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NOTE	ON	THE	TEXT	

	

	

	

All	matters	of	style,	including	footnotes,	in-text	and	bibliographic	references	follow	the	

so-called	author-date	system	of	the	16th	edition	of	The	Chicago	Manual	of	Style.	The	only	

exception	 is	 represented	 by	 single	 quotation	 marks,	 which	 signal	 either	 my	 own	

alteration	 of	 a	 word’s	 most	 common	 usage	 (when	 outside	 of	 someone	 else’s	 quoted	

words)	or	a	quotation	enclosed	within	another	quotation.	Japanese	personal	names	are	

given	 in	 their	 Japanese	 order,	 with	 the	 family	 name	 first.	 Transliterations	 follow	 the	

modified	 Hepburn	 system	 for	 Japanese,	 and	 the	 pinyin	 system	 for	 Chinese.	 Macrons	

indicate	long	vowels	except	in	the	common	place	names	Tokyo,	Osaka,	Kobe,	and	Kyoto	

unless	these	appear	in	composite	terms.	Japanese	and	Chinese	characters	were	only	used	

when	rendered	necessary	by	the	contents	of	specific	passages.	


