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.41-n4 prenared her to turn to Imagism and the Imagists. AU any
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rate, she was rmuch impressed by the new movement when she visited
'

london in 1913. At that time she wrofe a poem in free verse,

to organize the movement and To help 1Ts

opment. She often invited the poets To dinners and poetry read-
ings and became intimestely acquainted with then. In Septermber
of 191k, when she was about to go home, she had with her the

manuscrint of Some Imagist Poets.

ix poets as officizl Imaglsts. They were Richard Aldington,
H, D., John Gould Fletcher, F. S. ¥lint, D. H. Lawrence, and
herself, Amy Lowell Back in her owm country, iliss Lowell signed
a contract. with Houghton, 1Hifflin and Company for the publiecation

in 1915, 1916, and 1917% n the preface of the 1915 issue ap-
peared the principles of group as set forth by Aldington and
revised by Lowell. I should like to quote the whole six points
to be found in the preface, in spite of their length, because I
shall refer back to ther in my comparison of theories in the two.




vhe point that there were no

the Imagists wrote their poe

not more than principles whi
vVarious Imagists.

lnn the anthology publis

of cormon speech, but to em-
not the nearly-exact, nor the
new rhythns-as the exur ioz ney neods-
tl whic% merely echo old roods.
se as the oly method of
I Al as Tor a rﬂdCﬁnle of 1ib-
erty. Ve believe ¥ néividuality of a poet may often
be better expressed i; free verse than in conventional forns.
In poetry, a nev cadence means a v idea
3. To allow absolute freedom in the choice of subject.
It is not good art to write badly about aeroplanes and auto-
rmobiles; nor is it necessarily baé art to write well about
the 335%. We believe pessionatelw in the artistie wvalue of
modern life, but we wish to point ocut That there is nothing
so old-fashioned as an aercilene ¢f the =eaar 1911.
4, To present an image (hence the name: "Tmagisth),
We are not a school of painters, but we believe that poetry
should render particulars exactly and not deal in vague gen-
eralities, however L&gbiflC'eﬂL anc sonorous. It is for
this reason that we oppose the cosmic poet, who seems to us
to shirk the real difficulties of his art.
5. To produce poetry that is hard and clear, never
blurred nor incdefinite.
6. Finally, most of usg.believe thal coneentration is of
the very essence of poetry.
These were not the rules which all the Imagistsszreed to and ac-
ticed. I shall discuss later how they were actuvally put into ef-

absolute rules according to vhich
g, TE le slX points above were
= a5 I us 1P " " . T

¢chn one finds commenly in poenms written

£

hed in 1916, preface attemnts to

€xplein in detail the princinles of poetry based on cadence.
m . - - = R
The 1917 =nthology was the four and last volume of Sone

l. Some Imacists Poets (lew
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it ig Talir vo conclude that Imagism as a move-
tidie nublication, but that its influence is still
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Later irn this paper I shall have an opportunity to disgcuss
KR srvemd: T i T pravey ] Sdaz T . +
detail wvhat I mean Dy qualities of Imag] becoming those
.~ = < (=] o~

Use of rzhythm

Prescntation of the

~ - - - 1

Objectivity of poetry

Concentration of the very essence of poetry

3t and the third points out of the six are not in an; sonse

1T, characterizing

freedon in the choice of subject matter. The other four

Gregory and Zaturenska, on. cit., p.

o




the difference between these and the other two is thaet, in the
sormer, SOme gualities were newvly found by the Imagists and nur-

fured by them in accordance with tThelr owm belief in poetry, as
discussed below.
Il

One should particulaery note that the creation of new rhythms,

as one of the six principles of Ineagism, does notl necessarily

mean the use of Tree verse.~ In order to achieve the most ac-
curate commmication in poetry, a goal which Imagists wished to
attain, rhythm suited to the subject, expression, and moods should

lew cadences shouldé be scught to project the image and to

is. Here is rooteé the tse o the rhythms of

d from the conventional ferms but closely re-

.‘

ated Tto the subject matter.

istic of the school of Imagism, Ievertheless, it is the Imagists
who first emphasized the importance of the image and devoted
selves to promoting its use and its effect in poetry. I should
say that Eeats wrote many Ima
tic, too. The fact of these and many other predecessors

who tised the imaze in thelr poems does not wea:e:

Portance of the Imagists! insistence on its presentation.

1. Honroe, ope. git., D198, See p. 10. : 5 ¥y




These poets studied the meaning and the value of the image and

opened for modern noetry a gate o a new world which was neither

ropantic nor classic before the appearance of Imagism, the image

®

o

o
9

had been used only as one of many other devices of poetry; but
gince Imagists showed what they could do with the image, it has

-n consciously used as the technique to develop a newer and
been J 4 &

freer.world of noetry. What is an image, then? TIn YA Few Don'ts

-

by an Imagistey which appeared 1n Poevry of March, 1913, Ezra

Pound defines 1T as follows:

Image is that which presents an intellectual
and emotional complex in an instant of Tine « +» « &
It is tThe presentation of such a "conplex'W instan-
taneously which gives that sense of sudden liber-
ationy that sense of freedom from time limits
and gr n

space limitss; that sense of sudden growt
which ve e"nevﬁeg g in the presende of the g
t works of art.”

Language is not adequate. Dven the Dest writer sometimes meetls

with the difficulty of expressing himself accurately. Words and

b >

expressions have their ovm conventional connotations. When one
higher emotion or intellectual intuition is at work, that which
it crezfes cannot be sufficiently communicated by this limited
language. The only way to convey it to others is to present the
image, appeal to the readers' intellectual intuition through the

to exist in their minds. Language is a product of human beings.

matter what magic power it sometimes shows, itis finite. In nature

anding of the writer actually come



is a creation of the infinite, though the object

tself 1s finite as are the forms of trees and buildings, there
is a guality drawn from The infinite, which we may borrow for our

purpose of ecommunication by presenting its image, Thus we use
image as the medium through which we nay achieve more ac-
urate commnication of Intuitive thoughts beyond the linits of

gt =

time and space., 1 think this is what the Imagists meant by "the

resentation of the image.™ liodern poets, using the exact image
or accurate commnication, have learned the technigue from this

In relation to objectivity in poetry, »revious quotation

of mine have shovn how much Iulme decried the Romanticists to

1
whom "poetry tThat isn't damp isn't poetry at all."™ "Dry hard-
ness," as a quality of poetry, was a term used by the early Ima-
gists. And they did actually attempt to obtain this guality in
lrgd!

their owm noems. The inevitable result was an objective outlook

in those poemse He De was said to be the purest Imagist largely

because of this quality of her noetry. The Japanese

considered pure Imagism“ because of its objective, dry images.
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It should be observed that the reader who enjoys
imagistic verse will always say of it that it is
winteresting," "Uo7ﬂcbt"r7,“ "chaﬂ:;ng"; never that
1t has stirred him, The reason, of course, is that
in none of the work if this groun of writers is there

any emotional force,
But by object tivity in poetry I do not for a moment mean that
poetry should not ultimately have emotional force; rather, that

ich is
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it should fina achieve a nobler, deeper emotion
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miversal. It is not so easy to cause deeper emotion through

the objective image as To convey a certain emotion by the use
of subjective ezpression. When, however, a poet realizes the
inadequacy of language, he must agree that he can obtain a better

effect by appealing to the imagination of the readers through
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objective presentation of
them passively receive what is there, than by expressing his own
subjective emotion and expecting the readers to react To them.
(The proof is the existing trend of objectivity in poetry.)

The last of the four really influential principles of Imagism

which I should like to discuss is Weoncentration of the very

essence of poetry.," Thigs is also nothing new in poetry. The
value is ain that Imagists are the ones who preached its impor-
tance and seriously practised it in a great number of their poems.

The concentration of the essence of poetry does not necessarily
result in short poems, It can be maintained in those that are

relatively longe. To me the length does not seem to matter so

l. Conrad Aiken, "The Place of Imagism," The New Reoublic, III
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ach as the real guality. Imzgists attempted to show how much

they could say in a few words by avolding unnecessary words.
Their pUrpose was to move the readers more deeply through sug-
gestive concentration and to convey thoughts and emotions beyond
the simple expression of words. While they kmew the lnadequacy

language, they were, perhaps unconsciously, making an effort

of
prine back value to the language by carefully selecting the
to Dl’lﬂu o & o B

very words necessary for concentration of its essence because
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the words thus chosen were full of power and meaning

- B HER— ] B PO . g
rTact and stimulated

did has made contemporary poets aware of this

them to talte advantage of itT in actual pracvtice.

I have been discussing the history of Imagism, including
magism as a movement, the princinles about which Imaglsts made
statements, and the nriLcinleépf ITmagism which in my eyes have
survived in later poetry. In order to make easier the later

teristics of Imagism and Hailcu, here I

It is necessary for ne to start with The history of Renga
in order to nicture how Hallty has developed and become what it

L%

is today. ITanlka, or "short poem," is one of the oldest kinds of

(=

noetry in Japan. It consists of five lines o
seven, and seven syllables. This is next to the shortest form of

Japanese poetry, the Hailu. Henga, or "linked poem,"™ has exactly

-

The same form as Tanka and goes back to the first century for i

ct

S
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gin. According to the record, an Imperial prince, Yamato-
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ﬁaﬁeru_qo-m,”oto, and one of his subjects first composed Renga.
one of them de the first three lines of five, seven, and five
syllables, and the other completed the noem by two lines of seven
and seven syllables. In their Zenga, the first seventeen sylla-

independently express the meaning of a dquestion, and the
1ast fourteen syllables independently form the answer.
Through the Nara Period (709-78L4 L. D.) and the Heian Period

(784-1186 A. D.) linked poems began to be written in series. DNow

forty and fifty verses were made together and were formed into

one unified poem. It is called Rusari-Renga, or "a chain of

linked poems,"2 It often ran te £fifty or one hundred hemistiches.?

2t

Usually three or four poets formed a perty malte fusari-Renga,

pbut sometires more people jJoined. For instance, Sarumino-shii, a
collection of poems published la
contains a2 chain of linked poems composed by sixteen wri
cluding Basho, Otokune, Chigetsu, Kyoual, and Chinselki. When
Renga was composed, the first seventeen syllables were made Dby

':_:I

one person and the following fourteen by another. The second one

the next seventeen syllables, and a third person the

le Kyoshi Takayama, "Haiku no Tsulkurikata,!" Takeo Kitahara,
Arisu Fujin Zoza (Tokyo, 1927), D. 4.
2. Asataro lMiyamori, Hoilu Poems Ancient and loderm (Tokyo, 1940),

Sloliel adl Ly LiCclllllls

f group of either seventeen or fourteen sylla

Se Hemisticg, senerally meaning half a poelic verse, here means
1lables, which is

half of a poem of Tanks and one line in Zenga.




11y meaning "verse of beginning." The Hokku was
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11 the hemistiches and was often written by the

£ th 2 i)
pest poet of the grouDe

A. D.) there were two
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In the Kamakura Period (11

groups among the writers of Renga. They were Ushin-ha and

iRt - ¥ - a5 2
Jmshin-ha. When writing Henga, the Ushin in-ha kept the traditional
nical rules of Tanka and & seriousness cf tone both in con-

tent and langvage, while the Mushin-ha emphasized the comic and

humorous as their predecessors had done at the beginning of the
history of Renqa,l when they aimed at the expression of the
humorous through the difference in Tone of tThe first seventeen
syllables and the next fourteen syllables as made by different
persons.2 The Mushin-ha wened rapidly because the poems of this
group with their element of the ccmic and humorous were not taken
seriously.3 As for Ushin-h y there was not much success either,
The poets of this group had to meet the problen of adherence to
over-abundant rules. As I have said before, they were the ones
who kept the tradition of Tanka. All the troublesome rules of

this form were to be dealt with in their Renga, and further, they

had to maintain more rules of composition in order to malke the
series of hemistiches one work of art. Gradually it became im-
possible for the poet to keep all of These rules. As nmore compli=-

cated ones were added, the duller and more monotonous their poems

I. Miyamori, on. cit., p. 22.

¢iteqs Do 6

——

2+ Kyoshi, op.
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Taizo Ebara, Hailkai Bungaku (Tokyo, 1952), p. 25.
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This situation lasted sbout a hundred years. Some

§
pecami€e™

rmation seemed to be needed.

ref 0
vamazalsi Sokan (1465-1553) and Lrakide Moritake (1L472-1549)

the poets who brought back the ideas of lushin-ha in a new

were

to meet the need of Renga at the time,

yere important to their poems. Thelr Henga was called Renga of

o
Q
2
Q
w
1
1 o |
®
b
=
o)
Hy
i)
0
[
50
m
!-.
L]
5
by |
(™ ]
W
o
|-1e
0
i
o)
o
o
=
6]
o
.
0
o
[
.
0
ct
=y
m
ct
2%
ry
)
H
o

is g difference between the Renga of Hushin-ha in their early

days and Renga of Hailal in the days of Sokan, though both of

then have the comie and humorous as one of their characteristics.

I
]

In the former the characteristic developed simply from the love
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of spontaneous wit, while in the latter it
mand of poetry to be free from ell conventional rules. It had a

. ' \ 2 ~ 2 . a Lo - I s
new meaning as llterature.” Sokan and Moritake tried To get away

¥ ———

from: the convention of

~

achieved through the different nmeanings of denotation and connota-

tion.™ Very often serious scenery is presented in denotation,
while events faniliar in our daily life are connoted., TFacing a

poen of this kind, one thinlks that there should be some hidden

meaning and feels pleasure at his discovery of it; further, he

notices the comical clement in the contradiction of the two differ-
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ent meanings, that of denotation and that of connotation. The
denotative meaning of the poem is often, however, the trite ideas
of Tanka, and the poem is extremely ccnventional if the connota-
tive meaning is taken awaye.

Since the main purpose of this paper is not to write the
history of Haiku in detail, I should like to pass over Matsunaga
Teitoku (1570-1653), Nishiyama SB-in (1604-169%), and some other
important poets who offer an interesting study in the development
of the ideas of Haiku, and come to BashG. Matsuo Basht (1644-169%)

represents all the changes in Haikai in his poetr".l It was Basho
& o pasrg J

who established the independence of the Hokku of Haikgﬁzin every
sense, Though the Hollmu had been handed down as an independent
form, it had not obtained an independent spirit. It had stayed in
the realm of Tanka. The early poems of Basho show the same quality.
They are conventional in thelr ideas. The comie and humorous
aspects caused by the difference of the two meanings of a poem,
which I have already discussed, was characteristic of his poems.

But Bash8 did not stop there. He developed the point that denota-
tion and connotation could create different worlds. He noticed
that the Hollu of Hailkai, a seventeen-syllable poem, was not a
suitable form to express feelings nor to describe scenery and matters
in detail, while the Tanka was. The last fourteen syllables of the
Tanka were needed to make lyric poetry out of it. In the Hoklu of

Haikai, which lacked these last syllables, BashB® thought he could

l. Ibid., pl 1—1.

2. See pp. 17-19,
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leave in silence what he would have said in them and let the

reader understand what was to be left in his mind. The extreme
brevity was inevitable with a form of only seventeen syllables.

In order to express as much as possible, Bash® chose to desecribe
scenery or any concrete object with carefully selected words that
would suggest the emotions behind the words. He used verbs and
adjectives as 1little as possible. Here the independent literary
value of the Holdmu of Hailzai was established through Basho's use

of objective imagery in his poetry to produce the subjective ef-
feet. This meant considerable progress since the days when Hoklmu of

Hailkai aimed to produce only a comnic effect through the contradic-

tion between denotation and connotation.

Since the days of Bashd, the Holdmu of Haikai has been more

often composed as an independent form of the first hemistich of
Renga of Halkai than as a whole linked poem. This, however, did
not mean that the Hoklmu had growmn nore and more as a form of ma=
ture literature. There had been some great Holdmu poets such as
Buson (1716-1783) who contributed to its growth,l but there were
others who could not follow the profound ideals which Bash® cher-
ished as the qualities of Hoklmi of Haikai. About 200 years after
his death, the Hokltu was very often subjective verse of low taste.
It was not the objective poetry which Bashd was trying to achieve.
nor subjective poetry which frankly expressed the poet's mind

and heart, but poetry which resorted to petty artifice, like a

riddle, Shiki Masaoka (1867-1902) did not show any hesitation

l.Miyamori, op. cit., pp. 52-74%.

—
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in attacking this type of verse. He despised the poets who
interpreted beauty according to a self-satisfied subjectivity.l
In his early days he did not particularly advocate the objectivity
of poetry but simply recommended the sombre quality of Hollm.
Later he increasingly emphasized the importance of objective
deseription, This later tendency of his was encouraged by his
interest in Shaseilu, or sketch poetry. When he learned that
Western painters did not neglect sketches from nature, he felt
the necessity of such a sketech in Haiku, went out to nature, and made
Shaseiku.2 The term "Haiku"was invented in Shikits dayésand is
said to be a cross between Holdmu and Z*Ia.il':a:'..]+

What made Shiki set a high standard for the Hailtu was his
recognition of the spirit of Bash® in poetry. In his"Haikai
Taiyo," or "Essentials of Haikai," he says:

Hail is a part of literature; literature is a part
of art; therefore, the standard of beauty is the standard
of literature, and the standard of literature is the standard

of Haiku. In other words, painting, sculplure, music, drama, 5
and poetry and prose should be criticized by the same standard.

l. Ebara, op. cit., pp. 164=176.

2. EKyoshi, ops cit., p. 37.

3.. Ibid., p. 7

L. Miyamori, ob. cit., De 23.
I have tried not to use the term "Hailaa" when I discussed the
poems of Sokan, BashO, and some others before Shiki, because
actually such a name did not exist when they were writing their
poens., What they composed was Hoklmu of Hailiai, The term Hailku,
however, was invented to be applied to this form. Since the
conc@ption implied in Holdeu of Haikail is now expressed in "Hailu, "
one often finds that this term is used in contemporary articles
for the Hokku of Haikai written by poets prior to Shili.

5+Shiki, quoted in Ebara, op. cit., p. 17%. lly own translation.
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This is identical with Basho's belief that the spirit of all
arts should be the same.® Shiki reestabliched the artistic
quality of the Haiku, which in previous years had tended to be
poor.2

Since his day Hailtu has been the form of Japanese poetry
which has consciously aimed at objectivity. Probably it has
been more objective than Shilki himself expected. This tendency
is explained, I think, by the fact that in the past fifty years

Hailtu has been searching for what Basho desired for this partie-

ular form. Sabi, ghiori, and hosomi, three essentials of Bashd's
Haikai,3 are studied by the students of Hailu and must be under-
stood more fully., They are essential theories which any of the
poets of Haiku should understand with their minds and spirits
and make their own. If the Imagists had known and understood
these.conceptions, they could have learned very much from them
to enhance their own poetry. In fact, any modern poet will agree -
that what he is driving at is to a certain degree stated and
practiced by Bash®, who lived about three hundred years ago.

In my next chapter I shall compare the theories of Imagist
poetry and Hailmi. I shall discuss there what these three

essentials of Basho's poetry mean,

=
&
5
R
)

3. Ebara, opn. cit.,



) P

Chapter Two

Comparigon of the Theories in the Two Kinds of Poetry

The Tirst difficulty which one encounters in compering the
theories of Imagist poetry and Hailm is the difference in the
manner of statement by which the two lkinds of poets explain their
theories, Anthologies of Imagism and other articles written by

the Imagists or about Imagism offer what theories the Imagists

A

had. Six main prineciples of the greoup which appeared in the an-~

:h

thology of Imagist poetry published in 1915 were quoted in the
£irst chapter.l Aldington and Anmy Lowell coulé set dowvm these

rinciples as the tlhecrics which were commonly practised anong

'd

the Imagists, though not all of them followed the szme ones. To
Hailou poets have drawn up a2 concrete credo for their poetry as
Aldington and Iowell did. This does not mean that consideration
has not been given to what Hailku should be. Hailu poets did hold
certain theories, though generally those theories were thought
about in abstract terms. In fact, there are very few concrete
rules which one should follow to malie a poem of Haiku. This is
what I meant when I said that the theories of Imagism and Hailu
were stated in different ways. Those of the former are to be
found in concrete terms while those of the latter are abstract.
Careful consideration is needed in comparing the two sets of prin- .
ciples.

I shall therefore first present the few fundamental rules of

1. See pe 10.
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Haiku and the abstract theories expressed by certain poets of

this form. Then I shall go on to the guoted sixz princinles o

Imagism and examine each point as to whether it can be applied

-

to a corresponding concrete principle deduced from the abstract
¢redo of Iailku.

What is Hailu? The first chapter has suggested several
answers to this question The simplest and most fundamental
answer is thet it is a poem of seventeen syllables. The nistory
of Hailmi makes it clear that a particular poem of seventeen syl-
lables is ecalled by this name, and poems of, for instance, thirty
or Tifty syllables cannot be so designated. ©Sixteen or eighteen
syllables are permissible as an irregular form. What this limit
in length may mean will be discussed later. What is to be em-
phasized here is the undeniable fact that the seventeen-syllable
form has been handed down for more than two hundred years without

being destroyed, has become more refined as time passed, and has

finally culminated in the present poetry called Hailu. ©Since there

is the form of thirty-one syllables, there is Tanka. Since there

is the form of seventeen syllables, there is Haiku. This strict

1imit on the length of a poem is the greatest difference between
hailtu and Imagist poetry,
"Reference to the seasons"™ should be discWssed as another

=

essential element in Hailqy next in importance to "seventeen syl-

1—

lables . 1fr, MHiyamori mentions three reasons. One is traditional.

1, Miyamori, ops ‘cit., p. 1l.
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In Renga of Haikei, the Hoklmu of Haikal or the first hemistich

of the linked poems, which later became Hailu, almost always
contained a season word as the essential element. Secondly,
according to Mr, Miyamori, Hailku, an extremely short poem, be-
comes more suggestive with a word which refers to a season.

Thirdly, the Japanese, who love nature and are always sensitive

to the seasons, are powerfully impressed by the reflerence to

S

§Hm, ] > 18
geasons in Haiku.,~ What he has said is true. But, I do not

consider this element so essential to Hailku as does lr, liyamori.

Quite probably it was very important in Hoklou of Hailal because

it set up the over-all background for tThe whole linked poen,
After the seventeen-syllable form became independent, however,
reference to a season was not so necessary. As a matter of fact,
Bash®, who wrote poems in this form as Holdwu of Haikail did not

thinkk that it was absolutely required.2 In Bash®'s opinion the

idea of a season should not core first when one maolkes Hailaus

what should come first is that the whole mind and cspirit be con-

4]

centrated on merging into poetry itself. If a word referred to

L.I-

a season, it was in Hailku notl as an expression of the season but

2
of the devoted poetic mind.- Bash8 did not deny the value of

of first importance.

ctk

this element, but neither did he consider 1
thinlkt BashG was righte As I shall mention later, many images

in Hailm are from nature. When one completely moves himself into

1. Ibid.

2. E-bC.I’a, Cla Ci .9 Te 183.




nature and borrows images from it in order to express what he
has in his mind, very often he talks of the seasons. In this
case, the seasons are a later product of his poetic creation and
not a pre-existing rule for limiting him.

I am now ready to start my discussion of some of the ab-
stract theories studied and taught by the poets of Haiku. I
have said that reference to the seasons is not an element of
the first importance. The other element discussed was that of
seventeen syllables,™ which is nothing more than a mere skele-
ton of the noetry. What then constitutes the most essential
elements of Hailku?

I should like to remind my readers of the history of this
form, especially that Renga of Haikail had developed from Ianka,

the literature of the ncble. From the beginning Haikai was of

the cormon people and made by them, and "commonness" is the

characteristic of Holdcu of Haikai. The quality of liberalisnm -

is also an important one. When Ianka absorbed more rules, these -
people desired more frecdom in malking poems. They wanted to go
beyond the limits of vocabulary, expression, and subject matter.

Hailkal opened a freer world to them. As has been discussed in

the first chapter, the investigation into the areas of denotation
and of connotation resulted in producing more liberty in the latter.
The comic element often achieved in this stage was an expression

of the desire for frecdom. If these two qualities, "commonness™

and "liberalism,™ had been lost in Haikal, 1t would have gone baclk
to Tanka.

Undeniably, Bash® added certain elements to Haiku. These are



expressed by the three words which I introduced a2t the end of

the first chapter: sabi, shiori, and hosomi. BashS himself does

not define these principles. We can, however, come to an understand-
ing of them through his pupils' attempts at explanation and through

E L

our study of his own poems. PSabl indicates Bashd's particular

attitude of observation in Hallnu and suggests the state of clear-

ness and quietude which has overcome his immediate sensual im-
pressions. It is applied to that state of mind which accords
with the laws of creation and which is assimilated into the law
of being. Shiori is used in relation to the expression of poetry.
When a poem 1s born in the state of gabi, it should be devised to
express fully the unstated condition of the mind and feelings.

The fluctuations of this expression are described as shiori.

Hosoml is appnlied to the pure and intensely sincere desire to be

absorbed into the mind of nature, to abandon personal desires and

o]

personal feelings and thus to become one with the umiverse. The
(=]

- . -

oet should look for the truth, attain it, and understand it by

‘g

himself, Thus when one lives in the effort To achieve hosomi, he
will have the mind of gabi and achieve ghiori in his noetry. At
this stage, he sees true beauty even in a crow perching on a dead

; o i g 1 ; :
branch or in a frog hopping into an old pond,~ and will there find

Yy

everlasting life. The three theories--sabi, shiori, and hosoni--

come from BashG's belief in fuga, or poetical refinement. Accord-

ing to him, the fundamental importance in fuga is to follow crea-

:

tion and go back to it, to become assimilated into the law of being

l. See pn. 3.
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in the universe. It is the state where subjectivity and ob-
jectivity are fused, harmonized, united; where "things" and

"ye" become one. Thus, Basho tried to establish the art quality
1

of Hallu in this state of fuga.

Beslides the three principles discussed above, another sig-

J-te

nificent idea which Basho procleimed and which he drew from his
1 o ]

belief in fuga is fueki ryolo, the first word in this combina-

tion meaning eternal truths in nature and human life, and the
g ’

2 What is not

second, freshmess of expression and technique,
concerned with changes of time and what is true beyond the new and
the o0ld is fueki; and what, following characteristics of nature,
changes according to the transition of time is ryuko. In Haiku,
these two qualities should be simltaneously achieved. At first
glance, they seem to be contradictory. But this is a hasty mis-
conception, Though one has obtained the truth of fuga, gone

into the state of sabi, and understood the eternal and unchange-
able truth of fuekl, if he stays there, his personal desires and
feelings are likely to come into his mind and make gabi lose its
spirit and become only a skeleton. Therefore, he should cons-

tantly make an effort tTo follow hosomi. When he goes on with

hosomi, he cannot stay at one place and moves on further into
nature. This action of going further causes natural and inev-

itable changes. And with the changes, a poen does not lose the

uality of newness. RyukS is this newness achieved by constant

l. Ebal‘a, QE- Citc’ Pr‘l 61‘""88.

———

-

2. Miyamori, op. cit., p. 30.
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self disecipline in art, In fact, ryuld and fueki are not two

different qualities, but two phases of one quality.

I hope that I Lave made clear what is neant by the ab-

-~

stract characteristics of

4

iaili. DBecause of the many Jar@nese

"r

terms which are unfamiliar, some readers might be left in a
state of wvagueness about the prineiples by which poems of Haiku
are written. Those particular terms have their own connotation
and cannot be renlaced exacltly by a word or a phrase of trans-

lation., I hope, however, that the following discussion, in

this and the next chapter, will make their meanings unmistal-

able,

|4

However abstract and general Bashdo's prineiples are, if a

TTas

poet strictly observes them when he makes Haiku, he must realize

that there are some concrete prineciples, automatically deduced
from the general theories, which he ought to follow. Sinece

this relation of concrete principles and general theories is

=]

most Basily explained by inquiring into the subject matter,
should like first to consider the subject matter of poetry, the
third of the original six points of Imagism, before examining
the other five in connecetion with their applieability to Haiku. -
What did Bashd say about the choice of subject in Hailu? He

did not make any direct statement about it. Hig belief in the

life of fuga, sabl, shiori, and hosomi, however, offers an

answer to the question. It is in the state of sabi that one
can perceive beauty and eternal life in anything he sees and
hears, even a frog leaping into an old pond as in the following

Haillku:



o

The 01d Pond

The ancient pondl

a frog has plunged--

The sound of water,
It was a guiet spring afternoon. In a small hut BashS was
meditating. ©Suddenly this stillness was broken by a splashing
sound. A frog had just plunged into an old pond close to his
hut. After a moment, silence again, as if the splashing sound
of water had become completely absorbed into guietude and eter-
nal silence. This experience might mean nothing to many people
but did capture the mind of BashG. He found in it the truth of

Haikal and so made the Hailku quoted above., It is, in fact, one

of the most famous and, I admit, one of the best in this form.
I shall later discuss the ideas of the poem in greater detail,?
What I should like to point out here is that in the frog's
leaping into the ancient pond Bash® found the same beauty which

a poet of Tanka found ih a frog's living in the water,

le Basho, "The 01é Pond,™ in Miyamori, ovn. cit., pp. 101=16%,

My owvm translation.
Hailkail Poems Ancient and lModern edited by Miyamori is

a collection of poems of Hailku. They are given in the
original and in their editor's translation. Many of his
translated poems, however, do not satisfy me. In order to
maintain the very spirit of Hailu, I believe, a poem should
be translated as close %o the‘originaT as possible, regard-
less of the difficulty which the translation meets with of
being understood. In such a short poem as this, each word
is important. Ilo words reflecting the subjective interpre-
tation of a translation should be absolutely ezc7uoeg, if
the poem is net to be spoiled. Wben I £ind Miyamori's trans-
lation well done I u*ll use his, but if not, I will translate
myself the original in the book.

2, See p. 65,
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Another illiustration is:
Cicadas (Floating Life)

In the cicadat's cry

There is no sign 1

That soon he'll die.
On a hot afternoon of summer, cicadas are crying loudlye. The
cicadas! 1life is short, but in the tone of their own ecry, full
of power and energy, there is no intimation that they are to
die before many hours have passed. They must not be realizing
their doom, which will take away their 1ife as planned without
any concern for their ignorance of this doom nor for their en-
thusiastic ery in the present. Human beings, with all other
living things, are subject to the same fate as the cicadas. It
is surprising and melancholy to realize how quickly all rust die.
BashO's idea about fleeting life is not extraordinary. What is
worth noting is the fact that the poet caught this truth in the
lusty cry of cilcadas and expressed it in Haiku through such a
subject as this. He not only communicates his philosophy of
life, but also makes us see beautly in the cicada with its noisy
cry which is trying its best to £ill a moment in é&lternity. The
transitory fate of a beautifvl flower is a subject which poets
of Tanka preferred. They did not catch the beauty and eternal
significance of such a thing as a noisy cicada, which does not
have esthetic quality in itself. The poets of Hailu, however,
looked for fuga amywhere. Those subjects which are usually

considered vulgar and inappropriate for poetry can be perfect

1., BashGo, "Cicadas," Miyamori, op. cit., p. 105.
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subjects Bor Haiku., Therefore, in Hailku, there should be no
1imit as to kind of subject matter., Absolute freedom in the
choice of subject, which is one of the Imagistst principles,l
therefore is also true for Haiku.

The first of the six points stated in the Imagist credo
is the use of the language of common speech.2 It is easy to
understand that the same theory applies to Hallku when one remem-
bers the two qualities of this form, those of “commonness™ and
"liberalism." In the beginning of the history of Hailku, espe-
cially before the days of Basho, people seemed to consider it
necessary to use haigo, which meant speecial words or expressions
characterizing Halksi and distinguishing it from Tanka. In its
first steps toward independence, Haikai looked for its quality
of M"liberalism™ and "cormonness" in the comic and the humorous.d
Haigo were those words which helped this effect. Since Bashd,
however, haigo was no longer necessary. Haiku established its
indenendence as an art and did not have to depend on a feeble
difference from ITanka caused by the comic or the humorous. Its
quelity of “commonness" and "liberalism" became more meaningful
than before, as was partly illustrated in the discussion of sub-
Ject matter. Just as any thing can become the subject of Haiku,
any cormon language can be used. This makes a distinet contrast

with Tanka, which reguired certain poetiec diction.

l. See n. 10.
2. Ibid.

3. See pp. 17-19.
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In their second point, the Imagists emphasized the creation
of new rhythms as the expression of new moods, though free verse
was not the necessary form. They believed, however, that they
should use a new cadence in order to express exactly what they
had in mind, Ilnstead of copying old rhythms, It is hard to com-
pare the problem of rhythm in Imagistic poetry and in Haiku be-
cause different languages have different kinds of rhythms., A4s
a matter of fact, the Japanese language does not have as rmuch
rhythmie value as the English. HNeverfheless, there 1s something
that should be said on this point. The »urpose of abandoning old
rhythms was to create new moods which had not belonged to the
conventional forms of poetry. The form which we now call Haiku
has had its pattern of seventeen syllables for thfee hundred years.l
It has not been created, but inherited, In the very-beginning of
the history of this poetry, however, the seventeen-syllable fornm
had 2 new rhythm and created new moods which were different from
those of Tanka. In the thirty-one syllables of Ianka, the last
two sets of seven syllables are, because of thelr particular
rhythmic quality, the ones best fitted to express lyrical emotions
which have a lingering effect on the minds of the readers.2 Since
these fourteen syllables of Tanka @re lacking in Haiku, the latter
is not suited to the expression of lyrical feelings and must have

new moods., The first seeds of Hailtu as the noetry of objectivity

l. See pv. 17-19. The form of seventeen syllables really began
1100 years ago as Hokku of Renga, but 1T has been independent
for no more than 300 years.

2. Kyoshi, op. cite, DD 7=9,
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the new moods as the

Hallku has aequired

are here sown. While
the new rhythm, Imagism tends to create the new rhythm
But it is interesting to notice

result of th
in order To express new moods.
relation of new moods and new rhythm is similarly

when the problem of new

that the mutual
found in both Haiku and Imagist poetry
rhythm, as one of the prineiples of poetry, is thus considered.
Since freedom in the choice of subject has already been
the fourth point, the presenta-
the principles of Imagisnm

discussed, I shall now conslder the
This is one of the g
In the first chapter, the

tion of the image.
which I consider most fundanenta
guage and the importance of the image are dis-
cussed.T It is worthwhile, however, to examine at this point
eady mentioned,

inadequacy of lan
As has been alr

Hulme is the
gery with a line from Keats!

"And she forgot the blue above the trees.

the idea of Hulme about image
father of Imagism in his philosonhy of art though
only five Imagistic poems.2 In Speculations, he ex-
"Poet of BasilM
the trees'" and not

he wrote
his idea of

L =%
tion:~

s gike]
-!._H(.\.

ins

pla

as an illustra
Hulme explains why Keats used the "blue above

m =T
Bsky"™ by saying that the word "sky" would not
of the feeling FTeats wanted
" a phrase which forces in

convey

and the actuality
f Keats.

Uthe blue above the trees
minds the vividness that was in the mind of

cussion goes o

le See Dpe. 12-=13.

2. See the appendix,
De

cita.,

3+ Hulme, oD,

the vividness

to express, as would
to the readers!

Holme's dis-
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The element in it which will be found in the rest of

art is not the accidental faet that imagery conveys

over an actually felt visual sensation, but the actual

character of that commumnication, the fact that it hands

you over the sensation as directly as possible, attempts

to get it over bodily with all the qualities i% possessed

for you when you experienced it.
Doubtless, the Imagists studled this conception of Hulme and
based their principles upon it., Discussing an image, they say,
"We are not a school of painters, but we believe that poetry
should render particulars ezactly.“g It is evident that the:
source of this idea is to be found in Hulme. He believed that
literal language put things into a stereotyped form. His meta-
phor of curves is interesting. Suppose that the various kinds
of emotions and other things which one wants to present are re-
presented by various curved lines. In reality there are innumer-
able curves all differing slizhtly from each other. Language
can hardly describe and reproduce an exactly accurate picture
of all these curves. The only thing it can do is to produce a
certain number of standard types by which one can roughly indi-
cate the different classes into which the curves fall. It is
possible to draw any curve approximately, but not exactly. This
approximate drawing allows all the individualities of the curve

to escape.3 If one desires to keep the individuality and to draw

the exact pleture of his own curve, he should not leave his account

1. Ibid., p. 16k,

2. See n. 10,

3. H‘Llll’ﬁe, O_Do Ci L] ppc 159—163.
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of it to vague generalities but bring it into particulars.

This need (of comrmnicating the exact picture of one's particu-~
lar curve) is, according to Hulme, sunplied by the use of an
exact image.

In Hailcu, the development of this prineciple as a theory
provides a different sbory. XKyoshi Takahama, one of the contem-
porary poets of Hailu, describes this poetry as a form of litera-
ture in which one expresses his feelings through the imagery of
objectivity.l At present, the use of imagery is common practice
in the composition of Hailu. But none of the poets who can be
called the fathers of Haiku, like Hulme in Imagism, has ever
made a statement about it as one of their principles. It is
not too hard to see that the use of image in Hailku has Dbecome
one of its natural principles even though no direct statements
have been made concerning it. Little tricks played in the connota-
tion and the denotation of a poem were often a characteristie of

Haikai at the begimning of its development. Hailu, Hollm of

Haikai then, had all the characteristics which belonged to Haikad.
In this primitive state of Hailku, when its real value as literature
had not yet been established, the denotative meanings often did
nothing more than deseribe symbols which led the readers into the
connotation and the understanding of the comic quality of the poem.
When Haiku grew more mature, it encountered the problem of becoming

the poetry of objectivity. It had to acguire in itself such co-

1. Kyoshi, ope eit., ps 18,



existence of objectivity and subjectivity that the latter ecould -
be vividly alive when objective, not lyrical, description was
the only suitable mode of expression. The solution of this
'problem was To borrow the image of ©bjectivity which suited
the form of Haiku and through which subjectivity would natur-
ally emerge and £ill space.
The use of the image in Hailu, which has been discussed as
an outcome of its natural development, is also explained by

Basho's philosophy of Hailku, Iulme reasoned that because of

the inadequacy of language the use of the image was the solution
for poor communication by language. BashG did not reason out this
problem but lived with the spirit of hosomi, in a perpetual effort
to look for the truth and bo achieve &bi and ghiori. His ex-
perience made him believe that one should not only study the
teaching of his predecessors through language but should seek,

for himself, what they had sought, through his actual contact

with life, in order to understand hosomi, sabi, and shiori, which

were fundamentally important for nalking Hailmu.? It was not lan-

guage that could teach him what he desired to learn, but his own
understanding of life, nurtured in the life of fuga. When a per-
son lives in fuga and finds everlasting beauty and value in every
thing he sees and hears, his life itself is full of images. In
other words, his understanding of l1life comes not from study
Through language but from a mind which sees all things as images

for interpreting life to him. If this is the sort of nperson a

l. Ebara, 92. Cit., Dp. 68‘70-
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poet of Hailu is, the only way that he can convey his emotions
and his philosophy of life is through the use of images which
he sees, interprets, and understands.

It is in the use of the image that the Imagists took spe-
cial interest in Haiku. But whether they fully understood this
principle in the earlier form is doubtful. "Japanese poetry is
of ten pure imagism, and above all types of poetry it aims at the

1 says Ifughes. His statement sounds as if

creation of mood,"
Japanese poetry aimed only at the creation of mood. "Japanese
poetry" as mentioned here, I believe, means Haiku, because it is
not appropriate to discuss other forms of Japanese poetry in rela-

tion to the qualities of Imagism, and further, through his book

Hughes does not mention any other forms but Hailtu and Tanka.

e L

The preceding discussion has proved Tanka very different in char-
acteristics from Imagist poetry. Concluding, therefore, that
Hughes means to call Hailtu "pure imagism," I cannot agree with
him, if, in his opbiigr >ure imagism means 3oétry aiming only at
the creation of mood. Haiku does try to create mood, but it is
not the only »urpose of this poetry. The previous discussion of
image in Haiku has, I think, made this clear. And, if Hughes is
right in suggesting that pure imagism is merely to create mood,
I should say that the fundamental ideas about the use of image
in Hailku and in Imagist poetry are quite different. I do not
thinlk, however, that Hughes is correct in his statement. The

creation of mood is not the sole aim of Imagism., That is why I

l. H'U.ghes, ﬂn Cit., -_Dn. 550
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admit the similarity between the theory of the image in Imagist

Eailu., Later I shall compare and contrast poems

C"J
|-
s

poetry an
of both kinds and examine their images in practice.
Following the problem of the exactness of the image, its

hard and clear quality is another principle of Imagist poetry

A
]

to be considered. Supporting a clear-cut hardness poetry,

Pound says:
Don't use such an expression as %"dim lﬂnds of peace."

It dulls the image. It mixes an abstraction with the con-

crete. It comes from the writer's not reallz}. that the

natural object is always the adequate symbol.
The philosophy of Hulme again supplies a basis for clarification.
Ee advocates elassicism and prophesles its revival., By classicisnm
he means a certain reserve even in the most imaginative flights.

Tbe classical poet never forgets this finiteness, this

limit of man. He remembers always that he is mixzed up

with earth. He may jump, but he always returns_back;

he never flies away into the circumambient gas.
Hulme decries the attempt to penetrate the infinite, which is,
he thinks, meaningless., With the realization of hils finiteness,
a man should take "dry hardness™ as the essence of poeiry. Hulme
further says, "It i1s essential to prove that beauty may be in
small, dry things."3

What is to be noticed is a similarity in the ideas of Fulme

and Bash® aboul the finiteness of Man. Certainly both of them

‘

l. Pound, "A Few Don'ts by an Imagiste' in Poetry: Magazine of
Verse, II (AprileSeptember, 1013), 201,

2. Hulme, on. cit., po 120,

3« Ebifey Do 131,
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realize the destiny of inevitable death and the limitations of
human beings. Then, one advocates not exceeding the limits but
slaying within the dry classical spirit, and the other teaches
the 1life of fuga, secking the real value not within human beings
but beyond them, that is, iIn the controlling power of them all,
the laws of the universe, In ;is effort to be submerged in
universality, his personal feelings cease and are replaced by
impersonal emotions contained in objectivity. Thus, though
through different methods of approach, objectivity through "hard-
ness" of poetry is a »principle to be observed in both Haiku and
Imagist poetry. The poets of Haiku, following the principles of

abl, shiori, and hosomi, try to find beauty even in a cicada or

a frog while the Imagists attempt to show the beauty "in small,
dry things."

The last of the sgix nrineciples of the Imagist credo is the
concentration of the very essence of poetry.l It is not hard
at all to see this element in Haiku, which is only a seventeen-
syllable poem. When one tries to express in such a short poem
what he wants to say, he realizes that the more compact the
connotation, the better the expression. In the five, seven, and
fiﬁe syllables, he uses objective deseription in the first five;
the same in the next seven; and the same again in the last five.

There are a number of poems of Hailw without any wverbs, adjectives,

or adverbs.2

lo See De g G20

2+ Kyoshi, one cit., pe 13.
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The same warning as to concentration is to be found with

the Imagists. This is, indeed, one of the three points publi-
cized in Poetry, in 1913, by F. S. Flint and Ezra Pound.t They

admonished poets "to use absolutely no word that did not contri-
bute to the presentation," It is not clear where this idea of
concentration chiefly came frome ®Autumn," one of the five
poems of Hulme, is sald to be "as concentrated as the finest
Holkku from Japan,"? Hulme did believe in accurate description
as a legitimate objeet of verse.d It is a question, however,
whether this belief of his, which became the source of Imagist
ideas, is, to a great degree, the outgrowth of his own effort to
use images in a dry classical spirit or the result of influence
from outside. The possible influence from the outside is that
of the Japanese Hzilu and French Symbolism. It was in a Soho
restaurant, where the Japanese ITanka and Hailtu were casually
discussed, that Hulme produced five unrhymed poems as if to
prove his point in a discussion.’ IHe must have been somewhat
acquainted with Eailu. On the other hand, his probablg know-
ledge of French literature should not be overlooked. He was

influenced by the French philosonher Bergson, whose Introduction

to Metarhysics he translated.”? When a majority of the Imagists

1. See DD e 1‘]""5‘0

2.. Tughes, op. git., D« 16,

3. H‘tllme, ODe Cito, De 12?0

. Gregory and Zaturenska, on. cit., p. 168.

5 Herbert Read, editor, "Introduetion,™ Hulme, op. cit., pp. 9-1l.
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drew direct yubolists, Hulme, being

1
i
Q
I,_j-
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nspiratvion from the Fre
thus interested in French philosophy, nmust not have been excep-
tlonal. As for the influence of the symbolists on the Imagists,
and probably on Hulme himself, there is an interesting fact to be

-

recorded, After 1891 when classieisnm carne bacls to French poetry

|-l|
m

and started to push back symbolism, many symbolists modified
their style. On the other hand, the redicals went their own way
and developed many "ism's." Jules Romains wes one of those who

L elieving in "objective lyricism of spir-

Bl

became "unanimists,!
; y L . 2 . - a 4R
itual essence! and pantheism, he pald, as a critic, favorable
y 3 _
attention to the movement of French Hzikal. Sehwartz, the author

of The Imazinative Interpretation of the Far ITast in liodern French

Litevauure, published in 1927, emphasizes the inIlL“DCE of Japa-
nese poetry on French poetry in generals

o« « « the Invention of the Haikal does not appear to be the
only result of French acruaintauce with the ideals and forms
of Japanese poetry. The French think that tThe new thoughts
and way of 1life of the post bellum period in France require
new poetieal forms for tThelr expression, and they seem to

have found the lessons of brevity and condensation which

they reqguired in Japanese ver se.

Speaking of the concentration of poetry, which is the primary sub-
ject of our discussion, he goes on to says

In what other literature are they so conspilicuous? The Japa-

1. Hughes, op. cite, Ds 7.

2. Thonmas W, Do;:“tj tlod

ern Language Department, Lindenwood College,
interview of February 5,

3. Schwartz, ope.cibt., D« 204,

!'i‘.. rJlu-., Y}. 21/-
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nese poets showed the TFrenehi theot theqpurest poetry does
not suffer from extrene condensation,

The question is, what started the present tendeney
Towards condensation in French poetry? If the germs did

-
not cone zroz contaet with th "ecompressed" and reticent

poetry éhvh_, to what other literaory form can the tendency
be tra cec?

Our discussion of the conecentration of the very essence of

poetry has thus not only proved that this principle is applied to

both Imagist poetry and Hail but also showed the possibility of
the indireet Influence of Japanese Hail, in this quality, on
Imaglsm. Though the theories of the two are, of course, not exactly
the same, their lilcenesses are inevitably to be noted. IHailmu has

the exact form of seventeen gyllables as well as the fundanental

harecteristies of "commonness" and "liberalism®™ and Bacho's phil-

s
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osophy, wh

is a certain similsrity in Hulme®s philosophy and Basho's. Abso-

-~ -

Jute freedom in the choice of subject and the use of "cénnon" lan-
guage were basic principles for both of themn. The préllem o% new
rhythms was not the ssme in hoth cages but revealed a sinilar re-
lation to new moods., The presentation of an image was Tundamentally
common to both kinds of poetry, and the "hard and clear" quality of
poetry was another principle for both, tﬁough aeduced through dif-
ferent proecesses. In my next chapter I shall discuss how %hese

lilzenesses in the tTheories are reflected in the actual noems,
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Chapter Three

=y

Comparison of Practice in the Two Kinds of Poetry

Imagiet poetry and Haiku offer new phases of their character-

istics when they are examined in practice. Their theories, discus-

t 2

wn
4]
ja)
|-t
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e last chapter, chiefly revealed the similarities of the
two lkinds. When these theories are put into effect, however, the
differences of the two are more evicent.

Free choice of subject matter is more fully practiced in Ima-

gist poetry than in Hailu. In both, however, nature is a more

comon subject than any other., There are two different ways in
which nature is used as the subject of poetry. It can be the ulti-
mate object of discussion, or it can be a medium for expressing
somne other thought. M“Autum" of Hulme is an example of the formen
AGtumn
A touch of cold in the Autumm night-
I walked abroad
And saw the rudéy moon lean over a hedge
Like a red Taced farmer.
I did not stop to spealk, but nodfed,
And round about were the wistful stars
With white faces like town children.
As has been mentioned before, this is one of the five imagkst poem:.
me wrote and is considered one of the most typical in the move-
ment. Hach image is clear and exact. The impression of autumn,
which is associated in Hulme's mind with a‘certain mood and atmos-

phere, is accurately commmicated to the readers. They are sur-

rounded by the chilliness of the autumm night. 2Behind their eye-lids,

1. Hulme, op., cit., p. 265.



