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Fever

Fever
on I lie uncovered 1 ̂ I*lr
nuil parings lull

North light 
the soup drips
horn (hr bat k ol the spoon

I ’dgc ol the moon 
nndel the dripp ing latlt cl
poo chon worn through

I mi li slummet mg lighi
a hat skitters neat 
fragrant dusk

I he level broken,
I mention the polled i rii ms 
for its growth

(\tr/>/,rt> (in ti/ ,/ )



one cricket sound and silence lighting the autumn garden

a black cat’s eyes on us watching the silence in reeds and water

fluttering in and out of silent harp strings the red-winged moth

white clouds above a white cloud above the snow peak

suddenly all the dogs howling into the earthquake aftershock

(Elizabeth Searle Lamb)
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bee quivering
in the throat
of my morning-glory

dotting the elm 
two redwings 
color day

Easter vigil:
all the kitchen stone tile 
counted in both soles

the young m an’s splendor 
all space and all time 
to stretch his legs in

bottom 
of the cup 
my eyes

(Mary Thomas Eulberg)
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cloister (new york) 

a font
watersound echoes 

the chant

a unicorn 
escapes

in the tapestry

gothic window 
patches 

the dark

the quadrangle
one autumn crocus

medieval birdcage 
its shadow 

geometric

(Proxade Davis)

(The second poem in the sequence appeared originally in M o d e r n  H a i k u , Vol.
X No. 1.)
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the white head 
in plum petals 
loses itself

still brother
1 give your mouth organ 

to the pine wind

from her charcoal fire 
chestnut woman and junkie 

sharing light

the fly rocks
in the spider’s hammock 

wide awake

birds scuffing 
the icy roof 
o f the glass cutter

(Raymond Roseliep)
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Trying to escape
from a shadow at my heels
finding it is my own

On my finger 
a ladybug 
I brush it gently

Kicking pine needles 
picking up the cones 
tomorrow a wreath

Snowy egrets
vie with white fluffy ones 
the oneness

Farther and farther
until I see
only horizon . . .

(Manon J. Richardson)



Above the gravestone 
butterfly’s slow flight 

on a leaf

alone
at the window 
goldfish’s 
magnified stare

On the chest
o f petroglyph warrior 

pine needles

winter morning — 
the tree swing

hanging from what?

snow drops 
around
the private property sign 
demonstrating

(C harlo tte  A . Jacob-H anson)
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the rosebud — 
deep red 
under the frost

by the window 
watching for you: 
first spring thunder

candle flickers — 
you pass 
the bed

morning: 
cicada shell 
on the screen

(Phyllis S. Prestia)



spring sequence

potential-folded 
unknowing unknown 
petal-abandoned it falls

no sun moon stars where the seed sits 
knowing no time at the right time it stirs

upward sending roots down
warm not warm alone not alone oblivious of stone 
knowing no time at the right time it breaks ground

silent growth
centered in warmth 

circled by snow

it begins where it began 
still not knowing

not needing to know

(Lilli Tanzer)

( T h e  f o u r t h  s e q u e n c e  o r ig in a l l y  a p p e a r e d  in  F r o g p o n d  1 :4 .  T h e  f i f t h  a l l u d e s  t o  

a  s e q u e n c e  in  a  l i n k e d  p o e m  in  F r o g p o n d  4 : 1 . )
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“ Blazing Tideflats” : 
a solo renga by Cor van den Heuvel

blazing tideflats 
the clam ’s 
darkness

a dolphin leaps over 
the wake o f the boat

in the picture book 
a pop-up figure of a cowboy 
stands with a bent carbine

th e  Christmas tree  ligh ts 
reflected  in th e  toy d o g ’s eye

on th e  w indow sill
the  d rif ted  snow  is m arked
w ith  b ird  tracks
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walking around the deserted cabin 
looking for a trail out

above the distant hills
the darkened sky grows darker
the wink of a plane

alone in the waiting room, 
my body waits for my mind

a masked doctor
pushes an empty wheelchair
along the corridor

the scream breaks into sobs — 
all the lights shine in her face

the men look
at each other and smile
4 4 _  * A • I  f  >print it!

the pigeons all rise at once 
and disappear around the corner

in front of the bank — 
wondering where the money 
went
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dipping with every ripple 
a popsicle-stick in the gutter stream

hesitating a second at the top,
the roller-coaster hangs above the beach
then thunders out of sight

the wave pulls back leaving 
rolling pebbles in its wake

spring breeze for a thousand miles 
the wet tundra ripples and flutters 
in the morning sunlight

the speckled eggs in the nest, 
the speckled petals of the flower

standing up
from the blueberry bush - 
the lake through the trees

wondering if anyone lives 
in this forest wilderness

the sun goes out
on the raised paddle —
a chill wind comes off the mountain
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the Indians would make offerings 
to the spirit o f the falls

putting down the book 
on Champlain’s explorations 
to look at the water in the glass

the candles glow softly — 
blackout in New York City

moonlight — 
a great liner, all lit up, 
heads out to sea
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THE LAWS OF BUDDHISM DO NOT APPLY 
TO THE HOTOTOGISU
by Wayne Westlake

waiting
for piss sound
the smell of rain

“ bamboo shoot 
why do 1 want to 
kill you?”

turned away 
at the whorehouse 
spring wind

eye 
to eye
with a trembling gecko

muggy day 
cutting the heat 
with my chin

sunny day 
me and the rest of 
this ugly world
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“ make you a deal 
mr. fly
leave now or die! ’ ’

nobody minds
our Japanese neighbor’s
wind chimes

purple dew
on a purple plumeria
1 feel faint

trying to ignore 
the green moss 
between his toes

a skinned chicken 
or a bloated pig 
the cloud up there

January first 
same old face 
on the moon

“ so now they 
walk around with 
watches on their wrists”

why fight 
a dying 
tv set?



silence
enough to burn 
out ears

twin
stars
in the Q ueen’s Bath

one match 
lit for no reason 
blown out

new years eve 
sweetbread 
for the ants

so
much paper 
I waste

full moon 
suspended in space 
her dead face

silence 
the whole 
room

autumn moon 
a toothless hag doing 
something obscene
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ashes
in an ashtray 
blown away

bad days 
better than bad 
nights

comatose 
except for the 
hototogisu

one long sigh 
another long sigh 
another one

mother’s day
J

dreams of 
strangling her

tears
more tears 
more

few coins 
a man
without legs

her love 
her hate 
a rusty axe
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stiff wind 
rattles windows 
and bones

her name 
over
and over

dead kiss 
another one 
another one

delirium tremens 
sidewalk ghosts in coats 
and ties

the laws o f Buddhism 
do not apply 
to the hototogisu
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TRANSLATING HOKKU AND HAIKU by Hiroaki Sato

In translating hokku and haiku I try, as with literature in any 
other form, to remain as faithful to the original as I can. In content, 
this means I try not to add or change words. The temptation to add 
words is considerable. The nature and the brevity of the form make 
many pieces allusive, cryptographic, and elliptic. The extent o f the 
difficulty may be guessed from the fact that Buson (1716-1783), for 
one, already found most hokku by Kikaku (1661-1707), active less 
than a century earlier, “ incom prehensible/’ Also, much o f the sub
ject matter of this genre seems culturally too limited to be transferred 
to another language without explication, although, here, the problem 
may be less cultural than literary: after all, many seasonal and other 
references in classical hokku are lost to the modern Japanese reader. I 
think both the intrinsic and cultural difficulties are more imagined 
than real. When they exist, however, they should be explained in the 
note, not in the translation. Adding words in translation strikes me as 
a fallacy, even where the poet’s own explanation makes it justifiable.

The temptation to change words is no less great. Even though 
haikai no renga revolutionized poetic diction, much o f haikai diction 
was standardized, as is typically seen in k ig o , season words. Standar
dized diction is also common, if to a lesser degree, in modern haiku, 
especially those that follow orthodox approaches. So, someone who 
decides to work on a substantial number o f hokku or haiku, rather 
than a randomly picked few, must also decide whether or not to 
translate the same word or phrase the same way all the time. Basho, for 
example, wrote at least fifteen hokku on m eig etsu , the moon that ap
pears on the fifteenth of the eighth month and a popular season word 
for autumn. Outside season words, Basho used, for example, the more 
or less abstract word k o e , “ voice,” to describe the quacking of ducks 
(um i ku rete kam o no k o e  h on okam  sh irosh i), chirping o f cicadas 
(shizukasa ya iwa ni shim uru sem i no k o e ) , and guokking o f a night 
heron (inazum a ya yam i no kata  yuku  g o i  no koe ) ,  among others. 
Should one stick to the word one has chosen for the same word? I 
think I should, although I often fail.
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In form, faithfulness to the original means two things to me: that 
on the average my translations must come to about seventy percent of 
the original poems in syllabic count, or twelve syllables in the case of 
those written in the orthodox 5-7-5 syllable form; and that I translate 
poems of this genre into one line, except where the lineation is 
specified by the poet. The former, the quantitative point, is 
something I found while translating a variety o f material into English 
and have since used as a loose yardstick. My yardstick is indirectly sup
ported by an observation made by the committee set up by the Haiku 
Society of America to define haiku terminology: that more writers in 
English were, by 1970, writing haiku consisting of fewer than seven
teen syllables. The com m ittee’s observation suggests that haiku writers 
in English came to feel what is perceived to be haiku-esque should be 
expressed in less than seventeen syllables in English. To put it dif
ferently, to impose in translation a 5-7-5 syllable pattern or a form that 
approximates it on orthodox hokku and haiku may dilute and render 
ineffectual what is haiku-esque.

The latter point, lineation, may require some historical explana
tion. Before the middle o f the nineteenth century, when modern prin
ting techniques began to be used in Japan, hokku and senryu, despite 
their syllabic patterns of 5-7-5, were printed in one line, although they 
were broken up in various lines when they were written on tanzaku  
(oblong poem cards), sh ik ish i (more or less square poem cards), fans, 
as pan of a haiga  (haiku painting), or for other esthetic presentations. 
The practice o f printing 17-syllable pieces in one line was directly in
herited when they began to be typeset. If  that still were the sole prac
tice, translating hokku, senryu, and haiku in three lines might be 
justified if  only because o f their distinct syllabic patterns. But a few 
things have happened since the days of Masaoka Shiki (1867-1902), 
who is considered the first modern haiku poet. They are the develop
ment of jiyu-rttsu  or “ free rhythm” haiku that ignore syllabic counts; 
the related development o f tan sh i, “ short poem s,” and tan sh o , 
“ short pieces,” both of which may best be described as one-line 
poems; and the appearance o f haiku poets who use punctuation, 
space, and lineation.
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One way o f understanding these phenomena is to describe the 
history of modern haiku in a conventional way. Shiki, who gave cur
rency to the term “ haiku,” is considered the first modern haiku poet 
because of his advocacy of faithfulness to what is observed, though he 
stuck to the 5-7-5 syllable form. Here are some of his haiku:

nanohana ya patto akaruki machi hazure
Rape flowers, in a flash, brighten the edge o f the town

waka-ayu no futate ni nante aganken 

Young sweetfish, turning into two groups, go upstream 

kaki kueba kane ga narunan Horyu-ji 
I eat a persimmon, and the bell rings at the Horyu-ji

yukaze ya sbiro bara no hana mina ugoku 

In the evening wind blooming white roses all stir

keito no jushigo bon mo annu beshi
Cocks-combs —  there’s got to be fourteen or fifteen of them

Shiki regarded as outstanding two men among those who studied 
with him: Kawahigashi Hekigodo (1873-1937), who was “ cool as 
water,” and Takahama Kyoshi (1874-1959), who looked to him “ as 
hot as fire .” Shiki was uncannily right in his estimate; the two men 
sooner or later became the heads of two opposing branches o f haiku 
philosophy.

Hekigodo inherited from Shiki the editorship o f the haiku col
umn of a newspaper, Nippon  (Japan), and while stressing with vigor 
Shiki's ideal o f faithfulness to what is observed, restlessly pursued 
newness. He welcomed experiment, abandoned syllabic counts, began 
to call his pieces “ poem s,” and in the end “ retired” from the haiku 
world. Some of his pieces after he dropped the 5-7-5 syllabic form:

kumo no mine inaho no hashin (12 syllables) 
peaks of clouds the ears o f rice stalks run

Enosbima m odon ga fukimakuru samusa ni natte shimahen 
(24 syllables)
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the returner from Enoshima has turned into the swirling cold

sutobu ni yon mono iwane domo ware wa oya nari 
(21 syllables)
leaning to a stove and saying nothing but I am your parent 

Paris
metoro ni agatta yoru no kaze no ha no oto ni naruru 
(22 syllables)
coming up the Metro the night wind the sound of leaves I ’ve 

become used to

Among those who were sympathetic to Hekigodo’s causes, 
Ogiwara Seisensui (1884-1976) was a few years ahead of him in writing 
haiku that are not based on seventeen syllables, and went a step fur
ther by discarding kigo. For the rest o f his long life Seisensui did not 
swerve from the principles he acquired. It was through his effort and 
the magazine he began in 1911, Soun (Strati), that two names in that 
direction came to be known: Ozaki Hosai (1885-1926), who is, in my 
opinion, the best modern haiku poet, and Taneda Santoka 
(1882-1940), who became immensely popular in jap an  during the past 
decade. Seisensui was also the first to attempt lineation in print. In 
1914 he included the following two-line haiku in the first selection 
from Soun :

chikara ippai m naku ko to
naku ton to no asa (12 +  8 =  20 syllables)
W ith all their might a child cries 
and a rooster calls this morning

wazuka no hana ga chinkereba
ume wa somi ni megumini (12 +  11 =  23 syllables)
The few blossoms having scattered, 
the plum has budded all over its body

aozora ni tobitaki fusen o
shika to motsu sena no ko yo (14 +  10 =  24 syllables)
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Into the blue sky the balloon wants to fly up, 
you hold it tight on my back, child

It is said that Seisensui began writing haiku in two lines under the in
fluence of the couplets by Goethe and Schiller and in the belief that a 
haiku consists o f two parts with a pause between them. But he did not 
lineate many haiku or for long, and when he included the two-line 
haiku in his first collection in 1920, he put them into one line.

True haiku lineators, ironically, came out o f the formalist wing of 
Shiki’s tradition, led by his other protege, Kyoshi. W hen Shiki died 
and Hekigodo became the haiku editor of the Nippon, Kyoshi became 
the de facto proprietor of the haiku magazine begun in 1897, 
Hototogisu (Cuckoo). But for the next ten years he concentrated on 
prose, causing an alarming drop in the number o f subscribers to the 
magazine and its influence. In the 1910’s he decided to go back to 
haiku. His 1912 remark has since become famous: “ W hat I under
stand as haiku is a kind o f classical literature . . . Classical literature 
means a special literature that has been under certain restrictions from 
the days o f old . . W hat are the restrictions of haiku? To mention a 
couple of major ones, they are preference for kigo, the limit on the 
syllabic number to seventeen, and poetic to n e .”

Kyoshi’s remark was intended to counter the influence of 
Hekigodo and his sympathizers, but its timing coincided with the 
period when the latter group began to fragment. Kyoshi’s grip on the 
haiku world thereafter is usually described as “ dictatorial.” Never
theless, there were inevitable “ actions and reactions” among his 
ranks. One important reaction occurred in 1931 when Mizuhara 
Shuoshi (born 1892), a prominent contributor to the Hototogisu, 

broke away and began his own magazine. Shuoshi’s move was in pro
test to Kyoshi’s growing stress on objective faithfulness to nature, and 
it touched off a movement soon to be known as shinko haiku, which 
may be freely translated “ new wave haiku.” It was in that movement, 
eventually, that Tomizawa Akio (1902-1962) came to write haiku us
ing space or a dash to indicate a pause in a line o f haiku. Such as:

enrai ya yugami ni utsuru uo no kao (17 syllables)
far-off rumble mirrored in a distortion a fish’s face
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am a no kaw a fu to  kyoon  no tsum azukinu  (17
syllables)

River o f Heaven abruptly a footfall stumbles

ryu boku — k e ijijo te k i n a— ku ro i kyori (17 syllables) 
driftwood— metaphysical— black distance

And a man fascinated by Akio, Takayanagi Shigenobu (born 1923), 
became the first important haiku lineator. The number of lines he uses 
ranges from one to fifteen, the number of syllables often exceeding 
seventeen. As may be expected from such an approach, Shigenobu 
also uses an array o f typographical devices: variegated indentation; 
alignment at the bottom, which is comparable to alignment at right in 
English; space between lines, which appears to be a stanzaic break at 
times; parentheses; dots. Typeface variation may be the only thing he 
has not used. Here are some of his haiku:

m i so sorasu m ji no 
zetten

sh okeid a i (17 syllables)
body arched rainbow’s 
pinnacle

the gallows

fu n e  yakisu tesh i 
sen ch o  wa

oyogu kan a  (17 syllables)
having burned his ship 
the captain

is swimming yes

tsui n i
tam m a n i 

m iidasaretaru
m om oiro  h an ab i (21 syllables) 
finally

in the valley 
it has been found 
pink firework
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sanm yaku no 
h id a  m  

ki 
ki 
su 
m i

um o
re
ru

m im i
ra (19 syllables)

to the mountain range’s
folds

listen
ing

lim-
pidly

those
bur

ied
ear

s

As Shigenobu himself has pointed out, haiku lineators are a 
minority; there is, evidently, a strong pull to one-line form. (The same 
is true of 5-7-5-7-7 syllable tanka.) Still, the existence o f lineated 
pieces and the sentiment shared by the majority that one line is the
standard seem to justify following the lineation o f the original in 
print.

The question, I suspect, is largely academic, especially when, in 
translation, attempts to be faithful to the original line-breaks are 
about as popular as attempts to rhyme and when a good number of 
people cast their translations in as modernist a mode as possible. In the 
end, my approach is only one of many. Even so, I feel those who 
routinely translate hokku and orthodox haiku in three lines will, and 
should, pause when they face modern haiku not written in syllabic 
patterns, or the ones that are broken up into lines.
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HSA SAMPLER

An ongoing selection from work being done by members o f the Haiku 
Society o f America.

noon snow 
after eating 
fish breath

spent
with peony falling
two days Zolo

Oaks and beeches bare 
the path leaf-covered 

in sun. Herta Rosenblatt

From noon-hot terraces,
Along this coastal mall
Fanning jasm ines... Jane Andrews

Grasshopper lands on 
green blade o f grass —
dew drops shatter. Roy Oswald
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A ll o v e r  th e  v a lle y :

R estless  w in d -c l im b in g  s m o k e :  

L ig h t w in te r  ra in .

S u n se t flo w s by —

F is h e rm e n  o n  th e  b a n k  s q u in t  

O u t  o f  fish  sca le  ey es .

sp ire

e n te r in g  m is t  

fills th e  sky

a g re y  g u ll m o o r in g  

o n  th e  w in d  ,a  g re y  w in d  

m o o rin g  o n  th e  sea

a b ru sh  o f  s c a r le t

o n  w in te r  g r e y . . .  a b a n d o n e d

b erries  o n  th e  ash

w alk in g  w ith  o p e n  b o o k  

b a r e -tre e  sh a d o w s  

flash  acro ss  th e  p a g e s

C o o l , w in d y  d a y ;

A cro ss a f ie ld  o f  d a ffo d ils  

S o m e  ro b in s  s c a t t e r . ..

David E. Le Count

Geoffrey O Brien

anne mckay

James Chessing

Barbara McCoy
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T h is  m o r n in g

T h e  w in d  w h e e ls  a  le a f  

A cro ss  th e  law n

N o t h i n g  m o v e s  o u t  th e r e  

e x c e p t  th e  h e a t  w av es  b o u n c in g  

o n  th e  liz a rd  tra c k s .

M o v in g  o n  th e  b o a r d ,  

L e a v in g  p a n  o f  i ts e lf  th e re  

T h e  c h a lk  sh rie k s .

In  a  fish  w in d o w  —

Monsters! th e  c h ild r e n  e x c la im .  

G r e e n  lo b s te rs  w r ith in g .

a  tin y  b la ck  g n a t  

in sists o n  b e in g  e n te r e d  

in  th e  n o te b o o k

O n  th e  s te re o  

A  p o t te d  a z a le a  

A  fo re s t  o f  p o lle n  sta lk s

th e  m o o n  o v e r h e a d ,

all a r o u n d  th e  c ity  s o u n d s . . .  

th e  m o o n  o v e rh e a d

Francis L. Scott

Margaret Garrelts

Sydell Rosenberg

L. A. Davidson

Gregory Suarez

William Oandasan
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O n ly  th e  g u l l 's  r u m p  

a b o v e  th e  tra s h  b in ,

f a d in g  b e a c h  s u n s e t

T h e  s te p  f r o m  th e  w alk  

to  th e  d riv e w a y  g e t t in g  

h ig h e r  a n d  h ig h e r .

T h e  tu r n in g  w o rld  —  

T h e  sn o w fla k e  m e lt in g  

o n  m y  s le e v e .

Mountains on the sea 
fish rise up to swim 

in your reflection

in summer dusk
the scratch of an old record
“ jealous heart”

the wind —
the kite — the child’s voice 
falling, falling

Roberta Stewart

Eloise Koelhng

Tom Smith

Kay Lang don

Frank K. Robinson

Scott L. Montgomery
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THE MAN FROM SONO-MAMA

He can be as lean as a drip of water at 3 a.m . . . . “ Cold / Clouds 
/ Hurrying.” (js320) and it ’s my guess that old “ Firehead” will be 
around about as long as water . . . emerging over the years as one of 
the giant forces o f 20th Century haiku.

Mr. Ueda omits him from his 1976 Modern Japanese Haiku 
anthology.

H e’s noticeably missing from Watson and Sato’s mammoth, if 
not Homeric, 1981 From the Country o f  Eight Islands.

According to at least one current an magazine in Japan, he is held 
in high esteem among the elite o f an and literary quaners in that 
country but is still overlooked there by the lay reader and the rising 
middle class.

R. H. Blyth seems somewhat undecided just why he devotes an 
entire chapter to this “ beggar poet” in his 1964 History o f  Haiku, 
vol. II.

In 1980 a 34 year old expatriate from Chicago (who himself 
became a Soto Zen priest in Japan in his late twenties) translates nearly 
half of this Zen poet’s haiku for the English reader . . . His first entry: 
“ No path but this one / I walk alone.” (js l).

The poet is Santoka (“ Burning Mountain Peak” ) Taneda of 
Sabare, Japan (1882-1940), idiosyncratic, anarchistic, a bowl-beggar 
and prone to peregrination and sake. Meandering some 28,000 miles 
from shrine to shrine in his native land, he developed a keen ability to 
isolate the commonplace and usually distilled it to its least common 
denominator in his unique style o f haiku. He sought to become 
“ one” with his haiku (no Gestalt duplicity here). A certain personal 
warmth exudes from his writing . . .  a quality not always present, or at 
least projected, in the work of haiku poets on either side o f the Pacific. 
His free form haiku was frequently published in Seisensui’s rattling 
SOUN about the time that Kandinsky shakes up the visual world in 
the West.
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The volume is M ountain T asting , W eatherhill, N .Y ., and it is 
quite likely that John Stevens’ translations are inordinately faithful to 
Santoka’s unfettered simplicity. If this second book o f his for 
Weatherhill on Japanese poets is any indication of what’s to come 
from him, Mr. Stevens has all the earmarks of an exceptional translator 
in the making and Weatherhill should seriously consider a cloth  
volume o f Santoka’s “ 8 00” with this translator extending the in
troduction. (After all, Santoka’s complete works in 7 vols. was 
published in Tokyo a decade ago.)

The print, the layout on off white paper is excellent. I do want to 
grouse a bit about the tasteless cover. It reminds me somewhat of 
N BC’s recent struggle to reduce their 3 letter logo to just one letter . . . 
“ N ” . Even Chikaki’s 1933 photograph o f Santoka’s backside would 
have been more appropriate for this book jacket. Be that as it may, 
Weatherhill has successfully combined in Santoka and Stevens an 
East/W est team of high calibre who collectively bring to the English 
reader, for the first time, important work o f a modern master of the 
transparent thusness. For me, a Santoka haiku is as pure as 
Takemitsu’s “ W atermusic” .

In the translator’s 20 page introduction, he lists the poet’s 
precepts, vows and joys from Santoka’s own journal. The poet notes 
them as guides for his daily living. In a stunning footnote (js358) near 
the conclusion o f M ountain Tasting the reader suddenly finds that 
Santoka can not always follow these worthy principles. Indeed, a 
maverick to the end o f his life. Below are Santoka’s 9 precepts, vows 
and joys. I have inserted after each entry a hopefully appropriate San- 
toka haiku from M ountain Tasting.

My Three Precepts
DO NOT W ASTE ANYTHIN G.

The warmth of the food / Passes from hand to hand. (js300)
DO N OT GET ANGRY.

Slapping at the flies, / Slapping at the mosquitoes, / Slapping at
myself. (js351)
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DO N O T COMPLAIN.
From the child’s full hands / I receive each grain o f rice, / One by one.

05291)

My Three Vows
DO N OT ATTEMPT THE IMPOSSIBLE.

Searching for what? / I walk in the wind. (js350)
DO N O T FEEL REGRET FOR THE PAST.

No money, no things, / No teeth —  / All alone. (js362)
DO N OT BERATE ONESELF.

Gradually I take on the vices / O f my dead father. (js236)

My Three Joys 
STUDY.

I ’ve rice, / Books, / And tobacco. (js308)
CONTEMPLATION.

Thinking of nothing, / I walk among / A forest o f withered trees.
(js344)

HAIKU.
At last! The moon and I / Arrive in Tokyo. (jsl45)

(Arizona Zipper)
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“ Outside the Window” :
Linked poem by Marlene Wills and Hiroaki Sato 
Tennessee and New York 
October 1980 — May 1981

O u t s i d e  t h e  w i n d o w  a  s h o w e r  o f  l e a v e s :  l o n g i n g  f r o m  t h e  p a s t  Sato 

a l l  i h a v e  o l d  w h o  o n c e  w o r e  t h e s e  j e a n s  Wills

m o t h e r  w h o  m e n d e d  m y  s h i r t s ,  n o w  a  p o t  o f  a s h e s  Sato

s e c o n d  j o i n t  p a s s e d  a r o u n d  f r o s t  s t i l l  f r o s t  Wills

b e f o r e  b e c o m i n g  s t e a d y  I m u s t  b e c o m e  u n s t e a d y  Sato

“ f o r m  is f o r m  a n d  e m p t i n e s s  is e m p t i n e s s ”  Wills
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a u t u m n  e v e n i n g  a f t e r  s p l i t t i n g  w o o d  h i s  w e d g e  Wills

d i v o r c e  a g r e e d  u p o n ,  t h e  h o u s e  s t i l l  s h a r e d  Sato

c o l d  r a i n  l o o s e  c h a n g e  c o l l e c t i n g  i n  a  h i d d e n  m a s o n  j a r  Wills

c h i l d h o o d  d r e a m  f o n d l y  r e m e m b e r e d  Sato

c a l l i n g  h e r  s o n  f o r e s t  u n m a r r i e d  w o m a n  i n  t h e  w o o d s  Wills

s h e ,  a n d  t h a t  o n e  p a s s i o n a t e  n i g h t  Sato

h i s  p a t h  t o  t h e  b a t h r o o m  t o  t h e  j u k e  b o x  Wills

e y e s  g l a z e d ,  s t i l l  t r y i n g  t o  e n t e r t a i n  Sato

‘l i f e  h a r d ’ n o t  z e n  n o t  h a i k u  s h e  s a y s  t o  b l i n d i n g  s n o w  Wills

t h e  s p a r r o w s  a r e  a l l  a t  s o m e o n e  e l s e ’s f e e d e r  Sato

y o u  p a t t e d  m e  a s  i m a d e  p 2 t e  a l o n e  t o n i g h t  t h e  o y s t e r s  Wills

d o i n g  t o  h e r  w h a t  s h e  d i d  t o  m e  Sato
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l a t e  n i g h t  f a r e w e l l  k i s s e s :  d i s p a r a t e  t h o u g h t s  Sato

n o t h i n g  k i n k y  s h e  w a r n s  t h e  n e w  l o v e r  Wills

s m e l l  o f  g a r l i c k y  m y s s e l s ,  c a l l e d  c r o w  c l a m s  i n  J a p a n  Sato

k o c h i ’s b l a c k  r o c k s  i w a s  s o  y o u n g  a t  t h i r t y  Wills

h e r e  y o u  r a n  a w a y  t o  h i m  a f t e r  b r i e f l y  s u c c u m b i n g  Sato

l o v e  is b i g g e r  t h a n  s i n  s t a t e s  t h e  p o p e  Wills

t h e  e g g  h a s  f e a t h e r s  t h e  c h i c k e n  t h r e e  l e g s  Sato

h o w  m a n y  z e n  m o n k s  t o  s c r e w  i n  a  l i g h t  b u l b  Wills

t h e y  w a l k  a r o u n d  t h e  h a l l  a f t e r  t r y i n g  n o t  t o  t h i n k  Sato

c i g a r e t t e s  q u i t t i n g  a l m o s t  Wills

t h e  w a y  t h e y  s m o k e  i n  t h i s  o f f i c e ,  I ’v e  d e v e l o p e d  a n  a l l e r g y  Sato

f r i d a y  n i g h t  t o o  t i r e d  t o  d e l i g h t  i n  i t  Wills
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e m b r a c e s  o f  k o n a r a k  . n o t h i n g  a s  w i t h i n  a n d  n o t h i n g  a s  w i t h o u t ”

Wills

“ m y  b a r b a r i a n  o r g a n ”  s a y s  t h e  n o t e  Sato

t h o  i n s t r u c t i o n s  w i t h  t h e  n e w  d i a p h r a g m  a r e  i n  p l a i n  E n g l i s h  Wills 

y o u  w e r e  c l e a r ,  b u t  I c o u l d n ’t  u n d e r s t a n d  Sato

w h a t  i h o l d  o n t o  i n  t h e s e  t i m e s  tsuki a n d  yama Wills
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THE VIEW FROM THE PAST

‘ ‘I t  w o u l d  b e  a b s u r d  t o  p u t  f o r w a r d  a n y  s e r i o u s  c l a i m  o n  b e h a l f  o f  

H a i k a i  t o  a n  i m p o r t a n t  p o s i t i o n  i n  l i t e r a t u r e .  Y e t ,  g r a n t e d  t h e  f o r m ,  i t  

is d i f f i c u l t  t o  s e e  h o w  m o r e  c o u l d  b e  m a d e  o f  i t  t h a n  B a s h o  h a s  d o n e .  

I t  is n o t  o n l y  t h e  m e t r e  w h i c h  d i s t i n g u i s h e s  t h e s e  t i n y  e f f u s i o n s  f r o m  

p r o s e .  T h e r e  is  i n  t h e m  a  p e r f e c t i o n  o f  a p t  p h r a s e ,  w h i c h  o f t e n  e n 

s h r i n e s  m i n u t e  b u t  g e n u i n e  p e a r l s  o f  t r u e  s e n t i m e n t  o r  p r e t t y  f a n c y .  

S p e c k s  e v e n  o f  w i s d o m  a n d  p i e t y  m a y  s o m e t i m e s  b e  d i s c e r n e d  u p o n  

c lo s e  s c r u t i n y  . . . B u t  brevis esse laborat, obscurus fit. A  v e r y  l a r g e  

p r o p o r t i o n  o f  B a s h o ’s H a i k a i  a r e  s o  o b s c u r e l y  a l l u s i v e  a s  t o  t r a n s c e n d  

t h e  c o m p r e h e n s i o n  o f  t h e  u n i n i t i a t e d  f o r e i g n e r . ”

—  W .  G .  A s t o n ,  A History o f Japanese Literature ( 1 8 9 9 )

“ T h e  o n l y  c h a n g e  o b s e r v a b l e  i n  p o e t r y  w a s  t h e  a p p e a r a n c e  o f  t h e  

hakkai, a  s p e c i e s  o f  v e r s e  e v e n  m o r e  b r i e f  t h a n  t h e  tanka . . . T h e  hak- 
kai is a  p o l i s h e d  d i a m o n d  o f  f e w  f a c e t s .  B a s h o  w a s  a n  a r t i s t  w h o  

a m u s e d  h i m s e l f  w i t h  t h i s  f o r m  o f  c o m p o s i t i o n  d u r i n g  h i s  p r o l o n g e d  

c o u n t r y  r a m b l e s .  T h e r e  m a y  b e  s o m e  w h o  r e g a r d  t h e  hakkai a s  t o o  

r e s t r i c t e d  i n  c o m p a s s  t o  p a s s  f o r  l i t e r a t u r e ;  b u t  a  c a m e o  m a y  b e  q u i t e  

as  m u c h  a  r e v e l a t i o n  o f  a r t  a s  a  f u l l - s i z e d  s t a t u e ;  n o r  d o e s  t h e  b e a u t y  o f  

a  b l o s s o m  d e p e n d  o n  i t s  s i z e .  F o r  t h e  p u r p o s e s  o f  e p i g r a m  t h e  hakkai is 

u n e q u a l l e d  a s  a  m o d e  o f  e x p r e s s i o n . ”

—  J .  I n g r a m  B r y a n ,  The Literature o f Japan ( 1 9 2 9 )
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Haiku News

A memorial service for Frances Drivas was held Sunday, March 8, at 
Holy Cross Greek Orthodox Church, Bay bridge, following her death 
in late January 1981. According to her wishes, the body was cremated, 
and the ashes will be dispersed over the Narrows.

Miss Drivas was secretary of the Haiku Society of America in 1972 and 
1973, and treasurer in 1976. During her years of faithful service and 
attendance, she contributed very sensitive and perceptive haiku to the 
meetings, and often recorded moments of the waters off lower 
Manhattan as seen from her office.

— L .  A .  D a v i d s o n

* * * *

The March meeting of the HSA at Japan House was attended by Sydell 
Rosenberg, Randy and Mary Jane Grandinetti Rader, Marion J. 
Richardson, Proxade Davis, James Patton, Mildred Fineberg, Lilli 
Tanzer, Cor van den Heuvel, L. A. Davidson, Geoffrey O ’Brien, and 
Hiroaki Sato. Pres. Sato gave a talk on “ Translating Hokku and 
Haiku” which is printed in this issue. Afterwards there was some 
animated discussion of members’ haiku.

B r u s s e l s  S p r o u t  (11 Hillcrest Road, Mt. Lakes, NJ 07046), edited by 
Alexis Rotella, accepts haiku, senryu and tanka. They are also gather
ing same for a one-time anthology of butterflies, moths and cater
pillars.

W i n d  C h i m e s , a new magazine devoted to haiku and related poetry, is 
in preparation. Poems and short articles are being considered. Write 
to: Hal Roth, P.O. Box 601, Glen Burnie, Md. 21061.
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B e g i n n i n g  w i t h  V o l .  II  N o .  2 ,  The A lchem ist ( B o x  1 2 3 ,  L a S a l l e ,  

Q u e b e c ,  C a n a d a  H 8 R  3 T 7 )  w i l l  p u b l i s h  a  s e c t i o n  o f  h a i k u  i n  e a c h  

i s s u e .

R a y m o n d  R o s e l i e p ’s n e w e s t  c o l l e c t i o n ,  Listen to Light, w a s  p u b l i s h e d  

i n  J a n u a r y  b y  A l e m b i c  P r e s s  ( 1 7 4 4  S l a t e r v i l l e  R o a d ,  I t h a c a ,  N e w  Y o r k  

1 4 8 5 0 ) .

N o t i c e  T o  R e a d e r s :

T h e  e d i t o r  o f  Frogpond  w i l l  b e  a w a y  f r o m  N e w  Y o r k  C i t y  d u r i n g  t h e  

p e r i o d  J u l y - A u g u s t  1 9 8 1 .  D u r i n g  t h a t  p e r i o d  a n y  u r g e n t  c o r 

r e s p o n d e n c e  o f  a n  e d i t o r i a l  n a t u r e  s h o u l d  b e  a d d r e s s e d  t o :  H i r o a k i  

S a t o ,  3 2 6  W e s t  2 2 n d  S t . ,  N e w  Y o r k ,  N . Y .  1 0 0 1 1 .
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HSA MEMBERSHIP UPDATE

R e n e w a l s :

M i c h a e l  F .  B a r r e t t ,  E t a n  B e n - A m i ,  B r o w n  U n i v e r s i t y  L i b r a r y ,  B e r n a r d  

E i n b o n d ,  A l a n  G e t t i s ,  L .  F .  G r o n i c h ,  A l i c e  H a l l i d a y ,  G a r y  H o t h a m ,  

M a r s h a l l  H r y c i u k ,  Y a s k o  K a r a k i ,  B r u c e  K e n n e d y ,  A d e l e  K e n n y ,  

D o r i t a  K e r n e r ,  R u t h  L a t t a ,  E .  C .  L u c a s ,  A l f r e d  M a r k s ,  K a y  T i t u s  M o r -  

m i n o ,  E d n a  M a e  N a u m a n ,  W i l l i a m  O a n d a s a n ,  J o s e p h i n e  P a g a n o ,  M .  

P .  P a t t e r s o n ,  J e s s  P e r l m a n ,  M a r g a r e t  K .  P o r a z z i ,  F e n e l l a  R o t h e ,  F r a n 

c is  L. S c o t t ,  M y r a  S c o v e l l ,  R e k h a  S h a h ,  M i r i a m  S i n c l a i r ,  S e l m a  

S t e f a n i l e ,  R o b e r t a  S t e w a r t ,  A n n a  V a k a r ,  K e n n e t h  O .  W a t e r m a n ,  P a u l

O .  W i l l i a m s ,  L e o n  M .  Z o l b r o d .

N e w  M e m b e r s

J a m e s  C h e s s i n g :  1 1 0 8  U n i o n  S t . ,  S c h e n e c t a d y ,  N . Y .  1 2 3 0 8 .

G e o r g e  M o s e l y :  2 1 2  B e a v e r k i l l  R d . ,  R . R . 3 ,  K i n g s t o n ,  N . Y .  1 2 4 0 1 .  

T o m  S m i t h :  B o x  2 2 3 ,  C a s t l e t o n ,  V T ,  0 5 7 3 5 .

G r e g o r y  S u a r e z :  1 1 7  R u t l a n d  R d . ,  B r o o k l y n ,  N . Y .  1 1 2 2 5 .

P a t r i c i a  M .  L a u :  6 1 2 2  N o r t h  K e n m o r e  ( A p t .  3 W ) ,  C h i c a g o ,  IL  6 0 6 6 0 .

C h r i s  S p i n d e l :  3 9 8 5  S o .  G a l l o w a y  D r i v e ,  M e m p h i s ,  T N  3 8 1 1 1  

S c o t t  L . M o n t g o m e r y :  4 6  M o u n t f o r t  S t . ,  B o s t o n ,  M A  0 2 2 1 5 .

C h a n g e s  o f  A d d r e s s

F o s t e r  J e w e l l :  5 9 0 4  S h e r m a n  S t . ,  D o w n e r s  G r o v e ,  IL  6 0 5 1 6 .

J a m e s  K i r k u p :  T e n j i n  H a i t s u  2 - 5 0 2 ,  1 - 1 3  H a c h i j o g a o k a ,  N a g a o k a k y o -  

s h i ,  K y o t o - f u  6 1 7 ,  J a p a n .

W i l l i a m  O a n d a s a n :  4 4 0  N .  A u s t i n  B l v d .  ( 2 A ) ,  O a k  P a r k ,  IL  6 0 3 0 2 .

M .  P .  P a t t e r s o n :  R e d  B u g  ( A p t .  3 4 ) ,  C a s s e l b e r r y ,  F L  3 2 7 0 7 .

J o h n  S t e v e n s :  M u k a i y a m a  4 - 7 - 8 ,  S e n d a i  9 8 2 ,  J a p a n .

C h a r l o t t e  A .  J a c o b - H a n s o n :  S c h l o s s  S t r a s s e  4 5 ,  D - 5 3 0 0  B o n n  1 , W e s t  

G e r m a n y .

R u t h  E s h b a u g h :  1 9 0 2  S . W .  A r g o s y  S t . ,  P a l m  B a y ,  F l a .  3 2 9 0 5 .

F r a n k  L e i t h  J o n e s :  8 1 1 5  W i n t e r  B l u e  C o u r t ,  S p r i n g f i e l d ,  V A  2 2 1 5 3 .  

OUTCH: 2 - 1 9 - 3 0 ,  F u j i m o t o ,  K o k u b u n j i - S h i ,  T o k y o ,  J a p a n  1 8 5 .
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