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Abstract 

As one of the most popular forms of entertainment nowadays, Japanese anime is enjoyed worldwide with localizations. 
As the fantasy genre expands, an increasing number of characters with Western backgrounds are being introduced. 
The translation for most anime names from Japanese to Mandarin is rather easy due to a shared kanji writing system. 
However, when it comes to Western names, the situation becomes more complex. This study aims to investigate the 
nuances in Mandarin translation of fantasy anime characters and hypothesize that a Western-influenced mediation 
plays a crucial role in the process of translation. To investigate, the translated names of more than 300 characters from 
11 fantasy anime works are analyzed on the syllabic level based on their phonetic similarities or differences with their 
Japanese and Western-origin counterparts. The results confirm the hypothesis by showcasing a general trend in 
translation conventions and pointing out specific sounds that demonstrate Western mediation rather than a sole 
adaptation of Japanese sounds. 
 
Keywords: Anime, Fantasy, Japanese, Linguistics, Culture 
 
1. Introduction 
 

In an increasingly globalized media landscape, as Japanese anime became popular, its topics have become more 
diverse. One of the all-time favorite genres is the fantasy genre, including the recently popular Isekai anime works 
that include reincarnation in their plot. These anime works often incorporate Western medieval and mythological 
elements. As one of the most welcomed forms of entertainment, Japanese anime has gained a lot of attention in Taiwan, 
where the first doujinshi convention happened as early as 1997 (Onemu, 2020). Transliteration, or translation based 
on sound, plays a crucial role in this diffusion of culture. As Japanese and Mandarin share the same set of writing 
systems: kanji, most anime character names can translate into Mandarin seamlessly by simply using the kanji. 
However, this is not the case for fantasy anime. As most fantasy anime take place in Medieval or Industrial Europe, 
character names are Western in origin, filtered first through Japanese phonology, and then mediated again into 
Mandarin. This process is what we define as “Western mediation,” where Western linguistic and cultural elements 
interfere in the Japanese-to-Mandarin transliteration process. This double layer of cultural and linguistic 
transformation raises important questions about the strategies translators use to balance phonological faithfulness to 
both the Western source and the Japanese source. 

Existing research on transliteration has primarily focused on phonological adaptation rules and loanword patterns 
when facing challenges of transforming non-existent sounds from one language to another. As an instance, the 
English-to-Korean Standard Conversion Rule has been created with “nine general rules and five rules for specific 
cases”. For example, the sound “le” after a consonant in English will be adapted to the Korean character “eul” (Oh & 
Choi, 2002). Similarly, past studies have concluded distinct patterns for transliterations to Mandarin. One specific 
phenomenon is that “Kanji characters must be selected carefully” since most characters contain their own meanings 
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(Xu et al., 2006b). Since Mandarin and Japanese share the same kanji writing system, they could “borrow translation 
words from one another” (Haag, 2006). This also facilitated the translation of Japanese names to Mandarin, as they are 
mostly composed of Kanji. While previous research has discussed phonological adaptations and sound changes across 
languages, there exists an insufficient discussion of the multi-layered mediation process beyond the simple one-to-
one translation models, like the phoneme-based model (Oh et al., 2006). In the case of Japanese fantasy anime, names 
often originate from imagined European contexts, which makes their name not simply “Japanese” anymore. Despite 
the prevalence of this genre, this Western mediation remains unexplored, leaving a gap in our understanding of how 
cultural and linguistic factors affect the outcome of these transliterations. 

This study aims to examine how Western-influenced names in Japanese fantasy anime are transliterated into 
Mandarin, with a particular focus on the Western mediation behind the characters. The exploration of this indirect 
mediation will contribute to a more complicated and comprehensive understanding of systematic transliteration 
patterns. This project will investigate how differences in the hypothetical source's phonetic systems and translation 
conventions contribute to variation in the adaptations. The main purpose is to identify patterns and strategies taken 
during the mediation process and their effects on the transliteration of Western-based names in fantasy anime. 

To achieve this, this study will be based on a database containing character names from 11 fantasy anime that 
ranged from the 1990s to the 2020s, analyzing variants and techniques behind the different adapted names. By 
emphasizing the role of Western mediation, this research strives to offer a more novel insight into the complex cross-
cultural translations that often occur in modern society. Ultimately, this work seeks to deepen the often-overlooked 
factors that significantly influence transliterations that involve Japanese, Mandarin, and Western linguistic systems. 
 
2. Research Design 
 

Considering the vast number of Japanese fantasy or isekai anime works, it is challenging to scrutinize all existing 
works. Conducting traditional research on the phonetic patterns requires the inclusion of a large database to come up 
with a more accurate conclusion. Nevertheless, dealing with cultural and linguistic backgrounds necessitates a more 
focused approach on identifying specific patterns and strategies rather than collecting quantitative and statistically 
significant data. Therefore, this research will be conducted in a qualitative approach, focusing on a nuanced analysis 
of chosen characters. 

Despite being qualitative, to ensure the comprehensiveness of the patterns or strategies observed, I collected a 
total of 390 characters with 439 versions, with some characters having multiple translated versions due to publisher or 
distributor changes. These characters are from 11 fantasy anime works that are balanced across the 1990s to the 2020s, 
to capture possible historical shifts in transliteration strategies or conventions. Specifically, 3 are from 1990 to 2000, 
3 are from 2000 to 2010, 3 are from 2010 to 2020, and 2 are from 2020 to 2025 (see reference). All 11 anime works 
fit the criteria of having a clear Western background with European styled architectures and clothings, eras ranging 
from the Medieval to the Industrial Revolution, which are identified by the technology available in the anime. 
Additionally, these works are chosen as they are famous enough to be representative of that era, with the abundance 
of official rather than fan-based Mandarin translations. These names include the main protagonists and antagonists, 
as well as most major side characters in these series that have verified translations. 

As these fantasy anime are based on a Western background and are consumed by a partially Western audience, 
thanks to the spread of anime culture around the world, Western transcription (often in English) of these character 
names that are originally in Japanese katakana is widely available. With the Western version of the names, they are 
listed with their original Japanese versions and their Mandarin translations side by side for phonetic analysis and 
comparisons (Table 1). 

Furthermore, the linguistic aspect of the Western origin is also analyzed. In this process, one of the major factors 
to consider is the Western-origin languages’ influence on the characters’ names. The origins of these anime characters 
are sometimes documented in official guidebooks for fans, where the setting or references are specifically mentioned. 
However, this method is often unavailable as many anime works do not publish guidebooks. Still, there are other ways 
to identify the cultural background of anime works. To be specific, from the spelling of the names, it is obvious to 
distinguish the language the names are from and hence be able to infer the characters’ background and their references 
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from real life. For example, the main protagonist, Eren Yeager from the anime Attack on Titan (2013-2023), has the 
last name “Yeager,” which means “hunter” in German. Thus, it can be inferred that he is likely from a German 
background. Luckily, many of these interpretations have already been explored by the fandom community of these 
anime works. 
 

Table 1. Name Color-Coding. 
Western 

name JPN original CMN transliteration JPN Romaji JPN 
syl CMN Pinyin CMN 

syl 
Armin 
Arlert 

アルミン· 
アルレルト 

阿爾敏·亞魯雷特 a.ru.min 
a.ru.re.ru.to 8 a.er.min (y)a.lu.lei.ru.te 7 

Note 1: JPN stands for Japanese, and CMN stands for Mandarin Chinese; syl for syllable count. 
Note 2: Romaji and Pinyin instead of IPA (International Phonetic Alphabet) are used here for analytical conciseness; IPA 
(International Phonetic Alphabet) will be used later on for all character name transcriptions. 
Note 3: The colors under CMN transliteration are red for similar to both JPN and Western origin; blue for similar to Western 
origin only; yellow for similar to JPN only 
Note 4: The markings under CMN Pinyin are bold for phonetic change; parentheses for insertion; underline for deletion. 
 

First, in order to identify the convention between Japanese and Mandarin transliteration, each consonant and 
vowel sound in transcribed character names is tallied to see which is the most common adaptation pattern. For vowels, 
as the Japanese vowel system shares many similarities with the Mandarin vowel system, with almost identical 
phonemes like /a/, /i/, /u/, etc. While certain allophones, or the way they are pronounced in different environments, 
might differ, these vowels face almost no difficulty transferring from one language to another. Some consonants have 
a similar situation where the two linguistic systems have almost no problem adapting to each other. One of the most 
commonly used types of consonants is plosive, which requires the speaker to first block the air flow completely, then 
released when pronouncing. Plosives can be separated into voiced, which means the vocal cords vibrate, and voiceless, 
which means the vocal cords do not vibrate. Furthermore, voiceless plosives can be divided into aspirated, which 
require a strong burst in air flow when pronouncing, like the p in ports, and unaspirated, which are without the strong 
burst in airflow, like the p in sports. Instead of the difference between voiced and voiceless plosives in Japanese, since 
Mandarin does not have voiced plosives, the 
difference becomes between unaspirated 
voiceless and aspirated voiceless plosives as 
seen in Table 2. On the other hand, the model 
of Mandarin Chinese loanword adaptation 
proposed by Miao (2005) is used as the 
standard for the similarity between the 
Western origin and the Mandarin version. 

To examine transliteration choices across various contexts, the 11 anime works and their respective character 
names are grouped by publication year. These series will be categorized by decade, from the 1990s to the 2020s, to 
examine temporal shifts in translation patterns and strategies as publication year progresses. This division helps 
observe phonetic or semantic trends that could be linked to the development of globalization or technology in the real 
world. 

By having these four subsections to categorize the data set, the phonetic adaptations will be analyzed within each 
subsection. In order to focus on Western mediation, instead of detailing pure phonetic changes, the analysis will focus 
on the comparison between conventional Japanese-to-Mandarin phonetic adaptation, which will be considered 
“similar”, and those that do not follow the strategy defined previously, which will be considered “different”. To 
evaluate the degree of phonological faithfulness, the sound changes will be recorded based on deletion, addition, and 
other phonetic changes exemplified in the table below (Table 3). 
 

Table 3. Adaptation Analysis. 
JPN Romaji JPN syl CMN Pinyin CMN syl deletion insertion change 

a.ru.min a.ru.re.ru.to 8 a.er.min (y)a.lu.lei.ru.te 7 syl(7) y/_a ru>er, r>l, e>ei, o>schwa 
Notes: The markings under CMN Pinyin are bold for phonetic change; parentheses for insertion; underline for deletion. 

Table 2. Most Common Adaptation for Plosives from the Database 
Japanese Mandarin Percentage  Japanese Mandarin Percentage 

/p-/ /ph-/ 68.2%  /b-/ /p-/ 89.5% 
 /th-/ 86.4%  /d-/ /t-/ 82.2% 

/k-/ /kh-/ 76.6%  /g-/ /k-/ 63.8% 
Notes: /p/, /t/, and /k/ are voiceless unaspirated plosives; /ph/, /th/, and /kh/ 
are voiceless aspirated plosives; /b/, /d/, and /g/ are voiced plosives. 
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3. Results and Discussion 
The analysis is conducted at two different levels: the broadstroke analysis and sound-specific analysis. The 

broadstroke analysis requires a full color-coded list of names on a syllable level, where the transliterated names in 
Mandarin are color-coded based on whether the sound is adapted to imitate both Japanese and the Western origin 
language, imitate only Japanese, imitate only the Western origin language, or is similar to neither language. The sound-
specific analysis, on the other hand, focuses on chosen sounds that sound different in Japanese and their Western 
origin languages. 
 
3.1 Broadstroke 
 
Most common pattern 

Figure 1 shows the percentage of names. According to Figure 1, about 85% (n=439) of the names consist of at 
least one syllable that is similar to both Japanese and Western-origin languages, making it the most common pattern 
in the fantasy character name transliteration 
conventions. This makes sense as these three or 
more languages share many sounds, and it would 
not be too difficult to find a character in Mandarin 
to replicate the phonology from the source 
languages. For instance, the Mandarin translation 
for the character Karen Lilica from Fairy Tail 
(2009-2019) is 卡蓮．莉莉卡 [kʰa.ljɛn li.li.kʰa]. 
This transliteration is enough representative of both 
its English version and the Japanese original 
version, カレン．リリカ [ka.ɾeɴ ɾʲi.ɾʲi.ka]. 
 
Western preference 

The second most predominant category is the sole imitation of Western-origin languages, being applicable to 
about 47% of the names (n=439). Although the ultimate goal is to transliterate the names to recreate both Japanese 
and Western languages, it is not a criterion that is always fulfillable. Due to certain nonexistent sounds in Japanese 
that appear in Western-origin languages, people in Japan often have to modify the sounds in order to fit the name in 
the Japanese phonetic system. As most characters either have a European or American background, translators often 
prefer translating the names closer to their Western source over the Japanese. For example, the character Pieck Finger 
or ピーク・フィンガー [piːkɯ ɸiŋ.ɡaː] from Attack on Titan (2013), is translated as ⽪克・芬格爾 [pʰi.kʰɤ fən.kɤ.əɻ]. 
Since Japanese does not allow an /-r/ ending, the /-r/ sound is omitted. Mandarin, on the other hand, refers to the 
Western origin rather than the adapted version in Japanese, transliterating the /gər/ sound into /kɤ/ and /əɻ/ as two 
separate syllables. The /əɻ/ serves as clear evidence of how this part of the name is modified after the Western origin 
rather than the Japanese. 
 
Japanese preference 

The next category, making up about 18%, is to only imitate Japanese phonology. This occurs when translators 
decide to go in the opposite direction in the previous scenarios, where the Mandarin translation is modeled either after 
the Japanese or the Western version. For example, for the character Roxy Migurdia / ロキシー・ミグルディア [ɾo.ki.ɕiː 
mi.ɡɯ.ɾɯ.dʲia] from Mushoku Tensei (2021), the translator uses /lu/ instead of /əɻ/ in 洛琪希・⽶格路迪亞 [luɔ.tɕʰi.ɕi 
mi.kɤ.lu.ti.ja], proving how this version of translation is modeled after the Japanese version rather than the Western 
one. However, it is inconclusive in terms of whether the translator preferred to follow the Japanese phonology or 
whether the Western version is simply not considered. Either way, it is still more likely for translators to refer to the 
Western phonology when this dilemma emerges. 

 
 

 
Figure 1. Percentage of Names Consisting of Sounds Imitating 
Source Languages. 



Vol. 2026 (8) 675 – 683 
ISSN 2688-3651 [online] 

679 

Other cases 
The least common category is that the sound is distant from both Japanese and Western origins, given that only 

7% of the names contain syllables like this. This result is pretty much intuitive, as most translators strive to imitate 
the sounds from Japanese and the Western origin, and if not, both languages. However, due to the nature of Chinese 
characters containing meaning by themselves, this prompts translators to avoid using certain sounds despite having a 
suitable phonology to reproduce. For instance, the Fairy Tail (2009-2019) character Dobengal or ドーベンガル 
[doː.beŋ.ɡa.ɾɯ] is translated as 多班卡爾 [tuɔ.pan.kʰa.əɻ]. The /ga/ sound can be directly converted to the unaspirated 
plosive /ka/ in Mandarin. However, there are only a few commonly used Chinese characters that have this 
pronunciation. The most commonly used character that has the /ka/ sound is 嘎 [ka], which is an onomotopeia for 
brief but loud sounds like animal noises. To avoid the semantics from affecting how the audience approaches 
characters. Instead, the translator here uses 卡 [kha], which distorts the original syllable further with aspiration. 

However, despite also having meanings like card or to get stuck, 卡 [kha] has been conventionally used in foreign name 
translations, making it a quite neutral choice for resembling the /ga/ sound. 
 
Publication Year 

The names are also divided based on publication year classification, specifically into four-year ranges: 1990-2000, 
2000-2010, 2010-2020, and 2020 onward, as 
presented in Figure 2. Under this differentiation, 
among the four categories, the most common 
category is unsurprisingly to imitate both Japanese 
and Western-origin languages. The percentage 
stays consistent across all four time frames, with 
about 79% to 90% of the names consisting of at 
least one syllable that is similar to both Japanese 
and Western-origin languages. In fact, there is also 
a slight increase in the percentage over time, 
demonstrating how translators continue to value 
faithfulness by resembling both sources. 

Nevertheless, the most significant shift in trend 
has to be the number of Western-based transliterations. While only 20% of the names contained this type of adaptation 
before 2000, the number jumped to above 50% in the next decade and has remained in this range since then. Although 
a Western preference remains the second most common option, as opposed to a Japanese preference that remains the 
third most common, this shows how the preference is further polarized as time progresses. 

Lastly, Japanese-based adaptations and transliterations that resemble neither source stay mostly as a minority, 
with percentages below 25% throughout the years. Yet, no correlation is observed between the proportion of the two 
adaptation strategies and the publication year divisions. 
 
3.2 Sound specific 
 

 
Figure 2. Percentage of Names Consisting of Sounds Imitating 
Source Language Under Classification of Publication Years. 

 
Figure 3. Distribution of Adaptations for /kɯ/ 
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/kɯ/ /gɯ/ 
To dive deeper into the adaptation convention and trends, specific transliteration cases that exhibit unusual 

patterns are chosen based on the frequency at which they appear in character names. Usually, the consonant /k/ and /g/ 
would be adapted into /kh/ and /k/ in Mandarin, and the vowel /ɯ/ would be adapted into /u/. However, this does not 
seem to be the case when these consonants and the vowel go together. 

Figure 3 shows the distribution of Mandarin adaptation choices for both /kɯ/ and /gɯ/ in Japanese, shown in a pie 
chart (n=97). In Japanese, /ɯ/ is often added after plosive codas, or the ending consonant(s) of a syllable, like /-k/ or 
/-g/, when transliterating Western names, due to Japanese not allowing codas except for nasal sounds. Another case is 
when /k-/ or /g-/ is the first consonant of a complex onset, or the starting consonant(s) of a syllable, in the Western 
origin, as Japanese does not allow complex onsets. Similarly, Mandarin also does not accept complex onsets and codas 
consisting of plosives. Nevertheless, Mandarin usually fills the gap or the end with /ɤ/ instead of /ɯ/, which explains 
why more than 3 quarters of the /kɯ/ and /gɯ/ sounds are adapted as /khɤ/ or /kɤ/ instead of /khu/ or /ku/ as shown in 
Figure 3. For instance, Anne Magnolia or アン・マグノリア [aɴ ma.ɡɯ.no.ɾia] from Violet Evergarden (2018) is 
transliterated as 安・⾺格諾利亞 [an ma.kɤ.nuɔ.li.ja] where the /-g/ ending is added with /ɤ/ to allow /k/ to be 
pronounced. In addition, Figure 4 divides the data into further classification of years. According to Figure 4, the 
percentage of /khɤ/ or /kɤ/ stays quite consistent over the 35 years, showing the early establishment of this convention. 

 

/to/ /do/ 
Similarly, the same pattern of adding vowels after 

codas or complex onsets happens to /t/ and /d/ too, yet 
instead of /ɯ/, Japanese adds /o/. This is due to the 
historical phonetic change of Japanese. When putting /ɯ/ 
after /t/, the [t] sound changes to [ts]; the commonly used 
word is pronounced “tsunami” or つなみ [tsɯ.na.mi] 
instead of “tunami”. Therefore, to preserve the hard [t] 
sound and prevent it from being confused with /ts/ like in 
“shirts” or シャツ [ʃa.tsɯ], the filler-vowel changes to /o/. 
Unlike Japanese, Mandarin does not undergo a phonetic 

change in this scenario and continues to use /ɤ/ as the filler-vowel. Hence, akin to /kɯ/ and /gɯ/, /to/ and /do/ are 
mostly transcribed as /thɤ/ and /tɤ/ as displayed in Figure 5, the pie chart that showcases the distribution of Mandarin 
adaptation choices for both /to/ and /do/ in Japanese (n=138). In this case, however, since Mandarin prefers using 
diphthongs, or the combination of two vowels in one syllable, like /uɔ/ 
and /ɔʊ/ when confronting /t-/ and /d-/ onsets with /o/ as vowel in 
adaptations, instead of the more instinctive /u/ for /kɯ/ and /gɯ/, /uɔ/ 
is often used here if the translator identifies the /to/ or /do/ not 
belonging to codas or complex onsets. For instance, the two /to/ 
sounds in character Bertholdt Hoover or ベルトルト・フーバー 
[be.ɾɯ.to.ɾu.to ɸɯː.baː] from Attack on Titan (2013) are translated 
differently as 托 [thuɔ] and 特 [thɤ] respectively in ⾙爾托特・胡佛 
[peɪ.əɻ.tʰuɔ.tʰɤ xu.fo]. Although both [to] and 托 [thuɔ] are used to 
adapt “thold”, while 特 [thɤ] is used to adjust the /-t/ ending. 
 
/ɾɯ/ - /əɻ/ 

and /gɯ/ in Mandarin. 

 
Figure 4. Distribution of Adaptations for /kɯ/ and /gɯ/ in 
Mandarin by Decade. 

 
Figure 5. Distribution of Adaptations for /to/ 
and /do/ in Mandarin. 
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Figure 6 demonstrates the distribution of Mandarin adaptation choices for the /ɾɯ/ sound in Japanese (n=156). 
Like the previous instances, the most common transliteration for the sound /ɾɯ/ is not the more logical /lu/ but /əɻ/ as 

displayed in Figure 6. This is reasonable as both /ɾɯ/ in Japanese and 
/əɻ/ in Mandarin are used to adapt the /-r/ and /-l/ endings from 
Western languages due to phonetic limitations. Hence, Mandarin 
translators often refer directly back to the Western origin to stay 
consistent with the name translations of other non-Japanese 
characters. For instance, the character Miles / マイルズ [mai.ɾɯ.zu] 
from Fullmetal Alchemist: Brotherhood (2009-2010) is translated to 
邁爾斯 [maɪ.əɻ.sɹ̩], which has the same pronunciation as the Mandarin 
translation of Actor Miles Teller,⿆爾斯·泰勒 [maɪ.əɻ.sɹ̩ thaɪ.lɤ], with 

only a slight difference in word choice. 
Unlike the previous cases, there is a significantly 

increasing trend of the proportion of the /əɻ/ usage as 
shown in Figure 7, showing a further division of /ɾɯ/ 
adaptation in different periods. This phenomenon exhibits 
the further solidification of the convention of adapting /ɾɯ/ 
as /əɻ/ for translators. However, as this convention 
becomes more widespread, the conversion of /ɾɯ/ to /əɻ/ 
sometimes becomes too instinctive, which might not 
reflect the actual sound in the Western origin. A great 
example is the character Perugius Dola from Mushoku 
Tensei (2021). Same as /-r/ or /-l/ endings, the syllable /ru/ 
is also adapted to /ɾɯ/ in Japanese, as presented in the 
character’s Japanese name ペルギウス．ドーラ 
[pe.ɾɯ.ɡʲi.ɯ.sɯ doː.ɾa]. Unlike Japanese, Mandarin adapts /-r/ and /-l/ endings differently than /ru/, where /ru/ is 
typically transliterated to /lu/ like Actor Fairuza Balk’s Mandarin name 費露莎・芭克 [feɪ.lu.ʂa pa.kʰɤ]. However, 

Perugius Dola is transliterated to 佩爾基烏斯・朵拉 [pʰeɪ.əɻ.͡tɕi.wu.sɹ̩ tuɔ.la], which differs from the usual convention 
for translating Western languages. Therefore, it can be inferred that the translator mistakenly assumed the /ɾɯ/ to 
represent the /-r/ or /-l/ ending in its Western origin. As a result, this reflects how conventions can be convenient and 
efficient, but should not be fully relied on, as nuances exist in how Japanese and Mandarin treat Western phonologies 
differently. 
 
/ɾɯ/ - /lu/ 

Still, about one-fifth of the names translate /ɾɯ/ to /lu/. Logically, this should occur when the Western-origin 
language has /ru/ instead of /-r/ or /-l/ endings. However, there are some exceptions, mainly concentrated in the earlier 
days, including the Record of Lodoss War (1990). For this anime specifically, almost all the /ɾɯ/ sounds have been 
adapted as /lu/, despite most of them being /-r/ or /-l/ endings in the Western version, like Orson / オルソン [o.ɾɯ.soɴ] 
as 歐魯森 [oʊ.lu.sən] and Cecil / セシル [se.si.ɾɯ] as 賽⻄魯 [saɪ.ɕi.lu]. From a pure social perspective, as fantasy anime 
was not as popular back then, this phenomenon could be induced by the lack of a common convention of translating 
Japanese fantasy anime character names that contain a Western background. Additionally, as mentioned previously, 
Japanese approaches /-r/ and /-l/ endings differently from Mandarin in the place where a filler-vowel is inserted. 
Nonetheless, this is not the case for /k/, /g/, /t/, and /d/. 

In the Western origin, when these consonants are placed in the coda or at the beginning of a complex onset, both 
Japanese and Mandarin put a vowel after the consonants, the only difference being which actual vowel is added. 
Therefore, it is easier for translators to link /kɯ/, /gɯ/, /to/, and /do/ in Japanese with consonant endings or consonant 
clusters rather than an actual complete syllable. Whereas for /rɯ/, it is less intuitive to connect to /-r/ and /-l/ endings. 
Thus, both groups of /kɯ/, /gɯ/ and /to/, /do/ have a much higher overall distribution of changing the vowel to /ɤ/ than 

 
Figure 6. Distribution of Adaptations for /ɾɯ/ 
in Mandarin. 

 
Figure 7. Distribution of Adaptations for /ɾɯ/ in Mandarin 
by Decade. 
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/ɾɯ/ to /əɻ/ as an indication of recognizing that the two groups do not resemble a full syllable in the Western origin. 
On the other hand, combining with the social perspective, some translators likely took more time to realize the role of 
/ɾɯ/ in adapting /-r/ and /-l/ endings, which resulted in a lower overall usage of /əɻ/ and an increasing application of 
this option. 
 
Omitting Pattern 

Other than /əɻ/ and /lu/, omitting the sound is also a strategy that some translators apply when transcribing /ɾɯ/. 
Although not as popular as /əɻ/, there are still about a quarter of the /ɾɯ/ sound translated this way (Figure 6). 
Expanding on the idea from 2.3.b, since /-k/, /-g/, /-t/, and /-d/ are all plosives, they are more noticeable than liquids, 
or resonant and vowel-like consonants that only require half-closure of airflow when pronouncing, like /-r/ or /-l/, 
especially when as codas in syllables. As a result, /-k/, /-g/, /-t/, and /-d/ are less likely to be omitted, as reflected by 
the low percentage of omission of these consonant endings (Figures 3 and 5). In contrast, liquid codas are more 
frequently omitted due to their vowel-like nature, especially when they are sometimes replaced by compensatory 
lengthening, the loss of /-r/ or /-l/ endings, and the lengthening of the previous vowels. 

The /-l/ endings of English words like “school” and “bull” have become too weak in certain accents, resulting in 
many people excluding them in pronunciation. The omission of /-r/ and /-l/ proves how translators are genuinely trying 
to replicate the Western origin, as they manage to recreate this phenomenon. One instance is from Fairy Tail (2009-
2019), where the character Romeo Conbolt or ロメオ・コンボルト [ɾo.me.o kom.bo.ɾɯ.to], is translated as 

羅梅歐・康波德 [luɔ.meɪ.oʊ kʰɑŋ.po.tɤ]. The /-l/ ending or ル /ɾɯ/ is deleted since 康波德 [kʰɑŋ.po.tɤ] resembles the 
pronunciation of Combolt more than either 康波爾德 [kʰɑŋ.po.əɻ.tɤ] or 康波魯德 [kʰɑŋ.po.lu.tɤ]. 
 
4. Conclusion 
 

Overall, when translating fantasy anime character names with Western backgrounds from Japanese into Mandarin, 
translators tend to adapt both the Western-origin and Japanese phonetics as faithfully as possible. However, the 
translations are not always perfectly representative. Due to the phonetic limitations of Mandarin and unsuitable word 
choice for certain sounds, these transliterated versions are sometimes modified phonologically to be more unmarked, 
or less divergent, in Mandarin. More often, since Mandarin sometimes adapts foreign phonologies differently from 
Japanese, as translators more often refer back to the Western origin directly when having a huge gap with the Japanese 
version, the Mandarin transliteration for certain syllables often sounds distinct from the Japanese counterpart. 

Still, to understand the big picture and trend of the translation of Japanese fantasy characters into Mandarin, 
further research with a larger corpus would be needed. Specifically, as the current corpus contains only the Mandarin 
versions used in Taiwan, this study did not examine the regional differences. Since places like Hong Kong, China, 
Malaysia, and Singapore might have different translated Mandarin versions, the strategies taken by translators might 
also vary. Moreover, the research could dive deeper into factors other than phonetics, especially on how, since the 
semantics of Mandarin characters can affect how the audience perceives the character and its background, diction also 
plays a significant role in altering transliterations. 
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