
lot of little stones”] (p. 373)

Comments:

All the translations offer a thorough explanation about the basic characteristics of the game, but B&K and R-F.’s edi-
tions exoticise it by adding a subjective impression (“a very complicated game”). The overlap in their descriptions
may be due to the fact that they may have drawn this opinion from their source text (Morris [Sei Shonagon, 1971]
includes the adjective “complicated” in his explanation of this game). The explanations by Sato and A. C. are familia-
rising, but A. C. also adds an exoticising element by citing the definition of an ancient dictionary, which has a childish
sound to it (“a kind of game with a lot of little stones”).




