FHBBER FAE — AR - 47 20223 81-98

How Romance Translators Write Themselves
and Their Readers into Afterwords

Isabelle Bilodeau

Key Words : translator afterwords, romance novels, paratextual writing

Introduction

To ensure the positive reception of translated books, which hail from distant
cultures and languages, publishers pay particular attention to how translated books are
framed. The paratext, “a consciously crafter threshold for a text which has the potential to
influence the way(s) in which the text is received” (Batchelor 142), can engage with readers’
expectations to make a book attractive and to guide how it is read. While some publishing
cultures play down the fact of translation in this regard (see for example Norberg, and
McRae), in Japanese publishing translators feature eminently in the paratext, particularly as
authors of yakusha atogaki (translator afterwords).

Commonly found in translated books regardless of genre, yakusha atogaks is a
flexible text type that can perform a wide range of functions. The most significant factor in
what functions it performs is the translators’ agency in choosing what and how to write.
This ranges along a spectrum, from translators following the atogaks “formula” and
presenting informative but impersonal content, to placing their own persona at the center of
the text as interested, storied characters. Another important factor is the genre of the book
to which the paratext belongs, whether this is “capital-L Literature” (Carter 431) or one of
the many genres of fiction and non-fiction. The “romance novel,” generally considered one of
the most lowbrow genres, is counterintuitively one of the most likely to contain a translator
afterword in Japanese translation. As such, it begs to be examined from the point of view of
translator’s agency, particularly to find out how Japanese translators of romance novels
engage with their readers through writing yakusha atogaki.

Romance novels are frequently derided for their formulaic plots, stock characters,
and similarity to each other. Strict publisher guidelines of pre-set lengths and “key” plot
elements are indeed at the core of one type of romance publication known as “series” or
“category” romances. These are brief novels in numbered series with a short shelf life,
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“bodice rippers” that infamously line the shelves at supermarket registers’. However, the
longer works known as “one-off” or “mainstream” romance novels draw closer to the
middlebrow genre of “women’s fiction,” though its writers are nevertheless expected to
provide a central romantic conflict resolved in a “satisfactory” manner®. Defenders of the
broadly-viewed genre of romance claim it is unfairly devalued even with respect to other
lowbrow genres such as detective or science-fiction for the reason that it is “written by
women, for women, about women, and portrays the unashamed positive realisation of female
desire” (Love Between the Covers). To this may be added the fact that its translators are
also women, at least in name®. Gendered and restricted networks characterize the production
and consumption of romance. This becomes important when examining how translators
interact with this readership in their paratextual writing.

In this exploratory survey, I examine extracts from a sample of translator
afterwords for romance novels. By gathering information about the ways in which
translators integrate the sender (themselves) and receiver (their imagined readers) into their
writing, I hope to gain a clearer picture of the functions performed in this textual genre.
How translators interact with their readers (interactive function) and act as promoters
(promotional function) are of particular interest for the romance genre with its preset female
production and consumption networks. Below, I describe the sample of afterwords and how
it was collected. Then, from a few of its texts, I examine points at which translators “write”
themselves and their readers into their text: addressing readers with stock phrases;
representing readers by asking questions, voicing reactions, and giving advice; and
representing themselves in connection with the book, as fellow romance readers, and in
parallel experiences.

Sample

Examples 2 to 22 in this paper are from the afterwords to 18 novels, which are part
of a larger sample containing all romance novels in the paperback foreign literature section
at a public library in Nagoya, Japan®’. The books were identified as romance novels based on
cover designs, titles, and publisher’s imprint’. Using a preexisting population, that is, books
selected without regard for this study by professional librarians for a general audience of
library users, had the advantage of granting the researcher direct, physical access to a wide
range of titles, writers, translators, and publishers/imprints. The resulting sample contains
books from all publishers described as dealing in “romance” in an industry publication (“Hon’
yakusho o tegakeru shuppansha risuto zen 40 sha”), and 14 of the 16 publishers of romance
novels listed by the Japanese fan review site Romance-Hills.com; in other words, it suitably

represents the range of Japanese romance publishers and imprints.
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The sample was designed to include only the library’s “mainstream” romance novels
(including crossover genres such as romance-suspense and romance-horror), and not
“category” romances, one of the few types of translated literature in Japan to rarely contain
translator afterwords (Bilodeau “Discursive Visibility” 11-12). In the library, category
romances were readily identifiable as they were stacked separately from mainstream
paperbacks.

The proportion of books in the sample containing translator-authored paratext was
97 per cent—decisively higher than in Japanese translated literature as a whole, where a
survey including other literary genres (literary fiction, thrillers, mystery, science-fiction,
romance, and others) found a proportion around 70 per cent (Bilodeau “Literary translators
as peritextual authors” 104). This itself denoted much higher frequency than in European
and American contexts, where rates tend to be closer to 20 per cent in classics and literary
fiction, and presumably drop even more steeply in the “commercial” genres, although these
have not been systematically surveyed. In the Japanese context, higher frequency in
romance novels suggests that romance afterwords have strong, stable functions that are
valued by production agents, that is, translators, editors, and publishers.

Stock phrases

First, I examine the use of the conventional set phrases that can serve as
convenient openings and closings for translator afterwords. Presentational statements are
found in openings, while apologies, announcements and invitations can appear in both the
initial and closing position of texts.

a. Presentational statements

Yakusha atogaki frequently open with a stock sentence that can be termed a
“presentational statement” as it presents the book by naming it. The following, from outside
the sample in this study (Bilodeau “Literary translators as peritextual authors”), exemplifies
its simplest form:

Example 1

AL, Chenjerai Hove, Shadows, (Baobab Books: Harare, 1991) O#IFRT» 5,
The present book is a translation of Chenjerai Hove, Shadows, (Baobab Books:
Harare, 1991°. (Fukushima 231)

This opening signals factuality and accountability, whether to the source material
or to readers. Spare and impersonal wording frames exact bibliographical information in the
source language, showing an effort to situate the work outside the target culture distant
from the readers of the translation. This is a case of a “highbrow” literary work with the

translation and the afterword penned by a university professor. When dealing with the
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lowbrow romance genre, translators tend to use the formula more flexibly, as the following
examples from the romance sample show.
Example 2
AKEEF (I FFA -7 =F) YY=XO=MEH, BifE0 7 ) 27 Y F NS 4
Rtk Z—HoOWiEETT,
This book, the third installment in the “Midnight Breed” series, is the story of [what
happened in] February, four months after the Crimson incident in the previous
book. (Ichinose 424)

Example 2 uses the impersonal opening seen above, Honsho wa [The present book],
but de-emphasizes the translation aspect, characterizing the book as a “story of...” (...no
monogatari desu) instead of a “translation of.” It gives no source language information,
instead situating the book numerically in a series named in Japanese and refers to narrative
content and a fictional timeline (“four months after the Crimson incident”) known to readers
of the series. It focuses on briefing readers of the series, who are already-engaged, target-
culture receivers.

Example 3

FBI ) — X, A6 [%)% (J5E “Double Take”)] ZBMIFLE 3,

I bring you Gen'ei [Phantom] (Original title Double Take), the 8" installment in the
“FBI” series. (Hayashi 529)

In example 3, the impersonal sentence opening Honsho wa... is replaced by the
sentence-end phrase o-todoke shimasu |[literally: (I) bring (you)]. This phrase implies a sender
and a receiver, thus announcing a more personal tone for the text. Like example 1, example
3 provides the title in the source language, but also features the translated title; yet, as in
example 2, the series and the book’s place in it are used to situate readers.

Example 4

A CTHERNEEZREY) LT AT VDL ML HART 2 —, TVT - T7
Voo [FFRF20LHEPNT] 2BMIFLET |

I bring you Hold Me in the Texas Night |original title: Down in Texas] by Delilah
Devlin, making her Japan debut like a fiery cowgirl taming a wild horse at a rodeol
(Kimura 7 % 2 DHIZHA T 358)

While the previous statements gave information, example 4 extends to expressive
and promotional functions. Writer, translated title, and the fact of the writer’'s Japanese
debut fulfill the informational function characteristic of presentational statements. Added to
this is the “Japan debut”, akin to the “series” statements in examples 2 and 3 as it situates

the author for knowledgeable readers. The characterization as “a fiery cowgirl taming a wild
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horse at a rodeo!” not only plays up the subgenre (Western, or cowboy romance) to which
the novel belongs, it also communicates the translator’s avowed enthusiasm through an
exuberant metaphor and the use of an exclamation mark. Finally, the choice of the standard
o-todoke shimasu phrase asserts the translator’s intent to connect with readers. This
magnified use of the presentational statement shows how yakusha atogaki authors can play
with standard forms.

The four examples above show the range of presentational statements, from
unadorned, impersonal sentences to expressive exclamations in which a translator personally
endorses a book. The constants are the informational function and the use of formula; the
variables, the degree to which the presence of a sender and receivers is asserted.

b. Apologies

In books belonging to a series or written by a popular novelist, afterwords appear
to frequently include an apology about publication delays. In an opening sentence, apologies
may employ substantive phrases that also function as greetings, as in example 5.

Example 5

BREHLELA IR —F - YRV XF [FHok L] ok, [HEok] 25
JlFLE9,

Sorry to have kept you waiting! I bring you 7he Golden Door, the second part of
The Bronze Horseman by Paullina Simons. (Tominaga 321)

Example 5, from the final volume of a two-part, four-volume novel, uses the standard
formula o-matase shimashita (lit.: [I] made [you] wait) as its opening, preceding the o-todoke
shimasu presentational statement. The translator’s reference to “making the reader wait” is
purely formal and its actual function is as greeting, rather than apology’. Nevertheless, the
choice of this apologetic greeting conveys the translator’s emotional responsibility toward
readers. The exclamation point, a rather strong accent for the phrase, draws the translator
even closer to the reader.

In a closing paragraph, the apology may be elaborated with stock phrases that
reinforced with personal information expressing heartfelt accountability to readers.

Example 6

KELDS, [OZR0LMER] 2O ZFLUEOBRANRNTLE o722 & &2 %EL
BREOP L7, IR E ZNDIRE B4 & LI E H 72720 K AP T2 S 5
Rl ERE, FAHEE T L s TLLES o BB OERIT, L SEHZHL L
FEd,

To finish, I want to deeply apologize for the two years that have elapsed since A

Quiet Smile. To [publisher] Futami Shobo, which watched warmly over my slow
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progress during my maternity leave and after, and to all the readers who kindly
picked it up, I express heartfelt gratitude. (Yamada 528)

Example 6, situated at the end of its yakusha atogakis, functions as a full apology. It
is integrated with an acknowledgment, thanking publisher and readers, but while the
acknowledgment is routine (using the stock phrase kokoro kara kansha o moshiagemasu |lit.:
(I) offer thanks from the heart]), the apology goes beyond mere formality. It is fleshed out
with substantive detail: the amount of time (two years), the title of the preceding book in the
series, and the reason for the delay (maternity leave and child raising). Such fullness signals
a sense of emotional responsibility toward readers, invoked as valued customers whose
expectations are acknowledged as influent in scheduling the publication.

As the two examples above indicate, apologies can be packed with implications:
conveying an emotional responsibility toward receivers/readers; acknowledging readers as
valued customers whose needs must be considered; and signaling the translator’s agency in
relation to the book’s development. Both examples also show apologies conveniently hinting
at the popularity of a series or writer with prior readers, staged as impatient, eager, and
waiting, thus appealing to potential readers. In this way, apologies in afterwords implicate
both the translator and the reader as subjects in the production of the book.

c. Invitations

In addition to the urging implicit in mentioning a book’s series, translators in
afterwords may openly invite readers to engage with other books in a series or to read more
works by the same writer. Such invitations are often phrased together with an
announcement of publishing schedule and located at the end of the text.

Example 7

BT TV NI AHEHFLTIE, 74 V= ) = ZMWKRFRFAT L T FE
Thro, EIDUEEZLLSTEOD, Pl BELVEE 0,

At Random House, they plan to release serial translations of the “Crazy” series.
Please build up your expectations while waiting for the new books. (Ikeda & DE D
KA 507)

In example 7, the translator announces the publisher’s plans for the series (of which
this book is the first installment), and prods readers to stay tuned. The translator both
names and speaks for the publisher (“At Random House, they plan to”). She stays silent on
the fact that she herself will not translate the future books—two different translators
completed the series—but makes herself an agent of promotion in spite of this.

Example 8
—HLRLABFRIES IHIRFEFIPARTY T TOT, THFCZS v,
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I too will do my best to see that it [the next book] reaches you as soon as possible,
so keep an eye out for it. (Kato B g A2 L 7 111 434)

In example 8, the translator’s promise is contrastingly personal. The time factor
frequently evoked in apologies features here too, implying demand and evoking eager
readers to whom the translator holds herself accountable. As promotional acts directed at
future publications, these invitations to read future books evoke the potential reader as
demanding customer.

Translators’ invitations in yakusha atogaki may also be directed at their own
featured book, as in example 9.

Example 9

Tk, brotRBELMROBEHZ, EARZDTr)—L s L ril, @EHIEHEE
EELGPLELATO 2T NEENTT,

T'll be glad if your hearts flutter with excitement as you enjoy following the heroine
Kerry into this story’s slightly strange world. (Takata 488)

This closing sentence recaps characteristics of the book which the translator
described in the text (“a slightly strange world” refers to supernatural elements in the story;
“hearts flutter with excitement” to the suspense elements of the romance). /tadakereba
sarwar desu [I'll be glad if] is a standard formula to close a communication. Here, it invites
readers to enjoy the book specifically through identifying with the heroine.

In the presentational statements, apologies, and invitations seen above, translators
put their awareness of readers’ needs on display. Romance afterword writers seem to lean
towards using a personal tone, visible for example in the systematic use of o-fodoke shimasu
in presentational statements instead of the alternative, impersonal formula Honsho wa. The
abundance of direct address is often linked to a series format, common in romance
publishing, and romance translators court returning readers.

Writing readers into the text

The statements examined above are directed at readers but remain focused on
communicating the translator’s intention. Translators also take frequent opportunities to
portray and “stage” an imagined reader in afterwords by asking question, voicing readers’
reactions, and proffering advice.

a. Opening questions

Questions asked in the paratext of a published book obviously cannot command a
response, unless the translator were to ask readers to write in their responses in a separate
medium such as a website or a postcard; such a request for dialogue has yet to be found in

the sample. Rather, questions are used for effect as “hooks” in openings, to direct receivers
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Example 10
HRTZFEABRNERBELI20TI D
What kind of person do you want to marry?” (Kimura % & 15 2k D #5545 509)

Example 10 is a one-sentence opening paragraph that evokes the book’s main plot
point. As a seeming discussion opener, the question sets the stage for readers to identify
with the heroine. The direct appeal to the reader with anata wa [you] as sentence topic and
an interrogation about the reader's desires is notable. This “hook” is somewhat deceptive, as
the translator goes on to a plot summary in which the heroine’s dilemma is the topic, rather
than continuing to discuss the question to readers.

Example 11

bLy HGEHPEITANEICSINTWDE LS, EARBECEFISRTIELWE
BnwFEFT?2EMRELOED L, EZFTEY ITTIANNREIDRNCOH LY ?
ETNLDFWKTEAT LM ED SO E, A — Moz STHEIROE » H 72
ZeERUICEIHFY, AGOFNEENTHL LS BICRALLI) ETHETRE
%

If you were taken hostage, what kind of man would you want to come to your
rescue? A tough and wild yet reliable daredevil? An intellectual who cooks up a
plan to take down the enemy in a game of wits? Or an adorable romantic so in love
he rushes in to save you, forgetting his limitations? (Sakamoto 5% z % i D2
277)

Example 11 concludes the opening paragraph of the afterword to a novel about an
abductee rescue. The topic-setting question branches out into three suggested answers that
in effect describe standard male protagonists of romance novels. The reader is again
addressed with anata, this time as subject, and the tag phrase o omoimasuka [do you think],
seeming to demand an answer from an individual reader. In the suggested responses, the
translator frames the thoughts of her imagined readers about an ideal hero, and she places
herself in fellowship with them.

b. Voicing readers’ thoughts

Another strategy for evoking readers in romance afterwords is to stage readers’
reactions to the featured story, and particularly their objections as a rhetorical appeasement
strategy. In the following two examples, these imagined utterances are voiced through
indirect and direct discourse.

Example 12
o 72@ED Y ONTH LG LM EE L CHETOBRY, HAGELTT, HAL
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CEERIENLHMAMBROTHD 2L, HYULEXIZATOPNELEILETLLE ).
...from a handsome upper-class gentleman and the beautiful daughter of a minister
who have only just met, such behavior, in such a placel Anyone would be astonished
to encounter that so soon after they started reading. (Sakamoto 78y ¥ 3 ~ 466)

Example 12 is from an afterword to a historical romance that begins,
controversially, with the hero and heroine having sex in a public place at their first meeting.
The novel flouts romance readers’ genre expectations for historical romances. The translator
stages imagined readers protesting with the phrase “Such behavior, in such a placel” She
predicts that readers will react negatively to broken genre conventions, and she offers an
interpretation of their reaction: what shocks them is not the content itself, but its placement
in the story “as soon as they started reading”. This containment strategy showcases a
presumed understanding of her imagined readers.

Example 13 takes the imagined readers beyond surprise to exasperation and anger:

Example 13

[RAZO, ZORYNT Y RiZ, TOREIZDOL ] ELYLY LzHEDSH o
727259, BV ABDRELERSTHRALZDIZ, FT V= PReREVRAT, &
LZTHRE 2 ] EBSZZHBDNTES I,

There must have been many exasperated readers thinking, ‘What is this non-
ending? [I want to know] what happens next! Maybe others got angry: “I read this
thinking it was a romance, but there were zero love scenes. What a con job!" (Kato
REDR N 27 L 7 11 465)

Using direct discourse to conjure up specific utterances by two different virtual
readers, the translator demonstrates her concern for readers’ reactions. Romance fans are
said to be highly demanding in their expectations of conventional elements, such as tension-
resolving love scenes and a happy ending (Hemmungs Wirtén 50). The book in question here
was marketed as romance in Japan, while having been classified variously as romance and
mainstream fiction in its original context (Wineyard). The translator is aware that the
absence of genre elements may puzzle and even disappoint readers. She uses her own voice
in the afterword to give readers a voice, with the ultimate goal of explaining the deviations
in a positive light to retain readers.

Translators in the two examples above stage imagined readers’ putative voices.
They write as though they know the readers and their expectations, something which the
conventions of the romance genre allow them to do without being overly presumptuous. The
translators’ own expertise in the genre is also put on display. And sympathy between

translator and reader comes to the surface as translators signal their awareness of readers’
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concerns by staging their imagined voices.
c. Giving advice

Translators also invoke imagined readers when they offer advice on how to read. In

examples 14 and 15, the translators give tips on how to enjoy the translated book.
Example 14
HEDVE, LIV ETH, A=) —2HLEXIChEEEHRLLT L. BINS
WOTIELWTLE ) D FALTDOT-DOITAEx R LEHEEBHZALEL &
Vo BRI 2=V W NVEEEZTHELLE SV, TN 500 ZOWiEE .
ZN72FTY, fiHTI i,
It's called an “afterword,” but a surprising number of people are probably reading it
before the story. For those people, let me offer a simple way to double your
enjoyment of this book. Get yourself some recordings of musicals. Listen to them
while reading the story; that's all. Easy, isn't it? (Sakamoto #F2® b L E 1T 280)

For a novel that takes place in the world of stage musicals, the translator suggests
a soundtrack to enhance the reading experience. She stages the reader as an afterword
“preview” reader, that is, a potential and still undecided reader. Her metatextual comment
on the “afterword” she is writing also claims to know readers and their quirks.

Example 15

—MIEITHATHDLAAR LD S, HE B> THATWITE, BEOIEMD AR
BHNDDD B AT RDBOREY 2T —H ) REL FI7IBFENT Lo TL
b0 TLCFRO—MEFRAKD STz A, TICTHRDIGRATZL B b

Of course, each book [in the series] can be enjoyed on its own. [But] by reading the
series in order, an epic drama unfolds as earlier books slowly reveal links between
favorite characters. And as soon as you finish reading that book, you'll want to start
the next. (Ikeda # [ IZHR % 157 439)

In example 15, the translator recommends a reading order for the whole series,
with specific reasons for how this will maximize enjoyment. The advice is openly
promotional, vaunting the series’ power to hold readers’ attention. Following her advice will
yield an appealing experience of “epic drama” and “slowly revealled] links between favorite
characters.”

In both examples, the translator presumes (“a surprising number of people are
probably,” “of course,” “you’ll want to start”) to readily understand and predict her readers’
needs, allowing her to promise a positive experience. The translator’s voice portrays the
imagined needs of her reader and guidance as a prior reader herself.

Writing the translator
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Just as translators have reasons to stage their imagined readers, they also have
reasons to portray themselves as the dialogic other in the text. In this way they can
emphasize connections between themselves and the translated book, and between imagined
readers and themselves, either as a typical engrossed romance reader, or as a reader with a
parallel mindset.

a. Connections with the story

By telling stories of personal connections to the translated book in afterwords,
translators can suggest that a privileged bond exists between the translating individual and
the text. Example 16 is the opening of an afterword for a novel that takes place in a
mountainous wilderness and involves the heroine encountering wild bear. The translator
evokes her own experience of bears.

Example 16

DzL LA BILEORTIE, WEXF ) WY DY =X V72, #], Kofhkic
TTEBROTPL Yy v vy, L AT HT Y EDBOENEC R 5. REHE
o7, T IERMITOERBICIE, REOHBIERARD L TH 5, MR TES
NEoleblzL b

Where I live in the forests at the foot of Yatsugatake Mountains, it's mushroom-
picking season now. In the morning when I take my dog out for a walk, I hear
tinkling and clanging sounds coming from within the woods: bear-repellent bells. At
the trash-disposal site’s notice board, a notice about bear sightings has been put up
...For someone like me who was born and raised in the city... (Kato ik X D412
417)

Watashi [1], the first word of the text, repeated later, sets the translator as the
writing subject. The choice of hiragana orthography ( #> 7z L rather than 7%\ ) suggests
casualness and a female identity. Vivid details—where she lives, her dog-walking habit, her
origins as a city person—are explicitly local (“Yatsugatake Mountains”), thus connecting with
her Japanese readers. On the other hand, her proximity in daily life to wild bears constitutes
a personal, almost serendipitous connection with the American novel's bear-related plot
point. Readers are left to make the obvious connection: her personal experience supports her
competence in translating this particular novel.

In example 17, the translator notices that a character in the book has put on a shirt
that features a quote from a pop song she herself enjoys.

Example 17
GEEryry- 277 72—ty M [RT7y b 2—-T T4 V7T =]
PHIL—AFHHLTVET, BRI ZOMPRGFELOT, mAZEEIIE D
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WoTLEWE L7,
This time, [the shirt] borrowed a phrase from the Gwen Stefani hit song “What You
Waiting For.” I [lit.: the translator] love that song, so I flipped out the moment I read
that. (Matsui 574)
The translator revels in the connection between the book and her musical tastes.
She gives readers a glimpse of her person: knowledgeable about and connected to pop
culture; sensitive and excitable. The use of yakusha (the translator) as sentence topic
underscores that this personal anecdote interrupts an otherwise impersonal description of
plot elements in the afterword. With this interjection, the writer is no longer a faceless
translator but a reader herself reacting appreciatively to the book.
b. Translator as fellow romance reader
In addition to showcasing personal connections with their book, translators in
romance afterwords also frequently depict themselves as typical consumers of the romance
genre, that is, as sentimental, engrossed readers who are emotionally vulnerable to the story
and actively seek out its affecting elements. The following three examples feature this
characterization.
Example 18
fEFRATH, MLEZATENPIEEL L LA,
No matter how many times I read it, I start bawling at the same spot. (Tominaga
197)
Example 19
ROV LEARBLEEDII—E—E, Bl —&RmALTLIVE
L7z
... before I knew it I was swinging from joy to sorrow with the protagonists, and all
in tears I finished reading in one go. (Sakamoto /¥ ¥ 3 ¥ 467)
Example 20
Bok, D0WEHIIR ST, ZHELEMMEZHEZOLRZEHIICED F L
Oops, I've gotten so absorbed I was about to ramble on and reveal the whole plot.
(Shimotsuki 589)
The tropes of emotional identification and absorption are particularly relevant in
the romance genre, as the capacity to inspire such reactions is considered the mark of a
successful book. In example 18, the translator tells readers that she cries repeatedly at one
point in the story, showing them that she shares their competence to read the genre.
Example 19 also evokes an ecstatic, tearful reading experience in which the translator

became immersed in the narrative. Example 20 focuses on the translator’s absorption into
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the story to the point of forgetting her professional role—rather than the authoritative
writer of commentary, she is a reader, “absorbed” in the story to the point of loss of control.
These portrayals also promote the book—a romance that can make you cry is highly
desirable.

c. Parallel experiences

We have seen translators voice their imagined readers and portray themselves.
They can go one step further and conjure up explicit parallels between readers’ experiences
and their own.

Example 21

ARFZIZL D NP BECBEH LET. .. Lo L, RBEICE > TROBIMWIC
B0, DM eBEoRES EBPEE2EIILTwS “BIXSAMA" TL, K
FRFARRIT R OIE, o b E LTV TET IR

In this book...many fascinating characters appear. ...However, what I found most
fascinating was the “four aunts” who embody the narrow-mindedness and snobbery
of a small town. Readers who have finished reading the book, surely you sympathize
with me? (Hirae 379)

In the last sentence of example 21, the reader addressed (“readers who have
finished reading the book”) is the effective reader, the one who is reading the afterword in
the conventional order (as opposed to the “preview” readers in examples 14 and 15 who
overlook convention and read the afterword first). The translator started the paragraph with
an overview of several “fascinating” secondary characters in the impersonal mode—
assuming consensus. She concludes in the example above with an opinion that diverges from
the consensus (“However, for me...”), and then brings the effective readers to her side,
asking them to side with her rather than with the consensus (“surely you sympathize with
me?”). Readers’ agreement is both assumed and requested, as shown by the interrogative
with the combination of particles yo (assertion) and ne (asking for agreement). Translator
and reader are shown to be in virtual agreement about this singular preference.

Example 22

[$yvar] W= MEEZKRLZOR, BZLIRERDVS, 20®7 v —Dn—
FVTOEFVAHTETL &)oL HRTE, BEFHZZRTNE DL FERT
B LT d LA,

Those who voted Passion “worst [romance novel of the year]” were probably,
unfortunately, the readers who could not get over that “erotic” hurdle. ...I confess,
if it were not for the hype, I myself might have stopped reading early on. (Sakamoto

)y 3 v 46T)
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Example 22 is from the same afterword to the controversial novel already seen in
examples 12 and 19. The translator evokes an event of negative reception in the source
culture and guesses at its cause: readers’ resistance toward the level of erotic content. While
afterword writers must, implicitly, side with the novel, here the translator strategically
leaves that conventional position (“confessing” her lapse) to situate herself with those
resistant readers: she, too, was put off by what she was reading, in spite of abundant positive
“hype®. Staging herself going through a parallel experience, she validates imagined readers’
concerns. This is a strategic move, modeling a desired consumer behavior (pushing through
the “hurdle”) and suggesting a reward (a positive reading experience beyond) to retain
readership. What is notable is the use of the parallel with readers to achieve this aim.

Considerations

This survey explored how translators write themselves and their readers into their
afterword practice by looking at a limited set of examples from a larger sample. The
overview of strategies for staging a sender-receiver interaction shows that translators
writing afterwords for romance novels inscribe an awareness of their specific readership
into these texts. They give personal substance to formulaic phrases; they voice readers’
objections and desires; and they write themselves into the text. In their texts, translators
feature as attentive, emotionally involved producers, but also as engrossed consumers
capable of the experience of romance reading. Their imagined readers correspondingly
appear as valued, familiar customers, with needs and reactions that mirror those of the
translators themselves.

Several directions need to be considered to explore the larger sample with the aim
of situating the afterwords of romance translators as a translation paratext. One is the
writing practices of individual translators with several texts in the sample: what can it
reveal about how individuals engage with interactive and promotional functions? Sender-
receiver interactions in these texts consider readers as desired consumers, not only of the
book at hand but of related books, especially in the case of novel series. Examining
promotional statements in the sample could reveal whether tensions arise between
translators’ self-portrayals and commercial imperatives. Another element to consider is the
putatively female producer-consumer networks, and how they impact writing of these
afterwords, for example in the expressive uses of first and third person pronouns. A third is
the influence of publisher and imprint practices on translators’ writing choices. Finally,
outside this sample, a comparison with yakusha atogaki in other literary genres is needed to

show whether interactive and promotional functions are magnified in the case of romance.
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Notes

' As an example, Harlequin’s series guidelines can be seen here: https://harlequin.

submittable.com/submit

? In mainstream novels, “No real limitations are placed on language, and the end may be
more unpredictable. For instance, when asked how she would define a ‘mainstream end’
writer Nora Roberts used the word ‘satisfactory,” having Gone with the Wind in mind.”
(Hemmungs Wirtén 52)

® The use of female or gender-neutral pseudonyms for Japanese male translators of romance
needs to be investigated.

* Tsuruma Central Library, City of Nagoya: sample of 201 books collected in February 2017.

® For example, the fan review site Romance-Hills.com lists the major imprints in Japan:

http://romance-hills.com/special/take/?ft=inc_ptl_bookfinder_label. However, not all

publishers have a specific imprint for romance novels.

% All translations from the Japanese are mine.

" The publication dates of the first and second part of this novel are only one month apart,
which makes an actual apology unnecessary.

® Regarding “hype”, the translator explains that fans, in addition to dubbing Passion “Worst
Read,” also voted it “Most Luscious Love Story” and its author “Best New Author” in an

annual romance readers’ poll (Sakamoto 7YY ¥ a ¥ 467).
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