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poetry ,. but after 1912 she began to ·Hork for fresher imagery and 

diction. It is interesting to notice that the influence of French 

poetry came to her through ma..n.y of the French '\vTi ters of the nine­

teenth century who had participated in the movement called 11Japon­

isme. 111 In this movenent the. i.nfluence of Japa..nese poetry on the 

French poets 1~esulted in the invention of the F::eench. Haikai by 

C.ouchand. 2 French poetry was, however,. not Miss Lowell's only 

avenue of approach to Japanese poetry. She learned what she could 

from Ezra P01_111d and Jo!-m Gould Fletcher, both of ·whom were inter­

ested in Oriental li t erature. Eoi:!J;ld translated a classical drama 

of Japan called Noh,. or Accor!rol i siTI11ent .3 Fletcher reveals his 

interest and knowledge of Haikai in his Jananese Prints.4 Amy 

also learned from Percival Lowell, her br other, one of several 

Orientalists in Boston ·with whom she ·was in close contact. Per­

cival had lived in Korea and Japai~ for several years and had 

written four books on the Far East. From 1914 to 1919 kiny ·was 

writing short poems in the spi11 i t of Japanese Haiku and Tanka , and 

in 1919 she issued Pictures of the Floating Horld,5 a collecti on 

of these poems. The nrune of t he book is a direct translation of 

lJldyo--e, the name of a Japa..n.ese pa.inting ',·1hich i s very realistic 

l. Ibid.,. p . 2l5. 

2, William ·Leonard Schwartz,. The I maginative Internret ation of 
the Far East i~ Modern French Literature (Paris, 1927), p . 157. 

3. Ezra ;F'ound, lloh, .QK .Accomnlishment (New Yor k , 1916). 

l+. Flet:-cher. on._ ci t. . . -, - - - . 

5. funy Lo·well, Pictures of the Floating World (!\Tew York , 1919). 
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. its s1..1.bj ect ai:d synbolic i~ i ts e:;cpression . It i s said that 
in 

experts agree on the authentic s --:iiri t of Haiku i n t he poel!!S of 

tbiS book . (I am not quite su:re about t his, but I sll.all discuss 

the question later.) 

It is hara to tell how rmch J'..liss Lmrell' s inte1~est in 

Baikai prepared her to tli.rn to I mai;i sm and the Il:w.gi s•~s . At any 

rate, she was !:.17).ch i~1pres sed by the ne,,r :oove2en t when she v i sited 

London i n l913. ~t that time she v,rote a Joem in free verse, 

unrimed, and sent it to Des I mag-istes . "In a Garden " 
' 

was the first she had ever w:i• i tten i n free verse . When she 

·vi s i ted Londo~1 agai.p , in 1914, she t hou6h t of it as her rn::ssi on 

to organize the moveruent and to hel p its advan ce:;-;1ent and aevel­

opl!lent . She often i nvitee. the Doets t o di nr1ers an.d poetry read­

ings and becarr.e i11ti~2.tely acquai nted ·with t hen. In Septecber 

of 1914, Hhen she was about to go home, she had wi th her the 

manuscript of Some I..uagist Poets. She had c c1Teft1.lly sel ected 

six poets as oi'fi c i2.l I magists. They uere Ri charc1 Aldington, 

H D J- h~ G -1 ' 7=i'l .J... ' .,., S - -• ., DJ.ill -01 __ 0 .,_ el,cner, .!.i . • . J? - t D 'H lin , . ~-• Lawrence, a:.r1d 

herself, Any Lowell. Back in her own countr y , Eiss Lo,-rell signed 

a contr~.ct . with Houghton, 1·,if'flin and C,~TipaI1y f or the publication 

of three anthologi es of I magist poetry which 1rere t o be :9ublished 

i n 1915, 1916, an.d 1917~ In the preface of the 1915 i ssue ap­

pea.red t he princi p l es of the group as set f ort h by AlcEngton and 

revised by Lowell. I shot1.ld li}:e to quote the ·whole s i x poi17.ts 

to be f ol.Lnd i n the preface, in s pite of their length, because I 

shall refer back to then i n ~y comp&ri son of theori es in the two. 

1. Bl.J.ghes, .Qll..• cit ., PlJ• 35-37. 
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1. To use the langt1.age of co:m1O11 speech, but to er.1-
ploy always t h~ exact ,-mrd, not the nearly-ezact, nor the 
merely de core. ti ve 1•1ord. 

2. To create ne-u rhytbl:1s-as the e1,._r_;ression of new moods­
,.,.,..,d not to copy old rlrJ,-tfills, which :.nerely echo old noods. c:w. ... -- - " iJ ~ 

We do not i:'.:.sist upon "free verse as the Oflly method of 
writinG poetry. "fo fight for it as for a principle of lib­
erty. We believe that the inc1.ividuali ty of a :9oet r.12.y often 
be better expressed in free verse than in conventional forras . 
In poetry, a new cac"lence r:eans a new i dea. 

3. To a llow absolute freedon in the choice of sub ject. 
I t is not good ai~t to "\·rri te baci.l y about aero::::ilanes and auto­
!!:Obiles: nor :.s it. ~ecessarily bad art to ·w-ri te well about 
the past. We be2.ic,·0 112~s~_0::-!2.tel:7 i1: t he 2rtistic val1.1.e of 
modern 1 i-:e' but 1:iG "Ti sh to point m1t tt.-:.·c t.~e ::.'G :::. s nothing 
so old-.f ashioned as an a ere~ 1::-.::c ~::: t!.1e :-~ar 1911. 

1,.. To present an i :::age (hence the nan:e; 11 I magist 11 ). 

He are !lot a school of painters~ but i'ie believe that poetry 
shou l d render particul ars exactly and not deal in vague gen­
eralities, ho·wever n agnificient and sonorous. It is for 
this reason t hat we oppose the cosmic poet, ·who seems to us 
to sl1irk the real di-f:Ciculties of his art. 

5. To produce poetry that is hard and clear, never 
blurred nor i nde~inite. 

6 li'i.,.,all,T -,os+ o.C' · :C' -;e,-'e· .. ,., _._, ___ J_ cnnce·-.-'-,,.::"·i oi-1 i s or'"' • _ -'-1..l ✓ , L. v .t L .... 1 , .1..... v --- t.,L<.. L _ - L'. l, _ _ I.,_ _ _ 

the very essence of poetry. 

These were not the rules which 2.11 tile L:1agi stz ~~-ee.~ to and Jrac­

ticed. I shall discuss later ho1-r they were actually put into ef­

fect or hou they were not. Here I ::houl d like only to e1:1phasize 

the point t hat there ,.-Je!'e no absolute 2°nles a.ccording to 'i.·ihich 

the Inagists wrote their poe::.s, tl::.~- "c the sj_:;c points aboYe were 

not nore than princi ples ·wl-.i ch one =i:'!ds c•.=:..~o,.,-_~- i.:1 poer:i_s i.v-ri tten 

by v2rious Ioagists. 

_11 the anthology p1:.blish.ed i n 1 916, the pref ace attempts to 

explain in detail the pri nc::.ples of' :po.etry based on cadence. 2 

The 1 917 ~.I!thology was tl:e f ourtl1. a.no last volur.1e of Some 

1. Some Tr,a0ists Poets (New York, 1915), pp. 6-7. 

2. Hughes, .Q.:Q . cit., p. 41. 
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:Zt ::.s :: a i::r to co:o.cluc.e t ha t I r:a6i sD. as a n ove-

d a --~ t i- t. i ::: ."Jl'..blic2tion, bu.t t ha.t its i nf'l nence is still oent en e ·:. - -- -

alive amon~ our conte~porary poets.1 I shol7.J.u li.2re to ~aJ:e a 

further s t aterr:ent t hat on e cannot ·L::.l'lderstand l:lodern :9oetry ,..Ji th­

out takin6 its qualities into considerati on. A nur:ber of poems 

·written by r.1oc.e:rn 9oets a re, 71'1 fact, Ina.e i st poe□s though t hey 

do not fulfill the i ·i!'i tten rules o~ the I r:1agisL:. of Amy Lowell,. 

whi ch is often :.::iocked at as "Ji..my6is:J1. 11 

Later i:c. tris paper I shall have an opporti.u-iity to discuss 

c ore in · c1etail uh2.t I mean by qF&li t i es of I na6ism becoming those 

of modern poetry . I shall conclude this section by a claxif'ica-­

t ion of the really l asting princi p l es of I nagism, as distin­

guished from the oriGinal six points of lldinc ton and Lo·well . 

They are: 

1. Use of rhytlE fitted to new r2OOC: s 

2. Presentation o-:: the irlages 

3. Objecti vity of poetry 

4. Concentrati on of the ver y essence of poetry 

The f ~rst and the t hi rd points out of the six are not in s . .n:·· S()l'lS G 

included. in the list above. ":"ho a,ce of 11 C01''IT7Q"....,n- l ann11age ---1-c 
- -•'-' ~ - .c.> - - .l.C - 6 . ' v i~ 

f i rst priDci~le, is hardly consi dered an i ~port ant, characterizinc 

poi::.:.t of I mo.gism, t hough it i s observed by I m.agists. The sa.IT.e is 

true of freedoD in the choi ce of sEbject matter. '1.'he other f our 

poi nts are not en t i rely ne-t•T ei the:r, as prin ciples of poetry, but 

1. Gregory e.r;.d Zaturenska, .Q]_ . cit., p . 188. 
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the difference between t hese and the other two th2.t, in the 

former, some qu a lities ".·rere ne-1•ily foll.!ld by the I ma gists. and nur­

t-ured by theL1 in accordc.',nce vl th theii-· om1 b el i ef in poetry , as 

discussed below. 

One should pa.rticulaJy note that t he crea tion of new r hytb.r:2s, 
,\ 

as one of the six principles of I n a gi s:n, does n ot necessarily 

~ .., --re ·•c;e 1 t1ean t he u se o: :_ re:e , 1. ~ • In or der t o achieve the ~ost ac-

curate coJ'.:11:11.mica tion in :poetry , a goal wh ich I□agists ·wished to 

att ain, rhyt.b..B suited to the sv.bject, ex::,r es s i on, and. moods should 

be chosen. Conventional ::.:hJt h:__: s.:10·,·i c. no t be iJ. barrier to this 

goal. Hew cadence s sb.ou.lc. be sou,;;ht t o p:!:'o j ect the image and t o 

achieve new E!oods. Here is rooted t he t·.se o-:: t h e rhy th.ms of 

modern poetry ~reed f ro~ tbe c onven tional f cr~s but closely re­

l ateC: to tl:8 s l:bj ect matter. 

From t he begiri_r1ing of t he h i stor:;r of ~oetry, t he i 1-:-,age has 

been u sed i~ :!:)Oen s . 0:c.e r:i:;ht s o.;• thc.t t:1.e "j r e sen t a tion of t h e 

i mage" is notJ,i nc ne1-..r, so t hat it c2.nnot be a particula r character­

istic of the school of Imagism. rfov ertheles s, it is t h e Imagists 

who first e!:!phasized the importance of t h e i f.'1age and devoted theE­

selve s to promoting its use and its effect in poetry. I should 

sa·'J t hri.t ~eats wrote 1::a.nj" Tr:c.;-isti c poei:.:.s. Some of Poe ' s poems 

axe I n a gistic, too. The f act of t he se and ::.:ai"'ly ot~:c-:: predecessors 

who used t he i IJ.age in their poe!:!l.s does not wea.:en a t all the im­

por tance of t he Imagi s ts • insistePce on its presen tation . 

.. 
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These poets st-L1..diea the meani ng and the value of t h e inage and 

nened for modern poetry a gate t o a new worl d ul,-i ch was neither 
o .!:.' --

ronantic no1• cl2.ssic. Before the a~pearance of I magi sn., t he i nage 

had been used only as one of many other devices of poetry; but 

since I magi sts shoued what they co1..~ld do lri th the iEage ,· it has 

been consciously us0d a s the teclmiquc to develop a n ewer ai.1d 

freer w·orld oi' 9oetry. Wnat is an image, then? In 11A Fe,-1 Don' t s 

by an I magi ste;1 ,-rbi ch a)peared in P..oetry of 11:arch, 1913, Ezra 

Pound defines it a s f ollows: 

I mage is tha t which pres.ents an intellectual 
and emotional c m::ipleJ<: in an instant of tir.:.e . . . . 
It is the presentation of such a 11conulex" i n sta:n­
·t aneou.sly ,,rhich give s tha t sense of sudden liber­
ation ; that sens_e of freedom from time limits 
a.TJ.d space 1 i !:Ji ts; that sense of sudden growth, 
which we experiell9e in the presen.~·e of the great­
est uo1~ks of art. -

Language is not adequate. Even the best writer so:oeti1~es meets 

with t he diffic-u.l ty of expressing hiBself accurately. Woi'ds and 

eJ-qJressions have their 01:m convention al connota tions. 'l,}hen one ' s 

hi gher enotion or i n t ellec tual intuition is at wor t: , that which 

it creates ca:rmot be sufficiently coDDunica ted by this limited 

language. The only 1-ray to convey it t o others i s to pr esent t he 

i mage , appe al to the readers I intellectual intuition th...J.."'ough the 

i nage ,: and r:18.ke the origi nal UJ1dersta..1J.ding of t he wri ter actually come 

to exist in their mi nds . Language i s a product of hunan bei ngs. No 

mat ter what magic powel"' it sOJ"2eti:.1es shows, itis finite. In natur e 

1 . Ezr a Pouna., ll_A Fe-vr Don 'ts by" an. I mngi s1;<?,n :'oetr_y , I, 200. 
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itself',. which is a creation of the infinite,: t hough the object 

it~elf is finite as are the forms of trees and buildings, there 

is a quality dra1•m :'rom the infinite,. which we may borrow for our 

_purpose of communication by :presenting its i ~age , Thus ·we use 

the i mage as the medium through ·which ,.,e nay achieve more ac­

curate corr1111unication of intui ti.ve thoughts beyond the l i n i ts o:f 

time and s1;ace. I t hink this is what the I magi sts mea..r1t by "the 

presentation of the i nage. " lfodern poets, using the exact i mage 

for accurate communication, have learned the teclu1ique from t ~is 

principl~ and practice of the Imagists. 

In rel ation to objectivity in po0try,: :prev.ious quotations 

of mine have sb.ovm ho1.•r much Eul ne decri ed the Rot2anticists to 

whom 11poetry that isn't clamp isn ' t. 1Joetry at a11, 11l "Dry hard­

ness:, 11 as a quality of JJoetr y, was a term used by the early Ima­

gists. A..11d they did actually attempt to obtain this quality in 

their own ·Jo ems. The inevitable result vras an objective outlook 

in t hose poems.- B, D~ was said to be the purest Tmagist largely 

because of this quality of her poetry. The Ja:12-anese Tiail:u was 
,.., 

considered pure I nagis~'"' because o:f its ob j ect-i ve , dry i mages . 

M.1y should poetry be objecti ve,. then? Poetry has al·ways meant 

creation of sulJjective e□otion. Can it be objective? Does it 

mean the death of poetry to i nsi st on hardness? Conrad Aiken 

a ttacks Inagism for its lack of enotional force : 

1. Hulme, on . cit., p. 127. 

2. See p .. 39. 
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It s1101-lld be observed that the reader "i·Iho enjoys 
i magistic· vers-e ,;,rlll always say of it that it is 
«interesting, " 11delightful, 11 "charming"; never that 
it has stirred h i m. The reason, of course, is tha t 
in none of the vrork £f this group of w:riters is there 
any emotional force . 

But by obj ecti vi ty in poetry I do not for a moL'1ent mec1..n that 

poetry shoul d not ultimately have enotional force; rather, that 

it should finally achieve a nobler, deeper emotion which is 

universal. It is not s:o easy to cause deeper emotion through 

the objective image as to convey a certain emotion by the use 

of subjective e:z::pression. When , however, a poet reali zes t he 

inadequacy of language, he must ag1"'ee that he can obtain a better 

effect by appealing to the i magination of the readers through 

objective presentation o:f materials such as meta1Jhor ,, and letting 

them passively receive ·what is there, than by expressing his ovm 

subjective emotion and expecting the readers to react to them. 

(.The prooi' is the existing trend of ob j ectivity i n poetry .. ) 

The l ast of the four really influential principles. of Imagism 

which I should like to discuss is "concentration of' the very 

e.ss.ence of poetry. 11 This is also notbi ng new in poetry. The 

value i s again t hat I□agists are the ones 1-.1ho prea-ched its impor­

tance and seriously practised it in a great number of their poens. 

The concent~ation of the essence of poetry does not necessarily 

resuit in short poems . It can be maintained i n those that are 

relativel y long.. To me the length does not seem to matter so 

1. Conrad Aiken, 11The Place of I magism, 11 The Ne1;r Re-oubl i c,: III 
(Hew Yo1--k, rfay, 1915), 75. 
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much as the real quality. I ma.gists attempted to show how much­

theY could say in a f ei.•r words by avoiding unnecessary words. 

Their purpose was to move the readers more deeply through sug­

ges,tive concentration and to convey thoughts and emoti ons beyond 

the simpl_e expression of liOrds. While they kne1-:r the inadequacy 

of 1anguage,_ they were, perhaps 1111.consciousl y, mal{ing an effort 

to bring back value to the language by carefully sel ecting t he 

very words nec_essary for concentration of its essence because 

the words thus chosen were full of power and meaning. What they 

did has made contemporary poets aware of this fact and stimulated 

them to take a dvantage of it in actual practi ce. 

I have been discussing the hi.story of I ~1agis1;1, including 

I magisn as a oovement, t he pri nciples about which Imagists made 

statements , and the pri nciple~of I magi sm which in my eyes have 

s:urvived in later poetry. I n order to :oa};:e easier the later 

comparison of the characteristics of I nagism and Haiku, here I 

should like to discuss the history of Haiku. 

It is necessary for !"l.e t o s t ;-_rt wi th the history of Renga 

in order to )ictl1..:'e how Hai lru_ has developed and become what it 

i s today. Tan1{a, or "short poem, 11 is one of the oldest k inds of 

DOetry in Japan. It consists of five lines of f i ve, seven, five, 

seven,: and seven syllables.. This is next to the shortest fIDrm of 

Japanese poetry, the Haiku. Renga, or n1iri.-ked poem, 11 has e:;rnctly 

the same form as 'T'arika and goes ba ck to the first century for its 

origin. According to the record, an IrnJ erial prince, Yanato-
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Takerv.-no-mikoto, and one of his subjects first conposed Renga . 1 

One of the□ made the fi rst t hree lines of f i ve, seven , and five 

syllables, and the other co!2JJl eted the poem by two lines of seven 

and seven syllabl es . Tn. their Renga, the first seventeen s ylla­

bles independently e~--pr ess the meaning o.f a questi on, and the 

l ast fourteen syllables i ndependently form the answer. 

T.b.l·ough the Ha:ra Period ( 709-78L~ f. .• D. ) and the Heian Period 

(784--1186 A. D.) linked poems began to be i.·ll'i tten i n series. Now 

forty and fifty ver ses 'l.•rere made together ai1.d were f orm,zd i nto 

one unif'ied poen. It is c alled Kusari-B.enga , or 11 a cb.ain of 

l inl-:ed poems. 112 
.., 

It often ran to f'ifty or one hundred he□istiches • .) 

Usually three or fom· poets f or ::ied a ?arty to ma1rn Kusari-Renga, 

but sonetiri_es more people j o i ned. For instance, Sarumino- shu, a 

collection of poems published l ate in the seve~teenth cent1U'y , 

contains a chain of linked poel.i1s composed by sixteen lll'i ters,. in­

cluding :Oasho,. Otokune , Chigetsu, Kyou.ai, and Chinseli::i. 'When 

Renga was composed , . the fi:".' st seventeen syllables ·were nade lJy 

one person and the follo·wiEg fourteen by another. The second one 

then corn1Josed the next seventeen syllables, and a third person the 

following fourteen syllables , and so on as long as the yoets de­

sired . Onl y the fir st he1Ji stich af Renga was called Hokl'C'a., 

1. Kyoshi Takayana, nHai1.-u no Tsulmri kata, 11 Takeo Ki taha:-a, 
Ari su :iruji n r:oza (Tok yo, 1 927), p. 4. 

2. Asat aro Hiyamoi~i, Eaiku Poens Ancient and };iodern (Tokyo, 1940 ) , 
p. 22:. 

3. Hemistich; generally neanini; hal:: a poetic verse, here Bea.ns 
group of either s.eventeen or fo1.1rteen syll ables, r.·rhich i s 
half of a poem of Tai~ca and one line in 3enga. 
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11 ,,..,eani n ~· 11ver s e of beginning e 
II The Eol;:ku was the nos t 

1itera - Y...... 0 

il!lJJOrtant of all the hemistiches and was often written by the 

Poet of the group. pest_ 

In the Kamah.'llra Period (1186-1339 A. b.) there were two 

groups among the 1-.rriters of Renga. They were Ushi n-ha and 

Hushln-ha. When ·writi ng Renga, t h e Ushin-ha kept the traditi onal 

tec-hnical rules of 'Par,l:;:a and a seri ousness of t one both in c on­

tent and language , ,-rhile the :i:--~ushin-ha emphasi zed the comic and 

humorous as their predecessors had done at the beginning of the 

history of nenga,1 when t hey ained at the expressi on of the 

h1E1orous tl1..rou_gh t he difference in tone of t he first seventeen 

syllables and t he next fo-LITteen syllable s 2.s ~nde by di f'f erent 

persons. 2- The Fu.shin- ha wa.t1ed rap idly bec ause the poems of this 

group ·with their element of the ccnic and humorous were not taken 

. 1 :, serious_y . ..J As. for Ushi n--ha,. there was not Buch success either. 

The poets of this group hc..cl. to meet t he :9robler1 of adherence t o 

over- a.1:5undant rules. As I have s a id before, they were the ones 

who kept t he tradition of T.a.111:a.. All the troublesorr.e rules of 

this form were to be dealt wi t h in the::.. r Renga, and further,; they 

had to maintaii.'1 more rules of composition i n or der to make the 

s:eries of hemistiches one 1,rork of art. Gradually it became im­

possi ble for t he poet to keep all of these rules~ As more compli­

cated ones were adc.ed , the duller and !:1ore monotonous their ~Joems 

l . l•fiyatJ.ori, on. cit . , p. 22. 

2. Kyoshi, QQ• cit., p . 6. 

3. Taizo Eba.Ta , Hail:ai Bu.ng2.ku (Tokyo , 1952), p . 25. 
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becarne.1 This situation lasted about a . hundred y ears. Some 

reformati on s·eened to be needed. 

Yamazal:i Sokan (1465-1553) and Arakida Eorital-:e (11.:-72-1549 ) 

were t he poets ·who b r ou ght ba ck the ideas of Kushin- ha in a new 

spirit,; t o meet t he need o~ Renga at t he time . 2 Wit a.r..d humor 

were i mport ant to their poems. 

• k • o"" c 0,.,.,1· c l..L!.~ _1_, kec.' ·1 o e= s HaJ. al,. 1. .w .. ~ 1- = • 

Their Renga was called Renga of 

Holdru. of Renga was,; the ref ore, 

now ca lled Hokh.'il of Hai kai. What is to be noticed is tha t there 

is a dif'ference between the Renga of Hushin-ha i n their early 

days and Renga of Hai kai i n the d2.ys of Sokan, though both of 

them have the comic and hm1orous as one of their charac t eristics. 

In the former t he chara cter istic developed simply frori the love 

of spontaneous wit,: while in the latter it was based on the de­

mand of poetry t o be free fro□ all conventional r u les. It had a 

new □ea.7line as literature.3 Sol:an and lloritake tried to get away 

f ror:; tb.e c onvention of 'T'anka. The h.unor ous effect was to be 

achieved through t he different neanings of denotation and connota ­

. . h V ~ion.· ery often seri ous s cen ery is pres ented in denotati on , 

whil e events f aBil iar i n our dail y lif'e are connoted . Facing a 

poem oft.his kind, one thin.ks tba t there should be sorie hidden 

mea.I1ing and f eels p l easure a t his discovery of it ; further, he 

notices the comical el ement in t he contradic tion of the two differ.-

1 . Mi yamori, .9..I2.• cit., p • 24. 

2. Ebara , QQ.• cit., pp. 26-28. 

3. :Bbid ., pp . 26-31. 

h Kyo shi, : ajJ o . cit, :-uu . 9 '="J:O. ,. . - - ',._ 
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ent ~ea.nin6s , that of denotation and that of connotation . The 

denotative neaning of the poen is often, however, the trite idea s 

of Tanka, and the poe:ra is extrenely conventi onal if the connota ­

tive meaning is taken away. 

Since the main pur:,ose of this paper is not to write the 

hi story of Hai l,:i_1 in detail , I should like to pass over Matsunaga 

Teitoku (1570- 1653) , Hisbi yana So- i n (l60l+- 169>+), and sane other 

i nportant poets who offer an interesting study in the development 

of the ideas of Hni h7l , and come to Basho . Matsuo Basho (161+>+- 169>+) 

r epresents all the changes in Haikai i n his poetry. 1 It was Basho 

who established the independence of t he Hol.-J. .... 71 of Hail:af i n every 

sense . Though the Hol:1.'7.l had been ha11ded down as an independent 

forn , it had not obtained an independent spirit . It had stayed in 

the realm of Tanlca. The early poems of Basho show the same quality. 

They are conventional in their i deas . The comic and hUJ!lorous 

aspects caused by the drference of t he two De~nings of a poem, 

which I have already discussed , was characteristic of his poems . 

But Bash~ di d not stop there . He devel oped the point that denota­

tion and connotation could create different worl ds . He noticed 

t hat the Hol:l.71 of Haikai , a seventeen- syllable poem, was not a 

suitable for m to express f eeli ngs nor to describe scenery and matters 

i n detail, while the Tanka ·wa s .. The last fourteen syllabl es of the 

Tank.a were needed to make lyric poetry out of it. In the Hoklru of 

Hail:ai , ·which l acked these last syllabl e s , Basho thought he could 

2. See pp . 17-19. 
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leave in silence uha t he ·would have said in them and let the 

reader understand what ·was to be left in hi$ m::..nd . The extreme 

brevity was inevitable with a form of only seventeen syllables. 

In order to express as mu ch as possible , Basho chose to describe 

scenery or any concrete object with c arefull y selected words that 

would suggest the enotions behind the words . He used verb's and 

a djectives as litt le as possible . Here the inc ependent literary 

value of the HokL..-u. of Haikai was established through Basho ' s use 

of objective i magery in his poetry to produce the subj?ctive ef­

fect . This meant considerabl e pxogress sinc e t he days when Hokku of 

Haikai ained to produce only a comic effect t hrough the contr adic ­

tion between denotation and connotation . 

Since the days of :aasho , t he Holdru of Haikai _has been more 

often composed as an independent form of the first hemi stich of 

Renga of Haikai than as a 1·1hole linked poer:. . This , however , did 

not mean that tb.e HoJrJ.:u had r;roi;.m more and more as a form of ma­

ture litera ture . There had been some great Hokh.-u. poets such as 

1 Buson (1716-1783) who contributec~ to its gro·wth , - but there were 

others: who could not follo,,r t he profound i deals which Basho cher­

ished as the qualities of Hokh.7.1 of Hai kai . About 200 years after 

his death , the Roir1m was very often subjective verse of low t aste . 

It was not the objective poetry 1.·rbich Basho was trying to a chi eve . 

nor subject i ve poetry which frankly expressed the poet ' s mind 

and heart , but poetry which resorted to petty artifice , l i l:e a 

riddle . Shiki llasaoka (1867-1902) did no t show any hesitation 

1 . 1_.:-u· y;::;l"lori·, on c i t · )Tl r:::-2 7" ~ _l_• -=--·' 1.:- • .I - "J· . 
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in attacl::ing this type of verse .- He despised the poets who 

i nterpreted beauty according to a self- satisfied subjectivity. 1 

In his early days he Ci c not particularly advoca te the objectivity 

of poetr y but simply reco:c.mended the so□bre quality of HoY-1.71 . 

Later he increasin6ly eophasized the im~ortance of objective 

description. This later tendency of his ·was e!!cournged by .his 

i nterest in Shasei lru , or sketch poetry. When he learned that 

Western paint ers did not neglect s1:etches from nature , he fel t 

t he necessity of such a sketch in Haik71 , went out to nature , and ~ade 

Shaseiku. 2 The term t1Eai h-u.' '1•ms invented in Shiki I s days3 and is 

sai d to be a cross between Eoli:.:L7.1_ ancl Hail-::ai . 4 

What made Shiki set a hi gh standard for t he Haiku was his 

reco6niti on of the spi r it of Basho in poetry . I n his11Haikai 

Tai yo , 11 or "~ssentials of Flaikai , 11 he says: 

Hail.-u is a part of l i ter ature; literat ure is a par t 
of art; therefore , t he standard of beauty is the standard 
of literat ure , and the stando.rd of liter ature is the standard 
of Eai h.71. In other ,-rords , paiEting , sculpture , music, drana , 

5 and poetry and prose should be criticized by the sane standard. 

1 . Ebara , on . cit ., pp . 164- 176 . 

2 . Kyo sl1i , 9J2. . cit . , p • 3 7 . 

3. I bid . , p . 7. 

4 . I•iiyamori , ou . ci ½.•, p . 23 . 
I have tried not to use the ter□ "Haiku" when I discussed the 
poems of Sokan, Basho , and some others before Shi ki , because 
actually such a nane did not ertst when they were writing their 
poens . What they composed ·was Hokl.""l.1 of Hailcai . The term Hail.71 , 
ho;.•rever , was invented to be a::,J)lied to this form. Si nce the 
conc§ption i mplied in Hokl..<11 of lia; kai is now expressed in 11Haik7l , 11 

one often finds that this term is used in contenporary articles 
for the Hokkt! of Haika i written by poets prior to Shiki . 

5°Shiki , quoted i n Ebara , op . cit ., p. 174. iiy own translation. 
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This i s i dentical ·wi th Basho ' s beli ef that t he spirit of all 

ar ts should be the same. 1 Shiki r eestabli shed the arti sti c 

qual ity of the Baiku, ·which in previou s years had tended to be 

poor . 2 

Since hi s day Hai ku has been the form of Japanese poetry 

which has consciousl y ained at objectivity. Probabl y it has 

been more ob jective than Shiki himself expected . This t endency 

is explai ned , I t hi Dlr , by the f a ct that in the pas t fif ty years 

Hai ku has been searchi ng for what Basho desired for t his partic­

ular f orm. sabi , shior i , and nosoJJ1li. , t hree e s s ent ial s of Basho ' s 

Hai kai , 3 are studi ed by t he students of Hai 1ru and mus t be under ­

stood □ore ful ly. They ar e essenti al t heori es ·which any of the 

poets of Hai ku should under stand "\'li th t heir ni nds and spi r i t s 

and make their m-m . If the I magists had known ana under stood 

these concept i ons , t hey couJ.d hav e l earned very much from t hem 

to enhance t heir own poetry . I n fact , any noder n poet wi l l agr ee -

t hat what he is driving a t i s t o a certain degree stated and 

pr a ct iced by Basho , who l ived about three hundred year s ago . 

I n my next chapter I shal l co!:lpare the theori es of I magi s t 

poetr y and Hai lru. I shal l discuss there what t hese thr ee 

essentials of Basho ' s poet ry mean . 

2 . Seep . 22 . 

3. Ebara , 2J2. · cit ., p . 99 . 
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theories o: I r::auist po ctr:- and :-ail:u is the C:i "':: c:renc e i n t he 

t heories . A.7.tl~olo.:;ics of I r1acisr:. a~C ot l:er n.rticlcs ,ci tten by 

t'_e I:-::asists o:- about r:-.a;:;is:: off er uh;:, t t :.1eories the Ir:u;;ists 

hac . 3i:: ::a:!.n :::,r:..:.ci Jles o:: the L,rc1.:p 1.1Lich a:p::;;ieci.:-ec:! LTJ. t he an­

tl1olos:- o:: I n2.;:;ist Joetr:,- :J'L".bl::. s:~ed i n 1915 ue::-e q_t-otcd in the 

:'irs t c'.apter .1 --.:di~_:;to!l and Icy Louell co-,".ld set c.:n:.: those 

t.!.1e I::a.g:.sts , thou::;h :10t all o-=: the~ ::'olloue c. t:.:.__ s.::.... c o:-,:,r: . ::o 

Ea i 1:u poets have er aim U.? 2. concrete credo r or t heir :,oet::-:- az 

fi.ld:.n;; ton a:.1.d Lowell did . This does !.1ot :·:eaL thc.t cons::..C ration 

has not been gi ven to uhat Hai}:u should be . Ifai h7.1 9octs C:.ia hole 

certai n t heori es , t housh ;:;ener c.117 those theories ve:·e t!.1ought 

about • • J.. J... in aos 1,r a.c 1, In fac t , t b.ere a:re very few concrete 

r-~cs -.,!.:'..cl one s.!:locld f ollou to na.c:e a :;:>ocr:. of i:fo.iL-11 . Tl"i s i s 

-.:hat I :-:ca..rit ,-r:-1cn I sai c thc.t tLe theories of I:..~2..z:'. s::1 and I:ail:u 

were statec i n differ ent ua~-s . Those of tr..e ::'or Ler c.:-c to be 

for.nd i n conc::-cte ter ns \•;hile those of t1,e l.::.tter 2.rc 2.bstr act . 

Careful con!;icerati on is ncc(cd in co~:-,arinr; tl:e two sets of pr i...11- -

ci :ilcs . 

I shall therefo:.-e fi2:'st present th.c f CF : unC:l'.:.ental 1~l'.J.cs of 

1 . See ? • lO . 
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Iiail:u and the abst:::-act theories e __ Jrcssed by certain _poets of 

th:.s forw . Then I shall go on t o the Quoted s i~ ~~i ~ci plcs of 

I~o.cisr: wid e::ar:ine e.1ch poi nt as t o whet:icr it can bo apJlied 

to a corre39o~c.i ng c onc:-cto lJrinciple deC:-Gcec fror: t he abstI'act 

credo of ::ai l:u . 

'l·/hat is iiaiku? The first chapter has snccested sev eral 

answers t o this questi on . The simpl est and nost fundn.~ent a l 

an s ·wer i s thc t i t is a :poe:1 o-.? s eventeen syll c.bles . The h i sto::>y 

of Baii:u nal:es i t c l ear tho..t a p~rticula r poer.. of s eventeen syl­

l ables is called b-r this nane , ,.nC:. p oer:s of , i'or i nsta:e.ce , t hirty 

oi· f .: f'ty syllables cannot be so des:_gnQ.teC: . Si::tee!! or eighteen 

syllables a rc pernissi ble a s a..--i irreG,'1..1.lnr form. \·That this lir:ri t 

in lenf;th ma.~r nec:.n 1.-,-::_ll be discussed later . Hh.:_t is to be em­

phasized here is the undeniable fac t t h2.t t he seventeen - syll able 

f orn has been handed down :or .more tr_an t1•.ro h-cmc.red y ea.:::-s ·wi thout 

beinr; clestroyed , has beco:::e □ore refined as t i ::::e 9assed , and hn.s 

f::.nally culr:'.lina t e c1 in the :pre sent poetr y c alled I!ai i::1.1 . Since there 

is t he form of t hirty- one syllabl es , t here is Tanka . Since there 

is tl:e form of sevente en syllabl es , there i s "F.ai1..-u . This str ict 

1 i::1i t on t be lenc t h of a poeL:. ::. s t he gr eatest dii'f erence bet1.men 

1 a i 1..-u c::.nd Inagist ::_Joetry . 

ll:Jeferer..ce to the se<.!SOES 11 sLoulc! be c :: s ctissed as a_..-10ther 

essenti o.l ele?lGnt in Hai l:u ne::t in i :opo-rtance to '' seventeen syl-

1 
lables . u- :.1r . 1-:iyar:.ori ::::er:.tions t~n~ee r easons . One is traditional . 

1 . Eiyar.!ori , .QJ:. . cit . , :p . 11 . 
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In Renga of Raikai , t he Hokl..71 of Hai kai or the first heoisticb 

of the linked poens, which l ater bec rune Eai L7l , almost al ways. 

contai ned a season 1.1ord as the essential elenent . Secondly ,: 

according to Hr . lliyamori , Hai ku , an extremely short poem, be ­

cones □ore suggestive ·with a word which refers to a season . 

Thirdl y , the J apanese , who l ove natu.I'e and are a l ways sensitive 

to the seasons , are pow~rfully i mpressed by the r ef erence to 

seasons in IIai.!;..7.1 . 1 What he has sai d is true . But , I do not 

consider this el ement so essential to Hai kLl a s does Er . Eiyamori . 

Q'D.i te pr obably it ,.,,as very i npor tant in Hokl:..7l of "P"ai kai becau s e 

it set up the over- all backe round for the whole linked poe□ . 

After the seventeen- s;"llable forn bec ame inderendent , ho·wever , 

reference to a season WQS not so necessary . As a matter of fact , 

Bash5 , who ,-.rrote Jo ems i n t his form as IIo1::1:u o-:: Haikai did not 

t hink that it was absolutely req_uired . 2 In Bash~ ' s opi nion t he 

idea of a season should not core ::'irst when one rnru;:es liail:n : 

what should co:cie f i rst is thut t he whole cind a.11d spirit be con­

centrated on mer ging into poetry its elf . If a ·word r ef erred t o 

a season, it was in Haih.7.l not as an e:..--pres::,ion of the season but 

of t he devoted poetic □ind . 3 Basho did not deny the va lue of 

thi s element, but nei ther did he consider it of firs t i nportance. 

I thinl: Basho was right . 11s I shall mention l ater , nany i oages 

in Hai 1b.1 ai·e from nature . \Jhen one compl etely mov es himself' into 

1 . Ibid . 

2 . Ebara , Q:2. • cit ., ::-l • 183 . 

3. Ibid . 
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nature and bo:;:-rm:rs i□ages from it in order to e:;qJress what he 

has in iniB mind , very often he talks of t he seasons . T n t hi s 

case , t he seas ons are a l ater pr oduct of hi s poetic creation and 

not a pre- e.Ti sting rule for lini ting hi m. 

I aIJ now ready to s t art my discussi on of some of the ab­

stract t heori es studied a.rid taught b:r the :poets of Haiku. I 

have said t hat ref erence to the seasons i s not an element of 

the first i□portance . The other el ement di s cussed was that of 

" seventeen syllables , " which is n othin e; more than a mere skele­

ton of the :_::ioetry . ·wh a t t hen constitutes the □ost essentia l 

ele□ents of Hai ku? 

I should lil:e to remi nd my readers of the history of t his 

form, especially t hat 3enga of Hai lcai h~d dev el oped from Tanka , 

the li terature of t h e noble . Fro:.: the begill..ni ng Eai kai was of 

t h e common p eopl e and made by t hem, and 11connon.riess " is t he 

charac teristic of Hokl.71 of Hail:ai . Th e qualit;y- of liberalis□ 

i s a lso an i nporta.rit one . When Tarika absorb ed r1ore r1.1l.es, these -

people desi red more freedom in ~ al{ing poems . They uanted to go 

beyond the l i mit s o~ vocQbulary , e:~oressi on, and subject matter . 

Hai l:ai opened a :::'rE:er world to t he!:!-. As has been discussed in 

the fi rst chapt er , the inve st~gation into the areas of denot ation 

and of c0Di1otation resulted in p roducing more liberty i n t he l atter . 

The come el er::ient of ten achieved in this stage ·was an expressi on 

of t he desir e for freedom . If t hese two qualit ies , " co::r:onness" 

and "liberali s:c:i ," had been lost in fi'ai1-ai , it WOl_U.d have 6one bacl: 

t o Tan..1-;:a . 

Undeni abl y , Basho added certai n elements to Haih'u.. These are 
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e~q>::-essed by the three words which I i n troduced at th.e end of 

the first chQpt er : sabi , shiori , and hosomi . Basho hinsel~ does 

not defi ne these :-9rincipl cs . We c.:tn , however , cone to an understand­

i ne of them tbrouzh his pupils ' a ttenpt s a t expla11.1ti on and through 

our stud:1 of his Oi.m :poems . Sabi indicQtes Basho ' s ]articular 

attitude of observation i n liail.71 2.:.1d SUGgests t he state of clea.r.-

ness and quietude wnch has overcor::e his iJ.J1-1edic1te sensual i□-

pr essions . It is applied to t hnt state of :nind wl:i i ch uccords 

·with the l aws of creation and wh:ich is assinilat ed into t he l aw 

of being . Shiori is used in relation t o the expression of poetry. 

rn.1en a :;,oem i s born in the state of sabi , it should be devised t o 

express fully the unstated condition o~ the nind and f eeli ngs . 

The fluctuations of thi s ex:.:, ressi on are described as shi ori . 

Hoso1,,i is a):)lied to the ;,ure a11d intensely sincere desire to be 

absorbed into the ~nd of nat ure , to abandon :)ersonal desires and 

personc.1 f eelings and thus to become one with the universe . The 

poet should look f or t~e t r uth , att ain it , 22.1d understand it by 

hinsel f' . Thus when one lives in the effort t o achieve hosoL'li , he 

w::..11 have the ~ind of sabi nnd 2cmevc shiori in hi s poetry . At 

this sta~e , he sees true beauty even in a crow ,erchine on a dead 
l branch or i n a froe hoJping into an old pond , - a..7J.d uill there find 

everl asti nG li~e . The t hree theories--snbi , shi ori , and ho somi -­

cone fro1:1 3asbo ' s belief i n f uga , or poetical refinement . Accord­

ine to him , the flmdaraental irlJortance in ~ur,a is to f ollow crea­

tion and go bncl: t o it , to becoi:ie assimlat ed into the l aw of being 

1 . See p . 311- . 
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in the universe . It is the state where subj ectivity and ob­

j e c tivity are fused , harmonized , uni ted ; ,-,hc~e 11 th:'..ngs '' and 

"we" becoree one . Thus , Basho tri ec. to establish the 2.rt q_uality 
1 

o: Hai L-u i...r:i. this state of :uga. -

Besi des the three :Jri ncipl es discussed abov e ,. another sig­

nifice.nt idea wbi ch Basho ~roclc.i 1:.ed and wli i ch he drew from his 

belief i n fuga is f ttel:::i ,.-:roko, the first word i n this conbina-

t i on neani ne eternal t r u ths i n nature and h 1..UI1an 1 i ·re , and the 

s econd , freshness of expression and tec~..ni que . 2 What is not 

concerned with chan6e s of tine ancl what is true beyond the new and 

the ol d i s fueki; and what , followinc characteristics of nature , 

changes according to the transition of t i ne i s rnlko . In Hai ku, 

these t,-ro q_uali ties shoul d be si rirul taneously ac1,; eved . At f i rst 

gl ance , they seec to be contradictory . 3ut this is a hasty rnis­

conce::9tion. Thou.;;h one has obtained the truth of fu6a , gone 

i nto the state of sabi , and understood the eter nal a.~d ur..change­

abl e truth of fueki ,. if' he stays there , his })ersonal desires and 

feelings are likely to cone into hi s □ind and mDJre s abi lose its 

spirit and becoEe onl~ a sl:eleton . Therefore , he should con s ­

tantly nal:e an effort to follow hosomi . Hhen he goes on 1-Tith 

hos o!Ili , he cannot stay at one ,1ace and noves on further into 

nature . This a ction of goin~ f1.1.rthcr causes natural and inev­

itable changes . And uith the changes , a :9oen does not l ose the 

quality of ne't•mess . Ry:ul:5 is t hi s nevmes s a chi eved by constant 

1 . Ebara , Q.12. . cit . , p) . 64-e~ . 

2 o 1:i yanori , OD . cit . , p . 30 . 
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self' discipline in art . In f act , r yul::o a.ric~ f uel:i a:.:-e not two 

dif'ferent qualiti es , but two phases of' one QUalit~r . 

I ho)e thc::t : 'have :2ade clear ·what is 1:1.eant by the ab­

str act charac teristics o:f E2.i 1:1,::. . Because of the cany Ja: a nese 

ter!ns ·which are um~ anii liar , so::ie rea ders :crii;;ht be left in a 

s tate of vazueness 2.bo1:1.t t he 11rinc::_:::,les by \·rh.::...ch poe::.s of Ha"' _ru 

are wr itt en . Those }Ja:'ticu.J.ar terns ha ve t heir 01,,m connotation 

and cannot be re9l a ced e~actly by a wor d or a 9hrase of trans­

l a tion . I hop e , hm·rever, t hat the following; cliscussio22 , in 

t his and the ne:rt chapter, will nake tlleir neanings 1.1.I11Ji sta!:­

able . 

!:owever abstr act and cener al Basho ' s princiJ les are , i.f a 

:poet str i ctly observes t hen when he ::.!a2..:es Eai L'7l , he :c.ust realize 

t hat t here are SO:!:"!e concrete pr ~nci) l es , aut omatically deduced 

from the cener al tt.eor:'..es , 1-rhich he OUGht to f ollou. Since 

this relation of concrete pri nci, l cs and genernl theories is 

□ost easily expl a ~ned by inquiring into the sub ject □atter , I 

shoul d l il:e fi r st t o consider t he subject matt er of poetry , the 

t hird of t he ori ginal six points of Ir:agisr.i , before e::ar1iDinG 

t he other five in corH1ec tion uith their a:1:,licabili ty to liai ;_;_-u. . -

tfue.t did I3ash.5 s ay about the choice of subject in Euila::.? He 

di d not nuke any dir e c t statcnent nbout it . Eis belief i n t he 

lif' e of fuga , s abi , shio::-i , and hos onii , however , offer s an 

answer t o the q1.'.estion. I t is i n t he stat e of sc.bi t hat one 

can :perc ei ve beauty and eternal l ife i n anyt h:'..ng he sees and 

hears , even a frog l ea:)ing i nto an ol d }?ond as in tb.e folloi.d.ng 

Hai ku : 
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The Ol d Pond 

'l'ilo ancient :,one. ! 
a frob has :Jlun6cd-­
The so1.md of water . 1 

I t was a quiet sJri!lg after noon . I n a snal l hut Basho wa s 

meditating . Suddenly th:. s stillness ,m.s bro::en by a spl ashi nc 

sound . A f r og h~d just pl 1Lnged into an old ~ond close to his 

hut . After a !Joment , silence agai~ , as i f' the spl asl:ing sound 

of ,1.::.ter had become conpletely absor bed int o quietude and e t er­

nal s ilence . This experi ence night mean not hine to many people 

but did captur e the mind of Jasho . He f ou .. nd i n it t he t ruth of 

Hai kai and so ma.de the Hai ku quoted above . It is , i n f act, one 

of' the nos t f anous a.."ld , I admi t , one of the best i n this f orm. 

I shal l l a t er d i s cuss the i deas of t ~e Joe~ in greeter detail . 2 

What I should l ire to point out here is that in the f r og ' s 

l eapi ng into t he ancient pond Bas.ho foU!ld the sm!!e beaut y which 

a. poet of Tari..ka f' ound ih a f r og ' s l iving i n the ·Hater . 

1 . Bas.ho , " The Ola. Pond , r, in l'iyarJori , o·J . ci t . , pp . 101- 164. 
Hy o,·ir.. transl ati on. 

Haikai Poerris Ancient and :-:oder n ec.i ted by 1 ·; yanori is 
a collect i on of ~oens of 2ci~:1.:' .. They are given i n the 
orif;inal and in their ec._itor • s trc.nslc..ti on. Eany of his 
tra.T1slo.t0d :_Joe::1s , ho,-reve:- , do not satisfy r.1e . In ore.er to 
maintain the very spirit of Hai1..7J. , I believe , a Joern should 
be transl ated as close to the _original as possi ble , rega r d­
l ess of the di f'ficulty Hhi ch the translati on neets with of 
bein,G understood . I n such a short :poem a s this , each word 
i s i n"l')ortant . Ifo 1.1ords reflecting the subjec t ive i ;1terpre­
tation of a tra.1wlati c11 sh01.l1.d be a bsolutely- e::cl uded , if 
the poem is net to be S]Oi led . 1-lhen I .::'2.nd !:iyanori I s trans­
l ati on well done I will use his , but if not , I will translate 
nyself the oric;ina.l in the book . 

2 . See ) . 65. 
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Another illustrati on i s : 

Ci cadas (Floating Life ) 

In the cicada ' s cry 
There is no si gy 
That soon he ' ll die . 1 

On a hot after noon of sumner , ci cadas are cr~'ing loudl y . The 

cicadas ' life is short , but i n the tone of thei r own cry , f ull 

of nower a.n.d energy , t here i s no i nti~at i on t hat they are to 

die before many hours have passed. They must not be realizing 

thei r doon, which will take away t heir l ife as :9l anned ·without 

any concer n for t heir i enorance of this doom nor for their en­

t husi astic cry in tl: e _present . Buman beings , i.vi th all other 

l i ving thincs , are subject to t he sane fnte as the cicadas . I t 

is surprising and mel ancholy to realize how quickly all ou s t die . 

Basho ' s idea about f l eeti ng life is not extraordinar y . 1·Jhat i s 

worth not ing i s the fact that the ~'1oet caubht this truth in the 

l ust y cry of cicada s and e:itnressed it ; n Haiku through such a 

subject as this . He not only coDL"111Ilicates his philosophy of 

l ife , but also makes us see beauty i n the cicada with its noisy 

cxy which is trying its best to fill a □omen t in e te1~ni ty. The 

t r ansitory fate of a beautiful flower i s a subject which poets 

of Tanka _preferred. . They did not catch the beauty and eternal 

significance of such at.bing as a noisy cic2.da , which does not 

have esthetic quality in itsel~ . The poets of Haiku , however , 

l ooked for fuga anywhere . Those subjects which are usual ly 

consi dered w.lgar and i nap~ropriate for poetry can be perfect 

1 . Basho, 11Cicadas , 11 lliyamori , Q:.12 • c i t . , ~ - 105. 
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subj ects ~or Haiku . Ther efore , in Hai ku, there shoul d be no 

l init as to tind of subject natter . Absolute freedon in the 

choice of subject , which is one of the I magists ' principles , 1 

t herefore is also true for Haiku. 

The f i rst of the six points stated i n the I magist credo 

is t he use of the language of cornnon speech . 2 It i s easy to 

understand t hat t he same theory appl ies to Haiku 1~1en one renem­

ber s the two qualities of this for1:1 , those of 11corrnonness" and 

11liberal ism. 11 I n t he begi D.ning of the hi story of Haiku , espe­

ciall y before the days of Basho , people seened to consider it 

necessary to use haigo , which meant speci al 1·1ords or expressions 

characterizi ng Hai kai and distingui shi ng i t f r on Tanka . I n i ts 

f i rst steps toward i ndependence , Hail:a i l ooked for its quality 

of "l iberali sm"- and "connonnessn i n t hG conic and the humorous . 3 

Hai go were those words which hel ped this effect . Since Ba sho , 

however , haigo was no longer necessar y . Eaiku estabJ.ished its 

i nde~endence a s an art and di d not have to depend on a feebl e 

difference f r on Ta.riJra caused by t he comi c or the humorous . I t s 

quality of 11co!!!I!lonness 11 and 11liberalisn 11 becaI:1e nore meaningful 

than before , as was partl y illustr at ed in the discussion of sub­

ject matter . Just as any t hing can becor:ie t he subject of Hai ku, 

any co:r:non language can be used . This na~es a distinct contr ast 

vli t h Tn.nl:a , whi ch required certa i n poetic· dict i on . 

1 . See :;;i •. 10 . 

2 . Ibid. 

3. See pp . 17-19. 



In ;their second point , the I magists emphasized the creati on 

of new rhythms as the expression of new noods , though free verse 

was not the necessary foro . They believed , hooover , that they 

shoul d use a new cac.ence i n order to ezpress exactl y what they 

had in mind , instead of cop~inb old rhytbms . It is hard to com­

pare the probler: of rhythm in Imag:istic :Joetry and in Haiku be­

cause different lancu~ges h~ve different kinds of rhythms . As 

a matter of fact, the Japanese lan6u a6e does not have as ouch 

rhythmic value 2.s the li'nglish . FeverJhheless, there is sonething 

that should be said on this :,oint . The ::n.1.r~ose of abandoninE; old 

rhythms was to create new moods which had not belonged to the 

convention11l fo:::-r.1s of poetry. The forn uh:!.ch we no,,, call Haiku 

has had its ~attern of seventeen s:1llables for ttir.ee '_1.:ndred years . I 

It has not been crea ted , but inheritec . In t he very beginning of 

the history of this poetry,. however , the seventeen- syllable forn 

had 2. neu rhyth.TJ and created new moods wilich were different fror:! 

t hose of Tar1ka . In the t l1i rty- one syllables of Tanl,:a r the last 

two sets of seven syl2.ables are , because of their narticular 

rhythmic quality , the ones best fitted to express lyrical e□otions 

which have a linge.:ring effect on the ninds of the re.:i.ders . 2 Since 

these fourteen syllables of Tanka ere l acking in Haiku, t he l atter 

is not suited to the expression of lyrical feelings and nu.st have 

new moods . The first seeds of Faiku as t he :;JOetr-- of objectivity 

1 . See pp . 17- 19 . The fo:rm oi' seventeen syllables really began 
1100 years ago as Eokl::u of RenGa , but it has been independent 
for no :1ore t han 300 years . 

2 . Kyoshi , QP.. • cit . , pp . 7-9. 
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ar e here sown.. While Eaih7.1 has a cquired the new :!Oods a s the 

r esult of the new rhythm, I na6ism tends to create the new rhyt hm 

in 01~aer to express ne·w moods . But i t i s intere s t ing to notic e 

t hat the nutnal relation of new moods ai.7.d new rhytho i s simil arly 

f ound i n both Hai ku. and Inagist poetry when the Jrobl er:i of new 

r hythm, as one of t he ::>r i ncipl es of poetr y , is thus considered. 

Since freetlon in t he choice of subject has al r eady been 

di scussed, I shall now consider the fourth point , the presenta­

t i on of the i Emge . This i s one of the pr :'..nci pl es of I r1agisn 

which I consider nost funda!:lental . In the first chapt er , t he 

inadequacy of l angun&e and t he i npor tance of the image are dis- -

cussed . 1 I t i s worthwhile , however , to exar-:line at thi s point 

the i dea of Eube about i:.::.agery . As has been already went ioned , 

Hulme i s t he fat her of Ir:Jagisn in his philoso~hy of a1~t though 

he ·wr ote only five I :magist ic po ens . 2 In Specul ations ,· he ex.­

plai~s his i dea of ir:i.acery with a l ine fron Keats • "Poet of Basil" 
J 

as an illustration : ..) "And she :forgot the blue above t he t r ees ." 

Hulme e2i..l)l ains why Kea ts used the "bl ue above the trees II and not 

"sky" by saying that t!1e word " sl:y11 wou.ld not convey the vivi dne ss 

a..l'ld the actuality of t ho feeling :r:eats 1.•1anted to express , as would 

"t he blue above the trees , " a Jhrase which forces into t he readers ' 

minds the vividness that ·was in the L"!ind of E:eats . HulTie 1 s dis-

cussi on goes on: 

1 . See pp . 1 2- 13 . 

2. See the aJ~endix. 

3. Hu.J..me , Q.2• cit., p . 163 . 
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The elen.ent i n i t which ,'-Till be found in the res t of 
art is not the accidental fact that imagery conveys 
over an act ually felt visual sensat ion, but the a ctual 
character of that col!IlJunication , t~e fact that it hands 
you over the sensati on as directly as possi ble attempts 
to get i t over bodily with all the qualities i t possessed 
for you ·when you experienced it . l 

Doubtless , the Imagists studied this conception of Hulme and 

based their princiyles upon it. Dis~Qssing an image , they say , 

"We are not a school of pai nters , but ·we beli eve that !)Oetry 

should render particulars exactl y . 11 2 I t is evi dent that t he. 

source of this i dea is to be found in Hulr:ie . He believed that 

literal languaee 9ut thines into a stereotyped forn . His meta­

phor of curves is interes ting . Su_:-ipose that the vario-LlS 1-::inds 

of emotions and other things which one wants to present are re­

presented by various curved lines . I n reality there are innumer­

able curves all differing sli.::;htly from each other . Language 

can hardly describe and reproduce an exactly accurate picDi re 

of all these curves . The only thing i t can do is to produce a 

certain number of standard ty::,es by uh:..ch one can r oughly indi­

cate the different classes i nto which the curves f ull . It is 

pos s i ble to draw any cu.rve appro;--..i!!lately, but not e:;:actly. This 

a:_)proxinate drawinr; allows all the individualit;i. es of t he curve 

to escape . 3 If one desires to keep the i ndividuality and to draw 

the exact pi cture of his Ol.P...1 curve , he should not leave his account 

l . Ibid . , J • 164. 

2 . See p •. l O. 

3. llullne , oo . cit ., pp . 159-163 . 
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of it to vacue generalities but bring i t into :particulars . 

This need (of comr1unicating t he exact pictur e of one I s particu­

l ar curve) i s , accor ding to liulr2e , su9plied by the use of an 

exact image . 

I n Haiku, the developnent of this principle as a theory 

provides a different story. Kyoshi Takahana , one of the contem­

por ary poets of 3ailru, describes this poetry as a foro of litera­

ture in which one expresses hi s feelings through the imagery of 

ob j ectivity . 1 At :pr esent, the use of i magery i s comnon pr actice 

in the comJosi tion of Hai ku . But none of the poets ·who c a..11. be 

called the fathers of Hai ku. , like Hulme in I magis!J, has ever 

made a statement about it as one of their princinles . I t is 

not t oo hard to see that t he use oi' image in Haiku has beco;;1e 

one of its natural principles even though no direct statements 

have been made concei"ni ng it . Littl e tricks played in t he connota­

tion 2J1d the denotation of a Joem were of ten a characteristic of 

Hai kai at the begiri..ning of its develo?ment . Hai ku , HokL-u of 

Haikai t hen , had all the characteristics wlri ch belonged to Hai kai . 

In this pri mitive state of Eaiku, when its real value as literature 

had not yet been established , the denotat ive meanings often did 

nothing nore than describe symbol s which l ed the readers i nto the 

connotation and the understandi!J.g of the cOL'!ic qual i ty of t he poem. 

When Hai ku grew nore r=!ature , it encountered the problen of becorring 

tli~ poetry of objectivity. It had to acquire in itself such co-

1 . Kyoshi , QQ• cit. , p . 1 8 . 
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ex:Lste_r-1ce of obj ectivity and subjectivity t hat t he l atter could 

be vividl y a live 1•rhen ob j ective , not l yrical, description was 

t he only s~itabl e mode of eJ:pr ession . The solution of this 

problem was to borrov.r the image of ub jectivity which suited 

the f orm of Ha.:...1.--u and through which subjecti vity would n a tur­

ally emerge a.no fill sJace . 

The t1se of t he i :.1age i n Hai :u, i.ihich h2.s been discussed as 

an outcome of i ts natural dev e10,ment , is also e.:q:ilai ned o~­
Ba sho' s .)hilosophy of Haiku. IIul:ne r easoned that because of 

the inadequacy of l anguage t he use of t he i :::uge was the solution 

for poor coru:.nmication by langu age . Basho did not reason out t his 

problem but l ived 1.fi th the spirit of hosomi , in a per petual ef:::ort 

t o look for t he truth and t o achi eve .§:abi and sb.iori . I:is e:-:­

perience made hi n believ e t hat one shoul d not only study t he 

teaching of hi s ::_:>r edecess ors t hrough la_ngu age but should seek , 

for hi mself, what t hey had sou ght , through h i s actual contact 

with life , in order to understand hosomi , s~o i , and shiori , which 

were fundanent ally i m:'ortant for 1:12.:;:i ng Hai L-11 . 1 I t wa s not l an­

guage that could teach ~1i ~ wha t he desired to l ear n , but his own 

under s tanc.in6 of life , nurtured in t he life of fuga . When a -Jer­

son lives i 11 fuga and finds everl asting be2uty and value in every 

t hing he sees a21c hears , his lii'e itself is full of i :r.ages . In 

o t her worc:s , his unc1erstandin6 of li:e cones not from study 

throu gh l aneuage but fro□ a I!li..TJ.d ·which sees all thing s as i nages 

for i nter~Jreting 1 i f'e to hiil. Tf' t h i s is t he sort o.:: :_)er son a 

1 . Ebara , 0 "1 . 
• .L. 

C l L, • • 
- - I 

pp . 68- 70 . 
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poet of Hai ku is , the onl y ,._.,ay t hat he can convey hi s enotion s 

and hi s phil osophy of l ife is throuGh the use of i nages uhich 

he sees , i n t erprets , and under s t ands . 

It i s in t he u se of the ir;:,;,.ce t h.at t he Imagi sts t oo_c s:::,e-

ci al i n t ere s t in Eai ku . But whether they f ully under s tood t his 

princi ple i n t he earlier f or m is dm.:btf"Lu. . 11J apanese ::_:>oet ry i s 

often plli'e i ~agi sn , and above all t ypes of poetry it aims at the 

cxea tion of nooa , 111 says Tiughes . Hi s s t a t ement sounds a s if 

J a~Janese poet r y abed only at t he creation of nood . 11J aDBnese 

!-)oetry" as !!lentionec here , I beli eve , nea.ns ►ai1:u. , because i t is 

not appropria t e t o discuss other f orns of J apanese ,oet r y i n rel a­

t i on t o t he qual ities of I magi sn, and fur ther , t hrough hi s book 

Hughes does not nention any ot her f orns but Hai1ru and 'T'anka . 

The pr eceding discussi on has proved Tanka very diff er ent in char ­

a cter i sti cs f r om I mugist poe try . Concludi ~g , therefore , t hat 

Hughes means t o cal l Hai 1:::u "pur e i rmgi sn, 11 I c;,nnot agr ee with 

him , if' , i n his opj.rfu:n • ·u-e i r:.a::;i sr.1 neans :-oetry ai mi ng onl y a t 

t he creation of mood . Eai l-=u does try t o cr eat e mood , but it is 

not t he only !11IT:1ose of this yoetry . Tr1e :::ir evious di scussion of 

i r1age i n Hn;_:u has , I t hi nl: , made t his cl ear . _md , if Hu ghes i s 

right in sugge sting t hat pure i m~gi sr.1 i s merely t o create mood , 

I should say th2.t the :fundaoental i dee.s about t he use of: irlage 

in Hai ku and in Imagist :>oetry are quite di.::':: e:"'ent . : do !lot 

t hink , however , th.at Hui;hes is correct i n hi s state□ent . The 

creation of nood is not the sol e a i n of Imaei sm . That i s why I 

1 . Hughes , on . ci t . , p . 5~. 
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ad.mi t the similarity bet\•1ecn the tl1eory of t he i L'1age in I D.nbi st 

poetry and in Eai 1ru . L.:. ter I shall con::Jare anC: contrast ~oe1:1s 

of both :ctnds 2.nc. e::::a.n1i!le their i nae;es in p!'actice. 

Followinz the ::;:irobl en o:' t he exactness of t he i mafe , its 

hard and clear q_uali t-- is 31'.!ot her :::rin ciple of I nagi st poetry 

to be c ons:!.dered. Su)port:!.ng a clear- cut har dness i n )Oetry , 

Porn1C::. says : 

Don ' t use such an e:z:::_)ressi on as "dim lands of p eace ." 
It dull s the i !Jage. It nixes a.tJ. abstraction ·with t !le c on­
crete . It comes f ron t he ·writer ' s not r ealizf n8 thu t t he 
natural ob ject i s ali.vays the adequate symbol . 

The philoso~hy of Hulme agaL~ su,plies a basis for cl~ri~ication . 

He advoca t e s cla ssicisn and ~rophesies its r evivoJ. . By classicisn 

he means a certain r eserve even in t he nost i c a 6inative fli shts . 

The class ical poet never forgets this finiteness , this 
lir:.i t of r1an . r:e re□e~bors alv.rays t hat he is !r!L'"{ed u p 
,,r-th earth . Ee may jU!!!J , but he al,-,ays retu.r:1s bac!-: ; 
he nev er flie s a·way i n t o t he circunanbi ent gas . 2 

Eul::ie decri es t he a.tte~pt t o penetrate t he infinite , which. i s , 

he thi n~:s , r:eani ngl ess . 1Ji tl'!. t he realiza tion of his finiteness , 

a :nan sl10~1ld ta1-::e "dry hnrdness II as the essei1ce of J oet:i"y . Eul n e 

.further says , "It is essential to J rove tha t beauty may be in 

snall, dry t 1,-;ng s . 113 

1.-•lha t is to be noticed is a si!I..ilari t y j_n t l1e ideas of Eulne 

and 3ash5 <!bout the :'ini teness of }:an . Certainly bot h of the□ 

1 . Po1,md , 111=.. 7 ew Don ' ts by an I n!.giste ~' i n Poetry: i:a gazine o:f 
Verse , II ( ~p~ilTSepteDber, 1913), 201 . 

3. I bid., p . 131 . 
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realize the destiny of inevitabl e death and the l i r:itations of 

human bei n 6s . Then , one advocates not exceedini t he l i mi ts but 

staying 'di t h.in the dry classical s1Jiri t , and the other teaches 

the life of f-.ig-a , seckin6 the real value not i.·T.i. thin hu.--:mn bei ngs 

but beyond them, that is , i n t he controlling power of them all , 

the laws of the universe . I n his eff ort to be subnereed in 

universality , his Jersonal feelings cease and are r e~luced by 

inpersonal emotions contained in objectivity. Thus , though 

throu~h different methods of a::r?rOQch, ob jectivity through "hard­

ness 11 of :,oetry i s n :;,rinciple to be observed i n both Ho.il:u and 

I ma6ist :poetr:,·. The :Joets o: I.:ai:!::.u , follo1-ti.nG the :_1r inciples of 

sabi ,. shiori , and hosou:.. , try to .f.:..nd beauty even in a cicada or 

a frog whil e the I:na;::;ists a tte!rl;,t to show the beauty "in snall , 

dry tb..:..nc s . " 

The last of t~1e c,i i~ )ri nc::~:l es of the I:::agi st credo is the 

concentrati on o= tho very essence of poetry. 1 I t is not hard 

at all t o see this el ement in Ea.iL-u. , which i s only a seventeen­

syllable peen. l1D.1en one tries to e:-:::_Jress in such a short poe□ 

,-rhat he i•:znts to say, he realizes that t he no=-e co:nact the 

connotation, the better the ezpression. In ~he -five , seven, and 

five syllables , he uses ob jective des.cripti on in the first fiv.e; 

the srune in the next seven; and the same a 6ain in tho l ast five . 

There are a m.u::be!' of poens of Eai1.-u uithout any verbs ,. adjectives , 

or adverbs . 2 

1 . See p . 10 . 

2 . Kyoshi , .QQ• cit ., p . 13. 
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The sane warnine as to cor-centrati on is to be found with 

the InaGists . Tb.is is , i ndeed , one o:' the three :::,oints :;rnbli­

cized i n Poetry, :..n 1913 , by F . S. Flint and Ezra Pound . 1 They 

adnonish.ed :Joets Lita nse absolutel y no wo::-d that did not contri­

bute to the :,resentation. 11 It is not cleai~ 1,rher0 this i dea of 

concentration chiefly ca.I!!e from. 1 A.ut1..1L'.L.ri , " one of the five 

:r;oer.is of Eulme , :. s said to be "as concentrated as the;; finest 

Hol-:h.-u. fron J apan. 11 2 Hulne did beli eve in a ccurate descri :;Jtion 

as n ler;i tinate object of verse . 3 It is a q_uestion, h01·1ever, 

whether this belief of his ,- which become the source of Inagist 

idec..s , is, to a great degree , the outgrowth of his o,-m e:'f ort to 

use i~ages in a dry cl assical S)irit or the result of influence 

from outside. The possi ble influence f r o:m. t he outside is tha t 

of the Jap~ese Hail::u. and French Synbolisr.1 . It was in a Soho 

restaurant, where the Japanese 'T'anka and E:.i ~::u. were casually 

discu~sed, t hat Hulme ~roduccd rive unrhymed 9oer s as if to 

prove his point in a discussion. 4 Ee must have been sone1•:rhat 

acquainted wi th Eailm. On the other hiJ.Ild , his :probabl~ know-

ledge of French literature should not be overlooked . IIe ·was 

influenced by the French philoso::iher 3ergson, whose I ntroducti on 

to 1-.:.eta")hysics he translated. 5 Wl...1en a l!lajori ty of the Imagists 

1 . Seo pp . 4- 5. 

2 . 1:ughes , ou . cit ., J .. 16. 

3. Hulme , op . cit ., p . 127. 
4 . Gref;ory and Zaturenska , QJl • cit .,. p . 168 . 

5. Herbert Read , editor ,_ ''Introc1uction," Sul11:.e , Q.12. • cit . , pp . 9- 11 .. 
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drew direct inspiration :fron the French sym'bolists , Hulne , being 

thus i nt erested in French philoso:;1hy , ::rust not h£.vc been e:;~cep­

tional . - S for the influence of the symuolists on the fuagi sts , 

£.nd :9robably 011 5:ulne .:1illsel , ... , there i s E.11 i:-ite1·estins f~ct to be 

recorded . After 1891 1 ·hen clc:ssicisn ca:-1e bee:: to French poetr:y­

c:.nd ste..r-ted to uush bac:: synbolisn , ::u.ny sy.Jbolists nodifi ed 

their style . On the other hanc: , the rc~ica.ls went their 01m v;ay 

2.nd <ievelooed .t!any 11 i si1 ' s . 11 Jul es Ro:oai ns ,:res one o~ tho se who 

becane 11unani!lists . 111 :Ueli eving in "object i ve lyrici sr.1 of spi r ­

i tual essence" and p~ntb.eism,
2 

he paid , as a cr:..tic , favorable 
3 

attention to tl1e 1:1ove::1ent of French 112.il:ai . Schua:-tz , the c:.uthor 

of The fua ~inat ive I nte.,oretat ion o: the :?ar Ee.st i n iiode-('.n Fr ench 

Literature , ,ublis:.ec. in 1927 , e~p~asizes the influence of J apa­

nese poetry on French poetry i n general : 

. ., , the i nvention of the Rai kai does !lot a ·rnear to be tl:e 
ohly res12.lt o: ?rench acr1_l.:ai nta11ce ·with the idea l s and forns 
of Japanese poetry . The French thi nr;: t:1c.t t he nm-: thm.1;;i1ts 
2nc ,:a:7 of life of t:.ie nost bel l t-i.::i perioc. i n France requi re 
ne•_:- poetic .:tl forns for their e::Jre:::;sion , and t hey seen to 
have found t:1e lessons of brevith. and condensat i on which 
they rer-~ire· i n J~)aJese ve~se . ' 

Spec:~;:in,: of the concentrati :m of poetr y , uhich is the prifilc.ry sub­

ject o: ol:r di scussion , :1e goes on to say: 

2 . Toona s ·.r. Do~e :·ty, i~o( ern L2.ugu2..:;e Depa.rt:cent , Li1;clem;ood Collet;e , 
intervi e,-.- o: Fe· ruc.ry 5, 1953. 
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'.::~1e c~---:estion i s , 1 :l:;:- t stc:rteC: t:_e ::-resc;.1t tei1c.e:1c:r 
tmrcr ds co2.1C:.ens£'.:~ i on i n E':-e1.1ch :1oetz:,-? If t:_e .:.;e.r:-:i.s c:i d 
:1ot cor::e :::'ro:J cont.:-.ct \ ·i tb. t :~e 11 co::n1·os[;ec. 11 .::.:iC: reticr n t 
poetry o::' ~C:9['.!l , to u~L-t othe1~ li terc.ry for ::i ce.2-: t:1e t enc'.enc:;­
bG t:r~cec.? 

t he sane , t l2e i r li.:..:eJ.J.e:;ses a ::e i nevi t ably to he note( . =E'..=-!:u !ias 

t he e::act for:1 of seventeer_ s~rll2bles as , -ell c.s the :'l::.1r..:~enta.l 

osopLy , w:_ich Tr1-c.gis2:1 c"ioes :.1.0 -c _=zve ; c:.t t:_e s2-.2e t i :._e , 

li~te freedo!l i 21 t~c c:1oi ce o:C ::miJ ject c.:.ic"'. t~e 1.:se o: 11co:: 1on11 l an-

lctio.n. to :im: uooc1s . 

Q:.1c.l. clec.::' 11 Cl•.l'.li t:;r of 

fe:-ent processes . 

2 . I bi d . , p . 219 . 
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Chapter '.:'hree 

Cor:parison o: Practice in tb.e T--ro I:inds o: Poetry 

I nacist poetry and Hc_i}:u off er now phases oi' their character­

ist:..cs uhen they are e.::a.~iD.cd i n :::,racti ce . Their t!,eories , discus­

sed in t !ie la.st chc.>.pte~~, chie:'l~- reve2.lec the si::ilari ties of the 

tuo ::::..nc s . ~Then t!1ese theories arc Jut i~to ef:'cct , hm:cvor , the 

di:f:::' ere:1ccs of tl-:c tuo a:.·c r oro Gn.r ent . 

:?rec choice o:~ subject :--:atter i s :::oI·e .2ully :_-'!.' D. cticcd in I :t!a­

cist :Joetry thar.. in Tiail:-i.., . I n bot.t , !1.ouevcr , ne.ture is a :.:ore 

CO)J: on subject th.:m a:1:,- other . There are two dlf'~erent \Tays in 

wbich nature is t'.sec as tLe sujj ect of ::_-oetry. It c ~n be the ul ti­

I!m te ob,ject o: discussion , or it co..n ·oo a :;oc1it-.r::. for e::::=.1.rcssint; 

sono other thou:-ht . 11AuhUJ.n II o: TiuJ.ne is an e::a22~1e of tl:.e ::'or:.:e ... 

A tm..ch of colc1 in tho - 1.1.tl"..-:.n ni:;ht­
I u al }:ecJ a1Jroa.o , 
A!ld suw the ruo.d:· moon lc.2.n over a hee, e;e 
LiJ:e a :-ed f'aceC .:ar::er . 
I did not stop to s~eal: , but nodr ed , 
Anc. rmxncl abo-..::_t -,1ere the '\•rlsti'uJ. sta-.s 
r:lith white ::'aces like to,;'!1 ch:.lc:ren . 1 

As he:.s been :2cnti oned be:.:'oro , this is one o: the ·C-i ve :!.nag±st :-ioe:J 

Hulre ·.rrote and is consic1erec1 on€' o:: the :::ost typical in tbc !:.'ove­

:-:ent . Each i::::.a,:-e is clc~1~ and e:-:act . The i r::1:J1'0.s sion o"!: autu!:".n , 

which is ;1~socia e( in Tiulrr.e ' s -:·h1 c with a c ertain :~ood an( at::::10s­

phe!'e , is accurl!tel~ co::l.! -.-L"l1icoteC to tho roac'ers . They a:.~e s1.,1.r­

rm:..nc.ed by the chillinoi::;s of the autu.~.n ni:;ht . 3ehi!:ld tb0ir eye- lids , 


