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The touch of a senryu aspect can enhance the depth of associations In a
haiku." Here Is the poem:

A farmers market. ..
the fondness for Concord grapes
that Grandpa had

Observe that Spiess Is not saying his poem has a comical touch: he obviously
shares Drevniok's definition 0f senryu. Yet somehow he fails to recognize that
by that definition his poem I not @ haiku with a “senryu component,” It's
100% senryu. | think he calls the poem a haiku because ,deeE) down Inside he
knows that's what It Is (even If it isn't very successful). His talk of senryu Is ar
apology for something that needs no apology: being human. To avoid suck
confusions, | suggest that the term senryu be Strictly re-assigned to its origina
meaning: comic verse In a haiku-like pattern. | |

The dogma about senryu had to do with human experience as the main
toinc of a poem. Another dogma has to do with that experience In a secondary
role, as the reaction or response to the main topic, conventiona Ig a stimulus
from the world of Nature. In his influential volume The Wordless Poem,
published In 1969, Eric Amann wrote:

1 the West the original poetic experience plus the poet's intellectual
nd emotional_ reactions equal the finished poem. But In haiku the
’glrr]waé ﬁxpker|¢nce minus the poet's personal reaction equals the
nished haiku.

This statement can be read In three ways. It could be taken to mean that the
poet should have experience but no reaction — none at all — a logical
Impossibility since experience consists of reactions to stimul; when the brain
stogs reacting, you're dead. | |
eyond this neuro-psysiological, level, the second Interpretation would be
that the poet Is expected to limit his higher-level reactions — emotional and
Intellectual responses — either by not having them at all. or by ellmlnatrg
them completely from his poem. This approach would not” have four
agreement with” Harold Henderson, for examP e, who wrote: “Strictly
speaking, a haiku Is not about nature at all. It s rather about some moment of
human emotion."4Nor does It find agreement among the el?hteer D0Ets who
contributed to Drevniok's Aware: their prose observations [eave no doubt as
to Just how much emotional and intellectual response they pour into their
hatku — and hope the reader will get back out. |
he third and most sensible Interpretation of Amann's statement Is that the
poet should avoid maqu explicit emotional and Intellectual commentaries
In his haiku. Here | should point out that when Dr. Amann wrote his little

—hO DO —
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whether his words have remained true to his

natku, focusm? can take place over an exten
nerception. Bu

my own experience, | see no significant di

purpoS ofthe other is literary. Inasmuc

_ But no matter how slow or how swift the
culminates In what Gendlin calls a “ooay shift," ar
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0 be of therapeutic value, 1t may e that psychological haiku wall prove to be
specially worthwhile not only as literature fut as agents of change (health) In

the liveS of those who write them

Are psychological haiku likely to have any particular characteristics? The

characteristics of haiku in general seem to follow from difficulties in

nerent In

the form Itself, such as Its brevity. Of three difficulties that | foresee for

objective correlatives, appropriate decor (Or supporting cast), ana

SCENarios.

nsychological hatku, the most important will be the relative unavailabi
useful words. External objects are denoted by words that can be
narticular and richly evocative, but the same cannot always be said of
nhenomena. | think we'll see poets resorting to three characteristic devices:

[

ity of

nighly
ternal

mplied

Objective correlative 1s T.S. Eliot's term for something In the external
world, whether objective or situation or event, that somehow evokes a
Phenomenon of the"Internal human world. It 1S not a symbol or a metaphor;
he external thing Is really there. As an example | offér a haiku of my own:

All day, thoughts unspoken
the_epgshells o
moisten her fingertips

The second device will be to find an appropriate physical decor, like asta?
setting for the human drama, or to use external ob,{ects as. In a Ser
supporting cast. One example Is Gorman's poem Ci

cornstalks. His labour and environment Provm
cast for a deflance whose cause we never learn:

ed
e hoth ¢

Ike the cornstalks 1t IS

there. and seems universal for that reason. Othe

In the guest room
where my mother slept
| look for comfort

Alexis Rotella
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Smoking. | refuse to go to her
the straw blind
flaps at the window |

Rod Willmot

from his shaking hana
| take the light package

of bib lettuce seeds
Ruth Yarrow

The last of these compels attention for all that Is subtly “named" without
belnﬁ stated, starting with the sound: a papery rattle that Is as ominous as

deat Ye_t as delicate as life. | | |
The third device will be to provide the reader with a scenario, or dramatic

context, surrounding the 1solated moment given In the haiku. One way of
doing this will be to place related haiku together or In proximity, so that éact
draws upon the bac_kg{romd of the others. Ruth Yarrow does this in her
(s\e/(iuelr;ce, “Last Visit to My Uncle," which appeared recently in Frogponc

this morning
his brown garden shoes
look t00 heavy

Because this haiku Is fifth In the sequence, we know that the poet's uncle Is
aying: We are preP_ared to discover complex and gentle emotions instead of the
trivial misperception that might otherwise be suggested. The phrasing implies
an acknowledgement of something that might be expressed as follows: “ Inthe
lignt of my caring the shoes really are too heavy, but in the light of my seeing
they only ™ look™too heav¥, sincé Inthemselves they are devoid ofgualities.
Here_ the Juxtaposition of emotion and perception Is paired with a juxta-
position of human and non-human, or uftimately, Anthropos/Cosmos,

~Another way to give context In psychological haiku will be to refer to
Situations that are In'some wa¥ common to nearly everyone's experience, et
are rich In associations, such that the reader immediately knows or imagines
the scenario. Interpersonal relations will surely be the most important source
of such material, as shown by three haiku on the subject of divorce;

DIvorce? she.echogs
I'm not thinking of It
hinking of It

Ruth Yarrow

10



discussing divorce

he strokes

the lace tablecloth |

Alexis Rotella

not yet divorced  letting the soup-bones drain
Rod Willmot

In many ways, key words like “divorce” are the equivalent of season-worgs:
they aré human seasons. In my opinion the onl;{]fJnctlonaI arqument for using
kigo Is that, like the human_seas,ors,,theg elp create context. Another
human-season-word appears In this haiku by Ruth Yarrow:

pregnant
She leaves the hot phone booth
the cord goes slack

The next difficulty confronting the writer of psychololglcal hatku will be the
ejudices of editors and readers who continue to beligve that haiku is all
nout Nature. As a characteristic solution marY hatku will be cleverly
mbiguous. With a couple of trees or a bit of rain, the poet can be confident
that any reader who wants to will bamboozle himself info mistaking the decor
for the“principal actor. Consider this by LeRoy Gorman:

QD LS

all those miles
et | smell the earth
ad plows

If you want to — need to — you can see It as_aPoem about the sall.
he third and last difficulty awaits anyone with the courage to confront It
whether or not he writes haiku; the difficilty of being truIY self-aware, and not
while sitting In zazen. but while fully immersed in normal life. Can we expect
a characteristic frequency of Imperfect_ perceptions, manifested In senti-
mentality, self-pity, and so on? It'is my impression that the strongest haikl
emerge When conditions for Perceptlon are least comfortable: when we are
under the pressure of a swirl of gvents, sensations, emotions, worries, .a
fryl 1%1('[0 keep us “wrapped up/* On the c,ontrarx{ then, psychological haikt
are likely to possess a characteristic intensity, achieved without exclamation-
marks, As In this poem by Alexis Rotella. d perception seized in the midst o

turmoil 15 like a sword or a stiletto:

frying to forget him
stabbing
the potatoes
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To conclude: | contend that as long as there Is a basic r
Jor areas of experier
movement will be deeply
th American |
any set of conventions. Without s
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There may also be a characteristic toughness, a willingness to deal with
ﬂa_nful emotions, and do so honestly, inaway that has rarely appeared in the
kU magazines so far,

lated again

moke In the sweater

al-S
pul

Inauthentic.

of authentic
neglected or
nsychological. These
think, we weren't ready
they are not only per
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LATE SPRING FREEZE
A Linkgd \Verse

Evelyn To%ley Hunt
Annette Burr Stowmann
Patricia Allen Bott

late spring freeze
all the petals fallen
from thesnowball bush

the frog-singing pool . . .
a thirsty jersey cow

a luna moth -
dries its unfolding wings —
the empty cocoon

at her mirror the old lady
flicks open the antique fan

wind stirs the grasses . . .
from somewhere in the hedgerow
the first katydid

n  the shadowedcave
a lioncub...  thelioness

poem dreamed at midnight
forgotten by morning —
my empty notebook

grandmother bends slowly,
er eye on the four-leaf clover

woman at the z00 |
smiles at the Bengal tiger
purring



14

a_pﬁlauqling the string} trio —
light rain on the roo

buzzing
through my afternoon nap
that winter fly

In the dusk of evening
the owl opens one eye

twisted pines
their shadows on the green grave —

autumn wind

the new mother
counting her haby's toes

from the tall earth mounc
termites fly out to swarm —
African landscape

old barn: square nails hoI_dinP
shards of storm-ripped shingles

teen-age grave robhers
take shelter
In the church sanctuary

ski tow out of order:
two-waytraffic on the slope

meandering brook: |
on the bank white flowers —
Star-of-Bethlehem

moonlight glimmers |
on thefrosty lawn — the rabbit



sealed In a %Iassjar |
the bouquet of dried roses
and one blue feather

owl hunched against the tree trunk —
raucous crows flock  to attack

feet on the railing |
the old man on his porch
beer stein full of stars

linking these unkempt backyards
paths worn by dogs  and children

drought ended — | |
the village fountain spurting
rusty water

creaking on iron H-hinges
the attic door swings open

the orchard grass strewn
with small hard cinnamon pears
windfallfor hornets

winter:  the woodbox filled —
a mug of mulled cider

the race horse runs free —
near his empty stall, the goat
waiting for him

through this thick fo%_a blind man
tapping, crosses the highway

15
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with iced-up windows
the red car shdmg backward
toward thestalled truck

sparks rise from a mea(};er fire —
| 'dream of thesummer forest

Aprilshowers —
even the bronze buddha
IS turninggreen

outdoor art show —
young artist sketching artists

a mockingbird
practices
oriole notes

the blacksnake rattles his tail
among the dry leaves



Bob Boldman

shirt off
| accompany
a cloud

my unfinished note
finished by the twilling
of the whip-poor-will

moving the vase
SO 1 can hear
her distant laugh

on the long drive home
moonlight touching me
where the heart IS

returnin% from the zendo
| wash the smell
of Incense from my face

locking my jaw
| shut the car door
softly

17
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Ross Kremer

In the hurricane’s eye
this silence
of windchimes

Fall paper drive .
the Boy Scout lifts a bunale
of folded yesterdays

Separated —
Just this electric heater
In the gray March morning



David E. LeCount

last night’s soft rain —

a curl n

the leaf where

a caterpillar sleeps.

drink from the rainbow:
the passing humminghird

shines through the sprinkler.

turtle sk

and out

eleton —

ants going In one leg

the other.

calfs hunger at dawn —
In my dream | awake In
the old dairy barn.

one touch of the toad,
and | laugh to feel my skin

fifty yea

Sitting 0
this picn

rs older,

1 ping needles —
Ic | discover

her Wrir

kles In the wind.
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the Oregon Trail —
where 1t winds around the bluff
sits a cloua’s shadow.

mountain frost —
the shape of a hiker s breath
follows like a train.

old calligrapher —
how straight he sits In the scratch
of his slumping brush —

tiring of the heat ...
her mind tries out a divorce,
Or mayhe new shoes.

Two new divorcees —
their words of nostalgic hate
over Big Macs —



Geraldine C. Little

FRIEND

holding dawn
and one mallard feather,
the pool she fashionea

contemplating
the stand of white iris
for a long time

wood dove — ItS voice
on the Eebbled walk
we walked

tenacious roofs
of lichens on the boulder
hauled here long ago

the tattered web
In the tattered bathhouse

full of old laughter

at dusk |
the hush of one white goose
winging to water

ME[E)ITATION AFTER THE LOSS OF A

21



R W Grandinetti-Rader

rain puddle:
the bum rinses
an apple core

pool hal

eight ball misses
the roach

chalk outline
of the pimp's boay:
first snowflakes




Frank W. Robinson

Seeing her again
In the roses
she planted

still

Water

afrog
enters the silence

bit of fluff
In her navel

slow sp

t00
In tr

many ha
e museu

her

nipples g

'Ing clouds

10S

my



Raymond Roseliep

24

GREENTIME TO WHITE

gscape hatch
In the cocoon;
we t0o alone

black raspberries
your name breaking
In the soft burst

bones of our boat
crack In the wing

love, this wineskin

eclipse of moon:
between two fires
earth dark and yours

loving another
while still loving you
winter thunder

our silence
the where
of snow




(eorge Swede

August heat
the Junkyard fan tries

to turn

Abandoned farm
peaﬁods_rattle
In the wind

Used bookstore |
a row of for%otten authors lit
by a sunset heam

Hal Roth

drumbeat of rain
the parrot cracks
sunflower seeds

quarter century married
a partridge calls

halfway through the sermon  katydid



Nick Virgilio

26

releasing Its burden |
of blackbird, the reed springs up
to a butterfly

slipping past the guard |
and over the barbed wire fence:
wind-blown newspaper

In the attic trunk, | |
looking through his dead wife’s things:
crying drunk



Rod Willmot

away from eyes
the stairwell holding
US In Its arms

(Honored the Haiku Museum of Tokyo Award)

S0 like a snake
her question-mark —
the note tucked under my keys

the faint sweet scorch
beside her again
as she rons

bathinp, | think of Y_ou
and lift the straw blind
to the rain

20



Geraldine C. Little

28

we open -
the picnic hasket in a field
of daisies — lark song

whorls of this seashell
my life

escaping again,
water over the dam —
the constant moon

%Iucose bottle:
the steadK drip drip drip
of starlignt

on the wall
Degas dancer unmoved
by the rock beat

one pale gold chrysanthemum
%he ache
of autumn




BEWARE OF WOMEN'S ISSUES

a linked poem (oftalking haiku) June '82 - February 83
Marlene Mountain and Hal Roth {Tennessee and Maryland)

beware of women's 1Issues they lack humor he Marlene
says humorlessly

era dead she sighs no more guilt trips for a while Hal

lunar eclipse the false names you have been called astarte M

a room of one's own on 59¢ of a man's dollar H

employment office anybody wanting a feminist M
billboard painter

she becoming the man 1 always wanted to marry H

request fcl)r maternity leave how can you treat them Hal
equa

we used the girls until they died Marlene
most of my hest friends are women he adds H
quantitatively

I've not ruled out women came with her third wine M

what's a nice girl like you doing In a mid-life career ~ H
change

29



mary beth says your 5000 years are up M

all rhetoric aside still nothing without a man H
this fall not remembering the day he left M
what do you mean 1 don't treat you like a woman H
In boots ditch-digging and of her flowers M
you'dcglejllldnggtg\}/]ouldn't you If you had something | H

female has no etymological connection with male at all M

over kids' screams we should write a book about Marlene
exwives of phds

can ladies really write books Hal

don't see how you know what you know way inthe M
mountains & not a ayke

it was the duty of a saint to be happy H

gadistu holy women translated by men temple M
prostitutes

woe to the women the bible tells me so H

Innin_Inanna nana nut anat anahita Istar Isis au set M
ishara asherah

30



it's a qirl the fetus aborted H
We vvcg?l enc]ade it perfumed she writes In big printand M

gash
be a doll bahy and get me some coffee H
she admifted just beginning to understand whet M
Eiara—burrﬁHg wagI aﬂl z%outu
'mall his was more than enough once H

She iﬁorbaepy enough as she Is am I not the head of my Hal

da. hell the kid asked for rape asked him for a beer  Marleng
cats as a matter of fact do not go to heaven (and women) H
he I the Absolute — she IS the Other M
Equ%l%te/i c%fe gights uncer the law shall not be denied or H

her song Power to the witch and to the woman inme M
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GUIDELINES FOR RENGA IN ENGLISH

(This 1s the talk Hiroaki Sato gave at Japan House, New York, on

May 16, 1983, at the publication
From Renga to Haiku to English

P

arty for |
(John Weatherhill, 1983).)

“One Hundred Frogs:

One Hundred Frogs started out as a collection of English translations of
Basho's hokku. Furulke va kawazu tobikomu tnizu no oto, which, In my
translation that Is unlikely to jolt anybody Into enlightenment, goes, In one

line: “ An old pond: a froFHumps mh— theds?u
an one hundred fo
d the

It stands now, has more

them consists of only three words, ar
may
dof f

Seven — a parodﬁ, as you
compilation also has

The Intended manuscl
the history and explicatio
In this form w-ritten In E

seventeen-syllable form,

old pond
frog having leapt
splash

my kin

]
explaining Basho's 1okku,£i

This evening | wish to propose so
before doing so. I'd like to add two v
One Hundred Frogs went fo t
oversight It was In'a magazine

magazine published by my alma

b
orgery: a piece purported to have been found
pinned to a lapel of a drowned mafid hit-man's_double-breasted suit,

'Ipt ended up as a book with much of its space ?lven 0

1S 0f ren%a, linked poetry, and sam Iings 0
lish. This came abouf because the
thought, was to describe renga, the parent of the

1€

nd of water.” The collection, as
ty translations. The shortest of
ongest, of five hundred ninety-

e relieved to know, of Henry James, The

NE
Ore
DIESS.

i

mater, besides.

udelines

DOEMS
est way of

for renga In English. But

ro%t'anslanons |'came across after
, ne of them Is an Inexcusable
ying about for Year_s In my apartment — a

t's Inthreg lines, and reads:

Susumu Kamaike, “Wordsworth and Basho,”
Doshisha Literature, No. 25, February 1969

Mr. Kamaike, the translator of tr
this piece 1S reminiscent of Mr. Co

translation, however, was
The other translation Is

N

book, as far as | know, on tr
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years ear

1S version, worked with Cid Corman, and
‘man's, Which IS |

1the book. Mr. Corman's
ler.

ku Paht'nq — the first
1 Kodansha Tnternational

S0 In three lines, but longer



There, In the old pond —

A frog has just jumped In

With a splash of water. | o
Leon Zolbrod, Haiku Painting, Kodansha
International, 1982

As you may have been able to tell, Mr. Zolbrod tries to preserv e the original
syllabic count, more_or less, o

Renga Is a sequential poetic form which, In its original format, alternates 5-
7-5- and 7-7-syllable parts or stanzas. It has two distinct features. For one, It
IS composed by two or more persons— at least In principle. For the other, and
what makes If unique, It requires the narrative sequence to be chanped at
every other turn. In this arrangement, any two consecutive stanzas must make
aconerent whole, but three may not. To show; what arenga is like, | will quote
the last section of a 36-stanza sequence, which Basho composed with Shita
Yaba, a shop clerk, in the spring of 1694, Yaba says in 5-7-5 syllables:

dono 1e mo higashi no ho ni mado 0 ake 5-1-5
every house has Its eastside window open Yaha

Coming after a stanza that describes_a healthy growth of wheat, this link
adds to the positive Image by suggesting an eastwind, which In Japan Is
synonx_mous with a spring breeze.” But Tf e\,/errbocy S uniform In _d0|rﬁ
something, as the Japanese are_ reputed to be inclinedto, such as opemnq,a
the window's In the same direction, It can be monotonous. So Basho, writing
the next stanza, depicts someone bored:

uo ni kur aku hama no zosur [-1
Tm sick of eating fish stew on this shore" Basho

Someone who notices the monotony ofa place I likely to be atraveler—or
50 the reasoning goes, Yaha. next, enhances the image of such a person by
bringing In a sénse of desolation:

chidori naku ichiya ichiya ni samu nari 5-1-5
plovers call, and night by night 1t gets cold Yaba

By convention, “plovers™ suggests winter. So a description of a sprln? day
has changed to one of a winter night with the interpolation of a single sfanza
describing a complainer. The sense of desolation or helplessness prompts
Basho to'think of tax payers:
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mishin no taka no hatenu sariyo (-1
they try endlessly to figure the amount of
unpaid tax Basho

Here, someone complaining about food changes to people engrossed In tax
calculation after a stanza describing a winter night. Now, gerso,ns with
0. U."s to the government may not necessarily be poor, but Yaba thinks ofa
couple too poor to have a wedding for their Son's bride:

tonari e mo shirasezu yome 0 tsurete Kite 5-1-5
they've brought In a bride without even letting
their neighbors know Yaha

To this Basho adds a simple but acutely suggestive observation to end the
sequence. It Is a description for which he has been much praised:

byobu no kaPe ni miyuru kashi-hon IR
by a screen I'see a tray of cookies Basho

S0. Ina renlga scenes and situations described shift in focus from stanza to
stanza, from [ink to link. In the section we have looked at. the changes occur
from a possible _sprlr? to a griping,traveler: from a traveler who Isn't exactly
having a great time, o a winter night: from a not-too-encouraging seasonal
change to taxpayers under duress: from harrassed taxpa;fers t0 a couple too
poor to afford & normal wedding: and from such a couple to an object that
Inadvertently betrays their plight.

Read In pairs, the section goes;

every house has Ifs eastside window oPe_n
“I'm sick of eating fish stew on this shore"

*

“I'm sick of eating fish stew on this shore"
plovers call, and night by night it gets cold

*

plovers call, and niPht by ni?_ht it glets cold |
they try endIessly to Tigure the amount of unpaid tax

*
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they trﬁ endlessly to ti%ure the amount of unpaid tax
they've b[oug t In a brice without even letting thelr
neighbors know

*

they've brought In & bride without even letting their
neighbors know |
By a screen | see a tray of cookies

Breaking the narrative sequence at every other stanzaic turn — or
“disjunctive Ilnk_n%,]" as Professor Earl Miner of Princeton has aptly called
the technique — 1s the principal characteristic of renga. But as you can expect
from such an old — it dates from the tenth century' — and eccentric |;ooetc
form, “disjunctive linking" and the multiparticipatory format aren't all there
S to_renga. It Is governed by a network of co_*ncf)lex, fine-tuned rules and
restrictions — so complex “and fine-tuned, Indeed. that a “master”" of
orthodox renga used to say, %Ieefully no doubt, it would take twe ty years to
simply digest them. We aren of couirse patient enough to stomach that. Ifwe
are to adopt this poetic form In English, we must use a set of rules that are
sm£e but retain the flavor of the Q’I%I1a| intent. |
‘Rules for renga In English were first proposed In this country. | think, by
Bill Higginson and Tadashi Kondp In Haiku Magazine Special. which was
%L lished In 1976. Other Proposals are likely to have been made since then.

he quidelines I'm going to propose are based on my exlrg_erlence, In Writing
renga with my friends. In mY discussion, “disjunctive linking" will be taken
for granted a the inalienable feature of renga composition.

D

Lenﬁth and Stanzas

The sequence consisting of 36 stanzas may be used as the norm for the
moment. The length favored by Basho and his friends, this, happily, Is also the
most commonly tsed one here. Actually any length should be'acceptable. But
renga writing IS still young Inthis country, and by using this format for a while
we may be able to come Up with some tseful discoveries. (1 may note In this
connection that because renga are usually composed by mail_here, a 36-
stanza sequence maY fake elght months t0 @ year to complete.)

The stanzas_should be relatively short. The longer the stanza, the less
maneuverable it becomes. The alternation of long and short stanzas might as
well be preserved to give a sense of variety to the participants. At the moment
the prevalent practice I1s to alternate” three-line and two-line stanzas.
Alternating long and short one-line stanzas Is also tried.
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(Introductior

uneventful; the . |
section, dramatic, but Smooth. Some such Idea may be used In ou

{00.

Development | |
In the old days Japanese poets used the musical concept ofjo-ha-k¥u

- elaboration, and finale) to descr S|

sequence. In that format, the first section would be positive In tone, and

e second, eventful with Interesting twists and turns; and %Pe th|trd

[ attempts,

Moon and Flowers, or Recurrent Images

Original renga have two recurrent images, the moon and flow'ers, in the
In the 36-Stanza sequence, for examlole, the
OWer IS

MOrE Qr IESS

moon 15 to be desc

to be ment

0
development, recurrent Images In |
:l)achk to Or to be anticipated. So this Is another feature we may

ISh renga.
The _p_foblgm for usgis that In E

0INts to qo
gdopt In gn

In traditiona

the cherry
appear to"de
be less prob

The cherry f
anv Bower, as we can. t

Stanzas In a

select each time a specific flower
allow other kinds of flowers to

Want 10.

the same weligh

specified positions, _
ribed inthe 5th. 14th. and the 29th stanzas, while aflowe
ned Inthe 17th and 35th. Because renga avoid lingar narrative

| Jatptanese DOetry,

ematic In E

glish,

ey do in Japa
flowers “of spring are pri;
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|
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be the desired pattern o
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In the specified positions provide welcome
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nglish poetry the moon and flowers — which,
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HSA Sampler

Because of the transference of materialfrom Bruce Kennedy, as
well as the change in editorship, we apologize for the brevity df the

Sampler this 1sUe.

Evelyn Tooley Hunt

[ate poker qﬁme. o
e cUckoo beqins to sin
jUS? before deg/vn
Paul 0. Williams
after the zinnias

the garcener too
rn Prom the hose

a June morning walk —
the turtle Ios?% his shell
With a nush of alr

41



HAIKU NEWS

Merit Book Awards Committee

The 1985 Mertt Book Awards Co *nmﬂtee will be chaired b)ﬁR

Grandlnetu Rader Passalc N. J) ?ut Yarrow and Frank

son also gramous g %gree toju (J g hiS contest. Cha%books for 1983

and 1983 should 08 sent direCtly to Frank Robinson ownwew

Terrace, F42, Knoxville. TN 37915 In oroer to obfecu tereS\J
a point system will be used, The fadlme for this contest

D cember 1. 1984. Enquiries should be sent to Mr. Rader at 73

Pennington Ave., Passaic, NJ 07055,

Frogpond Editorship

The HSA wishes to e>g)r%ss ItS gratrtude to Bruce Kenne}gl
havmg? sepved as Frogpond editor. Because of Bruce's time sc 3%1
f\nd his desires to spend more time on his own vvrltmgl
noer be continuing In C?n %onal capacity. Bruce wi contnb
ULl Iqfutur artch?s and_haiku tQ Frogpond. \We are Jooking for a
alifled ecitor. Alexis Rotella wll serve 35 editor for the re mder
NJ19§34Sen submissions cirectly to ner at P.O. Box 72. Mt Lakes,

New Nominating Chairman

Ross Kremer has agreed to act as nominating chairman. A ballot
listing officers for 1984 1s incluced with th?s Jo%rnal.
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September 24 Megting

The HSA will hold 1t next meeting on September 24 at 1:00 pm
oto O vi/dt ?we asu |e]and halga Jemonstration, I\/embers of his
scnoo] Wil also attend the meeting. We are sorry to report tha J
ettectlve September 24, Jan an House can no fonger allow us to hol
ur meetinds at 333 East 47th Street, NYC, As understand they
have noth %Sa%alnst the Ha|ku Society. It is a new dp |cg/
groups such as the Ikebana Society haye also been asked to léave,
would like to take this o gortum to thank JaPan H?use for ott)enm
1tS aoors to s over the past years. \We are currently looking into ne
headauarters.

An Introduction To Haiku

AN INTRODUCTION TO HAIKU bg arol
I|m|ted number o ffnrst editions. are available at
rom Alexis Rote Box /2. Mt Lakes, N
CO”ecfetr%Bn items whlch have been donated o t

dG H enderson
00 each. Order
046 These are
HSA by Mrs,

%
the
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A Special Thank You

\We would like to express our gratituce fo Elizabeth Searle Lamb
for judging the 1983 I-ﬁ)enaersongcontest. Here are t%e results:

HENDERSON CONTEST AWARDS
%st Brize heart dr?vvn N dust
10

b% the old Indian . . . |

ran Bill Pauly

%nd prize whisPered USK —

o0 a TOX ICKS ItS Way o
across the Ice Ross Figgins

%rd prize mist
25 In‘tmg
the 10on's cry Ruth Yarrow

HONORABLE MENTIONS
(In no particular order)

snowman’ ee/sinlﬂngq{ Inthe spring rain (Yarrow)
Autumn afternoon:/l stand on the shadow/of the sp&rgo\c/\é -
ten below zero:/man and boy walk thrOlrJT%]h their breath/to read ol
. | torpstones (Pauly)
hot wind/the roadrunner's beak/opens ?Ir\]/l ardgsr?tsa Vondrus Engl)
Blackhirds descend/through the floaters/in h(1}s e{e g

Charles L Cutler§

Darold D, Braida

the old man/closes the shadow/in his hand
(Yarrow

spring drizzle/rounding the thom/a drop of ligh
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