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ERXQG������[������ ,6%1��������������������86����� (Views 
LV� DOVR� DYDLODEOH� RQ�6FULEG�FRP�� KWWS���ZZZ�VFULEG�FRP�GRF
�����������9LHZV�3')�IRU�&\EHUZLW��

E\�-RKDQQHV�6�+��%MHUJ��+¡ME\��'HQPDUN

“. . . our world wholly mediated by language . . .
the constantly shifting meanings implicit in language.”

��������������������������������������������������������������������������a�-DFN�*DOPLW]��Views, 2012

Reviewing Views�E\�-DFN�*DOPLW]� LV�D� WDVN�RI�VRPH�LPSRV�
VLELOLW\�DQG�\HW���������7KH�ERRN�IDOOV�LQWR�WKUHH�VHFWLRQV��³,Q�
WHUYLHZV�´�³5HYLHZV�´�DQG�³9LHZV�´�HDFK�SURYLGLQJ�LQ�GHSWK�
analysis of writers and their works with insights from mod�
ern language science, philosophy, sociology, and other dis�
ciplines, each expanding the reader’s appreciation of same. 
$QG�,�GR�PHDQ�H[SDQG��7KH�SRHWU\�*DOPLW]�WRXFKHV�RQ�LQ�WKLV�
book becomes larger, deeper, more profound, more connected 
WKDQ�LW�ZDV�ZKHQ�,�UHDG�LW�WKH�¿UVW�WLPH��6R�WKLV�UHYLHZ�ZLOO�EH�
not as much a “valuation” as a “taste” of how I read his book.

Haiku is, like poetry in general, always in process of becoming. 
Haiku in the West is in the process of becoming Western—if it 
ZDVQ¶W�DOUHDG\�E\�WKH�³QHFHVVDU\´�DGMXVWPHQWV�PDGH�WR�PDNH�
LW�¿W�WKH�:HVWHUQ�UHDGLQJ�PRGH��WRS�OHIW�WR�ERWWRP�ULJKW�DQG�
FXW�XS�LQ�WKUHH�³VHSDUDWH´�OLQHV��HWF����,I�LW�LVQ¶W�DOUHDG\��2U��WR�
EH�PRUH�FRUUHFW��6RPH�KDLNX�KDV�EHFRPH�:HVWHUQ��WKDW�LV��LW�LV�
no longer imitating or pretending to be a branch of Japanese 
culture in diaspora. Furthermore, thoroughly Western haiku  
KDV�GLVFDUGHG�WKH�PHWKRGV��VXEMHFWV��DQG�VFKHPDWLFV�LQ�ZKLFK�
PXFK�RI� VR�FDOOHG�PRGHUQ�KDLNX� DV� D�ZKROH� VHHPV� WR� KDYH�
gotten stuck.

Through the years some writers of haiku (some of whom are 
UHSUHVHQWHG� LQ� WKLV� ERRN�� KDYH�PDQDJHG� WR� PDNH� WKH� IRUP
/genre so much their own that it comes across as true poet�
ry and not a replication of what has already been done. As 
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featured in Views, these Western writers include paul m., Peter
<RYX��&KULV�*RUGRQ��-RKQ�0DUWRQH��5REHUW�%ROGPDQ��0DUOHQH�
0RXQWDLQ��*UDQW�+DFNHWW��5LFKDUG�*LOEHUW��'LPLWDU�$QDNLHY��
Mark Truscott, and Fay Aoyagi.  These poets have gone through 
the process of internalizing the “rules, aesthetics and tools
/techniques” of haiku, have made them part of their “fabric,” 
and now their haiku show the universality of haiku. The poetic 
IRUP�KDV�EHHQ�FKXUQHG�LQ�WKH�ZULWHU�DQG�LV�QRZ�UH�HPHUJLQJ�DV�
something original, genuine, and different. Western writers are 
Western, and being Western we have a different background, 
another soil of culture, language, aesthetics, and history (and 
ZLWK�WKDW�DQRWKHU�³FRQVFLRXVQHVV´��WKDQ�GR�-DSDQHVH�ZULWHUV�

/HW�PH�JHW�WKLV�RII�P\�FKHVW��WKLV�ERRN�LV�WR�PH�D�OLEHUDWLQJ�RQH��
It doesn’t go into explaining anything about haiku. It doesn’t 
OLQH�XS�D�VSHFL¿F�YLHZ�RQ�WKH�KLVWRU\�RI�KDLNX��,W�GRHVQ¶W�SUR�
PRWH�D�FHUWDLQ�NLQG�RI�ZULWLQJ��,W�SURPRWHV�ZULWLQJ��*DOPLW]�
sets out from the assumption that the reader knows what haiku 
is and that haiku is haiku and recognizable in the language and 
LPDJHU\� LQGHSHQGHQWO\�RI�GH¿QLWLRQV�GHVFULSWLRQV�� ,Q�RQO\�D�
few instances the haiku/not haiku distinction is made and that 
rests on his interviewees or the writers of the works he lays 
out for us and on writers who have made a different “kind of 
poetry” from the roots of haiku. Even though some of them 
GRQ¶W�VHH�WKHPVHOYHV�DV�ZULWLQJ�KDLNX��*DOPLW]�GRHV��+H�KDV�D�
brilliant eye for spotting the haiku root and spirit in their work.

Interviews

The book opens with a most interesting and exhilarating 
series of interviews with writers (i.e., paul m., Peter Yovu, 
&KULV�*RUGRQ��-RKQ�0DUWRQH���7KHVH�KDYH�EH\RQG�DOO�GRXEW�
arrived at a place where they have made haiku their own. This 
is sort of a peek into the alchemist’s workshop in the sense 
that we get a glimpse of what moves the writers to write, 
KRZ�WKH\�WKLQN��DQG�ZKDW�WKH\�WKLQN�DERXW��WKHLU��³ZULWLQJ´²
insofar as they are able to articulate what is at the root (the 
GULYH�LQVSLUDWLRQ�� RI� WKHLU� ZULWLQJ�� ,GHDOO\²DQG� UHDOO\²WKH�
writing IS. What can be said is said “around it,” so to speak. 
*DOPLW]¶V�DSSURDFK�WR�WKH�ZRUN�RI�KLV�LQWHUYLHZHHV�LV�EDVHG�
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on Western thinking, using a Western philosophic, theoretical, 
and analytical set of tools, which to me suggests and demon�
VWUDWHV�WKDW��VRPH��KDLNX�QRZ�KDV�IRXQG�LWV�:HVWHUQ�IHHW�DQG�
can be treated and read within our own cultural sphere. The 
“haiku basics” have been learned, absorbed, and there really 
isn’t a reason to start treating Western haiku in any other way. 
,W�LVQ¶W�QHFHVVDU\��RU�QHFHVVDULO\�PHDQLQJIXO��WR�UHDG�WKHVH�SR�
HWV�LQ�DQ\�RWKHU�ZD\��IURP�DQ\�RWKHU��FXOWXUDO��VSKHUH��ZLWK�DQ\�
RWKHU�VHW�RI�DHVWKHWLF�YDOXHV��*DOPLW]�LQWHUYLHZV�haiku poets.  

Each of the interviewed poets has his or her distinct style and 
WRQH�DQG�*DOPLW]�DSSURDFKHV�WKHP�ZLWK�UHVSHFW�DQG�DQ�LQVLJKW�
that I from time to time sense might have been overwhelming 
for them. I guess it lies in the nature of the interview situation 
as such. The writer writes what is inevitably so, what might not 
EH�GLIIHUHQW��7KH�SRHP�LV�WKH�RXWFRPH�RI�D�PRUH�RU�OHVV�FRQ�
VFLRXV�SURFHVV�UDWKHU� WKDQ�D�GHOLEHUDWH�FRQVWUXFWLRQ��DW�¿UVW��
later, of course, revisions and alternative versions might have 
FRPH�LQWR�SOD\���7KH�SRHP�DQG�WKH�ZRUGV�FKRVHQ��WKH�DUUDQJH�
ment of lines, if any, the composition, the life of it when it is 
printed or spoken, all of this is a unity that maybe couldn’t turn 
out otherwise. The interviewer with a strong analytical mind 
DQG��ZRQGHUIXO��VHQVLWLYLW\�³VHHV´�WKH�SRHP�IURP�WKH�RXWVLGH��
reads it with another mindset, and to the reader of Views opens 
doors into the inner workings of the poems on quite another 
OHYHO��7R�PH�LW¶V�OLNH�WKH�ROG�³KHDUW�DQG�PLQG´�FRQYHUVDWLRQ��
the intuitive, the sensed, the created is spelled out and illu�
minated from other angles that make me want to pick up the 
mentioned books again and reread them with yet greater ap�
SUHFLDWLRQ��*DOPLW]¶V�³ÀDPH�RI� LQVLJKW´� OLJKWV�XS�DVSHFWV�RI�
the poems that to me were hidden. And I’m grateful for that.

Reviews

Part 2 of the book consists of reviews of two books, Ban’ya 
Natsuishi’s A Future Waterfall and Tateo Fukutomi’s Straw 
Hat, and an essay about Tohta Kaneko’s “Poetic Composi�
tion on Living Things (,NLPRQRIǌHL��´�7KH�HQWLUH�VHFWLRQ�GHDOV�
ZLWK�-DSDQHVH�SRHWV�RQO\��0\�JXHVV�LV�*DOPLW]�SXW�WKHP�KHUH�
because he sees these writers and their works as creating a
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“link” between Western and Japanese writing. Or maybe he
thinks these poets have such weight that we should listen to 
them. Indeed they add splendid rooms to the house of haiku, 
which becomes even more lively.

,¶OO�OHW�*DOPLW]�KLPVHOI�VSHDN�DERXW�WKHVH�SRHWV��)LUVW��%DQ¶\D�
1DWVXLVKL�

7KH�UHLVVXH�ODVW�\HDU��������RI�A Future Waterfall: 100 Haiku from 
the Japanese, by Red Moon Press, seen in this perspective, is an 
event of singular importance. It signals the success of the work. This 
signals that the reshaping of the past in terms of the present as per�
formed by Mr. Natsuishi has struck a chord—atonal and sometimes 
discordant—in a wide audience. The question remains, though, as to 
ZKDW�DFFRXQWV�IRU�0U��1DWVXLVKL¶V�ZLGHQLQJ�LQÀXHQFH�LQ�WKH�ZRUOG�
of modern poetry.

Though it is not the centerpiece of the book, or its best poem, the 
IROORZLQJ�SRHP�PLJKW�ZHOO�VWDQG�DV�WKH�ERRN¶V�FUHGR�

                              I came away, abandoning
WKH�7KRXVDQG�<HDU�2OG�&HGDU

������������������������������GDQGOHG�E\�WKH�VWRUP����������������������������S�����

And on Mr. Natsuishi’s promotion of keywords rather than 
kigo,�*DOPLW]�KDV�WKLV�WR�VD\�

 A slippery sex organ
                                      and another
                                      give birth to gold

This poem without a seasonal reference is a good example of how 
Mr. Natsuishi’s aesthetic of using keywords—here sex—in its place 
can be used to creative ends. This poem can almost be said to be a 
PHWD�KDLNX��IRU�WKH�SRHP�LV�DERXW�DGGLQJ�WZR�HOHPHQWV�DQG�DUULYLQJ�
DW�D�WKLUG��ZKLFK�WKH�SRHP�XWLOL]HV�LQ�LWV�FRQVWUXFWLRQ��7KH�DGMHFWLYH�
³VOLSSHU\´� LV�ZHOO�FKRVHQ�� LW� JLYHV� WKH� LPSUHVVLRQ� RI� VHDOV� VZLP�
ming, of moist living beings playing together, and by association is 
LQGLUHFWO\�DVVRFLDWHG�ZLWK�WKH�ZDWHUV�RI�VSULQJ�DQG�OLIH��7KH�¿QDOH�
LV�¿QH��OLNH�DOFKHP\��2XW�RI�RXU�ORYH��VORSS\�ZHW�RU�QRW��FRPHV�WKH�
most precious element, gold. And, out of his devotion for this art of 
MRLQLQJ�WZR�HOHPHQWV�WLOO�WKH\�¿UH�LQWR�D�WKLUG��0U��1DWVXLVKL�LV�WKH�
DUFKHW\SDO�DOFKHPLVW���SS����������
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6LPLODUO\��*DOPLW]¶V� UHYLHZ�RI�7DWHR�)XNXWRPL¶V�Straw Hat 
EHJLQV�E\�OD\LQJ�VRPH�SKLORVRSKLFDO�JURXQGZRUN�

The world should not lie useless. It should be scooped up in the 
KDQGV�DQG�VLIWHG�WKURXJK�WKH�¿QJHUV�DQG�VFRUHG�ZLWK�WKH�ULGJHV�RI�
the palm. The whole world is fertile, even the world of memory, 
HYHQ�WKH�ZRUOG�RI� WKH�GHSDUWHG��7KDW� LV�ZKDW�FXOWLYDWLRQ�VHUYHV�� LW�
enriches the soil and the self in one fell act. In the art of cultiva�
tion, a man eventually takes on the contours of what he has lovingly 
touched, until it is impossible to say where the world begins and 
the man ends. A man whose life has been devoted to preparing the 
¿HOG�¿QGV�KLPVHOI�GLVDSSHDULQJ�LQWR�WKH�HDUWK�RQO\�WR�EH�UHWXUQHG�E\�
the earth to himself. He knows kinship with the things of the earth. 
+H�¿QGV�WKDW�WKH�ZRUOG�RI�VSLULW�VSULQJV�IURP�WKH�VRLO���,I�KH�VKRXOG�
WUDYHO��KH�¿QGV�KH�KDV�QHYHU�UHDOO\�PRYHG��,I�KH�VKRXOG�GLH��KH�¿QGV�
WKDW�KH�KDV�QHYHU�OHIW�KRPH���S������

$QG�ODWHU�

 A stone bench for no reason
                                dark falls
                                among cypresses

Perhaps, the single most important function of cultivation is to show 
us the beauty of the world at rest. After the work is done, after the 
VLPSOH�VWRQH�RI�WKH�¿HOG�LV�KHZQ�LQWR�WKH�KXPDQ�XQLYHUVH��LW�UHVXPHV�
its proper place once more in the world as a stone. It was always a 
bench and a stone and now that cultivation has lifted it out of the 
prima materia of the universe uncreated, we see it in its pristine na�
ture. It has “no reason,” except what we imagine and build. Having 
lifted it out of primal unity and given it distinction, then all distinc�
tions arise as unity once more. The meaningless cool, dark stone 
slab is darkness and cypresses. They unite in dark beauty for the 
PLQG�RI�OLJKW���S������

With regard to Tohta Kaneko’s ,NLPRQRIǌHL�� *DOPLW]� WDNHV�
FDUH� WR� DGGUHVV� WKH� ³KDLNX�SKLORVRSK\´� RI� RQH� RI� -DSDQ¶V�
“most important literary and cultural innovators of postwar 
PRGHUQ�KDLNX´�

��������������������������������������������������VSOHQGLG�¿HOG�RI�JUDYHVWRQHV
                                                  labia uncovered
                                                  the village sleeps 
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What is central to this poem is its sense of what Mr. Kaneko 
calls shakaisei haiku� �VRFLDO� FRQVFLRXVQHVV�DZDUHQHVV� LQ� KDLNX��
and taido, the importance of an author’s “stance” in relation to 
VRFLHW\�� �6HH�'U�� 5LFKDUG�*LOEHUW¶V� ,QWURGXFWLRQ� IRU� IXUWKHU� HOXFL�
GDWLRQ���)RU�0U��.DQHNR��KDLNX�WKDW�ODFNV�VRFLDO�DZDUHQHVV�DQG�DQ�
DXWKRU¶V�VWDQFH�YLV�j�YLV�VRFLHW\�LV�VLPSO\�D�YDSLG�SURGXFW��ZRUWKOHVV��
untrustworthy. Of the many points Mr. Kaneko makes in his ad�
dress, this is one we as English language practitioners of haiku do 
well to bear in mind, because for the most part we have viewed 
these terms as too polemical, too ideological to be included in our 
KDLNX��������SS�����������

Views

The third and last part of the book is a collection of reviews 
of books and RHXYUHV��+HUH�*DOPLW]�JRHV�LQWR�WKH�ZRUNV��SR�
HWU\�DQG�PHWKRGRORJ\��RI�5REHUW�%ROGPDQ��0DUOHQH�0RXQ�
WDLQ��*UDQW�+DFNHWW��5LFKDUG�*LOEHUW��'LPLWDU�$QDNLHY��0DUN�
Truscott, and Fay Aoyagi. As is apparent from this list he is 
dealing with a very wide range of writers and very different 
approaches to haiku. Yet he treats every writer with utmost 
“singularity”;  that is, he/she has his full attention and is an�
DO\]HG�ZLWK� D� VSHFL¿F�³VHW�RI� WRROV´� DQG�QRW� DIWHU� WKH� VDPH�
scheme. It seems to me that meeting one writer’s work sets off 
D�OLQH�RI�WKRXJKW�VSHFL¿F�IRU�WKDW�ZULWHU��7KH�PHHWLQJ�ZLWK�DQ�
other writer’s work sets off another line. This demonstrates an 
H[FHSWLRQDO�RSHQ�PLQGHGQHVV�WKDW�LV�IUHH�IURP�UHVRUWLQJ�WR�WKH�
HDV\�ZD\��KDYLQJ�D�¿[HG�VHW�RI�³DHVWKHWLFV�DQG�RSLQLRQV�´��KH�
can “adapt” to the particulars of each person and each work.

*DOPLW]� VKRZV� DQ� HQYLDEOH� RSHQQHVV� LQ� WUHDWLQJ�DQDO\]LQJ�
these works on their own premises. He doesn’t want them to 
EH�DQ\WKLQJ�RWKHU�WKDQ�ZKDW�WKH\�DUH��+H�LVQ¶W�¿[HG�LQ�D�FHU�
tain perception of what haiku is and is not (which also shows 
LQ�KLV�RZQ�ZULWLQJ��*DOPLW]� LV� DQ�DXWKRU�RI� D� ODUJH�QXPEHU�
of haiku collections and other books of poetry and he keeps 
H[SORULQJ�VKRUW�YHUVH�SRHWU\�LQ�YDULRXV�IRUPV��

To say that this book is important is probably an understate�
ment. To say it’s a “model” for future works of this kind is not
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JLYLQJ�LW�HQRXJK�FUHGLW��,Q�P\�YLHZ�*DOPLW]�KDV�RIIHUHG�XV�D�
ERRN�WKDW�LQ�WKH�YHU\�ZD\�LW�ZRUNV�GHHSHQV�RQH¶V��P\��XQGHU�
standing of haiku as poetry. It doesn’t come with a search for 
things to disapprove of. Here is no need to criticize any genre, 
IRUP��RU�DSSURDFK��*DOPLW]�KDV�FKRVHQ�ZRUNV�DQG�ZULWHUV�WKDW�
prove that haiku has become Western. Accepting this fact is 
liberating. It is possible to write meaningful haiku within the 
framework of the Western cultural sphere. And why shouldn’t 
it be? The everyday life, language, culture, and “world” of the 
Western writer provides as good a soil as that of the Japanese 
ZULWHU��,Q�*DOPLW]¶V Views, Western haiku is a real thing in and 
of itself.

¸¸¸
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