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Abstract 

This thesis seeks to introduce the concept of role language in translation in the context of video game 

localisation. There is very little written on the subject of role language in translation from Japanese to 

English, and none which pertains to role language in video games. There is also a seeming deficiency 

of reliable literature regarding the product of translation in video game localisation, analysing what 

was done and what effects it may have had on the finished product. By analysing the particular role 

language profiles of selected characters from Bokujō Monogatari: Hajimari no Daichi for the 

Nintendo 3DS, this thesis hopes to serve as a stepping stone towards a new area of video game 

localisation. 

Eight non-playable characters, four male and four female, were analysed to create their respective role 

language profiles. Four scenarios were chosen for each character: the first and last heart event, the love 

confession and the married life sequence. The translations of each of these scenarios were analysed, 

along with how the respective characters were linguistically portrayed.  

The study found that although many characters were found to retain most of their original linguistic 

profiling in translation, there were instances where misconception of the source text could have been a 

factor. The translations where this rather than a different linguistic profile altered the character’s 

perception, the translations were often ST-oriented. In translations where the characterisation had been 

unaltered, predominantly it seemed the result of a critical distance from the ST and willingness on the 

translator’s part to take creative liberties.  

Role language is an integral feature of Japanese popular fiction, and it would seem that the fictional 

realms of video games are no exception. Although this thesis has studied only a limited sample, it 

would not be entirely out of line to draw the initial conclusion that to take a step back from the source 

material and instead focus on conveying a perception of a character rather than follow the written 

script, seems to result in a character portrayal in the target text similar to that in the source text. 
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Sammanfattning 

Denna uppsats ämnar introducera översättning av rollspråk som en del av spellokalisering. Det finns 

inte mycket skrivet om rollspråk i översättning från japanska till engelska, och inget som åsyftar 

rollspråk i spel. Det finns även en märkbar brist på studier som behandlar översättning som 

slutprodukt inom sammanhanget spellokalisering. Genom att analysera utvalda karaktärer från Bokujō 

Monogatari: Hajimari no Daichi till Nintendo 3DS och hur deras respektive rollspråksprofiler ter sig i 

översättning, är förhoppningen att denna uppsats ska tjäna som ett första steg mot ett nytt område 

inom spellokalisering. 

Åtta karaktärer, fyra manliga och fyra kvinnliga, valdes ut och analyserades för att bygga deras 

respektive rollspråksprofiler. Fyra videoklipp valdes ut per karaktär, första och sista hjärte-händelsen, 

kärleksbekännelsen, och livet som gifta. Översättningarna av dessa analyserades, tillsammans med hur 

de respektive karaktärerna framställdes språkligt.  

Studien fann att trots att flera av karaktärerna i stort behöll sina ursprungliga språkprofiler i 

översättning, fanns det tillfällen då källtexten kan ha missuppfattats. Översättningar där detta snarare 

än en annorlunda framställning av karaktären var skillnaden, visade sig ofta vara mer 

källtextsorienterade. I översättningar där karaktäriseringen tedde sig likartad, verkar det vara resultatet 

av ett kritiskt omdöme och avstånd från källtexten tillsammans med översättarens villighet att ta sig 

friheter med källan. 

Rollspråk är en väsentlig del i japansk populärlitteratur och populärkultur, och det verkar inte som att 

spel i sammanhanget skulle vara något undantag. Trots att denna uppsats endast har analyserat ett 

begränsat urval verkar det inte helt omöjligt att kunna dra en första slutsats där att ta ett steg tillbaka 

från källtexten och istället lägga fokus på att förmedla en uppfattning av en karaktär, snarare än det 

skrivna manuset, mycket väl kan leda till en karaktärisering i måltexten som är mer lik samma i 

källtexten. 
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1 Introduction 

Role language is a form of linguistic stereotyping, used as a narrative tool mainly in children’s books 

and popular fiction in order to amongst other things, assist in the characterisation of minor characters 

so that the major characters are afforded more room for development. The existing literature on role 

language to date mostly studies role language in the context of Asian languages (i.e. Chinese, Korean 

and Japanese), but also looks at the translation from a language where role language is sparse (e.g. 

English) into a language more affluent with the practice (e.g. Japanese). These studies also tend to 

focus on children’s literature, popular fiction, manga and anime for their choice of medium, and so the 

study of role language in video games seems at this time to be a determinable deficiency. 

The majority of the work that exists today on the translation of video games, i.e. ‘video game 

localisation,’ tends to focus more on translation as a process (often as part of the bigger process of 

localisation), rather than as a product. There are books describing the localisation process where the 

topic of translation barely fills a single page, let alone explains the available strategies depending on 

the locale to which the product is being localised. It is therefore the interest of this thesis to analyse 

how a culture-specific linguistic phenomenon (role language) fares in not only the translation but also 

the localisation of the product into what is a fundamentally different culture.  

There is very little written on the subject of role language in the English language, or the subject of 

role language in translation from Japanese to English. Role language as a linguistic factor is rarely 

discussed in the translation studies discourse, and hopefully this thesis will begin to fill in parts of that 

gap. 

From a realistic point of view, it is impossible to fit a great variety of genres, platforms and characters 

into the scope of one single master’s thesis. The intention is not an exhaustive comparison, but rather 

to provide an initial step in introducing role language as a concept in Japanese-to-English video game 

translation and perhaps provide a tentative foundation on which one can build further and eventually 

identify and establish norms for how role language is translated in localisation.  

 

1.1 Structure 

This thesis has been structured as follows: 

After the introduction follows the theoretical framework, in which localisation theory is discussed in 

general as well as pertaining to the localisation of video games in particular. This is followed by a 

discussion of Japanese formality in language, and a presentation of the key concepts in Japanese role 

language. Then, the theoretical framework makes its way through an introduction of English role 

language and is brought to a close by a consideration of what role language is in the context of fiction 

and what purpose it serves within that discourse. 

Next the material used for analysis in this thesis, Bokujō Monogatari: Hajimari no Daichi, is 

presented and explained to facilitate the participation of non-gaming readers in the following 
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discourse. The game itself and its basic features are explained, and then the selected characters and 

possible scenarios for analysis are introduced. The material selection is then discussed, leading into the 

next section. 

The analysis and discussion section has been divided into two parts. The first part analyses the role 

language profiles of each of the selected characters, discussing how they are portrayed in their speech 

styles. The second part first deals with how these characters are translated into English in their own 

individual scenarios, and what effect this may have on their characterisations. Then it looks at the 

scenarios they all have in common, and examines how they do, or do not, differ and if they do so in 

translation as well.  

The final section of this thesis consists of the concluding remarks, in which the author seeks to 

summarise the key points of the analyses and discuss what, if anything, could have been done 

different. Future projects and ideas for the field of video game translation will also be suggested. 

 

1.2 Conventions and abbreviations 

1.2.1 Regarding Japanese script 

The author has opted not to include Japanese script in the running text or any examples. Since the 

focus of this thesis is not concerned with the typography of the source material, only its grammatical 

structure and implications, the transcriptions of the Japanese text are represented in the body of work 

and the source texts can be found in Appendix 1.  

 

1.2.2 Romanization 

A modified variety of the Hepburn system is used throughout this paper to transcribe Japanese 

vocabulary. Long vowels are written using a macron with the exception of long e, which is written ei, 

and the long i, which is written ii. Long vowels written in katakana are transcribed as double letters. 

ん is always transcribed as n, and the topic particle は is always transcribed phonetically as wa. Small 

tsu when followed by another kana marks a double consonant, e.g. サッカー1
, (sakkaa), and when 

found last in a sentence represents a shortened vowel sound, transcribed with an h, e.g. キャッ！2
 

(kyah!). Particle を is written as o, and particle へ is written as e. 

 

1.2.3 Typographical conventions 

Italics in running text indicate transcribed Japanese. Double quotes indicate direct quotations whereas 

single quotes indicate technical terms. Differences between example sentences are highlighted with 

boldface. 

 

1.2.4 Glossing and translations 

                                                      
1 Soccer. 

2 A startled interjection. 
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Glossing of Japanese vocabulary in this thesis is done in accordance with the Leipzig glossing rules. 

Some of the more Japanese-specific abbreviations have been borrowed from Shibatani (1990) and 

Svahn (2006). All translations of example sentences have been done by the author, unless otherwise 

specified. Likewise, unless otherwise specified the interlinear glosses have been defined in reference 

to the works of Shibatani (1990), Svahn (2006), and Petterson & Petterson (1995). The translations of 

the lexical items in the glosses can be found in Nakao (1995) or www.jisho.org
3
.  

 

ABL ablative 

ACC accusative 

ADV  adverbial  

ALL allative 

ATTR attributive 

COP  copula  

CONT continuative 

DAT  dative  

DES desiderative 

FOC focus 

GEN genitive 

GER  gerund  

HON  honorific  

IMP  imperative  

INST instrumental 

NEG  negative  

NIMP  negative imperative  

NOM nominaliser 

PAST  past  

QP  question particle  

SBJ  subject  

SFP  sentence-final particle  

ST source text 

TOP  topic 

TT target text 

Ø omission of copula 

                                                      
3 www.jisho.org is an online Japanese-English, English-Japanese dictionary. 

http://www.jisho.org/
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2 Theoretical framework 

This section establishes the theoretical framework for the analyses in this thesis. As this thesis is 

interested in the translation of a particular feature of Japanese language within the field of video game 

localisation, the theoretical framework spans a rather narrow but eclectic area. After introducing the 

relevant theories of localisation and their pertinence to video game localisation, the general issues in 

translating this particular medium are discussed. This is followed by a presentation of formality in the 

Japanese language, and further by the key concepts and ideas that make up the theory of role language 

in Japanese. Last, there is a discussion of role language as it pertains to English, as well as what role 

role language plays in fiction overall. 

2.1 Localisation 

‘Video game’ is a term that covers a multitude of sins, so to speak, and its definition has been 

discussed at length (Bernal-Merino, 2006, 2015; O’Hagan & Mangiron, 2013). Mangiron (2007, p. 

307) defines it from a translation studies perspective as “an interactive multimedia text that combines 

words, images and sound, and whose main objective is to entertain.” This definition is broad, and quite 

simplified, but fully functional in the context of this thesis.  

‘Globalisation’, ‘internationalisation’, ‘localisation’ and ‘locale’ are terms that are, in the context of 

software and thus by extension video games, inextricably linked. However, in the case of video games, 

their definitions and usage are not necessarily relevant. What follows are the basic definitions of each 

of these terms.  

First, a locale is “the language and culture variety of a particular geographic region” (Bernal-Merino, 

2015, p. 283), providing the parameters which then define the context of end use (Pym, 2014, p. 119). 

In the context of localisation, locale replaces target language and target culture in discussions. 

Second, localisation is the process of taking a product (typically at the end of the production process), 

and adapting it linguistically and culturally to a target locale (Pym, 2014, p. 119). Bernal-Merino 

(2015, p. 282) adds that this may also entail adapting a product to the importing locale’s technical and 

legal requirements as well.  

Third, internationalisation means to adapt the source product from the start, removing or simply never 

including source culture specific elements in order to facilitate localisation. This is something that 

Pym (2014, pp. 120–121) argues can be seen as unique to the localisation paradigm of Translation 

Studies, as it provides an intermediate, neutral stage from which multiple localisations can be created 

simultaneously if needed.  

Lastly, globalisation in turn refers in large to the business side of taking an enterprise or product global 

(Pym, 2014, p. 122). It includes business strategies, budgetary considerations and product planning, 

but has little to say on linguistics. 

Put simply, internationalisation is a part of globalisation strategies, to in turn facilitate localisation of 

the intended product to the importing locales.  

It is at this point important to point out that the majority of the literature and discourses surrounding 

localisation do so with the implied product being websites and/or computer software on a general 
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level. The unfortunate side effect of this is that conclusions and arguments drawn in these discourses 

are not as readily applicable to multimedia entertainment software, i.e. video games. For instance, one 

of Pym’s observations regarding equivalence achieved by internationalisation is that the language “… 

has become fundamentally standardized, artificial, the creation of a purely technical language and 

culture, in many cases the language of a particular company” (2014, p. 130). In the case of web pages 

and functional software, this is absolutely true. Language has become an integral part of building a 

brand these days, and uniformity across the board increases the likelihood of brand recognition. 

However, Mangiron and O’Hagan (2006, section 3; Mangiron, 2007, p. 309) argue that functionality 

in the context of computer software differs from video games, in that achieving functionality in a 

video game requires creativity and originality on a whole other level. This is mainly because video 

games are a form of entertainment, designed to surprise and challenge and delight in varying ways 

according to their respective genres.  

According to Mangiron and O’Hagan (2006, section 5), the main priority is “to preserve the gameplay 

experience for the target players, keeping the ‘look and feel’ of the original.” Localisers are given the 

liberty to remove, add and modify at will any jokes, puns or references that do not work in the target 

language to keep the gaming experience equal to the original. Introducing something new to the target 

text to make up for what could not be conveyed someplace else, i.e. compensation, is a common 

practice – though perhaps not in the sense Translation Studies is accustomed to. The extent to which 

the translator is authorised to change and mould the material calls into question the definition of 

staying true to the source, since the priority is to preserve the overall gaming experience (Mangiron & 

O’Hagan, 2006, section 5).  

 

2.1.1 Localisation models 

There are two different approaches to video game localisation: ‘outsourcing’ and ‘in-house’. 

Outsourcing, as the term implies, means hiring a specialised vendor to take care of and take 

responsibility for the localisation process in its entirety. The publisher/developer supplies the vendor 

with a localisation kit, and then checks back in for the Quality Assessment (QA) process (Mangiron, 

2007, p. 310). This is the preferred practice of game developers and publishers in North America and 

Europe, which usually coincides with the implementation of the so-called ‘sim-ship model’.  

Sim-ship, or simultaneous shipment, means launching the original game and all localised versions on 

the same release date. This in turn means that the localisation process is begun much sooner than is 

sometimes advisable, since it leaves localisers working outside of the complete context with severe 

limitations. Unfinished or incomplete source material is a given, along with the possibility that some 

already translated material is cut from the script completely, or that the script is rewritten shortly 

before final deadline and thus retranslations or completely new translations are required on short 

notice (Dietz, 2006, pp. 125–126; Mangiron, 2007; O’Hagan & Mangiron, 2013, p. 118). In addition, 

this is all done without access to the game itself, further removing the localiser from the context in 

which the translations are to be utilised. Dietz (2006, p. 132) refers to this as ‘blind’ localisation. 

Naturally, this is an exemplary breeding ground for mistranslations since translators often have to 

make a judgment call on which translation is the most likely to be correct in the better part of the 

possible scenarios. Mangiron (2007, p. 310) refers to the Spanish version of Final Fantasy VII (first 

released in Europe in November of ’97) and how without a supporting context, ‘party’ had been 

translated into ‘fiesta’, rather than the more fitting ‘grupo’ (group).  
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The in-house localisation model, on the other hand, makes use of an in-house team of translators and 

brings in freelance translators based on need and language expertise. The publisher/developer is 

responsible for the localisation process and coordinates it completely from start to QA (Mangiron, 

2007, p. 310; O’Hagan & Mangiron, 2013). This is the model that major Japanese publishers and 

developers favour, which typically coincides with the delayed release model. The delayed release 

model differs from the sim-ship model on some essential points; primarily, the localisation process 

does not begin until the game is actually finished or close enough thereto.  

With the added advantage of access to the (almost) complete game on top of the localisation kit, 

translators can play and poke and prod at the different functions and get a feel for the gameplay they 

are to be replicating in their target languages. Also, since the game is essentially finished, the 

developers are more readily available to work on the localised versions. The combination of these 

factors makes for much fewer translation errors and a much smoother QA process to boot (Mangiron, 

2007, p. 311; O’Hagan & Mangiron, 2013, p. 121). The consequence of this model, however, is that 

there can be a significant lag between release dates of the original and the subsequent localised 

versions. Mangiron and O’Hagan (2013, p. 121) note that there seems to be a trend ongoing where in-

house localisers aim to lessen the gap between releases in order to get the games out on the markets 

sooner. 

 

2.1.2 Challenges in video game translation 

There are of course numerous challenges in the localisation process, and they are not all language 

related. Memory constraints used to be a big problem in localising video games, sometimes requiring 

the translator to drastically reduce the amount of translated text (Bernal-Merino, 2015; O’Hagan & 

Mangiron, 2013). In an interview with hardcoregaming101.net, Ted Woosley
4
 estimates that roughly 

40% of the dialogue in the JRPG (Japanese role-playing game) title “Secret of Mana” was removed 

because there just was not enough space on the ROM
5
 for it (Szczepaniak, 2009).  

There are also technical considerations to be made in terms of what characters the game is capable of 

displaying. If a game is programmed using single-byte fonts, it will need to be enabled for double- or 

multi-byte fonts in order to allow localisation to locales like China, Japan and Korea (Chandler & 

Deming, 2012, p. 128; Mangiron, 2007, p. 308; Trainor, 2003).  

These issues, however, are not nearly as common today as they were during the development of the 

video game as a medium. The progression of technology has exponentially increased the memory 

capacity of modern games, and the inception of Unicode makes single-byte and double-byte character 

sets all but redundant. The space issues relevant now are those related to screen space, and how much 

fits into the allocated areas on the screen. 

In terms of language, technological development made a difference to the dialogue in Japanese games. 

The limited storage of the early mediums meant that Japanese could only be represented with the 

phonetic syllabaries, which in turn led to certain limitations in authoring game text. When using kanji 

characters became an option in the 90s, space could be used more efficiently in Japanese, but it also 

caused problems in translation to some European languages since they needed more screen space to 

express the same thing (O’Hagan & Mangiron, 2013, p. 53). 

                                                      
4 Translator and localiser of Japanese role-playing games during the SNES-era between 1991 and 1996.  

5 Stands for Read-only Memory, a form of storage medium for software. 



7 

 

As previously stated, “the main priority of game localisation is to preserve the gameplay experience 

for the target players, keeping the ‘look and feel’ of the original” (Mangiron and O’Hagan, 2006, 

section 5). This leads us to what is arguably the most common problem in translation between 

Japanese and English – culture-bound phenomena and references. 

Even in a game portraying a complete fantasy world, cultural allusions from the source locale will 

sneak their way in. Mostly, this is due to language. Whether conscious or not, part of our culture is 

inherent in our language, and in authoring or translating game text caution is advised to keep it at an 

intentional level. If the allusions are too obscure, they can hinder gameplay and adding long 

explanations about unfamiliar source-culture elements is rarely an option in the often fast-paced 

setting of games (O’Hagan & Mangiron, 2013, p. 174). Instead, a common solution is to simply 

remove the intrusive element, or substitute it for something better suited to the target locale to 

compensate (Mangiron, 2007; O’Hagan & Mangiron, 2013, p. 175).  

Another linguistic tactic that has less to do with restraints and more to do with creativity is the adding 

of regional dialects in the TT where in the ST there were none. Mangiron & O’Hagan (2006, section 

5) explain that this practice is intended to give a game “the right look and feel, by adding a humorous 

touch that brings it closer to the player.” The interesting thing about this, however, is that when dialect 

is present in an English ST it is considered to be an issue in translation; but when dialect appears in an 

English TT where the Japanese ST had none, it is celebrated as innovative (O’Hagan & Mangiron 

2013, p. 177). 

This concludes the relevant theories in the field of localisation to date, moving on to the linguistic 

features of the Japanese language and further on to the specifics of role language and its various 

applications. 

 

2.2 Formality in the Japanese Language 

The following section will lay out the basic distinctions between the three general levels of Japanese 

formality, along with a brief explanation of their respective uses.  

Ponder if you will, the following three sentences: 

Mita no? 

Mimashita ka? 

Goran ni narimashita ka? 

Although they look completely different at first glance, they all mean essentially the same thing – 

“Did you see [that]?” The difference lies in the formality of the utterance. 

Spoken Japanese is typically divided into three levels of formality: plain, polite, and honorific form. 

The plain form is commonly used in informal conversation, and is the most prone to ellipsis 

(Shibatani, 1990, p. 360). The polite form is considered neutral and multi-purpose, suitable in most 

social situations. The honorific form is most commonly used in formal situations, or when speaking 

upwards in terms of social status.  

The formation of plain form and polite form differ mainly in the conjugation of verbs and the copula. 

The first example is written in plain form, and the second in polite. 



8 

 

Example 1 

Mi-ta           no? 

See-PAST   SFP 

Example 2 

Mi-mashita   ka. 

See-PAST    QP 

As demonstrated, the verb is the same but it is conjugated differently to signify a higher level of 

politeness (Pettersson & Petterson, 1995, p.264). Also, the plain form example uses the sentence-final 

particle no rather than the question particle ka, but either is acceptable in plain form speech – the 

former sounding slightly softer than the more direct ka. 

The honorific form is formed in a slightly different manner. Often making use of a specialised 

vocabulary and conjugation system, the honorific form also attaches honorific prefixes o or go to 

certain nouns. So then the last example is formed as follows: 

Example 3 

Go-ran       ni        nari-mashita      ka? 

HON-see   ADV   become-PAST   QP 

The expression goran is part of a special vocabulary used in deference to the person you are speaking 

with. In reference to oneself, a different set of humbling vocabulary is used. It is also not uncommon 

to use the passive form of verbs to reference the actions of the addressee (Shibatani, 1990, p. 375). 

It is very easy to lose oneself in the midst of Japanese sociolinguistics, so for the purposes of this 

thesis we will keep it simple. When speaking to strangers, polite form is the norm. Between friends 

and family, plain form is most common. In formal situations and in some work relationships, honorific 

form is recommended. Of course, the lines between the different forms are not as clear cut in actual 

use as they are in their classifications on paper. The use of honorific prefixes can be found in polite 

form as well as well as honorific, and not all honorific expressions require special vocabulary to count 

as such. It is a sliding scale, ranging from short and sometimes rude plain form to honorific 

expressions of impressive convolutions.  

A good rule of thumb is: the longer the sentence, the politer the statement. Furthermore, the level of 

politeness is not uncommonly a fairly sure indicator of the relationship between the participants of a 

discourse (Pettersson & Pettersson, 1995, pp. 263–264). Put succinctly: the plainer the language, the 

closer the relationship. 

2.3 Role Language 

This section will present and discuss the concept of ‘role language’, as introduced by Kinsui in 2003. 

Although there have been a number of articles written on the subject, on role language in Japanese and 

other languages, the majority of the authors reference Kinsui’s work as the foundation for their 

studies. This study is no different. One of the points of this study is to lay out the foundations of role 

language theory for non-Japanese speaking readers, in order to later discuss how it pertains to 

characterisation and how this fares in translation. As Kinsui is in fact the main authority on the subject 

of role language in Japanese to date, it is a rather unfortunate side effect that the references in the 

following sections seem heavily skewed toward the scarcer side. The same can be said about 
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Yamaguchi’s work, which is discussed in sections 2.3.7 and 2.3.8. Role language in English has not 

been studied to the same extent as in Japanese, which in and of itself is a new field, but although the 

scarcity of resources is unfortunate it should not affect the validity of the literature that does exist. 

 

2.3.1 What is role language? 

Role language, first defined by Kinsui (2003), is specific language use from which one can discern a 

certain personality, or alternatively the presentation of a certain personality from which you would 

expect a certain type of language use. The use of this kind of role language is characteristic of 

Japanese fiction, manga and anime, and seems no less common in video games.  

The following examples have been borrowed from Kinsui (2003, p. v): 

a. Sou yo, atashi ga shitteru wa. 

b. Sou ja, washi ga shitteoru. 

c. So ya, wate ga shittoru dee. 

d. Sou ja, sessha ga zonjiteoru. 

e. Sou desu wayo, watakushi ga zonjiteorimasu wa. 

f. Sou aruyo, watashi ga shitteru aruyo. 

g. Sou da yo, boku ga shitteru nosa. 

h. Nda, ora shitteru da. 

 

All of the above translate into “Yes, I know.”, but also differ in their choices of copula, first-person 

pronoun (emphasised with boldface), sentence-final particles, special vocabulary and/or inflections. 

Kinsui posits that any native speaker of Japanese (and probably many advanced students of Japanese) 

will recognise these utterances as belonging to a certain type of character.  For instance, (a) calls to 

mind the image of a young woman and (g) that of a boy or a young man. (b) is characteristic of an 

elderly professor, whereas (d) is the utterance of a samurai.  

Role language is a form of linguistic stereotyping (Teshigawara & Kinsui, 2011, p. 53), one that is 

heavily engrained in Japanese fiction and story-telling media. Role language in Japan is part of the 

communal knowledge, yet it is highly unlikely that the language usage is reproduced in real life, even 

by those fitting the stereotypes (Kinsui, 2003; Teshigawara & Kinsui, 2011, pp. 40–42).   

 

2.3.2 Definition and characteristics  

Kinsui (2003, p. 205) defines role language as follows: 

A particular language usage (vocabulary, grammar, way of expression, intonation etc.) 

which, when heard or read, calls to mind a particular type of character (age, gender, 

occupation, social class, time period, appearance, personality etc.); or, when presented 

with a particular type of character, the language usage that comes to mind as the 
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likeliest language usage for that character – that is the language usage we call role 

language.
6
 

Although Kinsui refers to it as ‘language usage’, he makes it a point in the following paragraph to 

clarify that technically, he is referring to ‘speech style’ as opposed to ‘writing style’. This is because 

role language is an occurrence in spoken language rather than the more normative written language. 

Throughout this thesis, the terms ‘role language’ and ‘speech style’ are used nigh interchangeably, 

with ‘speech style’ carrying a more narrow delimitation between different stereotypes and ‘role 

language’ being the hypernym. 

The key characteristics of role language are the personal pronouns and sentence-final expressions
7
. 

Kinsui (2003, p. 205) emphasises that first person pronouns in particular (emphasised with boldface in 

the previous example) are important because they each bring a certain image to mind. Even the use of 

a proper noun in place of a first-person pronoun plays a part in characterising the speaker. Kinsui uses 

the example “Machiko wants to eat ice cream”
8
 (2003, p. 206), and points out that this conjures up if 

not the image of a child, then the image of a childish young woman. Second-person pronouns are also 

a part of role language, but contrary to first-person pronouns they are dependent upon the relationship 

between the speaker and the addressee and thus much more easily subject to change – which according 

to Kinsui (2003, p. 206) makes them difficult to analyse.  

Sentence-final expressions can from a grammatical standpoint be broken into any number of 

categories, but Kinsui (2003) boils it down to verbs and conjugation, and especially sentence-final 

particles. He adds that related to this are the various variations of gozaimasu, a particularly polite way 

of expressing something’s existence. He explains that this expression, added to the back of a noun, 

verb or adjective turns it into a predicate, and it is a particularly noticeable feature of role language. 

In addition, dialects, interjections, the various ways in which one can express laughter, the rise and fall 

of accent and intonation as well as talking speed and intensity or softness of voice – all of the above 

are, according to Kinsui (2003), characteristics of role language.  

‘Sentence-final expressions’ is a category that works within the framework of Japanese grammar, 

since Japanese has a subject-object-verb word order, where the conjugation of the verb carries the 

modality, tense and actuality of the sentence, amongst other things (Pettersson & Pettersson, 1995; 

Shibatani, 1990, pp. 221–235). In conjugating a Japanese verb, typically the verb stem stays the same 

and the end changes with the conjugation. In Kinsui’s category of sentence-final expressions we find 

verb endings, sentence-final particles and some forms of interrogatives. 

 

2.3.3 Standard language and role language 

‘Standard Japanese’ is a key concept in Kinsui’s work on role language. Standard language is an ideal 

that exists in if not all then in most languages, but as Kinsui points out it is not one that is necessarily 

found in the wild, so to speak. He argues that there is no such thing as ‘real’ Japanese, but rather a 

form of standard language that is perpetuated by the educational system and the mass media (2003, p. 

64). Most commonly, the neutral polite form is representative of standard Japanese.  

                                                      
6 Translation mine. 

7 Literal translation of 文末表現 (bunmatsuhyōgen). 

8 「真智子はアイスクリームが食べたい」 
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Kinsui (2003, p. 64) explains that he considers standard Japanese an integral part of role language as 

well as a speech style in its own right. What he means is that on the one hand, standard Japanese is a 

baseline against which all other role language is measured. One cannot claim that a manner of 

speaking is divergent from the norm if one does not have a norm to compare it to. On the other hand, 

neutral polite language conjures no image to mind when spoken, and is therefore considered another 

tool in the role language arsenal. 

Role language, according to Kinsui (2003), did not develop on its own in real society, but is rather a 

concept that exists in the collective consciousness. Although the different speech styles diverge from 

standard Japanese in their respective ways, some do so more than others, and in some cases they share 

a few common points. What distinguishes the different speech styles from each other is the way in 

which they diverge from standard Japanese as a whole. Although there are several characteristics that 

mark role language, it is the combination of particular characteristics that make up a particular speech 

style. The combination of first-person pronoun washi, copula form ja rather than da, along with the 

use of the verb oru rather than iru, make up a speech style distinguishable as the ‘professor’-style. 

Other combinations of divergences make up other types of role language. 

 

2.3.3.1 Written and spoken language 

As standard Japanese covers a broad spectrum of language, Kinsui (2003, p. 65) offers the following 

subcategorization: 

1. Written language 

a. Plain form 

b. Polite form 

2. Spoken language 

a. Formal spoken language 

b. Informal spoken language 

i. Female language 

ii. Male language 

Technically, there is not much of a difference between formal spoken language and the polite form in 

written language – it is simply the mode of conveyance that differs and the conventions to which they 

adhere. Formal speech style conveys neither gender nor age, and is considered a neutral form of 

expression. The informal spoken language however, the form most common in day-to-day 

conversation, can carry different characteristics based on if the speaker is male or female. Differences 

can be found in e.g. the use of interjections, sentence-final particles, and the choice of pronominal 

forms. Kinsui (2003, p. 67) points out that the differences between these categories and their 

subsequent uses are not absolute. Using the example of a news anchor that speaks formal spoken 

language when addressing the TV-audience but adds sentence-final particles when addressing her co-

host, Kinsui suggests the notion of standard language as a sliding scale, ranging from written polite 

language to informal spoken language. 

Tracing back to the explanation of formality above, we see that the three categories of plain, polite and 

honorific don’t fit as neatly into Kinsui’s categorisation as would be ideal. The reason for this is that 
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although plain form sits squarely in the informal category, and honorific form clearly belongs in the 

formal category, the polite form can actually belong in either or both. On the one hand, polite language 

is a neutral, safe way of expressing oneself in most situations, making it a part of the formal category. 

On the other hand, the polite form is simply the way some people are most comfortable expressing 

themselves, even in close relationships. Therefore, it is arguable that the polite form of Japanese falls 

both in the formal as well as the informal categories of Kinsui’s classification, since it can contain 

elements of both and as previously discussed in the section on Japanese formality – it is in fact a 

sliding scale. 

 

2.3.4 Degrees of role language 

In the same way as standard language works on a sliding scale from severely formal to intimately 

informal, there are different degrees of role language. Kinsui (2003, p. 67) explains the concept as “the 

rate at which a speech (writing) style carries characteristics from which the speaker’s character can be 

hypothesised,” and although he admits that the proposed scale upon which to measure this cannot 

account for subtle gradations, it serves a function in placing the different speech styles in relation to 

each other and the baseline. 

Following Kinsui’s argument and placing plain form written language as the most neutral manner of 

expression (void of any age, gender or social implications), we establish a baseline of 0. The basic 

theory is that the more you deviate from the standard language, the higher the degree of role language 

at play. According to Kinsui, this means that male and female language, both informal speech styles 

that deviate although little but determinably from the norm, place around roughly 1 degree on the role 

language scale. In contrast, something as heavily characteristic as ‘regional dialect’ role language 

would score somewhere between a 5 and a 10, depending on the character.  

This is not to say that men and women only have one characteristic speech style each. Both men and 

women are of course capable of playing more than just their gender, and thus several sub-categories of 

role language exist to classify the different variations (Kinsui, 2003; Kinsui, 2014; Teshigawara & 

Kinsui, 2011). In addition, the main character usually speaks a form of standard Japanese, for the 

simple reason that this is the form of language that the audience is most likely to relate to (Kinsui, 

2003, pp. 70–71; Teshigawara & Kinsui, 2011, p. 47). However, for the purposes of this thesis the 

author does not seek to identify any subcategories of gendered role language at this time; this goes 

beyond the scope of the thesis and is not likely to yield any tangible results since the material to work 

with is relatively limited. Instead, the primary focus is to identify male and female role language in a 

set selection of scenes with selected characters, and seeing how this translates into English. 

 

2.3.5 Male and female language 

The most noticeable difference in language usage between men and women in Japan is found in the 

choice of pronominal forms. Although there seems to be an abundance of options to choose from, the 

most commonly discussed first-person pronominal forms are ore, boku, watakushi, watashi and atashi. 

Watashi is a neutral option, polite and gender non-specific. Watakushi is considered the same, only 

politer. Atashi is almost exclusively used by women, in informal conversation, and boku and ore are 

typically male, ore being considered the more masculine of the two (Shibatani, 1990, p. 371; Kinsui, 

2003). All of the above would translate into the English first-person pronoun ‘I’.  
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Second-person pronouns are not considered part of polite discourse in Japanese, and are usually 

avoided in favour of a person’s title or name. In informal discourse, however, kimi and omae are par 

for the course in male language, whereas women usually opt for the more formal anata (Shibatani, 

1990; Kinsui, 2003).  

In general, the use of polite expressions is indicative of a female speaker (Kinsui, 2003, p. 137). Not to 

say that male speakers shun politeness – far from it – but on a whole, in an identical situation a woman 

would be likelier to use polite language than would a man, and no one would find it remarkable. 

Kinsui also states that female language is likely to avoid the use of straight declarative sentences or 

imperatives, in order to avoid asserting one’s own thoughts onto the addressee. In contrast, male 

language frequently utilises the imperative and declarative structures, favouring straight-forward 

assertiveness. 

Sentence-final expressions, i.e. verb endings, sentence-final particles and interrogatives, also differ 

between the male and female language. Especially sentence-final particles differ between men and 

women, but they also serve as sociolinguistic markers regarding confidence, conviction and query, to 

name a few (Pettersson & Pettersson, 1995, p. 250). The enunciation of complete sentences for 

instance is more common in female language than in male, particularly in the plain form where 

abridgement of verb endings is not unusual.  

In regards to the various sentence-final particles and other more concrete characteristics, the following 

list has been constructed based on Kinsui’s table (2003, p. 135), in order to illustrate the principal 

differences. Kinsui’s examples, originally only in Japanese, have been adapted and glossed for the 

benefit of any non-Japanese speaking readers.  

M signifies male speaker, F signifies female. 

1. Copula 

a. M: Kimi    wa      onna       da      (+yo/ne/yone). 

b. F:  Anata   wa     onna       Ø yo (ne/yone). 

   You     TOP   woman   COP (SFP) 

The plain non-past form of the copula is da, the polite non-past form is desu. According to Pettersson 

& Pettersson (1995, p. 265), the distinction between male and female Japanese becomes very clear in 

whether or not the copula exists before a sentence final particle. The presence of the copula signifies 

male language, the absence signifies female. 

2. Sentence-final –noda/–noka 

a. M: Kimi      mo      sono   hon     kat-ta           noka? 

b. F:  Anata    mo      sono   hon     kat-ta           no? 

   You      FOC    that    book   buy-PAST   SFP 

c. M: Kore,   dare   ga     kai-ta               nda(i)? 

d. F:  Kore,   dare   ga     kai-ta               no? 

   This     who   SBJ   write-PAST    SFP 

The grammatical function of the –noda/–noka is an emotive expression indicating either an 

explanation (typically –noda) or a question (typically –noka), where information is shared with the 

hearer or where the information is considered of common interest to both parties (Makino & Tsutsui, 

1986, p.325). –no on its own is used predominantly by women (Pettersson & Pettersson, 1995, p. 252). 
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Also, –noka and –noda are interchangeable in use depending on context, intonation and question 

markers. 

3. Plain form + yo 

a. M: Kore,   chotto           karai    yo. 

   This     somewhat     spicy   SFP 

According to Makino & Tsutsui (1986, p. 543), the sentence-final particle –yo is used to assert 

knowledge supposedly known only to the speaker. The expression is formed by attaching the suffix to 

the end of a verb or adjective in the plain form. Although Kinsui’s original table does not include an 

example of the female variety, Makino & Tsutsui (1986, p. 545) explain that the female form of the 

expression is made by combining it with other female language sentence-final particles, such as –wa 

(=wayo) and –no (=noyo). 

4. Imperative expressions and requests 

a. M: Kocchi   e         ko-i. 

   Here      ALL   come-IMP 

b. M: Kocchi   e         ki-te              kure. 

   Here      ALL   come-GER   give-IMP 

c. M: Kocchi   e         ki-te              mora-itai. 

   Here      ALL   come-GER   receive-DES  

d. F: Kocchi   e          ki-te              kudasaru? 

  Here      ALL    come-GER   give-(HON)-IMP 

e. M: Sonna   koto     suru-na. 

   Such     thing    do-NIMP 

Relating back to what Kinsui argued about directness in male language and the opposite tendencies of 

female language, the expressions of requests and demands are quite different between men and 

women. The use of auxiliary verbs in 4b-d softens the expression and adds another level of meaning to 

it (Makino & Tsutsui, 1986, p. 219). 4a and 4e are plain form imperatives, the latter of which (the 

negative imperative) is generally considered a male expression (Makino & Tsutsui, 1986, p. 266). 

5. Interrogative sentences 

a. M: Kimi,    ashita          no         paatii    shussekisuru    ka. 

   You,     tomorrow    GEN    party      attend              QP 

b. M. Kore   wa,      kimi   no       kai. 

   This    TOP,   you    GEN   QP 

c. M: Chotto,   soko    no      hon      tot-te          kure-nai              ka. 

   Hey,       there   GEN   book   take-GER   give-IMP-NEG   QP 

d. F: Chotto,   soko    no       hon     tot-te           kudasara-nai? 

  Hey,       there   GEN   book   take-GER   give-(HON)-IMP-NEG 

Generally, the Japanese language utilises the question-particle –ka rather than a question mark in 

written language, but the particle is often omitted in informal spoken language in favour of a rising 

pitch at the end of the statement to signify a question (Pettersson & Pettersson, 1995, p. 259). In 5c 
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and 5d, the auxiliary verb kureru (5c, male) and the respective politer form kudasaru (5d, female) 

again emphasise the female language tendency to opt for the politer choice of words. 

6. Sentence-final particle 

a. M: Shiken   ni         ochiru   zo. 

   Test       ADV   fail        SFP 

b. M: Ore   wa      mat-te-iru               ze. 

    I       TOP   wait-GER-CONT   SFP 

c. F: Koma-tta           wa.     Hen-na               hito        ga     iru      wa. 

  Bother-PAST   SFP.    Strange-ATTR   person   SBJ   exist   SFP 

–ze  and –zo are sentence-final particles used exclusively or predominantly by men in informal 

conversation. Both carry an air of assurance, but –zo also has a convincing quality to it, aimed at the 

hearer (Pettersson & Pettersson, 1995, p. 257). 

The sentence-final particle –wa is by Makino and Tsutsui said “to be used in weak assertive or 

volitional sentences by a female speaker” (1986, p. 520), a statement that is further corroborated by 

Pettersson & Pettersson (1995, p. 255). Pettersson & Pettersson go on to explain that combining the 

particle with –ne (=wane) is a way to invoke agreement from the hearer, whereas combining it with –

yo (=wayo) can make a statement more emphatic. Combining all three (=wayone) is an invitation to 

the hearer to agree with a strong emotion (1995, p. 255). 

7. Interjections 

a. M: Oi.  

b. M: Kora.  

c. F: Ara. 

d. F:  Maa. 

7a and 7b both translate to ‘Hey!’, an interjection to call out to someone, but 7b also carries the 

connotations of reprimand (according to jisho.org). 7c translates as ‘Oh,’ and 7d as ‘Well…’ 

8. Personal pronouns 

a. First-person 

i. M: Ore; Boku; Oira; Washi 

ii. F: Atashi 

b. Second-person (when speaking) 

i. M: Omae; Kimi 

ii. Neutral: Anata; Anta; Otaku(-sama); Sochira(-sama) 

 

As illustrated by the above examples, the male language offers a greater variety of expression than its 

female counterpart. One reason for this could be that as female language is often geared toward the 

politer side of discourse, it also wanders closer to the neutral end of the spectrum. As such, there are 

fewer characteristics that can be considered female specific, since polite Japanese language rarely 

betrays gender.  



16 

 

Although it is easy to argue that women speak one way and men another, we know that the line is not 

so clear cut. Social circumstance and the speaker’s personality of course play their respective parts in 

determining the manner in which an individual would express themselves. Language is as much a part 

of building our persona (the image of ourselves we project to the world) as the clothes we wear or the 

things we do (Gee, 2005, pp. 37–39; Kinsui, 2003, p. 128). In this way, Kinsui (2003, pp. 172–173) 

claims that role language is not only a work of fiction, but a part of real life as well. Male and female 

role language are the speech types the most likely to be influenced by change in contemporary society, 

since their usage is intended to reflect stereotypes that in modern Japan are under considerable 

reconstruction. As Kinsui points out, the portrayal of male and female roles in society is changing, and 

the differences in their language usage are growing fewer and less distinct.  

That is not to say that the differences in male and female role language are disappearing anytime soon. 

Role language is, after all, a form of linguistic stereotyping – one that is a tried and true tool of 

narration, foremost in literature and media aimed at children (Kinsui, 2003, p. 33; Yamaguchi, 2007, 

p. 11). As such, it is not unlikely that male and female speech styles will linger in fiction for some 

time to come. 

 

2.3.6 The English language and role language 

As stated previously, role language is a rarity in the discussion of English linguistics. Supposedly, the 

closest one comes are the various sociolects of the English language, but it is not quite the same thing. 

Although most role language can be traced back to actual language use, it is unlikely to find it 

occurring naturally in contemporary society (Kinsui, 2003; 2014, p. vii; Teshigawara & Kinsui, 2011). 

Teshigawara & Kinsui (2011, p. 41) explain that the differences between the two can be found in their 

respective research methods. First, role language research makes use of fictional data sources and 

describes the language as it pertains to specific character types. Researchers analyse e.g. manga, 

anime, books and subtitles and study how the language is connected to often easily recognisable 

character types. In contrast to this, sociolinguistics is concerned with real language usage and therefore 

collects and analyses material from informants of whichever social group is being observed. 

Second, role language research also considers extralinguistic variables such as appearance, personality 

and humanity (or lack thereof). Neither animals nor aliens could be considered speakers of Japanese in 

reality, yet they each have their distinct speech styles. This makes it possible to conduct studies on 

human as opposed to non-human language, or what language varieties exist between good-looking and 

physically non-attractive characters (Teshigawara & Kinsui, 2011, pp. 41–42). 

 

2.3.7 English role language  

The research field that is English role language is not, however, completely barren. Yamaguchi (2007) 

identified four ways of creating role language in English, and discussed the difficulties inherent in the 

English language for the creation of role language.  

Stereotypes in fiction are not an exclusively Japanese construct. The old, wise professor is no less a 

common character in English fiction than it is in Japanese, yet their language usage varies in 

distinction between the two. A stereotypical professor character in Japanese will speak in a highly 
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characteristic manner, yet the English language lacks the variety necessary to create the equivalent 

effect in English (Yamaguchi, 2007, p. 21). 

Looking at the Japanese language, there is an abundance of personal pronouns and sentence-final 

expressions to mix and match in order to create distinct speech styles, while still maintaining the 

possibility of creating new combinations for new stereotypes (Teshigawara & Kinsui, 2011, p. 53; 

Yamaguchi, 2007, p. 12). In comparison, the options available to the English language seem scarce at 

best, yet this does not mean that the English language is void of role language (Yamaguchi, 2007, p. 

9). Particularly in children’s literature and film characteristics of role language can be discerned, albeit 

not to the extent and vibrancy of Japanese. What follows are the four variations identified by 

Yamaguchi (2007). 

 

2.3.7.1 Eye dialect 

An eye dialect is “non-standard spelling representing non-standard pronunciation, including regional 

and foreign accents” (Teshigawara & Kinsui, 2011, p. 39). According to Yamaguchi (2007, p. 12), the 

first thing that springs to mind at the mention of English role language is dialect, which is often 

represented by changing the spelling to represent the necessary elements of the particular dialect to a 

degree that is still comprehendible to the average reader. Non-standard verb conjugations also belong 

in this category.   

Unfortunately, this variation of role language has a propensity for making the speaker seem lacking in 

education, due to the effect of the non-standard spelling (Teshigawara & Kinsui, 2011, p. 52; 

Yamaguchi, 2007, p. 13). For comparison, ‘regional dialect’
9
 speech styles in Japanese do not 

inherently suffer from the same perceptions since it is created through pronominal choices and 

sentence-final expressions, rather than compromising spelling.  

 

2.3.7.2 Stereotyped pidgin varieties 

By today’s standards, this variety would be considered quite racist, which is probably why the 

example Yamaguchi analyses dates back to 1934. According to Yamaguchi (2007, p. 14), stereotyped 

pidgin varieties typically represent the language of Chinese immigrants. On occasion, they have also 

been used to stereotype Native American characters. The Pidgin English Yamaguchi analyses is 

strongly associated with immigrants, and is characterised by dropping certain lexical items, such as 

articles, ‘be’ verbs and the sentence subject (Teshigawara & Kinsui, 2011, p. 52; Yamaguchi, 2007, p. 

15).  

Unfortunately, this kind of deviation from ‘normal’ English offers a limited diversity and prohibits the 

productivity of the role language, making it rigid and highly stereotype specific. 

 

2.3.7.3 Manipulation of personal pronouns 

Manipulating personal pronouns means substituting first, second, and third-person pronouns with 

proper nouns. This is not to say the conventional pronominal forms are never used. Since the repetition 

                                                      
9 田舎言葉 (inakakotoba) 
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of the same proper noun ad infinitum could easily become tedious, an occasional third-person pronoun 

or title can be used to break the streak. Yamaguchi uses the example of Dobby, the house-elf from the 

Harry Potter book series, to illustrate this variety of role language.  

“Master threw it, and Dobby caught it, and Dobby – Dobby is free.” (Rowling, 1999, p.338). 

Yamaguchi also claims that Japanese, lacking the pronominal form rigidity of the English language, 

has a hard time reproducing the nature of Dobby’s expressions. Although Japanese does have 

instances of proper nouns and the like replacing first and second-person pronouns, the impact is of a 

different character than what is connoted with the same behaviour in English (Yamaguchi, 2007, p. 

19). 

 

2.3.7.4 Phonological manipulation – baby talk and onomatopoeic effects  

To illustrate the final variety of English role language, Yamaguchi (2007, pp. 19–20) calls upon the 

Looney Toons character Tweety. As Yamaguchi’s paper does not provide any further examples, it is 

difficult to gauge how common this tactic is in English fiction, children’s or otherwise. Regardless, 

Tweety ‘s language consists in majority of stereotypical baby talk, along with numerous instances of 

phonetic  play on “tweet” and “twitter”. Like the other examples, this kind of role language is limited 

to the realm of its own rules, and is applicable only in a limited set of circumstances. 

 

2.3.8 The function of role language 

What, then, is the purpose of role language? To find it in a language as structurally predisposed to its 

construction as Japanese is perhaps not surprising, but English has its varieties as well. Yamaguchi 

(2007, p. 9) posits the question why a language like English, while lacking the structural advantages of 

Japanese, still looks for and finds ways to linguistically stereotype characters in fiction. 

Judging from the current research, role language seems to fill two primary functions: to facilitate the 

characterisation of minor characters; and to place these characters within the structure of the story 

being told. Yamaguchi (2007, p. 22) argues that role language functions as a facilitator for the author 

to weave a tale for the reader unhindered. A line spoken by a character serves not only the purpose of 

communication within the story, but also between the author and the audience.  

Introducing the concept of ‘micro-cosmic communication’ and ‘macro-cosmic communication’, 

Yamaguchi (2007, p. 22) suggests role language as a form of meta-communication. Lines in novels or 

film are spoken by characters to characters within the same work of fiction. For this reason, the lines 

need to follow daily conversation patterns as naturally as possible. At the same time, however, lines 

are aimed at the audience. No matter how natural the conversation is, there is no point to it if the 

audience cannot follow. In this way, Yamaguchi (2007) makes the distinction between micro-cosmic 

communication, which works within the universe of the fictional work at hand, and macro-cosmic 

communication, from the author to the audience. 

On the micro-cosmic level, role language is an unnatural occurrence. There is no one in the real world 

that speaks exactly the way stereotypes characterised in novels and films speak, although the 

characters may exist in real life (Kinsui, 2003; Teshigawara & Kinsui, 2011; Yamaguchi, 2007).  

On the macro-cosmic level, role language is a prerequisite to support the structure of the narrative. 

Kinsui (2003, p. 46) emphasises that the ‘professor’ speech style is not intended to portray any real-



19 

 

life person, but rather establish the character’s particular role within the structure of the story. The 

professor type is one who protects and guides the protagonist, and through the use of role language, 

the reader learns this implicitly. With role language, you can further paint the image of a character, 

without explicitly explaining it (Yamaguchi, 2007, p. 23).  

This comes in handy especially when characterising minor characters in a story, because it allows 

more space to be dedicated to the development and characterisation of the protagonist. The 

protagonist, as previously explained, most often speaks a variety of standard language. In comparison, 

role language to varying degrees is considered to signal that particular character as minor in the 

narrative (Kinsui, 2003, p. 50; Teshigawara & Kinsui, 2011, p. 47). 

 

3 Methodology 

Up to this point, we have reviewed the major theories of localisation and how linguistic and cultural 

differences play into the translation of video games. We have looked especially at the phenomenon of 

role language, both in Japanese and in English, and we have discussed the differences in male and 

female language in Japanese and how this is applicable to linguistic stereotyping. Now we move on to 

the purpose of this thesis: the analysis of Japanese role language in Bokujō Monogatari: Hajimari no 

Daichi and the translation thereof in the localised version, Harvest Moon: a New Beginning. From this 

point on, the game in general is referred to as simply Harvest Moon. When a differentiation between 

the two versions is necessary, it will be stated explicitly. 

The reason behind choosing Harvest Moon for use in this thesis is a personal one – the Harvest Moon 

game series are a personal favourite of the author, who has clocked an absurd amount of hours playing 

these games throughout the years. It was playing Bokujō Monogatari: Hajimari no Daichi that sparked 

the idea behind this thesis in the first place. The game is ripe with characters of different ages, with 

varying physical attributes and different occupations, and role language is an integral feature in the 

game. This makes it a good starting point for analysing the translation of role language within the 

paradigm of video game localisation, but the setup of the game itself also challenges one of the main 

assumptions of role language research – the one that role language is primarily reserved for minor or 

supporting characters. The protagonist in Harvest Moon does not actually speak, and the residents of 

Echo village all take up arguably equal space in the fictional realm.  

All the residents of Echo village are what is referred to as ‘non-playable characters’ (NPC’s), i.e. 

characters which the player cannot control, only interact with. The personalities of the NPC’s are often 

as varied as their background stories, and like other fictional realities in Japanese, the scene is ripe 

with role language. This thesis will analyse the role language used by a selection of the marriage 

candidates (both sexes), and examine how their speech style translates into English. 
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3.1 Aim 

By analysing and comparing the selected samples of male and female language, the primary aim is to 

determine in what ways role language has been used to characterise the selected subjects, and how 

these characterisations may have potentially been altered in the English translations. The secondary 

aim is to see if any of the TTs conform to Yamaguchi’s variations of English role language. 

The research questions are:  

 Have expressions been lost/normalised?  

 Have role language characteristics been added or removed?  

 What effect does this have on the perception of the characters? 

After all, perception is dependent upon the experiences and cultural references of the beholder. What 

one culture perceives as attractive, another might see as obnoxious. How one culture stereotypes a 

particular set of personality traits may differ greatly from how another would. It is important to keep in 

mind that this analysis is done by the author alone, so the discussion regarding the perception of a 

character will be inherently coloured by the author’s own frame of reference. In a more thorough 

study, focused on perception in translation rather than language, interviews or a survey would have 

been the method of choice. However, as language is the focus of this thesis, what follows will be a 

linguistic analysis of the characters in the ST along with a comparison of highlighted parts in the TT 

translations as relating to the ST. 

The ultimate aim is to see which of the following hypothesised scenarios the translator has conformed 

to: 

Either, in attempting to create something essentially of the target culture, meaning the portrayal of the 

intended personalities needs to conform to the expectations of the locale, the language of the 

characters has been altered. 

Or, in attempting to preserve the integrity of the source material, the language has been translated with 

a source-oriented approach meaning that the perception of the characters’ personalities has possibly 

been altered. 

For the impending analysis, four separate scenarios have been chosen in order to analyse a variety of 

each character’s language usage. Out of the scenarios available, two have been chosen that are 

dependent upon the marriage candidates’ respective personalities and occupations, and two have been 

chosen that play a key role in the development of the relationship between the protagonist and the 

marriage candidate, and so are common to all the marriage candidates. 

By choosing two individual scenarios and two common ones, it will be interesting to see just where 

role language lies the heaviest. Is it in the individual scenarios, where the writers are free to mould the 

setting to their own will? Or is it in the common scenarios, where a supposed need to set the characters 

apart could have the writers reaching for more stereotyped language? 

It will also be interesting to see how the common scenarios fare in translation. Is there role language 

present, and if so – in what capacity? Or, if the language has been normalised, what effect does that 

have on the consistency of that particular character’s language usage? 
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3.2 The Game 

Bokujō Monogatari: Hajimari no Daichi was released for the Nintendo 3DS in Japan on February 

23
rd

, 2012. Harvest Moon: a New Beginning was released in Europe on September 20
th
 the following 

year. It was rated suitable for all ages, in accordance with the rating systems in place in their 

respective markets (PEGI for Europe and CERO for Japan). Although these ratings technically mean 

that children can play the game, they will not be able to engage fully in the experience unless they are 

at a certain level of literacy (more so for the Japanese than the English version). 

The protagonist of the game has just inherited the old family farm, and the aim is to revive the farm 

and the adjacent village by farming, breeding livestock, making friends and getting married. The main 

goal of the game is to revitalise Echo village and bring people flooding back to it. The more you farm, 

breed livestock and make friends, the more people come to Echo village. This also includes 

accomplishing a number of goals set by Mayor Dunhill as part of his restoration plans for the village, 

including attending festivals, constructing houses for new residents, and shipping certain items in 

certain quantities. 

The player can choose to be male or female, and depending on their choice different marriage 

candidates are available. Although courtship and ultimately marriage are not requirements for 

completion of the game, they are part of what makes Harvest Moon such a successful game series. 

 

3.2.1 The main character 

In the Japanese promotional material, the male and female protagonists are introduced with their own 

backstories, briefly explaining their personalities and their reason for coming to Echo village and the 

family farm. However, since everything in the game follows the player and their whims, there is very 

little of this presupposed personality that comes through in the game, if any at all. Given that the 

protagonist has little to no scripted lines in the game, and that the few they do have are relative to their 

interactions with the villagers, the protagonist becomes whatever the player wants them to be.  

 

3.2.2 Basics 

Harvest Moon is played from a third-person point of view, meaning that the main character is centred 

on the screen at all times during gameplay. This is not an entirely common setup for a simulator game, 

where the first-person point of view often is key to the authenticity of the experience. Harvest Moon, 

however, simulates not only the farming experience but rather aims for the overall experience of 

farming life, neighbouring villagers and all. In this way it is actually more reminiscent of a role-

playing game, making the series a combination role-play/farm simulation game. 

Regardless of which gender you choose for your protagonist, the game plays out the same way. The 

villagers speak to you the same, the same societal rules apply, and you go about your daily business 

whichever way you choose. The only difference is how the marriage candidates interact with you. If 

you play as a boy, six of the girls in the village are available for wooing. If you play as a girl, the same 

applies to six of the boys.  

A year in Harvest Moon is divided into four seasons – a new year begins with spring and ends with 

winter. Each season has 31 days, and each day can be experienced from earliest 6 am to 5 am the 
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following day. Time is measured in relativity to real-time; in this case one minute in real time is one 

hour in-game.  

While the rest of the game is rendered in 3D (the depth of which can be regulated by a separate toggle 

on the 3DS console), conversations in Harvest Moon are displayed in dialogue boxes. The protagonist 

and whoever else is part of the conversation is shown as usual in the background, while the dialogue 

box along with a 2D image of whoever is speaking is shown in the foreground.  

 

The first dialogue box of Allen’s first heart event10. 

 

3.2.3 Friendship points 

The interactions in Harvest Moon are based on a simple point system. Do something favoured by the 

villagers and/or love interest, and you gain points. Do something that is generally frowned upon, and 

you lose points. By increasing your friendship with the villagers, you can unlock blueprints, recipes 

and other things that will help in completing the game. By increasing your friendship with your love 

interest, you can experience so-called heart events, confess your love, go together to festivals and 

events, and eventually get married and have a child.  

Falling in love in Harvest Moon can be a surprisingly simple endeavour. Friendship points form the 

base of all relationships in Echo village, and luckily, the marriage candidates provide you with a way 

to gauge their affection. Each marriage candidate, with the exception of Yuri and Amir, display a little 

heart next to their name in the dialogue box.   

There are seven heart colours in total, each at intervals of 10,000 FP. Starting at 0 FP is the Black 

heart, which turns into Purple heart at 10,000, then Blue heart at 20,000, Green at 30,000, Yellow at 

40,000, Pink at 50,000 and finally Red at 60,000 FP. The Black, Purple, Green and Yellow heart levels 

each offer the player the chance to experience so called Heart events (provided certain conditions are 

met).  

Heart events are cut scenes that show individual interactions between the protagonist and the selected 

love interest. These cut scenes look much like normal gameplay and the dialogue format stays the 

same, but instead of the player moving freely, the cut scene plays out a scenario where the protagonist 

and the love interest are interacting (over lunch, fishing, cow-chasing, etc.). All heart events centre on 

conversation, though the topics vary greatly, and the player is always presented with at least one 

choice of how the conversation should proceed. Most commonly, the love interest asks a question, and 

                                                      
10 Photo taken by author during gameplay. 
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depending on which of the alternatives the player chooses for an answer, Friendship points are won or 

lost.  

 

3.2.4 Marriage candidates 

There is a total of 12 eligible bachelors and bachelorettes in Harvest Moon: A New Beginning. Six are 

available to the boy protagonist, and the other six are available to the girl protagonist. At the beginning 

of the game, Neil and Iroha introduce themselves to the protagonist on their respective days during the 

first spring in order to trigger basic functions in the game. All the other characters have to be unlocked 

by building their respective houses, the blueprints and materials for which become obtainable at 

different stages of the game
11

. The morning after their house is built, the character moves in and comes 

by to introduce themselves. 

Because the time frame of this thesis is limited, the decision was made to not attempt to obtain 

material for all the characters. Unfortunately, the last two characters to be unlockable for the boy and 

girl protagonists respectively would have required a commitment of time and effort beyond the 

capacity of this thesis, and so were cut from selection.  

Throughout this thesis, all characters are referred to by their English version names. Next to each of 

the character names below, however, a transcription of their Japanese version names follows in 

parenthesis for a quick comparison. Attempting to answer why some names have been translated and 

some not would constitute little more than speculation at this point, since most likely this decision was 

left up to the translator’s discretion. Below is a list of the selected characters, along with a brief 

introduction for each. 

 

3.2.4.1 The Bachelors 

Neil (Niiru) runs the Animal Shop in town. His mannerisms are rude and he seems to have a 

permanent scowl etched on his face, but deep down he loves animals and is actually a decent guy. 

Allen (Aren), in his own opinion, is God’s gift to hairdressing. He runs the beauty parlour in town, and 

does not hesitate to speak his mind to anyone. He comes off as selfish, but takes his work very 

seriously. 

Rod (Roddo), owns the pet shop in town. He loves all animals equally, and has a sunny and optimistic 

outlook on life. He is an honest, bright young man and a great friend to all. 

Soseki (Sengoku) comes to Echo village to recover from an unnamed incident that occurred while he 

was working as a journalist. He is slightly older than the rest of the marriage candidates, but that does 

not seem to slow him down.  

 

                                                      
11 Usually in connection with the town restauration plan. 
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3.2.4.2 The Bachelorettes 

Iroha (Iroha) is a blacksmith, studying to better her craft. She came to Echo village in search of good 

ore, and stayed for the forge. She is a cool, calm character, and propriety is a big part of her 

personality. 

Tina (Tiina) runs the local newspaper house, and sees to it that everyone gets their mail and papers. 

She is a straight shooter, honest and dedicated to her craft, always busy doing something.  

Felicity (Ferishia) moves to Echo village to become a waitress at the restaurant that Clement (the 

chef) runs. She is a big foodie with a renowned palate, but apparently not much of a cook herself. She 

is a courteous and kind soul, whose life revolves around food. 

Yuri (Yuuri) is a tailor who moves back in with her mother to open her own tailor shop. She treasures 

clothing of all kinds, and enjoys nature. She is quiet, not shy but simply a woman of (very) few words. 

 

3.2.5 Cut scenes 

From the moment you meet a new prospective husband/wife, there are several stops along the way 

before you can tie the knot and proclaim yourselves a family. All in all there are 10 different cut 

scenes to be considered in the interaction between protagonist and intended significant other: 

1. The first time you meet. 

2. The 1
st
 (grey) heart event. 

3. The 2
nd

 (purple) heart event. 

4. The commitment ring. 

5. The 3
rd

 (green) heart event. 

6. The 4
th
 (yellow) heart event. 

7. The proposal. 

8. The wedding preparations. 

9. The wedding. 

10. Married life. 

Instinctively, the first time meeting someone sounds like it would be the ideal starting point for 

analysis, considering the impact of first impressions, but it has been excluded from the material for 

one simple reason: they are neither all the same, nor all individual. Neil and Iroha are integral parts of 

gameplay in this game; they both come to Echo village within the first season, and their first meeting 

cut scenes are different from and much longer than the others’. The other candidates appear one by 

one after their respective houses have been built, at which point they come to your house to introduce 

themselves briefly.   

As previously explained, the heart events are individual to each character. All heart events require a 

different set of circumstances and conditions before they can be triggered. The only thing they have in 

common is the required heart level for each event.  



25 

 

The 1
st
 heart event requires the object of your affections to have at least 5,000 FP or more, and the 2

nd
 

heart event requires at least 10,000 FP. Up until this point the player is free to view the various events, 

but in order to further the relationship after that (and view the rest), a commitment is required. 

The commitment ring is an extravagant variety of a confession. The ring is bought at the General Store 

and then shown to the love interest when they are at a Blue heart level or higher (20,000 FP+). The 

love interest will insist on moving the conversation to the Goddess Pond, (a pretty pond on a pretty 

hill), and there mutual professions of affection take place
12

. After the player has entered a committed 

relationship, the conditions to trigger the 3
rd

 heart event (from 30,000 FP) and the 4
th
 heart event (from 

40,000 FP) can be met. 

Having experienced all four heart events and made some necessary upgrades to the farm house, the 

player can propose marriage to their love interest (provided they are at Red heart level). This is done in 

much the same way as the commitment ring, only instead of a ring, it is a Blue Feather
13

. After the cut 

scene at the Goddess Pond, the conversation is moved to the house where the arrangements for the 

wedding are discussed. 

The day before the wedding, the fiancé drops by the farm house to try on the wedding outfits. The 

protagonist is the only one trying anything on, so a girl protagonist will try on wedding dresses and a 

boy protagonist will try on tuxedos.  

The following day, the wedding takes place. It is an outdoor wedding, and the protagonist walks down 

the aisle with the fiancé. At the altar Dunhill officiates the ceremony, the obligatory phrases are 

exchanged and then the screen goes dark, signifying that there is kissing. On the way out, the Harvest 

Goddess stops by to congratulate the happy couple. Here the game credits start to roll. 

At the end of the credits, the protagonist and their now spouse have just come back from the wedding 

party. In this sequence, the couple decide how to proceed with daily life now that they are married. For 

all characters, the conversation follows essentially the same pattern. They come home, happy to be 

married, and then the spouse suggests that life on the farm is tough, so they wish to help however they 

can. The details of cleaning, cooking and foraging on the weekends are discussed, and then the happy 

couple go to bed. After this, gameplay returns to normal, only now you are married and your spouse is 

living with you. 

 

3.3 Material 

Due to a clear excess of material within the scope of this thesis, only four of the above interactions 

have been chosen for analysis: the 1
st
 heart event; the commitment ring; the 4

th
 heart event; and the 

married life. The heart events are individual to the respective characters, no two scenarios are the 

same, so the first and last of each were chosen to represent their individual interactions and possible 

progression of the relationship.  

In contrast, the commitment ring and the married life are scenarios that all candidates have in 

common, which all follow similar patterns. Although the weddings are something all characters have 

                                                      
12 It is possible to trigger a so-called reverse confession, where the love interest initiates the interaction, 

but the requirements for this were deemed too time-consuming. 

13 The Blue Feather is an iconic symbol in the Harvest Moon series, symbolising marriage proposal. 
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in common as well, it is not in the interest of this thesis to analyse since Mayor Dunhill and the 

Harvest Goddess dominate the dialogue. 

Although the heart events are meant as opportunities to interact with the characters on a different level 

from other residents of Echo village, it is not uncommon to find another villager or candidate playing a 

supportive role in the scene. For instance, Allen plays a part in Rod’s 4
th
 heart event, and Iroha takes 

part in Tina’s 1
st
 heart event. This makes it necessary to draw some basic boundaries in terms of what 

interaction counts towards a character’s linguistic analysis.  

Only dialogue in the character’s own cut scene is considered. Dialogue boxes containing meta-

commentary along with any other character’s part in the dialogue is omitted from the analysis. The 

aim of this thesis is to analyse a character’s language and its translation, so all the while social 

interaction can be a relevant factor in role language patterns, it will not be included in the analysis at 

this time.  

Some of the candidates (e.g. Rod, Felicity) display a heart or an eighth note as part of their 

conversation. Usually these are markers of unusually chipper and optimistic people, but for the 

purposes of this analysis they carry no linguistic value and will subsequently be ignored. They are 

nonetheless included in the transcripts in Appendix 1.  

 

3.3.1 Acquiring the material 

Harvest Moon is a time consuming game. Although each protagonist has six possible love interests, 

the decision was made to focus only on four each. The reasoning behind this is that unlocking the last 

two characters for each protagonist would have required almost twice the amount of gameplay as all 

the others combined.  

As the Japanese ST was not readily available online, some 80-odd hours of gameplay were required to 

obtain all the ST-material. Since the final goal was acquiring all cut scenes for the selected characters, 

the multiple choice options in the heart events were always chosen for the most favourable outcome. 

The heart events all have multiple choice options that lead to different variations of the conversation. 

Some options will gain you FP, and some will cost you
14

. In some scenarios, there have been two 

options available with the same FP-gain value, at which point one of them was chosen at random. This 

means that a different choice could have yielded more material to analyse for that character, but also 

that it could have yielded less. The cut scenes were documented by taking screen photos
15

 and the 

material was later transcribed.  

In the case of the English TT, a different method was adopted. Thanks in large to YouTube, the 

majority of the TT was easily acquired, leaving only three heart events remaining that required actual 

gameplay. This considerably cut down the amount of time spent acquiring TT-material; however, this 

method is not without its flaws. The game was released in North America in October of 2012, almost 

an entire year before it was released in Europe. And although the YouTubers do not specify which 

version they are playing, the dates the videos are posted tell us that the overwhelming majority are 

playing the North American version. Different distributors launched the games in the respective 

locales, but at the time of writing it is still undetermined if a separate localisation process was done for 

                                                      
14 In order to facilitate the acquiring of materials, the author often sought guidance at 

http://fogu.com/hm11/index.php, an unofficial Harvest Moon fan page.  

15 Pictures of the screen with a camera, rather than a screen shot. 

http://fogu.com/hm11/index.php
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the European release. As the game was only released in English in Europe, it is more likely that the 

North American version was modified as needed to fit the European locale. This however cannot be 

said for certain. 

What can be said, however, is that in playing through the European version to acquire the missing 

heart events, the author took the opportunity to compare gameplay-acquired material with the 

YouTube-material, and no discrepancies were found. 

 

3.3.2 Method of analysis 

In the analysis of the ST, Kinsui’s theories will be applied to an extent. The use of pronominal forms, 

copula and sentence-final expressions will be sought out and analysed. Interjections, however, will not 

be considered or counted in the final tally. The reason for this is that half the material for analysis (the 

heart events) cover such a wide variety of situations, making it more likely that interjections would be 

a product of circumstance (i.e. it fits the scenario) rather than characterisation. Therefore, interjections 

are left out of the analysis at this time, to keep from skewing the numbers. 

Second-person pronouns do count toward the role language tally, however, as does referring to the 

protagonist by name. Although Kinsui argues that second-person pronouns can change depending on 

the situation and referent, in this particular case the referent is almost always the protagonist, and it is 

interesting to see if the different manners of reference have carried over in translation. 

The results of the analysis will be presented as a list of role language characteristics per character 

along with a percentage of role language frequency for each, followed by a brief discussion of their 

characterisations. The role language frequency is calculated by dividing the number of dialogue boxes 

which contain one or more instances of role language, with the number of dialogue boxes in which the 

character speaks (or says nothing, in some cases). A table showing the number of dialogue boxes in 

each analysed sequence, how many of those are the utterances of the character in question, and how 

many contain one or more instances of role language can be found at the beginning of section 4.  

In cases where another villager has been present during a heart event, the number of dialogue boxes 

afforded to that particular event is shared between the participants. This can regrettably skew the 

results, since there is less material to analyse for that particular character. There is also no minimum 

amount of words per dialogue box, but a maximum of three rows of texts. This means that a dialogue 

box with one row of text will carry equal weight to a dialogue box with three. This should be kept in 

mind when viewing the numbers. 

In the analysis of the TT, it should be noted that it is the first time the author is actually reading it. 

Having never played the localised version, the author has deliberately avoided playing it for the 

purpose of fresh eyes and an open mind in the upcoming analysis. Only after the analysis of the 

Japanese source text has the target text been handled critically. 

Although it is unlikely that great instances of Yamaguchi’s established English role language varieties 

will be found in this material, the purpose of the analysis will be to compare language profiles between 

ST and TT, as well as discuss how certain instances of language differences were handled in 

translation.  
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4 Analysis and Discussion 

The first part of this section will analyse and discuss the portrayal of the characters in terms of role 

language in the Japanese ST. The second part will highlight and discuss the characters’ language 

profiles in translation, and to what extent this is conveyed in the English TT. The third part contains a 

comparison of the more common linguistic features in the ST, and in what ways these have been 

translated differently (or not) into the TT.  

Splitting the analyses in this manner was a conscious choice on the author’s part, in an attempt to keep 

a coherency in the findings. Because the different parts of the analyses have different focal points, it 

was deemed prudent to keep them separate. A summary and brief comparison of the findings can be 

found in section 5, Concluding remarks. 

4.1 Japanese source text 

In regards to the calculation of the role language frequency, there are some characteristics that are 

more difficult to gauge than others. Although for instance the form of the copula (e.g. plain form da, 

polite form desu) is a role language marker, its use is to some extent a grammatical necessity in the 

Japanese language. Thus an instance of the copula in a dialogue box will mark it as containing role 

language, even where no other markers are found.  

Also, the way in which the dialogue system is built, one dialogue box can contain as much as three 

lines of text or as little as one single word. In such instances that this one word is the name of the 

protagonist, that particular dialogue box is also marked as containing role language, as explained in 

section 3.3.2.   

Therefore, the role language frequency indicated next to each character should in no way be perceived 

as any kind of conclusion or result, but rather as a tool for comparison between the different character 

profiles.  

Below is the breakdown of the ST dialogue boxes analysed in this study. The first (left) column under 

each character’s name represents the total number of dialogue boxes in the sequence. The second 

(middle) column represents how many of those boxes are the character dialogue. The third (right) 

column represents how many of the boxes contain one or more instances of role language (RL). 

Table 1: Dialogue box summary 

 Neil Allen Rod Soseki 

1st heart event 27 24 22 13 13 13 10 10 10 21 21 21 

The commitment ring 12 12 11 11 11 10 12 12 12 15 15 15 

4th heart event 22 22 22 28 21 14 21 10 10 19 19 18 

Married life 17 17 16 18 18 17 17 17 16 18 18 17 

Total Boxes/Character speaks/Contain RL 78 75 71 70 63 54 60 49 48 73 73 71 

Percentage of boxes containing role language  94.7  85.7  98  97.3 
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 Iroha Tina Felicity Yuri 

1st heart event 19 19 14 13 11 10 15 15 10 18 7 1 

The commitment ring 12 12 11 12 12 11 12 12 11 10 10 5 

4th heart event 24 24 17 11 11 8 14 14 8 17 8 4 

Married life 17 17 13 17 17 16 17 17 13 17 17 15 

Total Boxes/Character speaks/Contain RL 72 72 55 53 51 45 58 58 42 62 42 25 

Percentage of boxes containing role language  76.4  88.2  72.4  59.5 

 

4.1.1 Role language profiles 

Neil – 94.7% 

 First-person pronoun 

o Ore 

 Second-person pronoun 

o Omae 

o Name 

 Copula 

o –da(yo) 

 –noda/–noka 

o –noka(yo) 

o –nda(yo) 

 Plain form + yo 

 Imperative expressions and requests 

o Imperative verb conjugation 

o –te-kure 

 Interrogative sentences 

o –ka 

 Sentence-final particles 

o –ze 

o –zo 

o –yo 

o –na 
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Neil speaks in plain form with a slightly provincial inflection, extending certain sentence-final vowels 

and shortening others. The abbreviated language, the use of the informal pronominal forms and the 

occasional cuss-word give him an anti-social vibe and make him seem difficult to approach at first. 

Allen – 85.7% 

 First-person pronoun 

o Ore-sama 

 Second-person pronoun 

o Omae 

o Name 

o Hime-kun 

 Copula 

o –da 

 –noda/–noka 

o –noka 

o –nda 

 Plain form + yo 

 Imperative expressions and requests 

o Imperative verb conjugation 

o Neg. imperative verb conjugation 

o –te-kure 

 Interrogative sentences 

o –ka 

 Sentence-final particles 

o –sa 

o –ze 

o –na 

Allen speaks in plain form throughout the interactions, occasionally omitting unnecessary phonemes. 

He is very direct, and his choice of first-person pronoun reveals how highly he thinks of himself. Ore-

sama, the former meaning ‘I’ and the latter being an honorific of respect, is a narcissistic manner of 

self-reference. The combinations of the narcissistic tendencies and the direct language make him seem 

confident, albeit a bit obnoxious. The use of hime-kun, hime meaning ‘princess’ and –kun being a 

suffix on a familiarity level somewhere in between more formal –san  and the informal –chan, is on 

the one hand a compliment to the protagonist, but also a way to keep them closer in the social 

relationship of the conversation. 
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Rod – 98% 

 First-person pronoun 

o Boku 

 Second-person pronoun 

o Name 

o Kimi 

 Copula 

o –da(yo/ne/yone) 

 –noda/–noka 

o –nda 

 Plain form + yo(ne) 

 Imperative expressions and requests 

o –te-kudasai 

o –te-yo 

o –te-ne 

 Interrogative sentences 

o –no? 

o –ka 

o –? 

 Sentence-final particles 

o –na 

o –zo 

o –sa 

o –ne 

Rod speaks a slightly politer version of the plain form; he enunciates better than Allen and Neil, for 

example, and prefers the politer imperative expression –tekudasai to the ruder, imperative 

conjugations of the verb. He just seems like a nice boy, as his choice of first-person pronoun suggests. 

He also prefers to refer to the protagonist by name, as is the politer alternative, rather than use a 

second-person pronoun. 

 

Soseki – 97.3% 

 First-person pronoun 

o Occhan 

o Ore 
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 Second-person pronoun 

o Name +chan 

o Kimi 

o Name 

 Copula 

o –da(yo/ne) 

 –noda/–noka 

o –noka(i) 

o –nda(i) 

o –nda(yo/ne/yone) 

 Plain form + yo 

 Imperative expressions and requests 

o –te-yo 

o –te-kure 

o –naide 

 Interrogative sentences 

o –ka 

o –kai? 

o –no? 

o –nano? 

o –kana 

o –? 

 Sentence-final particles 

o –ne(e) 

o –na 

o –zo 

o –yo 

Soseki is a slightly older man, but he retains a sense of humour. He prefers to refer to himself as 

occhan, an abbreviated expression of o-ji-chan, essentially connecting ‘cute’ and ‘uncle’ semantically. 

He also refers to the protagonist by name with the suffix chan, implying that the protagonist is tiny 

and cute. Otherwise Soseki speaks a straightforward plain form, with slightly endearing qualities 

added by the way he uses sentence-final particles. 
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Iroha – 76.4% 

 First-person pronoun 

o Watashi 

 Second-person pronoun 

o Name +san 

o Name 

 Copula 

o –desu(ne/yone) 

 –noda/–noka 

o –nodesu 

o –ndesu(ne/yone) 

 Imperative expressions and requests 

o –te-kuremasen ka 

o –te-kudasai(ne) 

o –te-hoshii 

 Interrogative sentences 

o –ka 

 Sentence-final particles 

o –ne 

o –yone 

Iroha speaks an enunciated polite/honorific form of Japanese, which makes some of the sentence-final 

expressions take on a slightly different form. She uses the neutral first-person pronoun watashi to refer 

to herself, and only refers to the protagonist by name. She has a polite, almost distanced manner of 

speaking, which only grows slightly closer as the relationship progresses. After the commitment ring 

scenario, Iroha drops the honorific suffix –san from the protagonist’s name, but continues to speak 

polite form throughout. 

 

Tina – 88.2% 

 First-person pronoun 

o Watashi 

o Atashi 

 Second-person pronoun 

o Name 

 Copula 
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o –da(yo/na) 

 –noda/–noka 

o –nda(yo/ne) 

 Plain form + yo(ne) 

 Imperative expressions and requests 

o –te(ne) 

o –choudai 

 Interrogative sentences 

o –no 

o –kana 

o –? 

 Sentence-final particles 

o –sa 

o –wa 

o –no 

o –ne 

o –na(a) 

Tina’s language is as bubbly as her personality. She speaks plain form and is more direct than the 

other girls in her communication, making her seem a bit of a tomboy. She also switches freely 

between the first-person pronouns watashi and atashi, with no apparent motivation. In addition, the 

use of the adverb choudai, a manner of saying ‘please [do this]’, gives her a slightly younger 

impression.  

 

Felicity – 72.4% 

 First-person pronoun 

 Second-person pronoun 

 Copula 

o –desu(yo/ne) 

 –noda/–noka 

o –ndesu(yo) 

 Imperative expressions and requests 

o –te-kudasai 

 Interrogative sentences 

o –ka? 
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 Sentence-final particles 

o –ne 

Like Iroha, Felicity speaks a polite/honorific form. Her language deviates very little from standard 

Japanese, but role language characteristics are still present at regular intervals. She uses the honorific 

suffix –san attached to the name when referencing the protagonist at first, but like Iroha, she drops this 

in the commitment ring scenario. She also refers to herself with the neutral first-person pronoun 

watashi throughout. 

 

Yuri – 59.5% 

 First-person pronoun 

o Watashi 

 Second-person pronoun 

o Name 

 Copula 

o –da(ne) 

 –noda/–noka 

o –nda 

 Imperative expressions and requests 

o –te 

 Interrogative sentences 

o –? 

o –kana? 

 Sentence-final particles 

o –ne 

Yuri is the most difficult to analyse. Her language is plain and neutral to a point that is almost 

frustrating. What little role language is found is consistent, but it is not so much the absence of role 

language as it is the absence of utterances that is the issue. Yuri is quiet, but not shy. She simply does 

not talk much, if at all, and from an analysis point of view, it presents a challenge. Several of her 

dialogue boxes do not contain actual speech, only the silence markers ‘… … …’ at varying length.  

 

4.1.2 Discussion 

Two characteristics that make a frequent appearance, although not included in Kinsui’s (2003, p. 135) 

original table, are the sentence-final particles –na and –sa. According to Pettersson & Pettersson (pp. 

251–252, p. 254), they both typically carry masculine connotations, and as such it is perhaps not 

surprising to find them in the profiles of all the male characters. What is interesting to note is that Tina 

also uses these particles, further emphasising her tomboyish personality. 
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All the boys speak plain form Japanese as a basis for their communication, and so do two of the girls: 

Tina and Yuri. Tina comes off as a tomboy in her use of plain form coupled with the particle yo, as 

well as the sentence-final particles –sa and –na, whereas Yuri comes off as more gender neutral since 

very little in her language suggests otherwise. It stands to be reiterated that Yuri’s penchant for silence 

is in the process of analysis a frustrating but telling characteristic. Her entire countenance signals an 

independence and silent self-confidence, and her speech style reinforces that implicitly. Even if role 

language characteristics cannot be claimed as prevalent in her dialogue, it is arguable that her 

mannerisms are characteristics of a speech style in its own right. 

In contrast to this, Tina’s speech style fits with her portrayal as a character. She is direct, as a young 

journalist is wont to be, and the combination of sentence-final particles, imperative expressions and 

her occasional use of the first-person pronoun atashi present her as a slightly girly, rather than 

feminine, character with tomboyish traits. 

What is interesting to note is that although the polite form of the copula and adaptations thereof in the 

other role language categories have been taken into account as de facto role language, both Iroha and 

Felicity have significantly lower percentages of role language occurrences than the other characters. A 

possible explanation for this is that sentence-final particles and imperative expressions are considered 

an anomaly in polite/honorific language, and so an abundance of these could be considered odd. 

The most intriguing thing about the above analysis however is the perception of the characters. 

Although the boys and girls in their respective categories share many of the same characteristics 

between them, they still manage to convey different personalities in their dialogues. A part in this 

comes of course from the individual heart events, since they cater to the differing personalities the 

perception of the interaction gets linked with the language. Undoubtedly, the visual aid presented each 

time a character speaks played a part in reinforcing certain attributes as well, but unfortunately it falls 

outside the scope of this thesis to analyse these and their role in character perception at this time. 

 

4.2 Comparing the English target text 

First the organisation of the following examples will be briefly explained. The abbreviation ‘DB’ 

(dialogue box) is used to reference specific cells in the tables found in Appendix 1 and 2. The first 

number references the scenarios in order, 1 represents the 1
st
 heart event, 2 the commitment ring, 3 the 

4
th
 heart event and 4, the married life sequence. 

The second number references a dialogue box during that scenario. The number will correspond to the 

numerations in the left column of the table. So to illustrate, Iroha DB 3.9 references the ninth dialogue 

box in her 4
th
 heart event. Unless otherwise specified in the text, each DB in either version of the game 

corresponds to the same number in the other. So looking up Iroha DB 3.9 will in Appendix 1 provide 

the ST for Iroha DB 3.9 in the TT in Appendix 2. In such cases as the DB’s do not match, ST and TT 

locations are indicated respectively. Please see Iroha’s 1
st
 heart event and Rod’s 4

th
 below, where the 

only discrepancies in numeration are discussed.  
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4.2.1 The individual heart events 

4.2.1.1 Neil 

In the 1
st
 heart event, Neil shines in all his anti-social glory. Some of the translations could be analysed 

for semantic issues, but in terms of how the character is portrayed in translation the balance between 

his slightly hostile side and the adorable awkwardness that follows after is largely unaltererd. 

Example 4: Neil DB 1.27 

O, omae    mo       shigoto    aru      ndaro.    Tottoto     kae-re                 yo.      Ore    mo        

Y, you       FOC    work       exist    SFP.       Quickly    go home-IMP    SFP.    I         FOC   

isogashii  nda,     jā    na. 

busy         SFP,    so      SFP. 

TT: Y-You've got work to do, too, right? Go on, get out of here! I'm busy too. See you later. 

By the time the 4
th
 heart event comes around, Neil has warmed up to the protagonist considerably, so 

his language no longer has that rough quality to it. The translations follow the same patterns as above 

for the most part, meaning that his character remains largely unchanged in translation. There are a few 

dialogue boxes which may have presented an issue in terms of ST comprehension, the effects of which 

will be considered in the discussion as Neil is not the only character where this occurs. 

 

4.2.1.2 Allen 

In the Japanese original, Allen is the cool, confident stylist who knows how to treat a woman 

(supposedly). In translation, however, several elements have been added that alter the character’s 

perception, and in the 1
st
 heart event he comes off as admittedly obnoxious rather than coolly self-

confident.  

Example 5: Allen DB 1.3 

Sore    yori              mo,       kono    taimingu    de          ore-sama    ni         au        nante,     

That    more than    FOC,    this      timing        INST    me-HON     DAT    meet    ADV,  

[namae]    wa       un       ga      ii          na.  

[name]      TOP    luck    SBJ    good    SFP. 

TT: You're lucky, actually, running into me right now. Really lucky! 

The 4
th
 heart event later continues this trend, and there is a difference in how Allen’s character is 

portrayed in English. The enthusiastic utilisation of exclamation points is a characteristic in the 

English version that does not seem to posess a counterpart in the Japanese original. 

 

4.2.1.3 Rod 

Rod has changed relatively little in the transition from Japanese to English. His sunny disposition 

knows no bounds, leaving little to pick apart in terms of analysing the translations.  
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Rods 4
th
 heart event however is one of the rare instances in which a dialogue box in Japanese has been 

split into two in the localised version. What in the Japanese original is dialogue box 3.20 becomes 

dialogue boxes 3.20–21 in the English version. 

Example 5: Rod ST DB 3.20, TT DB 3.20–21 

Demo    suggo-ku        ureshii    yo.       Arigatou,       [namae]. 

But       great-ATTR    happy     SFP.    Thank you,    [name]. 

TT: 20. But really happy, don't get me wrong! 

       21. Thank you, [Name]. 

This is right after the protagonist has complimented him in response to a question from Allen. Rod, 

blushing and looking very pleased, thanks the protagonist for her kind words. One could argue in this 

instance that the translator perhaps thought that the ‘thank you’ would have more of an effect on its 

own, like a second subtitle after the first one has disappeared so as not to spoil it. This may not be the 

case, however, since the dialogue boxes in Harvest Moon do not appear with the entirety of the text 

written at once, but rather it is typed at a preselected speed. If the translator was aware of this at the 

time of localisation, however, is unknown. 

 

4.2.1.4 Soseki 

Soseki, like Rod, remains largely unchanged in translation but for different reasons. Where Rod was 

characterised by positive adjectives and exclamation points, Soseki came alive in a sense of humour 

and self-distance. 

Example 6: Soseki DB 1.3 

Occhan    kai?     Occhan    wa       sanpo    da        yo,       sanpo.    Kono    machi    ni  

Uncle       QP?    Uncle        TOP    stroll     COP    SFP,    stroll.      This      town     DAT  

ki-te               no         tanoshimi    nanda    yo. 

come-GER    GEN    enjoyment    SFP       SFP. 

TT: Me? Oh, I'm just out for walk. At my age you appreciate a moment of tranquility! This town 

is so lovely, too. 

He uses some idiomatic expressions and colloquialisms and his affable nature is relatively unaltered in 

the translation. Quite often, the translations take a step back from the ST and aim for effect rather than 

reproduction, but in some instances the complete opposite has occurred. For example, in DB 3.7, 

Soseki uses the expression kishadamashii ni hi ga tsuita (lit. a fire has lit in journalist’s soul), which 

has been translated with “…it's kinda lit a fire under my journalist's soul.” Literally, the translation is 

arguably accurate, but idiomatically it does not quite reach all the way. Naturally in English, lighting a 

fire under something is a well-known expression, but in the context of lighting a soul the collocation 

better suited for the task would be ‘lit a fire in my journalist’s soul.’ The implications of this kind of 

translation are discussed in better detail in the discussion at the end of this section. 
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4.2.1.5 Iroha 

Iroha’s 1
st
 heart event is the second occurrence of two dialogue boxes in the localised version taking 

the place of one in the original. What in the Japanese original is dialogue box 1.7 has become 1.7–8 in 

English not because its contents were split – but because new material was actually added. 

Example 7: Iroha ST DB 1.7, TT DB 1.7–8 

Konkai        no        shugyō      naiyō        wa,       fukuzuu     no        koubutsu    o          goukin- 

This time    GEN    practice    contents    TOP,    multiple    GEN    mineral      ACC    alloy-  

shita       mono    o         tsukuru    koto        nandesu. 

ATTR    thing    ACC    make       matter     COP. 

TT: 7. Maybe you can help me. 

       8. My training for today is to make an alloy by combining multiple different ores together. 

In the Japanese original, the previous dialogue box has Iroha asking the protagonist if he would like to 

see what she is doing. Then in the next dialogue box, she explains that her task for the day’s practice is 

to create something out of some form of alloy. In the English version, an extra dialogue box has been 

added between these two, where she asks if maybe the protagonist could help her. Taken out of 

context, it may sound like she is asking for his assistance in her training, but looking at the bigger 

context of the heart event, one realises that she is indecisive about what to make. It could be that the 

translator thought the following scenario was odd in English without inviting the protagonist to join in 

the reasoning.  

For all the politeness and propriety in her language usage in Japanese, English Iroha seems to on 

occasion channel her inner teenager. Other than these particular instances she speaks rather politely, 

but some dialogue boxes could have seen some semantic misconceptions (this will be discussed later 

at the end of this section). In the 4
th
 heart event particularly, the syntax of polite form Japanese may on 

occasion have caused som quandaries. 

 

4.2.1.6 Tina 

Tina, like Rod and Soseki, translated largely unaltered into English. On a whole, there is little to 

comment on the translation of either heart event, save for the rare misinterpreted noun. For example, in 

DB 1.2, Japanese Tina remarks that the land around the village is considered valuable because all sorts 

of things can be found in nature (foraging is a major component in gathering materials). The TT in this 

case is not necessarily erroneous, but rather can be interpreted as misleading. English Tina refers to the 

land as ‘the soil,’ inadvertently implying that some form of digging is required to obtain its offerings. 

However, in this particular game, you cannot dig. This does not necessarily affect Tina’s character’s 

portrayal, though. 

 

4.2.1.7 Felicity 

Although Felicity’s gentle demeanour is prevalent in the translation of the 1
st
 heart event, one cannot 

help but notice a few rather odd choices of words and phrasings.  
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Example 8: Felicity DB 1.7 

TT: Well then, let us give thanks to the one who made all the ingredients, and the one who 

prepared the meal! (Heart) 

Contrary to the above example, Felicity’s character, like Soseki’s, seems unaltered in the translations 

where the translator took a step back from the source. 

Example 9: Felicity DB 1.12 

E,    ii       ndesu    ka?     Jaa…      enryo        naku         itadakimasu. 

E,   fine    COP     QP?    Well…    restraint    without    recieve-(HON) 

TT: Wow, are you sure? Of course, I'll happily take it off your hands… Thanks! (Heart) 

 

Her 4
th
 heart event also brings with it a rather interesting choice of tactic in translation, namely a form 

of role reversal. 

Example 10: Felicity DB 3.11 

……ke, ……ke…. Keh………. 

TT: P-P-Pro… prop… propo…! 

This example is not glossed, for the simple reason that Felicity does not actually utter a full word. The 

context is that she has come to the protagonist’s home to cook and clean for him, and in the previous 

dialogue box she comments that maybe, when she gets a little better at cooking – and then this 

dialogue box happens, followed by one where she changes her mind and suggests they dig in.  

In Japanese, the word for proposing is a loan word from English, puropoozu. Clearly, this is not what 

she was trying to say in this instance. Instead, the actual expression for asking someone to marry them 

usually begins with the Japanese word for marriage, kekkon. It seems as if Felicity was in fact trying to 

work up the courage to ask the protagonist, but in the end decided not to. In the English translation, the 

roles have been reversed, and Felicity hints in the previous dialogue box at the protagonist that when 

she gets better at cooking, maybe he would like to – and from there the ST and TT line up again. Why 

the translator would have chosen to reverse the statement in this manner, one can only speculate. It 

does not necessarily alter Felicity’s characterisation to any noticeable extent, though it is interesting to 

note that the English preference seems to be that the boy should do the asking. 

 

4.2.1.8 Yuri 

A character like Yuri can be both simple and difficult to deal with in translation. The fact that she is 

quiet and that she seems the independent type are really the only personality traits that come through 

in her speech style in Japanese. In her first heart event, Japanese Yuri says 10 words. The brevity of 

her speech style is mirrored in the translator’s choice of wording in DB 1.17. 

Example 11: Yuri DB 1.17 

… … fuku,        miru? 

… …clothes,    look? 

TT: … Look at some clothes? 
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As is illustrated, English Yuri is brief and to the point, without necessarily coming off as rude or 

impolite. On the other hand, in the 4
th
 heart event, Yuri has been attributed the occurrence of a stutter 

(e.g. DB 3.15), a characteristic that is new in the English characterisation. Yuri, however, seems to be 

the only character where semantic misconceptions can be identified in the TT. Perhaps this is simply 

due to her relative lack of material to work with. Since very few of her utterances are syntactically 

complex, the risk for misconception is lower than with the rest of the characters. 

 

4.2.2 The common scenarios 

4.2.2.1 The commitment ring 

The commitment ring scenarios function as a form of common heart event, one that follows more or 

less the same script every time. The ring is presented, the receiver is (often) surprised, the conversation 

is moved to the Goddess pond where the ring and the option to embrace nicknames is given, after 

which the now girlfriend/boyfriend excuses themselves to leave first. This scenario is a requirement in 

order to continue the relationship and be able to move on to the remaining heart events and eventually 

marriage, but other than a few common points of conversation, these scenarios are largely scripted 

individually. 

On a whole, the individual characters remain largely unchanged in translation, and as such will not be 

discussed in any deeper detail. Instead, focus is put on the commonalities of the encounters, and how 

these are translated between the characters. Also, special attention will be paid to the two instances in 

which the use of honorific suffixes is commented on, by Felicity and Soseki respectively. 

Every commitment ring scenario starts in the same manner. The player locates the intended object of 

affection and presents them with a ring, and if they are receptive then the conversation is moved. 

However, since it would be odd to present them with a ring in one place only to find oneself in a 

completely different place with seemingly no explanation, a segue of sorts is required. The different 

characters handle this in much the same way, by either declaring this the wrong place for such a 

conversation, or by simply saying “let’s go somewhere else.” The only exceptions are Tina (who asks 

for a minute to compose herself), and Yuri (who responds as if the protagonist made the request to 

relocate).  

Once everything is said and done at the Goddess pond, it is time to head back. The love interest will be 

the first to leave, in order to explain why the character is not necessarily hanging around the Goddess 

pond after the end of the cut scene (they all have their own randomised places to be at certain times of 

the day). The most common excuse is a variety of the expression yōji ga aru (lit. business SBJ exist), 

used by Rod, Soseki, Iroha, Tina and Felicity 
16

, but the more creative translations are seen in the less 

common  expression mō konna jikan (lit. already this time).  

Example 12: Allen DB 2.11, first sentence; Iroha DB 2.11, first sentence; Tina DB 2.11, first sentence 

Allen: Otto,      mō          konna    jikan. 

           Oops,    already    this       time. 

TT: Oops, look at the time.  

                                                      
16 Rod DB 2.11, Soseki DB 2.15, Iroha DB 2.11, Tina DB 2.12, Felicity DB 2.11 
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Iroha: …Ikenai,     mō          konna    jikan. 

          Not good,    already    this       time. 

TT: Oh no, it's already quite late.  

 

Tina: Aah,    mō           konna    jikan    nano!? 

         Ah,      already    this        time     SFP!? 

TT: Oh my, it's already that late?!  

Allen, the calm, suave stylist simply acknowledges that the time has gotten away from him. Iroha, the 

serious blacksmith, most likely realised that she has some work left, since the time is ‘late’, so to 

speak and thus expresses a slight displeasure at the fact. Tina expresses her disbelief in full, and young 

and energetic as she is she is never one to hold back on an exclamation point.  

In this way, the same utterance has in fact been translated to reflect the individual personalities in a 

manner similar to how they are portrayed in the Japanese original. Part of this could be due to the fact 

that time is a corner stone in most cultures, so it is only natural that there would be an array of 

expressions to choose from when translating. The question is what happens when expressions or 

idioms to match do not exist in the target language, an occurrence of which will be analysed in the 

next section. 

As previously established in their respective role language profiles, Soseki, Iroha and Felicity use 

honorific suffixes when referring to the protagonist. The honorific –san is commonly translated as 

‘Mr.’ or ‘Ms/Mrs.’ The difference here, between English and Japanese, is that –san can just as easily 

be attached to a person’s first name as it can their last name without implying any particular social 

hierarchy. In Japanese, it is a neutral and common way of addressing people you respect or whom you 

simply do not know that well.  

Example 13: Felicity DB 2.8, first sentence 

A, demo    koibito-rashiku      yobisute     toiu       no         mo       ari       desu     ne.  

A, but       sweethearts-like    yobisute     called    NOM    FOC    exist    COP    SFP.  

TT: I suppose we could also just call each other by our regular names.  

 

Yobisute in Japanese refers to the practice of calling someone by first or last name only, minus any 

honorific title. There is no direct translation for this in English, and the TT is not wrong, but Felicity’s 

characterisation is slightly altered. In the Japanese version, Felicity up to this point always refers to the 

protagonist with [Name]san, as is typical of the level of formality she speaks. Therefore, dropping the 

–san becomes symbolic of their relationship growing closer. As can be seen in the example above, 

yobisute is one way of being more “sweethearts-like”.  Iroha on the other hand, makes no comment on 

the action of yobisute, and simply stops using –san after deciding on nicknames. 

A big part of Soseki’s character in Japanese is his fondness for the suffix –chan. The suffix is used in 

informal speech style, and often signifies a familiar relationship between the speaker and the 

referenced party. It also carries the connotations of ‘cute’, and often ‘small’, which is why it is most 
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commonly used to refer to children and young women. In his commitment ring scenario, Japanese 

Soseki continues this habit after the player has chosen whether or not to employ a nickname, but in the 

same dialogue box Soseki responds as if the protagonist has requested he stop using the suffix. The TT 

is a fair representation of the ST, only instead of the Japanese-specific suffix –chan, the translator has 

substituted ‘honey.’ 

Example 14: Soseki TT DB 2.11–13 

11. So [Name] it is then. Hmm… That's a pretty good name. Oh? You don't want me to add 

"honey" at the end anymore? 

12. But… I've been adding "honey" now and again for a while. I feel like it fits you now. 

13. And after all, it does sound pretty cute! I'll keep using it sometimes, okay? 

 

The interesting things about this conversation is that although he claims to in DB 2.12, the author has 

not been able to verify that this is indeed the case: that he adds ‘honey’ to the back of the protagonist’s 

name “now and again”. Neither heart event up for analysis provides proof of this, nor do the excluded 

heart events, which were examined only to verify this singularity. However, it must be acknowledged 

that everyday interactions and conversations with Soseki have not been examined, for lack of 

availability.  

 

4.2.2.2 Married life 

The last sequence to be examined is what happens after the protagonist and their spouse have made it 

home after the wedding reception. This is the part where on a macro-cosmic level, to borrow 

Yamaguchi’s expression, the game explains what happens now that the player’s character has married, 

and what changes to gameplay follow as a result. This is all done during a conversation about how life 

shall proceed from here. 

In the ST, the scripts do not only follow the same pattern but also contain very much the same lexical 

items, in slight variations. After coming home and declaring themselves exhausted, the spouse 

declares that there are some details that need to be decided regarding this new lifestyle that begins the 

following day. First it is decided on whether to keep old nicknames or create new ones, followed by a 

division of chores. After deciding on the housework, it is suggested that the cooking responsibilities be 

shared and the conditions for eating breakfast, lunch and dinner with the spouse are explained. Last, 

the spouse suggests that they can further assist the player by foraging for them on the weekends, in 

which case they must be asked the previous day. The very last dialogue box declares it to be bedtime. 

There are several phrases and sentences in the ST that are very similar to each other, so it comes as no 

surprise that the same should be reflected in the TT. However, there has still been an effort made to 

individualise the different characters, and their speech styles come across largely unaltered. The only 

character that sounds different is Neil, due to a somewhat uncharacteristic abundance of exclamation 

points in his dialogue.  

There are two common points that will be discussed in this section: one that is translated all the same, 

and one that is translated all different. Also, at the end of this section a follow-up on Soseki’s use of 

the suffix –chan can be found. The former of the two common points will be discussed first.  
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Example 15: Neil ST DB 4.16 

Tetsudai    no         tanomi-tai    toki     wa,       zenjitsu         ni        hanashikake-te    kure. 

Help          GEN    ask-DES       time    TOP,    day before    DAT   speak to-GER      give-IMP 

 

All the characters at the end of their ‘Married life’ sequences use this phrase in generally the same 

form. The few differences include the inclusion of a first-person pronoun and or the use of sentence-

final particles. In Iroha’s and Felicity’s cases, the expression takes on the polite form, and their 

utterances are essentially the same in the ST.   

The TT translation of this utterance however is the same across the board, except for Rod
17

 and Yuri
18

, 

whose TTs differ by one and two words, respectively. The translation is: 

“If you need any help with anything just talk to me on the day before.” 

In the context of the conversation, the spouse is referring to the in-game option of having your spouse 

forage for useful things in nature for a day. In order to trigger this feature, the spouse must be asked 

the day before their assistance is required. In the ST the spouse asks that when the player wants to ask 

for help, they should do so the day before it is needed. The TT, however, seems a blend of literal 

translation and of adaptation. Not only does this potentially hinder gameplay because it can be 

perceived as an open invitation for all sorts of requests, without any specification of how to proceed, 

but it also damages the credibility of the character.  

The second point of discussion is the Japanese expression yoroshiku (onegaishimasu). This expression 

is very common in Japanese society, and its meaning shifts depending on the context in which it is 

used. In the context of meeting someone for the first time and introducing yourself, the use of the 

phrase (often in its longer politer form) would most commonly translate into ‘pleased to meet you.’ In 

the context of co-workers asking one and other for assistance, the phrase can be translated into ‘I’m 

counting on you.’ In the context of the married life scenario, it can mean a combination of both, along 

with another of the more common translations, ‘please treat me well.’ Please keep this in mind when 

reading the following examples, since the author has for brevity’s sake chosen not to translate 

yoroshiku in the glosses. 

The expression is a standard expression in Japanese social etiquette, one that rather lacks a consistent 

translation in English. On top of this, its meaning is highly contingent on circumstance, making it 

tricky to translate. The final dialogue box in every married life scenario uses this expression, with very 

little variation, but the translations could not be more different.  

Example 16#: Neil DB 4.17, last sentence 

[Namae],       aratamete    yoroshiku    na. 

[Name],         once again   yoroshiku    SFP. 

TT: We’re going to have a great life together, [Name]! 

 

 

                                                      
17 DB 4.16. 

18 DB 4.16. 
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Example 17: Allen DB 4.18, first sentence 

…Toiuwake     de         Hime-kun,   aratamete     ashita           kara    yoroshiku    na? 

This is why     INST    princess,      once again    tomorrow    ABL    yoroshiku    SFP? 

TT: Tomorrow is the start of our new life together, Princess! 

 

Example 18: Rod DB 4.17, second sentence 

Aratamete,      ashita          kara    yoroshiku    ne. 

Once again,    tomorrow    ABL    yoroshiku    SFP. 

TT: I’m so looking forward to this! 

 

Example 19: Soseki DB 4.18, second sentence 

Aratamete,      ashita          kara    yoroshiku. 

Once again,    tomorrow    ABL    yoroshiku. 

TT: I’m so looking forward to us living together! 

 

Example 20: Iroha DB 4.17, last sentence 

Aratamete,      ashita          kara     yoroshiku    onegai     shimasu    ne. 

Once again,    tomorrow    ABL    yoroshiku     request    do             SFP. 

TT: I shall do my very best to be a wife worth
19

 of your love. 

 

Example 21: Tina DB 4.17, first sentence 

Sōiu     wake       de,           [namae],    ashita           kara    yoroshiku    ne. 

Such    reason    INSTR,    [name],       tomorrow    ABL    yoroshiku    SFP. 

TT: Tomorrow is the start of our new life together. 

 

Example 22: Felicity DB 4.16, last sentence 

Kore    kara     yoroshiku    onegai     shimasu    ne. 

Here    ABL    yoroshiku    request    do              SFP. 

TT: I know you’ll be the perfect husband for me! 

 

 

 

                                                      
19 The TT is misspelled. 
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Example 23: Yuri DB 4.17 

…Kore    kara     yoroshiku. 

Here        ABL    yoroshiku. 

TT: Thank you so much. 

 

As illustrated in the above examples, this highly contextual construct has been substituted with to the 

target locale acceptable alternatives. Like in earlier examples, it seems that stepping back a bit from 

the ST allows the character to come through largely unchanged in the translation. Taken out of 

context, a few of the above examples may seem a little odd (e.g. example 20, 22), but in the context of 

their respective characters (Iroha and Felicity), the utterances fit with previous TT and how their 

characters have been portrayed throughout the analysis. 

In the married life scenario, Japanese Soseki once again comments on his affectionate use of the suffix 

–chan, declaring that now that they are married, he is going to stop using it and simply call the 

protagonist by name
20

. In the previous scenario of the commitment ring, English Soseki referred to it 

as sometimes adding ‘Honey’ to the protagonist’s name, the credibility of which is dealt with in 

section 4.2.2.1. In the married life scenario, however, English Soseki declares that now that they are 

married, he is “going to stop calling you little and whatever, and just use your name.
21

”  

Not only is this an odd statement, as the material at hand has once again been examined and found 

wanting of this kind of expression, but it also puts a hard edge to Soseki’s otherwise good-natured 

character, altering the perception of his character. 

 

4.3 Discussion 

Having gotten to the point where a comparison can be made, it is unlikely that it can be determined 

which kind of scenario (individual or common) finds itself carrying more role language than the other. 

After an initial review of the dialogue box summary, it becomes evident that the two types are too 

close in frequency to be able to make a decisive statement in favour of one.  

On a whole, individual and common scenarios alike have had their respective differences in how the 

characters were portrayed in translation. Seeing as role language lies heaviest in the sentence-final 

expressions and first-person pronouns in Japanese, these particular features could not be expected to 

be transferred in translation. Instead, the focus has been on each character’s speech style, the overall 

effect of their linguistic mannerisms, and seeing how this was reproduced in translation. The results 

have been varied, to say the least. 

On the one hand, there have been translations that have been highly creative, that took a step back 

from the ST and considered the linguistic expectations of the locale before committing to a translation. 

On the other hand, there have been translations that have possibly been the result of semantic 

misconceptions, which although not affecting the character’s speech style per say, affected the 

character’s credibility and by extension the credibility of the game world. Each character, with the 

exception of Yuri, had several instances of this throughout their scenarios.  

                                                      
20 Soseki DB 4.4–5. 

21 Soseki DB 4.4. 
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The author did notice, however, that there seemed to be a greater difference in the characterisation of 

the characters in translation in their respective heart events than there was in the context of the married 

life scenario. One possible explanation for this could be the macro-cosmic communication structure. 

In being a method of communicating new functions in the game, it no longer is as much the voice of 

the spouse as it is an instruction manual in disguise, and thus is not as connected with how the 

character is portrayed. 

The most notable features of the analyses were however the unequivocal trend that taking a freer 

approach to the translation seemed to agree with the respective speech styles of the characters, as well 

as the instances of on the one hand handling the sociolinguistic phenomenon yoroshiku with differing 

language but consistent character portrayal, and on the other hand the inconsistency in handling the 

suffixes –san and –chan. It is regrettable that the circumstances of the localisation are not better 

known in this context; it would have been interesting to see if one translator handled all the material or 

if the tasks were divided, what kind of time frame they were working in, what their restrictions and 

priorities were, etc. 

 

5 Concluding remarks 

Having analysed the material and finished the discussions thereof, it has become apparent that none of 

Yamaguchi’s English role language categories seem to be found in Harvest Moon: A New Beginning. 

Although a country town could arguably be a good place to find regional dialects, and thus by 

extension eye-dialects, it is possible that the choice of material in this case worked against that 

particular feature of the analysis. The author is aware of a few characters in the Japanese version that 

speak Japanese regional dialects, but these did not make the cut for this thesis. Perhaps it is within the 

scope of another project to examine the other residents of Echo village in broader terms of role 

language – aiming for more than simply male/female classification. 

It is also regrettable that not all of the marriage candidates made it into the study. One of the author’s 

favourite characters is one of the most difficult to obtain, but he is also the reason why the idea for this 

thesis was born. The character in question is a manservant, and as such speaks the honorific form of 

Japanese. After marrying him, however, he switches styles down to polite form Japanese – not the 

plain form. So from a sociolinguistic viewpoint, it is unfortunate that this character was not included 

this time around. 

Another thing that can play into the characterisation of a deepening relationship is the choice of 

typography in the dialogue boxes, and instances in which this would change. This was not mentioned 

in the analysis because typography was not a concern for this particular thesis, but Neil changes how 

he writes/speaks omae
22

 after the player confesses their interest in him, from katakana to kanji. This 

could be perceived as a sign that he is warming up to the protagonist, but that is only a mildly 

educated guess. 

                                                      
22 Second-person pronoun, ’you.’ 
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In translation, some characters were more similar to their originals than others, and some semantic 

difficulties were found. The examples of difficulties which did not pertain to actual characterisation of 

a character were left out because in the context, they were irrelevant. The aim of this thesis has been to 

analyse characterisation and role language in translation, and thus emphasis was placed on the relevant 

examples. The same reasoning applies to the visual portrayals in the game during the scenarios. 

Although subconsciously one cannot avoid looking at them while playing the game, the facial 

expressions of the characters or their actions on-screen have not been an intentional element in the 

analyses. 

As a translator, working on a game like Harvest Moon has a few advantages over other titles in the 

RPG genre. For one, Harvest Moon has no spoken audio track, and thus the translator only 

theoretically needs to deal with the text at hand. However, attention must be paid to the character’s 

facial expressions during the scene, since these change according to utterances. On the other hand, 

Harvest Moon is a relatively minor game series with a relatively small but loyal fan base, in 

comparison to AAA-titles,
23

 so it is not probable that great amounts of money were spent to localise 

the game to English.  

Going back to the basics of ST-oriented or TT-oriented translation, it seems that although the former 

instances may have been the more prevalent of the two, the latter actually seem to have produced 

characterisations in English more similar to the Japanese original. So essentially, in order to preserve 

the character’s personality, language had to be adapted. 

 

 

 

 

                                                      
23 AAA-titles are what major games with monster budgets are called. These are the titles that are 

expected to generate the most revenue. 
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