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ABSTRACT

This article describes briefly the dominant translation approaches and reception trends of
English language translations of Japanese literature in the early post WWII period, and
analyses and positions, against these trends, the diverse approaches of some early
translations of modern Japanese free verse poetry.

The translational atmosphere of the times was largely set by the influence of Arthur
Waley and his successors. The dominant translation method espoused by this group
generally condoned accuracy while condemning literalism and asserting the creative
control of the translator.

The central clique of translator-scholars did not initially engage with modern Japanese
poetry, and thus the first book-length translations of individual poets came from the
periphery, notably from translators who were not experts in Japanese literature. Their
diverse approaches—interpretive, free, and source language oriented—showed both the
influence of the Waley method and the translators’ willingness to assert their own
creativity in new forms that challenged the authoritative approach to translation.
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IN THE SHADOW OF WALEYITES. AUTHORITY, CREATIVITY, AND THE TRANSLATION OF
M ODERN JAPANESE

INTRODUCTION

Arthur Waley (1889-1966) was a British scholar-slator of Chinese and Japanese literature who Harha
and lasting influence on the dissemination and \stofdthose literatures in the Westvaley was the first
Orientalist whose translations of Japanese liteeatnade an impact on the general reading publid, las
translation of Japan’s classic woBenji monogatariThe Tale of Gen)jj gained fame both inside and outside
of Japan. His achievement as a translator was guaied by an overwhelming aura of authority: thetpear
generation of translators looked up to him as théfather of East-Asian literary scholarship and aster
translator who had shown it was possible to makgardese literature the property of a general English
readership. In the first few decades following ter, this new generation of scholars helped tofoete and
spread the influence of what they understood tdMadey's translation approach. However, it was mst jhis
translation style that was influential. As | shoeldw, all Waley's publications were invested witlsteong air

of authority that he himself promoted, and thisaaof authority can be viewed as one aspect of pjiscach to
translation. Below | will describe some aspectshig influence, before introducing some early tfatigns of
modern Japanese poetry that exhibit both the infleef the dominant method of translation, andlanghess

to challenge it.

BECOMING THE AUTHORITY ON JAPANESE L ITERATURE

Waley began to teach himself to read Chinese gpandse at the age of twenty-four, when he was gmgdlby
the British Museum in 1913 to catalogue its oriertd collection. Several years later he publisisedte
translations of Chinese poetry, the first of hismauccessful publications. These early translatexhibited a
surprising degree of confidence. His prose was ioutade, his verse simple and modern while retairdang
certain poetical verbosity. Though self-taught, Iniguistic abilities were remarkallleand he was prepared to
correct his predecessors in translation on all twitheir inaccuracies, their lapses of taste, amalrt
inadequacy of form.

In his first publicationsOne Hundred and Seventy Chinese Poéh848)' andMore Translations from the
Chinesg(1919)) Waley gave selections from two millennia of Chingsese and provided bibliographical notes
on the accuracy of previous translations of Chinpeetry published in five languages. In 1919 he als
publishedJapanese Poetry: the Uta bilingual manual-like introduction to the 31-sylle tanka owaka His
self-confidence had moved up a notch, and in ttredaction toJapanese Poetryhe proceeded to dismiss the
flawed taste of his unfortunate predecessors itiysghrcastic tones. According to Waley, tiega-uta(choka

or long songs) of thianysshi collection (8 Century) were ‘an unsuccessful experimé&nand he could only
find three worth including in his book. Unable toldh his tongue there, he continued: ‘[b]ut the ous will find
263 of them translated in [F.V.] Dickinskapanese Text$" Frederick Victor Dickins (1838-1915), a doctor
and barrister, was one of the first English-languagnslators to work with Japanese literaturehia 19"
century. Another collection that he had translated.867, was the #3century anthologyHyakunin isshua
hundred verses by a hundred poets). It had alsp trasslated by Clay MacCauley in 1899, and by Mfitl
Porter in 1909. Waley took advantage of the faadismiss two more translators, stating that alttmitgvas
‘chiefly through translations of [..] thdyakuninisshuthat Japanese poetry [was] known to English nesatie
the Hyakunin isshuvas not by any means worthy of translation, afisplayed ‘the least pleasing features of
Japanese poetr{’. Japanese poetry, in fact, was not worth tramgjadit all, since it could ‘only be rightly
enjoyed in the original”’ Waley's translations idapanese Poetryere thus intended merely to ‘facilitate the
study of the Japanese teXtdnd as well as the transliterated source textsdieded a seven-page introduction
to the grammar and an eight-page vocabulary list.

Having corrected a good portion of his predecesséfsley then moved onto something more worthy of
translation, namely the Japanese plays, which had already been translated by Effesbllosa (1853-1908),
an enthusiast of Japanese arts and letters, apteaday Ezra Pound (1885-1972), the modernist wbet used
the Chinese ideogram and the medium of translationfuse energy into the modernisation of Engpisietry>"
Having the advantage of knowledge of the Japarssgubhge, Waley could claim accuracy in hie N Plays

of Japan(1921), as opposed to the Fenollosa/Pound verSignsblished in 1916, which he referred to in his
book as ‘fragmentary and inaccuraté’Basil Hall Chamberlain (1850-1935), a Victoriarhslar of Japanese
literature who was one of Waley's few predecesduas, also published translations of the iN 1880, which

Waley dismissed as ‘rhymed paraphragés.’

42



Waley's tendency to dismiss the work of previowmnsiators was most notable in fAise Pillow Book of Sei
Shonagon(1928), where he was able to write off severalhef temaining European translators who had so far
escaped his criticism:

Short extracts from th@illow-Book will be found in Aston’sJapanese Literatur¢1899), Florenz's
Geschichte der Jap. Litteratuf@906), and Revon’Anthologie de la Litterature Japonai§€910). [..] |
have avoided what has been translated before,mptinciple, but because it seemed to me thathen t
whole, the least interesting passages had beeerfibs

The tone in all these publications is that of oueelning confidence: a confidence in his own aleifitand taste,
and in his ability to judge the achievements ofeosh" Of course, Waley's self-assurance was not without
reason. He achieved a level of fluency in term$isfability to read both the classical Japanesectamssical
Chinese languages that is still considered reméeRdb This linguistic ability allowed him to sense, wher
other Western scholars did not, the value of MdaSaikibu’s Genji monogatari{The Tale of Genjiand the
pleasure it could bring to modern English readerd925, he published the first volume of his ttatien of the
Genji monogatati The remaining five volumes were published in 190827, 1928, 1932 and 1933. In terms of
its impact on translators and scholars of Japaliesature, Waley'sGenji was arguably the most influential
publication of the twentieth centur§he Tale of Genjivas not only well received by students of Japash an
Japanese literature, but was also widely read bygeimeral public as a genuine English nd¥eReviewers
were quick to praise Waley's prose, his taste,tdadbility to bring Murasaki’'s novel to life. Whilthe English
literary world proclaimedMurasaki Shikibuas one of the great novelists, Waley’s translatiand Waley
himself—also achieved fame in Japan. The Japarmazgnent invited him to Japan several tirffemnd apart
from countless studies of hizenji by Japanese scholars, a book-length biographyaéyhas been published
in Japanes&, and his translation ofhe Tale ofGenji has recently been retranslated into Japanesdirshe
volume of which was published in September 2008.

The success of hiBhe Tale of Genjand other translations was solid proof of Walegifts. We must thus take
into account these achievements when we consiéedeblarative, dismissive tone that figures promilyein
his comments on other people’s translations. Indees position of authority bestowed upon him bss$elf,
his contemporaries, and later by the post-war gdiuer of translator-scholaf®, should be attributed to several
things at once: his linguistic and literary abdij the success of his translations, and his imensef-
confidence.

TRANSLATION PRINCIPLES

Nowhere is Waley's self-confidence more evidenttimahis essay ‘Notes on Translation’, which wablzied

in Atlantic Monthly in 1958V In this essay he discusses several principleshtaadhered to in his own
translations, including: being faithful by avoididigeral translation; the occasional necessity katberation;
using natural English for dialogue; the importanéehythm; accuracy; and the choice of texts. lscdssing
these points, he compares passages from somelmblienslations of Asian literature with his owgrsions,
and in every case it is Waley that comes out onTbe only translator seemingly worthy of his peaigrns out
to be Lin Shu, a 1 century scholar who translated Charles Dickens oiéassical Chinese. In the closing
statement, Waley writes:

| have found fault with a good many other peoptegisiations and in some cases have implied that |
preferred my own. But | think it is natural thatyane should prefer his own translations. After hd,
has made them to the measure of his own tastesemsibilities, and it is as natural that he shquédfer
them to other people’s as it is that he shouldgrf walk in his own shoé%!

Most interesting in this essay is the suggestianithis possible and even acceptable for a tréinsléo improve
upon the original. Waley does not state this obtri@on the contrary, in response to Sam HoustorclBso
concise translation of a passage in tliephy Sotoba Komachihe exclaims: ‘I felt at once that my translation
was hopelessly overladen and wordy and that ittife a quite unwarrantable way to improve upon the
original.”"' However, he goes on to state that he is not &ifial with Brock’s version, while his own version
is ‘not bad verse™" The conclusion is left ambiguous. He has not elyticondemned the idea of trying to
improve on the source text, and he has suggestsaimany words that he may have done exactly that.

The idea that a translation can be better tharstluece text is a controversial one. On the one hthede is

Walter Benjamin’s concept of the ‘afterlife’ of tleeiginal," and George Steiner’s suggestion that, ‘[w]here it
surpasses the original, the real translation intfleas the source text possesses potentialities)egital reserves

43



as yet unrealized by itself™ On the other hand, some translators warn agaijisgtto improve on an original
text, calling it irresponsible and misleadif{.

Several scholars have suggested that Waley's &tmislof theGenji monogatarimproved on the original text,
but their statements unfortunately echo a lingcédly colonialist posture. For example, the Japartéstorian
George B. Sansom (1883-1965) made the followingraent in 1931 on the success of Wale@saniji: [i]s it
ungrateful to add that perhaps it does more thaticgi to the original—not because of any short-cg®iin
Murasaki, but because modern English is incompwgrebher, stronger, more various and supple thaiatie
Japanese?? Japanese literary scholar Donald Keene (1922-plsasclaimed that the richness of the English
language ‘sometimes makes it feasible for a tramslactually to improve on the origindl™" Referring to
Waley's translation of th&enji monogatati he states, ‘I for one in going from the translatback to the
original miss something’, and suggests that thesaeas because ‘twentieth-century English has atgre
variety of nuances of meaning than the Japaneaknafst a thousand years ad8"

The possibility that Waley had improved on the wrdd) Genji was even suggested by the Japanese
novelist/critic Masamune Hakugt{1879-1962). Writing in 1938, Hakuglasserted that although he had read—
or attempted to read—th@enji several times, it was not until he read Waleyamsiation that he developed a
genuine interest in the stof§fY Furthermore, he stated that he found the origioglas interesting as Waley’s
translation, and that he preferred Waley's versimtause it was sharper and crisper than the swirlin
original® Of course, behind this idea of improving the aradithrough translation, lies the notion of the
translator as creative artist, an interesting motichich needs to be considered in light of its tiefa to
translation attitudes towards literal accuracy smdrce language oriented approaches.

TRANSLATION AND CREATIVITY

This notion of translation ‘improving’ on a sourdext is often linked to ‘freedom’ and ‘creativityh
translation, and a disdain for ‘literal’ translaticAs the acknowledged Western authority on Jagalitesature,
one particular attitude that Waley transmittedhi®e immediate post-war generation of translators ezge mpt
for the vague notion of literal translation. A tséation should be as readable as possible, andliitss was
often the enemy. As Donald Keene puts it, the taosis ‘entitled to resort to every legitimate ans at his
disposal in order keep the work he is translatmgiediate and alive™"' In some cases, this meant cutting; in
others, it meant elaboration. Close reading of Walé&enji by a new generation of scholars had shown
remarkable discrepancies with the original. A whadbapter had been cut, and elaboration was ramyéaiey
cut or abbreviated descriptions of clothes andalituThere seemed to be more words, more adjectines
Waley's version. He had claimed that it was neagsgadepart from the literal meaning in order tmeey the
mood or feeling of a work, and the post-war traimskgenerally agreed, although some of them le&umider
towards literal accuracy and further away from Watelater years. Edward Seidensticker (1921-206 of
the most respected post-war translators of Japditessure, is one of these, and he spent a dedautgy his
own translation offhe Tale of Genj{1976), which he claimed was complete, accuratd,rore faithful to the
rhythm of the original®™" Yet in his early years as a translator, Seideketi@admitted to being under the
strong influence of Waley who, he claimed, ‘haserewinded a bit of timming here, a bit of paddthgre, to
make his originals more coherent and pung&fit"’

Some have linked this role of the translator whts,cpads, or improves with the concept of literarginality

and creativity. For example, in an appraisal of &yal translation skills, translator Ivan Morris gB31976)
asserted that Waley ‘possessed the literary taitat true imaginative artist?™ It is significant that Morris
associated this creative ability with a fluent wgf style. Morris stated that Waley’s translati@mveyed the
meaning flulently in ‘plain, spontaneous Englishtisat after a few pages one entirely forgets oneasling a
translation.*

The recognition of Waley’s creative input into fianslations was nothing new. Even the early resiefilhe
Tale of Genjitended to give as much attention to Waley as toa¥aki Shikibu. One reviewer of the second
volume wrote, ‘one realizes how much of the arthef narrative in its present form is due to thegtator.*" In

the post-war years, the recognition of this ‘cnegtirole in the translation process was generatigdd with
literary quality and with a fluent, anti-literalisapproach. While Waley'&enji may be cited as an example of
the successful employment of such an approach,-vpasttranslators such as Donald Keene, Edward
Seidensticker, and Ivan Morris were all under tlired influence of Waley, particularly in their foative
years. It was Waley's translations that had fitttaated these three scholars to Japanese literana hence
decided their future careers, and his creative;liberal approach would naturally exert a stronfjuence on
their translational practices. The basic stancthe$e translators in the early post-war years fisnsed up by
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Morris, who stated that suggesting the ‘artisti@lgy’ of the source text ‘demands a free, creatiyge of
translation, involving a readiness to depart, wheraecessary, from the original wording, consiargtand
: lii
imagery.®

AUTHORITY AND TRANSLATION

The degree to which the fluent, non-literal applo&@ad come to be seen as the authoritative modsel wa
demonstrated in 1964 when Joyce Ackroyd of the ralian National University (and later of the Unisiy of
Queensland) wrote an article titled ‘Can Japanes@&ranslated?’, which protested against this amrd4 In
the article, Ackroyd compared passages from trépos& by Morris, Seidensticker, and Waley, witreddl
versions she had done herself, in order to showdiderepancies with the original texts. She asddftat the
dominant method of translation among translatordapfanese literature was concerned only ‘with késdrto
the reader, that is with making the translatioreasy and familiar as possib&”’ She went on to suggest that
this free and familiarising translation practicesnta a degree inherited from Waley, whdsee Tale of Genji
took ‘[g]ross departures from the text’ on everg@a™ Ackroyd concluded that it was possible to achieeth

a readable and literally accurate version of a,tard thus the method by which the dominant tramsa
occasionally sacrificed literal accuracy for reaitighbwas irresponsible.

Ackroyd’s article was provocative enough to elait angry response from Donald Keene, which wasighed
in The Journal-Newsletter of the Association of Teachefslapanes&"' The indignant tone of Keene's
response seemed prompted by a certain loyalty tisvais colleagues—Ackroyd’s article was essentiatly
attack on the professional practices of Keene amddileagues—and his answer to Ackroyd’s contestivas
that if a source text exhibited a naturalness gfression, the translation should also do so, irrtd give a
‘true equivalent of the original tex®' And this could often be achieved only if small shes were made to the
text. Keene’'s understanding of translation exhibite his reply coincides considerably with translattheorist
Eugene Nida's ‘principle of equivalent effect’ ahi$ strategy of ‘dynamic equivalence’ whereby agtation
should have the same effect on its reader as theesdext had on the original receptors. For N&lach an
approach required a naturalness of expres&ibn.

In a final reply to Keene, printed a year laterTihe Journal-Newsletter of the Association of Teexlod
JapanesgAckroyd reiterated her claim that the literal mieg, the word choice, the progression of ideas and
even the word-order of the original text are siigaifit features which do not necessarily have taltered in
order to produce a translation that reads natur8te concluded her reply by arguing that trarstatiproduced

by the dominant group of Japanese literature taamsl should not be above reproach, and that thstigning

of their theory of translation is a natural outconfi¢he ‘desire to see scholarship advarite.’

If the Ackroyd-Keene dispute shows anything, ithisw entrenched the dominant style of translatiod ha
become in the post-war institution of Japanesealitestudies. Of course, one must consider theskator's
intentions for his or her text in understanding Ke&fe and Ackroyd’s arguments. Ackroyd leaned moweatrds
the historical side of literary scholarship, andunally felt a greater responsibility for literat@racy. Keene,
on the other hand, has spent the greater portidnsdife exporting Japanese literature to the Westen for
the reader who is not a specialist—and thus leémedrds the importance of the functionality of theget text
and accessibility in his translation approach.

M ODERN JAPANESE POETRY

One notable trend among the central group of sciidaslators in the post-war decades was a relativ
disregard for modern Japanese free verse poetiy.témpting to attribute this trend somewhat toléy/'s
influence—the Waley who never once traveled to Aaial the Waley who rarely ventured past the preemno

in his reading or translation. In his assertiort thgpanese poetry ‘can only be rightly enjoyechi eriginal,’
Waley may have been referring specifically to triadal forms, but his failure to make a distinctibatween
modern and traditional forms in this statementdatis that for him, modern Japanese poetry digxist.

However, it is principally in the post-war yearstlihe disinterest of Western scholars in modepadese free
verse becomes notable. Although Keene would latex g fine account of the development of the modern
poetry in his book.andscapes and Portraitshis earlier attitude was rather disparaging. Bameple, in his
Japanese Literature: an Introduction for Westerraéas(1955), Keene limits his discussion of modern poet
to only one pag8. Furthermore, in his landmark antholollpdern Japanese Literatur@956), Keene claims
the modern poetry is ‘curiously lacking in subseiit and displays a lack of ‘concern with intellectual
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matters.” This ‘poverty” among modern poets is apparently related to thesak with the traditions of
Japanese literature, but also to their lack of Kedge of western poetry:

A Japanese poet is unlikely to think of quoting @aif he did, the quotation as such would hawéelit
meaning to most readers. Japanese modern poetly tienns to be bounded by the translatable parts of
foreign poetry: the decadence of Rimbaud withost diertones, the gloom of T.S. Eliot without his

Ivi

sense of tradition, the fantasy of Max Jacob withosi religion:

Modern Japanese poets thus remained for the mostuptaanslated into English, apart from selectioms
several anthologies, including Keen&/kodern Japanese Literature/et the unique qualities of the modern
poets were being discovered even by people who werexperts in Japanese literature. In the ea®B04§,
American poet Gary Snyder (1930-) began translgtiogms by Miyazawa Kenji (1895-1933), which would
eventually be published as part of his own boolpa@étry, The Back Countryin 1968"" Cid Corman (1924-
2004), another American poet, teamed up with schtdanaike Susumu to translate poems by Kusano 8hinp
(1903-1988), which were published in 1989.Graeme Wilson, a British civil servant and aviatiexpert,
began translating Hagiwara Sakét§1886-1942) in the mid 1960s, publishing poemshirty-eight different
journals before his translations were publishebdak form in 1969

Each of these translators took a different apprdadhe translation process. Gary Snyder took &rpnetive
approach to Miyazawa Kenji's poetry, throwing higrointerpretations onto some ambiguous—and non-
ambiguous—lines of Kenji's. Since Snyder’s translations appear in his own rgoepllection, his
interpretations of Kenji have significance not ofdy Kenji's poetry, but also for Snyder’'s own pgetWe are
forced to consider that Snyder has deliberatelyipudaited the texts in the interests of his persqradtic
statement and his Buddhist philosophy that diffieesn Kenji's. Absorbed into the thematic movemeifiit o
Snyder’s collection, the translations are subjectdw rules, and take on new meanings.

Graeme Wilson's translations of Sakatdook the creative role of the translator to théreme, resulting in
poems that only vaguely resemble Salaitaoriginals. Wilson inserted whole lines and imagleat were not in
the source texts, and added poetic effects suchyase and alliteration. In a review of Wilson’srisdations of
Sakutad, Ivan Morris recognized the quality of Wilson's pgetbut expressed reservations in regards to his
extreme creative approach. Interestingly, Morrisienthe following comment: ‘[i]t is only a scholaogt with

the overwhelming linguistic command of an Arthur l§awho can permit himself to take such libertieishw
the text; and at times even Waley went too far.’

But it was Cid Corman and Kamaike Susumiutg)s &. others: poems by Kusano Shimpeiven the unusual
punctuation in the title indicates the translatgiglyful approach to language and their unwillinggé bend to
convention—that presented the greatest challengket@lominant translation method. Corman and Kaesik
translations show an inconsistent approach to dbece text syntax, occasionally free, more oftesrdil, but it
is an approach which often attempts to suggedifference of the source language through its réypetion of
line and word order and through its abusive syitgutterns that can be traced back to the distimd¢eatures
of Kusano’'s language. Corman and Kamaike also &aoson-interpretive translational approach by gieiy
to insert pronouns, articles, and subjects in &hget text where there are none in the sourcedggt) if English
would normally demand them in the interests ofilaand grammaticality. A typical example can bersén
the following translation of ‘Kaeru’ (‘frog’):

g, dream.
LB T A beyond mountain horizon.
. back.

Hrhd vy
D FEHB knows pitfall of heaven.
(Mo YT, ) (ves. absolutely’'

In the translation, the ellipsis of normal Englgimtax both respects and ignores the patternseafdahbrce text.
This is partly necessitated by the non-interpretipproach. ‘[D]Jream beyond mountain horizon’ does meet
the requirements of English grammar, even if wegima ‘dream’ as an imperative verb, while the orai
yume wa sangaku no teppen o keeot syntactically deviarfit Yet to furnish the sentence with articles or
possessive pronouns would be to provide an intextwe of the text. Depending on the placementhefse
elements, the statement could refer to the dredrisgs, the dream of a single frog, or dreamsenagal. D. J.
Enright and Ninomiya Takamichi's version reads muaéurally:

46



Your dream

Is beyond the horizon of peaks;
Your back

Is a trap for the heavens...

(Yes, that's right§"

The inclusion of second-person possessive pronorgates a narrator who is addressing an actualdran
abstract frog. Enright and Ninomiya'’s interpretatis not a big leap. It draws on information pr@ddin the
source text, such as the different scrifigtakanaas opposed t&anji and hiragana—used in the final line,
which poses the possibility of there being two ididt speakers: the addressor and the addresseetwbhe
different scripts also suggest that the two spesaiez entirely different creatures. It is not mfiatther a jump
to assume that the addressee who resploaid® desuor ‘[y]es, that's right’ in the final line is adg croaking
his assent with the first speaker’s statement.

The difference between these two translations mighexpressive of the distinction between inteipeeand
non-interpretive translation approaches. Cormankandaike’s translations of Kusano often seek tainethe
ambiguity inherent in the source text and souroguage, even at the cost of clarity and a lossifofrmation
implied or provided explicitly by the source t&%.Their approach also exhibits a strong elliptieidency,
which occasionally emulates the ellipsis and byewit the source text, but which is more represergadf a
common strain in modern poetry that can be traeet bo the imagist poets and beyond.

Another challenging aspect &fogs &. others.was simply its text selection, which presentedeaegous
selection of Kusano’s frog poems with their unuspahctuation, wordplay, sound play, onomatopoeia a
visual elements. It is no exaggeration to say tiahing like this had been seen before in trarmtatiof
Japanese literature:

(-]

killifish glitteringly splash.
innumerable fireflies streaming mingle.

li li- lililu lililu liffuffuffuff’
Ii li- lililu lililu liffuffuffuff’

lilinf fkenk’
fkenk’ kekekke
kekukku kekukku kensalili-olu
kekukku kekukku kensalili-olu
biida-lala biida-lala
binbin begank’
biida-lala biida-lala
binbin begank’
begank’ begank’ gaggaga-lili-ki
begank’ begank’ gaggaga-lili-ki
[-]
gamb’yan gamb’yan
our dream.
color of dawn.
our song.
gamb’yan gamb’yan

gyawalot'gyawalot'gyawa-lololololi(t)
gyawalot'gyawalot'gyawa-lololololi(t)
gyawalot'gyawalot’gyawa-lololololi(t)

[. i ] Ixvii

Read against the dominant trends of translationslagfanese literature as described above, Corman and
Kamaike’'s versions of Kusano Shinpei's poems staotl as an assertive and challenging statement on
translation. Of course there are other factorsithagt be taken into account in this viewpoint. Fstance, the
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dominant group of literary translators worked iffefient genres, primarily in classical texts andderm novels,
and obviously had different intentions and marlaicerns. Nevertheless, even when read in compawitbn
previous anthologies of Japanese poetry in traoalatmany of which had tended towards the fluentspic,
and nondescript—Corman and Kamaike's approach gfesting the difference of source text syntax and
asserting the significance of sound effect, redliltetranslations that are boldly foreignisit{t) in a receiving
culture that emphasised equivalent effect and fiyeffhe translational approaches taken by Snyddrign
Wilson, which exemplified interpretive and creatsteategies, also stand out, and the three appeedoether
anticipate issues in the translation of modern depa free verse that can be traced in the worlatefr |
translators of modern Japanese poétty.
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