“This is the best book on Japanese haiku available for
the Westerner. in many ways, also, it is the best book
on Japanese poetry in general.” — Mainichi Daily News T}
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FOREWORD

T HAS BEEN SAID that every age produces its Shake-

speare. If this be true, it follows that every age has its own

unique poetry—its own peculiar emotional stance—and,
whatever else may be expected of poetry, it is generally agreed
that it should communicate the feelings of its age. Just how
these feelings are to be communicated has been a point of
strong issue between generations. The generation of Pope and
Dryden found Shakespeare to be a barbarian of singular but
wasted talent. Our own generation generally finds the Victo-
rians to be uncongenial reading. We feel betrayed by the
bright optimism and professed realism of the nineteenth cen-
tury, and in our resentment often claim its poetry to be bank-
rupt. Modern Western poetry clearly records this revolt. In
this milieu, it would seem that the Japanese haiku has its best
opportunity of being understood and appreciated in the West.
For modern poetry and haiku share very basic tenents, as Dr.
Yasuda demonstrates so clearly in the pages that follow. Our
generation in the West has the opportunity, as it has never had
before, of reaching a deep and fundamental understanding
with that part of the East which Japan represents, perhaps not
only in poetry, but in the wider realization of common human-
ity. The temper of present-day America has much that can find
close kinship with Japanese temperament and culture.
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Foreword

[t has been my good fortune to have journeyed to Japan,
for periods of varying length, more than a dozen times since
1927. Each time | have been impressed increasingly by not
only the superb natural beauty of the country, which is some-
thing easily grasped, but also by its great artistic achievements.
The realization has grown that these achievements are not
things of the past, to be seen only in museums and galleries,
but form a vital living part of the life of the Japanese people.
This art has grown out of that life and continues to be an
active part of it.

Each time that | have been a guest in a Japanese home this
truth has been further demonstrated. My host shows me some
particularly fine painting, recites poetry, or writes in “sumi” a
verse for me in incomparable calligraphy that portrays a three-
line poems in striking, fluid design. In this and other ways, my
host and his family carry me a little way into the living spirit of
Japanese art.

This book by Dr. Yasuda, while ostensibly about haiku, in
reality penetrates deeply into the totality of this living spirit of
Japan. It deals with those aspects which have produced and
maintained haiku into the present day. The important key to
understanding comes with the realization that in Japanese art
one strives always for the absolute. Of the absolute there is no
question of degree; it is either attained or lost. Most often, to
be sure, it is not attained, but it is the constant striving toward
and awareness of that high goal which gives strength and
vitality to this living aesthetic spirit which has so impressed
me in Japan. It is the failure to understand that which has led
some Western critics to claim that The Book of Tea, for example,
is nothing but exaggerated bombast.

It is this living aesthetic spirit which makes of each trip to
Japan a challenging experience. An understanding of this spirit
is one of the most valuable contributions that Japan can make
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Foreword

to my country. Any book which can give even an inkling of
the nature and aliveness of this aesthetic life in Japan performs
a most valuable function. Dr. Yasuda has achieved this in his
original approach to the problem of haiku.

—ROBERT B. HALL
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INTRODUCTION

ANY QUESTIONS relating to the status of the
haiku in English are put to me by interested Japan-
ese each time [ come to Japan. On the surface these
questions seem simple and insignificant; however, | feel
strongly that they represent a basic problem if we consider
them in the light of world poetry, especially at present when
the East and West have met and the two worlds are more than
eager to understand each other. Here are a few representative
inquiries:
"Do the English-speaking people understand haiku?"
"Do they write haiku in English?’
"Do the English haiku have any form?"
Such questions represent a problem to be solved not only by
the Japanese or by English-speaking poetry lovers alone. For
the problem relates to the larger one of mutual understanding
among peoples. Considered in this light, these questions on
haiku give us a dynamic sense of the impact of the problem of
understanding, for they seem to posit some fundamental dif-
ference in the understanding of poetry between East and
West. There is no such difference fundamentally. The reason
for the popularity of haiku in Japan, as a classic as well as a lit-
erature of the people, holding their hearts with its irresistible
charms and dignity with as much force today as in the past,
lies in its nature and in the aesthetic principles that govern it.
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These same reasons, | feel, are enough to insure the possibi-
lities of haiku in English, as popular with its audience as the
Japanese haiku has been in Japan. For it is my contention that
the underlying aesthetic principles that govern the arts are the
same for any form in Japanese or English.

Along these lines, Donald Keene has pointed out that the
words of the dramatist Chikamatsu written about 1720 are
curiously echoed by Ford Madox Ford in 1930. Chikamatsu
wrote thus of the creation or rendering of emotion: “There are
some who, believing that pathos is essential to a puppet play,
make frequent use of such expressions as ‘it was touching’ in
their writing, or who when chanting the lines do so in voices
thick with tears. This is foreign to my style. | take pathos to be
entirely a matter of restraint. . . . When one says of something
which is sad that it is sad, one loses the implications, and in
the end, even the impression of sadness is slight. It is essential
that one not say of a thing that it is sad,’ but that it be sad of
itself."' Ford, through his contact not only with the Imagist
group but through Joseph Conrad with the nineteenth-
century French writers represented by Flaubert and Gautier,?
voices a similar opinion: "Poetry is a matter of rendering, not
comment. You must not say: 'l am so happy’; you must behave
as if you were happy.” Such instances of similar views shared
by both Japanese and Occidental artists and critics are most
numerous; many examples will be given in the following
pages. They demonstrate the common ground of arts sepa-
rated by time and great differences in culture. Consequently, |
hope that a systematic study on the possibilities of haiku in
English may have a significance beyond that which first
appears probable.

My purpose, then, is to try to see and explore the possibil-
ities of haiku in English by analyzing its nature and its unify-
ing aesthetic principles so that we can understand it; through
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such analysis it may be shown that haiku, far from being an
esoteric, purely Japanese form, incomprehensible to the West,
shares common ground with all art in an important and signif-
icant manner. It is also my hope to give one answer to the
question that Harold Gould Henderson raises in the following
passage: “What the final English haiku-form will be, I do not
know. It may be two lines or three or four; it may be rimed or
unrimed. But [ am sure that whatever it is, it will be a definite
form, for a baiku is a poem and not a dribble of prose.”* That definite
form, to my mind, can satisfactorily follow the same general
pattern in English as in Japanese in regard to the number and
length of lines, finding within this framework variations and
subtleties as multiple as the poet will need for his vision.
Indeed, as will appear from the discussion, | feel that this pat-
tern in English is so fitting a vehicle for the kind of experience
that is a haiku that to me at this stage any other vehicle seems
completely inadmissible. Many of the principles of Japanese
prosody governing the successful use of this form will be
enlightening to the poet in English, as | hope to show in the
following pages. He will find that the haiku, like the sonnet in
its time, can enjoy great popularity.

Just as the sonnet, when introduced by Sir Philip Sidney
into English through his translations, retained its original
form, affording such insight to poets that eventually they pro-
duced masterpieces in English, so that we know the form as
ours, the haiku too can become acclimated, once it is under-
stood. For it is not yet understood, in spite of the fact that the
Imagists knew of tanka and haiku as early as 1909 and felt that
they were influenced by them, as Glenn Hughes has pointed
out: "A poet of [John Gould Fletcher's] wide interests and
experimental tendencies could hardly be expected to escape
the influence of the Japanese. Ezra Pound felt this influence,
and so did Amy Lowell. So have many of their contemporaries



