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Yale University Open Course: Modern Poetry

Instructor: Langdon Hammer

Website: https://oyc.yale.edu/english/engl-310 [4:35:3])
http://open.163.com/special/sp/modernpoetry.ntml [ 37 %]
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MA Compulsory Course: A Critical Study of English Poetry
Credits and Hours: 2 credits, 32 contact hours

Semester: Fall, Week 1-11

Course Instructor: Joan Qionglin Tan

Module Description

This is a required course for MA English Literature, aiming at cultivating students how
to analyze and appreciate English poetry, especially modern and contemporary British
and American poetry. Diverse methods and theoretical principles of literary criticism,
cultural study and environmental philosophy will be employed in textual analysis, such
as ecocriticism, gender criticism, media studies, cultural studies and identity studies.
This course will also enable students to learn how Chinese material objects are
acculturated and adapted in English poetry, ranging from Chinese ideograms,
calligraphy, landscape paintings, porcelain, walls, axes to brushes. Students are
encouraged to have a self-study of Yale University Open Course on Modern Poetry, in
which some great poets will be discussed in class, such as Robert Frost, Ezra Pound,
William Carlos Williams, Wallace Stevens, Marianne Moore, W. H. Auden, Gary Snyder,
Philip Whalen, and Lew Welch. Meanwhile, through the case study of Chinese cultural
elements in British and American poetry, this course will enhance students’ cultural
confidence, promote their self-awareness of spreading Chinese culture, and develop their

research ability in the participation of jointly building the Chinese discourse system.
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HENE RHD:

PREYFZ. 1) Brief Introduction to the Course
2) Brief Introduction to Ezra Pound, Ernest Fenollosa, and Modern English Poetry
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2) ETRPEEEIE % P eEFAM: The Chinese Written Character as a Medium of Poetry
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1) How to understand Snyder’s riprapping as his unique ideogrammic method?
2) How to understand the significance of Fenollosa’s manuscript?

3) Why is the Chinese written character seen as a medium or vehicle for English poetry?
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2) BRI AVLl (SWi%SE) (851 %): Emptiness in Flux: The Buddhist Poetics of Ernest
Fenollosa’s “The Chinese Written Character as a Medium of Poetry
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HENE (RHD:

PREPIZ: Semiotic Fitness: The Chinese Written Character and its Metamorphosis in Modern

American Poetry
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Joan Qionglin Tan and Sandro Jung. Semiotic Fitness: The Chinese Written Character and its
Metamorphosis in Modern American Poetry. AAA: Arbeiten aus Anglistik und Amerikanistik.

45.1 (2020): 83-104. [A&HCI]
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1) What is the semiotic fitness principle? What is the transfiction principle? What is the
interconnectedness between these two principles?

2) How do the Chinese written character and its linguistic metamorphosis act in modern American

poetry?
3) How are the Chinese written character and its linguistic metamorphosis semiotically fit in

modern American poetry?
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PREPHZ: Gary Snyder and China
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Part 1-1&2: China in Galleries
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1) A Genealogical Study of Gary Snyder and China [ %3 7& 5 rf [5 ff) 1% 26 58 a1 ]
2) Snyder’s Karmic Empathy for Chinese Culture [ #1237 55 v [ S04k i1 K1 2% ]
3) Snyder’s Ecopoetic Way with a Link to Chinese Culture [ %37 ()25 &2 2 g 5 b [
P& EAUEREY |
4) Snyder’s Acculturation of Chinese Elements in Poetry [ 40242 1% fk o i) o 5 5 7+
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1. How to understand the interconnectedness between Oriental culture and Occidental culture
existing as a continuum in Gary Snyder’s ecopoetcis?

2. Why does Gary Snyder have karmic empathy for Oriental culture, in particular Chinese
poetry?

3. How to interpret Chinese culture embedded in Gary Snyder’s works logically, aesthetically

and philosophically?

What is the main difference between Pound’s and Snyder’s ideogrammic method?

How is the Chinese written character semiotically fit in Gary Snyder’s poetry?

How to understand the Han Shan-Chan-ecology as Gary Snyder’s creative poetic tradition?

How does Gary Snyder mediate Chinese elements in his poetry?

© N o g &

What is the significance of Gary Snyder studies in contemporary China?
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Part 2-3&4: Remaking Culture
B RS EE U
HFWUE RIEZIE: PR RER
2 %% Praratext, Chan, Ecology and Riprap
Work, Chan and Ecology: Rethinking Gary Snyder’s First Lyric Poetry Riprap
The Classification of Snyder’s Poetry [ #3853 1
2) Debate and Criticism: The Discrete Structure [ 5+ 5HEIT: BE4:#]
3) Riprapping: Snyder’s Ideogrammic Method [#fA AiiE: WiZsfE i 3R 5% ]
4) Paratext: An Invisible, Yet Logical Theme (&I XA : —FEANIN, H'EHEZHET ]
5) Ecological Poetic Narration: Work, Chan and Ecology [ZEZS A0 : TAFE. #54:3%]
6) Weakness in Riprap [{BRA%HE) ez it]

7) Conclusion [45i%]

BHEHK. ER:

H

D) ARUCGRE IR FEANRRLL “ T, #EAER" T, S S s — 4T
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Riprap & Cold Mountain Poems, J& k&N and, —HiEL:%E 4> Riprap and Cold
Mountain Poems, 25 3450l — N H A R EA .
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FEML. WHARE. BERE.
BET R
1) What are the main features of Snyder’s lyrical poetry and mythical poetry? How about the
influence of two parallel traditions—the Occidental and the Oriental traditions— on his poetry?
2) How to understand Riprapping as Snydian ideogrammic method? What are the main differences
between Poundian ideogrammic method and Snydian ideogrammic method?
3) Does Riprap really possess a loose, discrete structure? If not, how to prove it logically?
4) How to understand Snyder’s notion of “word” and “world”?
5) What is called paratext? What is the function of paratext in the collection of poems? Please take
Riprap as an example to illustrate it?
6) How to understand the theme of “work, Chan and ecology” as the ecological poetic narration of
Riprap?

7) How to understand the overt-and-convert poetic progression embedded in Riprap?
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Part 2-5: Remaking Culture;
Part 3-6: Picturing the Othere
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3) AR IR A DL R RRAE SRR P AR A . ek R T R RO
FWC, BRI D « WraspEn) “Ra Rl " REENTT, (SMEE) 2012 5 3
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4) SEAE OB IR RO R &K 2 A TF R BAIOULE 1 EL BB . Blir, PR e iiAEad
Z S A LR 2 AT B A5 B SR JE I B, A LR 2t 2 B AT R = o
AR, XA R 2R BE ST K




BWA RIL——4F. ARFHEELES (HE5XE)

52 il VOUHR vOifie Ol OHAh iﬁ 2

HFEAR GRHD:

AR BEENE L EA
1 Bobwr: BkB (RPEEARSIARE ) 5F 2 3505 5 3. EE S BRIk (FE
FEARGIATE ) CGF 3 E5 6 5): flifh
Part 2-5: Remaking Culture; Part 3: Picturing the Other
BT REH SR ZEAR
HNE RFEE SRR
2 BREWFZ: Han Shan-Chan-Ecology, Creative Poetic Tradition and Myths & Texts
1) Concepts and Deduction: Tradition vs. Continuum vs. Poetic Tradition vs. Creative Poetic
Tradition [RES SR (B4, BLE, Rt 508174 4]
2) Thesis and Logical Argumentation: Han-Chan-Ecology[ i &5 52 32 #H8AIF : 2 1L —#—E 2]
3)Diagram of the Logical Argumentation of the Thesis of Han Shan-Chan-Ecology as a Creative
Poetic Tradition [{FE NI Fr AL G € 1L —HE— LA 12 BB IE 2L 1] ]
4) Case Study: “Han Shan-Chan-Ecology”: A Creative Poetic Tradition in Gary Snyder’s Myths
&Texts [BIERFAAEGE N —H— BB/ RIE (FiE530AR) TR
5) Textual Analysis 1: interconnectedness between logging, hunting and burning in Myths &
Texts [SCAIHT 1o (RS SCA) iy “HoR” “FFAg” “Ihke” BIMNAEIRHK]
6) Textual Analysis 2: the functions of Chinese images as a whole in Myths & Texts [ SCA 2 #r
2: (HPIESIOER) TR EE R I 6

HEEB. ZR:
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D ThE “FEI-H-A" REE VN B o A (B AR fh P I BB R A Gt S R FHE 20 {HEAD
70 FEARSR R — A LA A R TR — SO
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2) FRIRIEHEE AL T AT 5 OSOR” BRI — A 2 A A SR,
MR RN AL — B ARE 1 H .
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1) Can a poet’s individual poetic line / route / way be taken as his / her own creative poetic
tradition?

2) How to make a logical argumentation of “Han Shan-Chan-ecology” as a literary thesis in
Myths & Texts?

3) How to understand the interconnectedness between “logging, hunting and burning” in
Myths & Texts?

4) How to understand the relationship between “myths” and “texts” in Myths & Texts?

5) How to understand Chinese images embedded in Myths & Texts?

6) How to understand the text Myths & Texts as the monomyth or the polymyth?
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Part 3-7&8: Picturing the Other
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Part 3: Picturing the Other
HLE BREUERS: Cuk)
FN\E ALY CLRE)
2 BREHHZ: Mobius Strip, Ecological cycle narrative, English Long Poems and Mountains and
Rivers Without End
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ek, HRRE. &M
B
1) What are main features of Snyder’s lyrical poetry and mythical poetry? How to
categorize the genre of Mountains and Rivers Without End?
2) How does the poet sort out the problematic structure of “without end” in the long poem
Mountains and Rivers Without End?
3) What is the function of the Mobius Strip when used in the long poem?
4) How does the poet construct his long poem logically to achieve his goal “without
end”? Please explain his use of ecological cycle numbers, structure, themes, and narrators in his
long poem.
5) How to understand the function of the verbal-and-visual emblem used in the long poem to
achieve the goal “without end”?
6) About walking on walking, do you agree with Patrick D. Murphy’s interpretation as follows?
Patrick D. Murphy: “walking on walking” refers to “human beings walking on the land that is itself
always in motion”; ““walking’ is a process of continuous change”; “walking can be one form of
meditation, one type of ritual, [...] one part of the spiritual path toward enlightenment” (A Place
for Wayfaring, 187).
7) How to understand “walking on walking” as a big ku, as a strange attractor, as a

reflector, and as a fractal?
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Part 4-9 &10: The Poets as Critics and Connoisseurs
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WREFZIR: Nonduality, Chinese Chan Painting and Buddhist Ecopoetry
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1) What are the main features of Chinese Chan painting?
2) How to understand the feature of non-duality embedded in Jane Hirshfield’s poem “Recalling
a Sung Dynasty Landscape”?

3) John Cage acknowledges that he was much influenced by Chinese Chan painting called
Ox-herding Pictures. Please interpret Cage’s poem “Themes and Variations” from the
perspective of non-duality and Ox-herding Picture.

4) Please interpret Gary Snyder’s Buddhist eco-poem “The Persimmons” written in 1984 when he
first visited China. What is the influence of the Chinese Chan painting Mu Ch’i’s Persimmons on
his creative writing of this poem?
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TRERZR: Ecosemiotics, Nature-Text and Chinese Calligraphy
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1) What is the path and social stratum for Chinese calligraphy to be accepted by American society?

2) In what ways has Chinese calligraphy influenced modern American poetry?

3) What is the general principle of Chinese calligraphy rewriting aesthetics in modern American
poetry? Don’t you think it is operable?

4) What enlightening effect does Chinese calligraphy have on the circulation of learning from the

East to the West, and vise versa?
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Part 5-13&14: Late Modernism and the Orient
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PREZIR: Acculturation, Wenfu and Creativity of Modern Poetry
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1) What is the real situation where the “Chinese axe” meets the “American axe”?

2) Why can “the principles of sharpening an axe handle” become a common innovation of
Chinese and American poetic traditions?

3) How is the Chinese cultural image of “handle-chopping axe” adapted and rewritten in modern
American poetry?

4) How to understand Howard Nemerov’s poem “To Lu Chi*?

5) How to understand Gary Snyder’s poem “Axe Handle”
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BREFRV: San Francisco Renaissance and Sound Poetics
WENE: HERFEATFR (DURTRIRD: e R iy
1) Brief Introduction to the San Francisco Poetry Renaissance
2) Snyder’s Notion of Sound and Voice

3) Interconnectedness between Poetry and Sound

4) Snyder’s Cognitive Process of Sound Poetics

5) Main Aesthetic Characteristics of Snyder’s Sound Poetics
6) Snyder’s Sound Ethics: “Sound is essentially your path in.”

7) Conclusion
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1) What is the significance of the Six Gallery of Poetry Reading in 1955 of America?

2) How to understand Allen Ginsberg’s Howl?

3) Why was the San Francisco Department of Police stunned by the poem Howl?

4) How does Gary Snyder establish his sound poetics logically, aesthetically and philosophically?

5) What is the main difference between sound, voice and sound poetics? How to
understand Snyder’s Statements on Poetry and Sound/Voice?

6) What is the function of the sonic environment and the auditory field?

7) Please explain the main ideas advocated by two camps of “Six Gallery Poetry

Reading” poets.
8) How do Chinese Daoism and Chan Buddhism influence on Snyder’s sound poetics?
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