FRZ ZzIFYTR 9,8V (Débora Fernandes TAVARES)
YRR BERICHRER

20194 12 B2 H~20194 12 8 22 B

INEERR (Fa—%— MRS LERERD)
EEEXXA

BLUFRREIZDOWVWT

BAOREDF (7)) 0BBICE T2 Y XL, FEMK,

ARG, 752 vofkE

FRT « Tz IVFVYTReINLR

7TV NVNREE R, T TN TR ZIKA T
HANZ ESEY (1876~1935) 72 E#2Tw3, L
B (4 58 )) 131908 4RI 7 7 Y v~ > e HAR
ABRTH 2,

i % 7Lk & ag R

A nau imigrante
Chegando: vé-se ld do alto
A cascata seca
(MASUDA 1988 : 33)

MFITRNT, HRABROIEES L L CEHELR
AW 3R G (1898~1979) TH 2, Hisk % affi
L EERE T (1874~1959) D B8 T T d % ,Mendonca
(1999) 12X 3 &, EIEE T, fFUS RO eH O
TT I VNMITHALT 280612, KD & 5 Ll % KA T

72,
HEAOMES L L ZHITEED
Faca um pais de poesia

Aonde leve esse navio

Vento de primavera

S > THRREE 2 ¥ < < LY

K

Lavrando a terra

Plante também

Um pais de haikai
(MENDONCA 1999 : 114)

SHEFIAAANBR LTI DOV TR DL o T2,
HAGE T 2 3K A T S 12B FORBUIET AT ks, X
b fEm L. STEHE S B 2 BE O HCRa I <
CERHRABRICE>TIRLCAS L Z L TR T2
720 29 LTRIITH o T, AFAIZHE H A~ DK D
HBMELTRITEL, EOHO—ROFAD & 5 125
DTH-oTITEVNT WV, FEIFZNizowT [EEN
#£)] (1953) DR TRDEIITEVTWVWL, [L»
L. BRI Z 23R Ao Ld D1, 4. o=+
FAEZRIRD B> TATH, BITITBEF Oz DT, izl
WD DI DER L o T2 D T WTIE L 2o T2
25, L Ik o TRO LI E S T,
IWAESHEZRUTRELE L2EALNA,]
(https://www.kakinet.com/caqui/nempukug.shtml),

HARANBREMEAI2HFE 2 29 LBV ESE
(1882~1955) DZEMBLE —T 2 &5 TH 5, MHIE
HEAEBICBY 2EWMOEEMEIZTOWT I I BRTW
5, [ZEMBAMOES LITBRERTRTHS 2 L1FH
ADEEI LTV Do ZEMTOFEIE L 2 AU, ATE IRk
BT SDELDBIESD (W) R IIHED I AR
ANHOFIZ X o CAIE S 3 cdh 2] (FH 2019 :
84),

EWE OB TFO— MNHEHE— (1911~2008) 23\ 72,
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OBERLZEDE

BHE (E% TER]) X 18ETT IV NVITEDN, 77
DNVITENRAAT, BEICOT ) & MkAt & Eig %I
D, Bz EC) TEFIERAEFICE O ML, Xv b
NETHHE DL 52 L TH 2,

1987 4E. fHI1Z [Grémio Haicai Ipé] (v I «
ABA « A4 R=) ZFHIL LTz, 334ER., PEEL VI =
IR OWTHED, R b UNVECH KA TE 17
N—T7T¥H %, Grémio Haicai Ipé (A vy o
(7790 TREFHVTW 3, BEIX, H o
T, MHIIZHEBEZZATE T va « & (1945~) H3E
LD, TIINMIBT BHEEOY RITK S  HERL
TW3,

Grémio Haicai Ipé IZfARERE (1644~1694) —[%
#WE L, BEEZROBICEIUTZE/IE LTWwa,

vV HAtEHOV ALDEATEHRET S
v FHEEARD

v MR

vV Hr5EFITEHPL LW

v B EE

v OBUER LR 3

RODOBRIR T 7 DV VITEIE L Th L FHEM L 9E
5L, AITADDT I I NVAMEEEHKATNS, 7TV
NDOFIIIFEEZHEZ2E25bHD, RBDOT- LD
725 RO PR S PEBF a v 7 X MzEinL T
w3,

OBELZEDEICD 5> BER

ORI TITh T, F8ERE [0 —2]

BEOHATHOLRED XD ITEHERSATWE 2, £
ORPUD LI D itz ix, 77 VO MPEEDOIIFEIC
Lo THEELRMRZ - 72,

FE DS AT PFUBER & IZOWTEL B
L. FizRMEss L bz, WET EOHEHRITRES
720, FHOEEMZELTHL o) T HEITLTY
RREshwWEtEZ D,

BERLSRE CGER) 0db 2 1EH ORI, EHLERE
EZANDT YA Z Y Mz kDA ER OPFIEE 0 X
S Tze RHRIL 86 11 DAL, MEOHEIZTE
DL EHIZ L > THE->TWDS, ¥EZOMIZIE. BEF%
RAF P S Ad v, —fEIcEEIz2NT 2l s
AbWnd, BFTHELKUEEL LB LHHIZOVWTEFA
TW3,

FEREALZFEIAR, WS LRTFTH LTV D25,
AEOBLERI X ITRELH#EDTVE, ELVED
B ELDFEOGEEN T ED b b, 7V
— I IPNTELE D,

RKIFFLEREDOEE —KD T2, LOFFEEHRL T,
ey MU E DL 2, EBINEWE D5 DALEE,
R, B, ML EHRIZDSNTWS, FELLIEEZ
DELWVEZHBHITH SR 2, JEITEEL TV IIREE
# (1644~1694) oA b, LE U ik e ~ b
7%,

BRITR - 12k, AbREo=TiofME. Mo
R FEE, FEL L. MU DITOoVWT O E
FELE, FELRL—AGEDIIFEENLT Z, T4
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OWFA 2 U7 ILEETHEY 5 BAGRFAHBR DA

Mbd b, TEDTLIFA A 2 HETRES,

BT R, BB S A T IV VoS
D ORMIZOWTEM DB Ty 77 IVNTREBEBDTED
b E DL o TWB Z LT, AATEVTWT,
77 D NVEEOYEEE O AR T I 0B E TR L T2,

AT b B EICEF TR ATV, %
oKD, FEEHEHEST 22T LV, BRI,
ZDFTFEIZTOWTHD, EMEHS TEE, fo4fEL
HLAWV, A A=Y EDL DB, AL ESBETKH
DF 2 &b, BlED b RIS 220D 5,

2y =874 (1908~1961) 2k 3 &, (Lo H
IZRZ 2 O ATIE TV, FAMERERS 5 Z & st
TH5] (Rv74 2018, FFEZEEI . fEE—A
0L D DOHE LIS 2R AR & R, B TL
Nnd,

AWFARBR BB R E S, BEW D, RET o8
&% K5 2 %, Fayga Ostrower (1920~2001) i, ¥ =
PRIET @R T, [ WA MR E L, A%
N T2 HA HIFOL T RS 5] (Fayga 2017 : 28)
LEoTWwW3,

ﬂ%%%%bt@uﬁﬁm%ﬁﬁ% DIN—=TLED

Blolze I N—T%X5T 2/NIAD S FEIC

& H ARG 4 13 S IR F ORI %téﬁﬂﬂ
F (1931~) 12X D 60 4EFTICER LS Tz d DT, Ak
@7» TIEZOMERIZHELTWw 5,

BRITFA 2 ) 7 IHERTOBIT 2 6% o 72, /D
m%%%ib@&?é—ﬁiﬁ%&ﬁl%@%%%ﬁo

RO, ZOTM) 5 b S O—Hh) HhE

FATIzowT, AEHEHD) Xn, Fik,

ReDTIV— T DS

@B AR

FAEFHRIIRT 280E T, BRICH 2LDFTIEL I
D B CEAL T a8 oz, BAZEKZ 2 &, EROD
HAROMCHUE DL 2 X H)BINE IR S T,

e otk —ITICHE ) ZHEE L. FZ%E R
ThHlo 7z, ZMLTAEAO—AE [k EzTcd, &
AT THHRL Z LB TE S]] LikRTWwi,

Bt e M IDE ARSI L, A2 034 3 IR

ME ol MIREMEBICKMEIL AOSINEDIZ 2 -

720 P94 50 %, Pl D WH W & LTFEHATE,
ENENDTA)T DFkH, FADPEAIZNIJed H3BEEE
25 AARGE~FRL T 28 ot AMZEMMIENT
FXEDLINT, BIEERITXTCOAICHEZBEL, HD
Xhiz,
INIRAEF TR TOMIZHEBT &, BRLT KA
AEIBRT, FEHLLTLES ok, £, ZRZELD
Z D) H 5K
UoNdZLERILIIERMLTES ST,

R DF1%
AT I
Y v RIZERIZ

Winter Afternoon
Haijin friends on the street

Santa Claus on the roof

ZOMNE, ZOWAMEDL S FRDOEGTT DRBEFHE
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Hb, EHDIFEITT, Grémio Haicai Ipé OfH D%
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S DHEBLHLZ LITT>TWb, Grémio Haicai Ipé T

T2 Th s O 3F—, ZRIRE, 77 YV THRIZY
7254 RBiIfTons [HROR] O X5 LRI L%
hTirTbid,

HARNZAVEIZOWTHEHD V) X LRLBIT% & DR
HEFo TV, FIETHE/ELREL>TWVWE I E
B h b, MBNKRFOREFEER ZHFH 2L 25, KE
O ER ZDEZHDO L ITIE, AEAD Y X LR2FEE
EVS TN O S E D ITELL VDD H VD Z
L2y o Tz, FFICEWTWSE Z EHH D,

HETE 77V VvofEEIcS T 2BL008EE ) 205
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HAIKAI #ff%¢4: | (International Brazilian Haiku Association)
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Haiku in Japan, haikai in Brazil

Universidade de Sio Paulo Débora Fernandes Tavares

Brazilian researchers consider Shiihei Uetsuka (1876-
1935), whose haimei was Hyokotsu, the first Japanese

immigrant to come to Brazil in 1908 and compose haiku:
Karetaki o miagete tsukinu iminsen
A nau imigrante
Chegando : vé-se ld do alto
A cascata seca

(MASUDA, 1988, p. 33)

After him, the most important Japanese haiku sensei

immigrant was Kenjiro Sato (1898-1979), whose haimei
was Nenpuku. He was a disciple of Kyoshi Takahama
(1874-1959) and according to Mendonca (1999), Taka-
hama would have composed the haiku below and given
to Nenpuku before his departure to Brazil the mission to

spread haiku in Brazil :
Kochi no fune tsukishi tokoro ni kunizukuri
Faca um pais de poesia

Aonde leve esse navio

Vento de primavera
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Kuwa totte haikai-koku wo hirakubeshi

Lavrando a terra

Plante também

Um pais de haikai
(MENDONCA, 1999, p. 114)

Nenpuku practiced haiku with the Japanese immi-
grants in Brazil and formed thousands of disciples who
have composed the poem in the Japanese language.
Working hard on a foreign country, with so different cul-
ture, weather and language was surely not an easy task
for the Japanese immigrants. In this scenary, haiku
should be not only one of the Japan memory symbols but
also a comfort, like a fresh air on a summer day. Nenpu-
ku would have written about it on his haiku anthology
dated from 1953: “Haiku has been my life for the last 25
years, even when I couldn’t compose it due to the tire-
some hard work. This way, I considered haiku to be the
joy of my life and I was consoled and encouraged by it”
(https://www.kakinet.com/caqui/nempukug.shtml - our
translation).

Mokichi Okada (1882-1955) concept of Art seems to
conform with this important Japanese immigrant feeling
when he states the importance of Art on the daily life:
“Everybody knows how much art is necessary to the hu-
man life. If it didn’t exist, life would be dry and monoto-
nous (++-) The world is really an art created by the Na-
ture and by the human being hands.” (Okada, 2019,
p. 84)

One of Nenpuku’s disciple was the Japanese Hidekazu
Masuda (1911-2008) whose haimei was Goga. Goga ar-
rived in Brazil at the age of 18, fell in love with the coun-
try and after a long period of contact and learning with
Nenpuku sensei he started a big task: writing haiku in
the Portuguese language.

In 1987 he founded “Grémio Haicai Ipé”,

has been studying and composing the three verses poem

a group that

named #kaikai in the Portuguese language for 33 years.
The group has monthly meetings in Sdo Paulo (Brazil)
and now is coordinated by Teruko Oda (1945-), niece
and disciple of Goga, who has done a remarkable work
on spreading Zaikai in Brazil.

Grémio Haicai Ipé composes haikai inspired on Matsuo
Bashé (1644-1694) School and the principal characteris-

tics of Grémio Haicai Ipé poems are

K

3 verses of 5/7/5 syllables
Kigo

Conciseness

Suggestion

Objective language

RN NN

Focus on the present time

More than one hundred years after the first immi-
grants’ arrival in Brazil, thousands of Brazilians compose
haikai. Haikai is present at some Brazilian schools and
thousands of children participate in local Haikai contests
and International Haiku contests as well.

Getting to know a little about the haiku practiced in
Japan nowadays was an important experience for the re-
search about Brazilian haikai.

By presenting a detailed description of haiku classes
and meetings, we intend to offer to the readers the op-
portunity not only to acquire knowledge but also to get
into the events’ environment and feel the importance of
poetry.

On a Saturday morning at Bashd Kinenkan - Tokyo,
Takeharu Hikita sensei and his two assistants started a
haiku monthly class with his 8 to 11 year old students. In
a Japanese style classroom, children were sat down in a
circle. On an annex room, their parents could watch and
participate on the class, on an interesting interaction be-
tween the family and the learning process.

With a smile on his face, the teacher conducted the
class on an informal way, getting the students’ attention.
The children received two beautiful colored sheets of pa-
per with winter kigo images which were commented by
the group.

The next step was a tour at the Kinenkan garden in or-
der to look for winter kigo and get inspiration to compose
poems. Children freely walked around the small but
beautiful garden full of nature elements: momiji, kangui-
ku, tsubaki, matsu and many others. Matsuo Basho (1644
-1694) poems spread in the garden also inspired the stu-
dents to write haiku.

Back to the classroom, the teacher spoke individually
to some children, explaining the structure of the three
verses of 5-7-5 syllables, the concise language of the
poem, the kigo and other information about haiku com-
position. The next step was children’s poems voting and
selection.

After class, the children and also the parents made
questions about Brazilian haikai practice and they were

all very surprised with the number of Brazilian children
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who compose haikai nowadays. Some Brazilian haikai
books were also shared with the group.

The students were completely involved in the class.
More than composing haiku and practicing the writing,
they had the chance to get in contact with the Nature,
learn about the winter kigo, exercise their choices and in-
terpersonal communication, acquire perception, exercise
self-knowledge during the poems voting and also creativ-
ity.

According to Merleau-Ponty (1908-1961), “The world
is not what I see but what I live” (Ponty, 2018, our trans-
lation). The poetic practice expands the personal percep-
tion and the world perception as well.

The creative experience provides to the students self-
development, transformation and growing. Fayga Os-
trower (1920-2001) states that during the creative pro-
cess “(...) we grow inwardly and expand ourselves to
life” (Fayga, 2017, p. 28).

A creative experience was the haiku meeting with Ni-
hon Dentou Haiku Kyokai group. According to the coor-
dinator Miyuki Ogawa sensei, the group belongs to the
Association of Japanese Classical Haiku, which was
founded sixty years ago by Takahama Kyoshi's grand-
daughter, Inahata Teiko (1931-).

The meeting started with a ginkd at Yamate Italian
Garden. Ogawa sensei and some members of her group
observed the beautiful garden and the buildings on a tour.
Ogawa sensei pointed out to the group some winter kigo
presented on the landscape with a sensitive eye for the
Nature. After that, the participants were invited to write
haiku among trees and flowers in the garden.

After that, the group walked around the streets of Mo-
tomachi to observe and appreciate the neighborhood.
One of the haijin commented during our conversation:
“Haiku can be composed in every place or situation.”.

The haiku meeting started at 3pm on a beautiful Japa-
nese style room in the Museum of Modern Literature.
Eleven 50-year-old average women participated on the
meeting on an harmonious environment.

Each participant wrote five haiku and my haiku were
translated from English to Japanese by Ogawa sensei.
The participants’ haiku were mixed and five haiku were
written on sheets of paper. The participants read all the
papers and chose five haiku. From that five haiku, one
was chosen as the best.

Ogawa sensei read all haiku, commented, suggested

and corrected them. She gently observed the 5,7,5 met-

K

ric, the kigo and the sensation that the haiku provided.

Fuyu no gogo
Kunakama machini

Santa wa yaneni

Winter afternoon
Haijin friends on the street

Santa Claus on the roof

This haiku was considered one of the best of the after-
noon due to its originality and confirmed that haiku can
be composed in every place or situation.

The haiku meeting of Nihon Dentou Haiku Kydkai
group has almost the same pattern of the Brazilian group
Grémio Haicai Ipé. The difference is the ginkd. Grémio
Haicai Ipé monthly meetings do not include the ginké.
The coordinator establishes three kigo to be studied by
the group that must bring on the next meeting month, at
least three haikai using them. The ginké experience hap-
pens to Grémio Haicai Ipé group one or twice a year, on
special events of haiku composition, like the “Moon con-
templation” that happens in April, during Brazilian au-
tumn season.

It was possible to notice that Japanese keep the tradi-
tion of 5-7-5 syllables and kigo on the haiku composition
different from other countries. Consulting the Kanagawa
University library, we could find some American haiku
books and the authors don’t follow the 5-7-5 syllables
and kigo rules from the traditional school. Sometimes a
title is also used on the haiku.

The interest on Brazilian haikai is growing in Japan.
Professor Rei Kufukihara founded in 2019 the Burajiru
Kokusai Haiku Kenkyukai (International Brazilian Haiku
Association). The association members also include Bra-
zilian researchers.

On the December Association meeting (Tokyo) the
haiku practice around the world was discussed and it was
mentioned the variety of the poem composition in other
countries like England and the United States. The book
Comparative studies on Season Words (Kigo) and Poetic
Abmanacs (Saijiki) in International Haiku (Azuma; Fuji-
wara, 2012) also includes Brazilian haikai studies.

The subject requires a profounder research but the fact
is that Japanese haiku seeds are spread around the world,

sprouting different flowers.
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