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Abstract 
As for Robert Hass, the center of modernism was the influence of Asian poetry, prevailing 
firstly on the West Coast in America. And his interest in Asian poetry was influenced by 
the then prevailing trend. The starting point of the article is to probe into the question 
that from which perspective and in which way Hass was influenced by Asian poetics.  
Based on the first-hand material obtained from the writer’s interviews with Hass, citing 
the influence theory by Bloom and Hass, the article analyses the influence and 
manifestations of Asian poetics on Hass, namely, the intuition, which is referred to as 
truth of feeling thought by Hass; translation as the efficient way of learning writing 
poetry and the impressionist feature of Chinese poetry. It argues that Hass draws 
nourishment from Asian poetics in his early stage of poetic writing, which paved the way 
for his path to his cannonic poetic world. 
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1. The Western Canon: Probing into the Criteria of Evaluating Poetry 

In The Western Canon, Harold Bloom regards that the criterion to differentiate talented writers 
from mediocre writers is whether they can shirk off the bondage of their precursors’ mode of 
creation and form their own characteristics in wring, thus to establish their own canonical 
works. “Originally the canon meant the choice of books in our teaching institutions” (The 
Western Canon 15). “A canon… does not exist in order to free its readers from anxiety. Indeed, 
a canon is an achieved anxiety. The literary canon does not baptize us into culture; it does not 
make us free of cultural anxiety. Rather, it conforms our cultural anxieties, yet helps to give 
them form and coherence” (526). There are four criteria for the Canon according to Bloom:  
1) Originality: All strong literary originality becomes canonical. (25) “simply overwhelmed the 
tradition and subsumed it. That is the strongest test for canonicity” (28).  
2) Strangeness, “One mark of an originality that can win canonical status for a literary work is 
a strangeness that we either never altogether assimilate, or that becomes such a given that we 
are blinded to its idiosyncrasies” (4); “Strangeness, as I keep discovering, is one of the prime 
requirements for entrance into the Canon” (292).  
3) Amalgam: “One breaks into the canon only by aesthetic strength, which is constituted 
primarily of an amalgam: mastery of figurative language, originality, cognitive power, 
knowledge, exuberance of diction” (29).  
4) Value of Rereading: One ancient test for the canonical remains fiercely valid: unless it 
demands rereading, the work does not qualify. (30). 
Hass, being an anthologist, compiles his own poetry, comments on other poets’ writing. Then 
what are the criteria of evaluating poetry, and standards of good poetry? Does Hass have a 
poetic theory? What is his poetic theory? Is it systematic or sporadic? Instead of providing 
immediate answer to these questions, Hass said: I really don’t know. I can quote to you Emily 
Dickinson’s criteria. She said: “I know poetry because when I see it, it takes the top of my head 
off like a volcano”. The poet Robert Bly said: “I know poetry the way the horse smells the water”. 
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The reason why I love poetry is different from my criteria of studying. I like poetry because it 
makes the world more alive. The world would go by, without our noticing it if we don’t have 
poetry. I love poetry because I love the play of languages, its incredible richness. I love poetry 
because people have life information about what it’s like to be alive. The whole world is 
available from poetry. That’s different criteria. I like poetry because it surprises me and tells 
me something new. I like poetry because it sounds great, funny, sad and true. There are bunches 
of different criteria, so it is reasonable for me to like all kinds of poetry. (“Hass Interview”) Hass 
emphasized the intuitive perception, which is the feature of Chinese, as well as Oriental poetics. 

2. Asian Poetics: Fountainhead of Modernist Poetry 

Different from the Aristotelian criticism which implies a formal, logical approach to literary 
analysis centered on the work itself, rather than on its historical or social context, the classical 
Chinese poetics (notes on poets and poetry) is empirical, sporadic and emphasizes intuitive 
perception, which is, in terms of its organization, non-Aristotelian. In other words, it does not 
conduct its argumentation in the process of beginning, narration, proof, argument and 
conclusion, on the contrary, it only touches upon the main idea, leaving to the readers the 
understanding of the works, just like bringing the painted dragon to life by putting in the pupils 
of its eyes. Unlike the Aritotelian criticism, which is complicated in words and simple in 
meaning, it is concise in words and comprehensive in meaning. Therefore, to some extent, it can 
be regarded as poetry itself. It is also widely applied in Hass’s literary critical works What Light 
Can Do and Twentieth Century Pleasures, which can be regarded as one of the manifestations 
of the influence of Asian poetics, represented by Chinese and Japanese poetics, on Hass. Hass 
thus stated: “My interest in Asian poetry comes through what was in the air on the West Coast, 
Kenneth Rexroth and Gary Snyder, and then it’s central to modernism, anyway, in Pound and 
Arthur Waley’s translations” (Remnick 21). 
In the Acknowledgements to Twentieth Century Pleasures, Hass said: “I learned about my art 
by writing about it and was glad both for the encouragement to write and places to publish”. 
Hass acknowledged that “the influence for me in poetry is poetry. Specifically Wordsworth and 
Pound and through them Snyder and Whitman and others” (Remnick 20). Hass’s real teachers 
had been, for the most part, the American poets he was reading and studying, and he began to 
get a sense of just how radical the proposal of modernist poetics had been. No ideas, but in 
things - William Carlos Williams had insisted. And Ezra Pound had said that the natural object 
was always the adequate symbol. (Twentieth Century Pleasures 175-176). 
As Hass observes, Asian poetics is central to modernism, anyway, in the translations of 
modernist writers like Pound and Waley. And it serves as one of the fountainheads of the 
twentieth century Anglo-American modernist poetry. It had been a trend for Modern American 
poets, such as Pound, Blyth, Rexroth, Snyder, Williams, et al to learn from Japanese poetry, from 
Chinese poets like Li Bai, Du Fu, Tao Qian, Han Shan, Bai Juyi et al. Assimilating nutrition from 
Asian poetics, they established their own theoretical bases, like Pound’s imagism, vorticism, the 
three principles concerning imagist poetry, Blyth’s deep imagism and Williams’ objectivism. 
Meanwhile Eliot learned from ancient Indian philosophy. As for Ezra Pound, there are three 
elements of poetry, namely, Melopoeia, the music of the poem; Phanopoeia, Greek for image; 
logpoeia, the minds’ dance in language, logo means meaning. He denied image as an intellectual 
and emotional complex in an instant of time. The three principles in imagist writing are: direct 
treatment of the thing whether subjective or objective; to use absolutely no word that did not 
contribute to the presentation; to compose in sequence of the musical phrase, not in sequence 
of a metronome. Later on, he expanded the connotation of the term “imagism” to “vorticism,” 
with the aim to avoid the abuse of images, and the lacking of interrelation and momentum in 
imagist poetry. Williams put forward no ideas, but in things - the objective poetic principles, 
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aiming to cope with the inefficiency in imagist poetic structure. While Blyth’s deep imagism 
focuses on allowing concrete images and experiences to generate poetic meaning. All these 
theories are out of, yet go against the trend of Asian poetics, as is commented by Wang Guowei: 
“In regarding poetry, there are differentiation between the depiction on scenes and the 
depiction on emotions. But what is neglected is the fact that all the depiction on scenes are 
actually the depiction on emotions” (85).  

3. Asian Poetics: An Influence on Hass’s Poetry 

To the publication of The Essential Haiku: Versions of Basho, Buson, and Issa in 1994, Hass had 
studied haiku for more than twenty years, and became an expert in haiku. Reviewing the 
creation of Japanese poet Matsuo Basho (1644-1694), Hass cited from him, “Basho says that the 
trouble with most poetry is that it is either subjective or objective” (Remnick 22). In dealing 
with the dilemma, Hass holds that poetry should be neither subjective nor objective. “It should 
get past the place where those words have any meaning” (22). Basho thought “The secret of 
poetry lies in treading the middle path between the reality and the vacuity of the world” (The 
Essential Haiku 234). 

3.1. Intuition in Chinese Poetry: Truth of Feeling Thought 
Hass put forward his theory on “truth of feeling thought”, referring to the fact that the 
experience of the power of poetry comes before people can name it, the idea of telling the truth. 
It is not the truth of fact, and not only the truth of feeling - which is what children learn not to 
tell. But something like there isn’t one word for it in English - the truth of feeling-thought. Basho 
mentioned that: “Learn about pines from the pine, and about bamboo from the bamboo,” “The 
basis of art is change in the universe. What’s still has changeless form. Moving things change, 
and because we cannot put a stop to time, it continues unarrested. To stop a thing would be to 
hale a sight or sound in our heart. Cherry blossoms whirl, leaves fall, and the wind flits them 
both along the ground. We cannot arrest with our eyes or ears what lies in such things. Were 
we to gain mastery over them, we would find that the life of each thing had vanished without a 
trace.” “Make the universe your companion, always bearing in mind the true nature of things - 
mountains and rivers, trees and grasses, and humanity - and enjoy the falling blossoms and the 
scattering leaves” (233). The comment reminds people the notion of purification, epiphany and 
sublimity in western poetics. Wang Guowei thought that in presenting nature and life, a poet 
must be capable of both dwelling in and standing out of them. By dwelling in, is to write about 
them. By standing out, is to obverse them. The former is lively, the latter is sublime. The 
similarities between the Asian poetics and Hass’s are evident here.    
In the preface to the Chinese translation of the book Adam’s Apple Orchard done by the poet 
Yuan Yang, Hass says the experience of poetry comes before people can name it. But for him he 
thinks it had to do with the idea of telling the truth. It is not the truth of fact, and not only the 
truth of feeling - which is what children learn not to tell, but the truth of feeling-thought. Truth 
of feeling-thought is not the fact added to thought, or thought to the fact, the real thing. The 
word feeling is important here. In other words, for human beings, every feeling has its origin in 
the thought. Hass thus explained its connotation:  
The word feeling is important here. In other words every feeling has its origin in the thought. If 
you feel happy, it is because of something make you happy. If you feel sad, it is because 
something makes you sad. When you feel angry, jealous, depressed, everything has its reasons 
for it. So in writing poem or any subject, it could be an idea or just a phrase in haiku. The river 
flows silently, the river flows slowly, the river moves by quickly. I see and feel all the meanings 
of the flowing river. And each of them would be accompanied by a feeling. We could be thrilled 
by the force of the fast moving river, or with the gentleness of a slow moving river. Poets have 
to find a way in their language to convey the image, the thought and the feeling. So Ezra pound 
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says there are three elements of poetry. Poetry has to do the music. The music is what catches 
the feeling. That’s what I was saying about the phrase “feeling thought” and try to find out. You 
have to find the rhythm to imitate the emotion. (“Hass Interview”). 
Hass emphasizes the instantaneous perception of things, that is, the combination of intuition 
and imagery. This is related to Pound’s imagism, Williams’ objectivism, and Blyth’s deep 
imagery, as well as to the Chinese classical poetics and Japanese classical poetics. As is 
commented by Wang Guowei, “The situations are all alike” (186). Basho expressed a similar 
view in the 17th century: “one must first of all concentrate on one’s thoughts on an object. Once 
one’s mind achieves a state of concentration and the space between oneself and the object has 
disappeared, the essential nature of the object can be perceived. Then express it immediately. 
If one ponders it, it will vanish from the mind.” “When you are composing a verse, let there not 
be a hair’s breadth separating your mind from what you write. Quickly say what is in your mind; 
never hesitate a moment” (The Essential Haiku 234). Studying the early years of Japanese haiku 
poet Yosa Buson (1716-1783), Hass sum up, “Finding his way to Edo as a young man, he studied 
acting, painting, and — to some extent in opposition to the intense nationalism of the 
government - the Chinese poetry and philosophy that had once been a part of serious education 
a generation earlier; though for Buson it involved a certain turning away from the commercial 
and chauvinistic spirit of his age” (xi). It shows Hass’s familiarity with haiku and classical 
Chinese culture. In gratitude, Hass recalled the experience of learning haiku: “I’ve studied 
Japanese a little but haven’t studied Chinese at all… For a long time I didn’t understand haiku. 
My friend Phil Dow finally thrust it at me. To my eternal gratitude. The attractiveness of it is in 
the clarity, and the clarity of it is like having a clear head” (Remnick 21).  

3.2. Translation of Haiku: A Way of Learning Writing 
Hass describes the difficulties in translating The Essential Haiku: “Over twenty years ago, 
reading R. H. Blyth, I began to make my own versions of his translations, from an impulse to 
simplify or clarify them as a way of saying to myself what I saw in the poems. Eventually, I 
acquired grammars and dictionaries and set myself to the task of parsing, decoding, and making 
a version of one haiku per day. In this way, though my starting point was almost always a 
previous scholarly translation, I got a little closer to the Japanese originals and their swift, 
laconic syntax, and over the years, learning a little - very little - Japanese as I went, I made a 
hundred or so versions each of poems by Basho, Buson, and Issa” (The Essential Haiku 309). 
This depicts the three stages of haiku translation: first copying the original text, then learning 
the syntax of the original text, and finally mastering the syntax and translating freely. Literary 
creation is mostly based on imitation.  
As Bloom said, “There can be no strong, canonical writing without the process of literary 
influence, a process vexing to undergo and difficult to understand” (The Western Canon 8). The 
so-called “anxiety of influence” actually raises a question about tradition and artistic creative 
individuality, or the contradiction between aesthetic originality and cultural inheritance, the 
core of which, is actually, how the writer can avoid following the literary tradition without 
losing the sublimity. Hass gradually formed his poetics through imitation and reference, and he 
was full of gratitude to his predecessors, which was different from Bloom’s antagonistic poetics 
of influence, and the development of the theory. Through more than two decades of learning 
and practicing, Hass not only came closer to the truth of Japanese haiku and its concise syntax, 
but also moved closer to the role of a strong poet. At the same time, his sense of Canon had been 
strengthened. 
There is much debate about the formation of the Canon. Bloom argues that, “The deepest truth 
about secular canon-formation is that it is performed by neither critics nor academies, let alone 
politicians. Writers, artist, composers themselves determine canons, by bridging between 
strong precursors and strong successors” (522). Such relation carries a antithetical feature, 
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Bloom thought, “readings of precursor writings are necessarily defensive in part; if they were 
appreciative only, fresh creation would be stifled, and not for psychological reasons alone. The 
issue is not Oedipal rivalry but the very nature of strong, original literary imaginings: figurative 
language and its vicissitudes. Fresh metaphor, or inventive troping, always involves a departure 
from previous metaphor, and that departure depends upon at least partial turning away from 
or rejection of prior figuration” (“preface and prelude” 9). Basho calls upon poets “Don’t follow 
in the footsteps of the old poets, seek what they sought” (The Essential Haiku 233). 
Hass advocates continuous innovation and inclusiveness in the art of poetry: “In order not to 
get trapped, I think an artist has to keep trying to enrich his means so that all the different ways 
he or she feels about things are available as materials for the art they practice…Otherwise, you 
just get locked into a particular way of seeing and speaking and feeling” (David 26). This is the 
willpower of a strong poet, and it is also a kind of canonical consciousness, that is, the 
consciousness of creating classic works in one’s lifetime; It is reflected in the discrimination, 
humility and open attitude of creation. In the Foreword to The Field Guide, Stanley Kunitz said, 
“At first glance Hass appears to be an expansive poet in the open tradition of Walt Whitman and 
William Carlos Williams; but gradually we perceive his attachment to more private 
imaginations, including those of Wallace Stevens and Theodore Roethke. Some of the energy of 
his writing can be attributed to the contradictions of this ancestral line. An added element is 
the influence on his work of Chinese and Japanese poetry, evident in the scrupulous purity of 
his observation” (Field Guide xv). As Basho put it, “One should know that a hokku is made by 
combining things” (The Essential Haiku 234). According to some critic, “Hass’s development, in 
any case, has not been simply linear. If it were, his essays and translations of Basho, Buson, and 
Issa in The Essential Haiku (1994) would be a reversion rather than a fulfillment” (Terrence 
47). This meets the canonical criterion of “amalgam”. 
In The Essential Haiku: Versions of Basho, Buson, and Issa, poetry of three haiku masters 
Matsuo Basho, Yosa Busan, Kobayashi Issa were collected, which represent the highest 
achievement in haiku composition in each of their time. “It is a truism of Japanese literary 
criticism that the three men represent three types of the poet - Basho the ascetic and seeker, 
Buson the artist, Issa the humanist - and their differences are clear at a glance when you read 
them” (The Essential Haiku ix). Hass’s sense of Canon in the selection of poets is evident, which 
is also reflected in the selection of the contents of translation. Hass points out: 
A book like this, that gathers together the work of these three poets, together with some of their 
prose and notes on the poems, would give a fuller sense of them to readers in English than has 
yet been available, and would also give some sense of the variety and intensity of experience 
this small form can sustain. What is in these poems can’t be had elsewhere. About the things of 
the world, and the mind looking at the things of the world, and the moments and the language 
in which we try to express them, they have unusual wakefulness and clarity. (The Essential 
Haiku xv-xvi). 
In terms of translation strategy, Hass focuses on the simplicity and plainness of the original 
poem. Haiku, as a unique form of poetry, developed on the basis of Chinese classical poetry, is 
short and pithy. The Western Canon explains the uneven development of different genres, 
which is also suitable for the analysis of haiku development:  
The complete range of genres is never equally, let alone fully, available in any one period. Each 
age has a fairly small repertoire of genres that its readers and critics can respond to with 
enthusiasm, and the repertoire easily available to its writers is smaller still: the temporary 
canon is fixed for all but the greatest or strongest or most arcane writers. Each age makes new 
deletions from the repertoire. In a weak sense, all genres perhaps exist in all ages, shadowly 
embodied in bizarre and freakish exceptions…. But the repertoire of active genres has always 
been small and subject to proportionately significant deletions and additions…some critics 
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have been tempted to think of the generic system almost on a hydrostatic model - as if its total 
substance remained constant but subject to redistributions. (The Western Canon 22). 
Capturing three representative poets at the peak of each of their haiku composing, Hass 
presents the achievement of haiku to English readers, reflecting a strong sense of canon. Hass 
looked inwardly for the intrinsic factors of poetry and the originality of its creation. For him, 
imagery is not a picture of things, but a picture of the mind in understanding them. Once the 
image becomes a picture of the mind to understand things, the moral code itself becomes a 
problem. As the impressionist master Cezanne said: “Cezanne wasn’t trying to do anything to 
Mont Sainte-Victoire; he wasn’t trying to give it anything or take anything from it or make 
anything out of it. The mountain was there and he was there, and the painting - which was both 
consciousness of the mountain and consciousness of the consciousness of the mountain - was 
their meeting place and a single-minded act of devotion to that meeting place” (What Light Can 
Do 58). Take into consideration The Yellow Bicycle, a poem from Praise:  
Sun, sunflower, 
coltsfoot on the roadside, 
a goldfinch, the sign that says,  
Yield, her hair, cat’s eyes,  
his hunger,  
and a yellow bicycle. (9). 
It is like an impressionist painting, with traces of Williams’ famous poem “The Red 
Wheelbarrow” and the nature of Asian poetry. In the poem, the images of the sun, sunflower, 
coltsfoot, goldfinch, road sign with Yield, her hair, cat’s eyes, bicycle and so on are not presented 
randomly, but are the reflection of the author’s mental picture. Hass writes in his essay “Images” 
“that confusion of art and life, inner and outer, is the very territory of the image; it is what an 
image is. And the word was made flesh and dwelt among us” (Twentieth Century Pleasures 
304). 
From the celestial bodies in nature, the animals and plants, through the things in human life, to 
the soul of the universe - human beings, the presentation of images, or the consciousness of 
images converge in the poem, reflecting the mental picture of the author, which endows the 
poem with the characteristics of impressionist painting. All images are yellow, which is not only 
the true color of things, but also the subjective color. What she wants is not the whole bank of 
Singapore, but only a yellow bicycle. The repetition of yellow and the transformation of images 
reflect her greedy and modest desire. As a novel image, the bicycle represents the clear but not 
luxurious idea of hers and the good life she hopes for. Bright yellow, with the color of the sun, 
represents the courteous “yield” in happy future life. Yellow represents a pleasant and playful 
quality. The yellow bicycle appearing in three stanzas, is similar to the drinking orders of 
ancient Chinese literati. Each stanza revolves around the same prologue, which, together with 
the ideographic function of colour, constitutes the element of surrealism in Hass’s poetry. Basho 
comments on composing haiku: 
In composing hokku, there are two ways: becoming and making. When a poet who has always 
been assiduous in pursuit of his aim applies himself to an external object, the color of his mind 
naturally becomes a poem. In the case of the poet who has not done so, nothing in him will 
become a poem; he consequently makes the poem through an act of personal will. (The 
Essential Haiku 234). 
Another poet Buson did not leave very much behind the way of the ideas about poetry, but one 
anecdote survived. Once he was asked whether there is secret to write haiku. The answer was 
affirmative. Then he was asked what the secret is. Buson said the secret of haiku is plain without 
being vulgar. The guy then asked Buson how to do that. Buson answered: “read Chinese poetry”. 
The Japanese poets were influenced by the Tang poets, especially by Du Fu. They really knew 
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that the poetry educated them. The whole anthology of the Japanese haiku is about or based on 
Chinese poetry (“Hass Interview”). In terms of writing poetry, Wang Guowei maintains that 
there are two states, namely, creating and writing, which is the discrepancy of the ideal and the 
realistic. Yet it is not easy to discern the difference between them, since, for the great poets, the 
state being created is natural; and the state being written is ideal (59). Feeling in his heart the 
external things, the poem Hass wrote should have been a poem of becoming, according to Basho, 
and a state of creating, according to Wang Guowei. 

4. Transpacific Poetics 

Since the early 1900s, generations of American poets have consciously appropriated the other’s 
poetry to enrich traditional English verse form. The compiling of Ernest Fenolosa’s The Chinese 
Written Character as a Medium for Poetry paved the way for Ezra Pound’s epoch-making poetic 
experiment of Imagism. In the middle of the 20th century, a batch of men of letters congregated 
in San Francisco, declaring the beginning of a new era in American culture. Ever since the 1970s, 
American literary study turns to trans-national direction. From the 1980s, a lot of literary and 
critical works probe into family saga, native place, immigrant, local communities, material 
environment, and knowledge construction of different ethnics. American literary study cracks 
into geological studies of Anglo-American literature, European and American literature, 
American and Latin-American literature, and Asia-Pacific literature. The best, and the most 
sophisticated, challenging and powerful cultural ideas from eastern Asia contribute to the 
American poets’s understanding of the globalized world, constituting the dynamic and 
multicultural nature of “transpacific poetics”.  
Jonathan Stalling, an associate professor of English at the University of Oklahoma, puts forward 
the concept of “Transpacific Poetics” in Poetics of Emptiness: Transformations of Asian Thought 
in American Poetry (2010), which refers to the poetic exchange and study between America 
and China, possibly including that between America and Japan, Korea. According to him, it is 
across Pacific Ocean, usually through Japan, that various philosophical, literary and aesthetic 
ideas are transplanted from China to America. 
The connotation of transpacific poetics has been developing and enlarging. Yunte Huang puts 
forward Transpacific Displacement and Transpacific Imagination, Wai-lim Yip proposes 
Transpacific Daoist Poetics, Jonathan Stalling mentions Transpacific Buddhist Poetics. 
Transpacific Displacement refers to the historical transportation of cultural context, which is 
characterized by features of linguistics, poetics, philosophy, mythology and story. And the 
displacement is prompted by the writers’s devotion to describing the other through usurping, 
collecting, imitating and rectifying the important customs of the other. The imagination of the 
other is realized through three strategies: Ethnography, translation and inter-textual travel. 
Transpacific Imagination includes history, literature and counter-poetics. Ethnography, a 
hybrid between literature and anthropology, absorbs the other’s context, and turns out to be 
biased narration of Ethnographers. Translation is not an equivalent transfer of the source 
language, but the translators’ multi-layered reading of the source language. Inter-textual travel 
reflects the chief way of cultural transference. (Introduction 4) Transpacific Displacement 
shows that American literature goes beyond the cultural and linguistic category, and is deeply 
rooted in trans-nationalism, and aiming at a cross-lingual practice of national literature. The 
Transpacific Poetics opens a new way to American literature study, and states the specialty and 
important meaning of the Asia-Pacific experience to American culture. 
In order to disclose the historical process of transpacific displacement, Yunte Huang chooses 
Ethnography as a fundamental way to underline the importance of language to anthropology. 
According to him, language practice is the foundation of the cultural transpacific displacement, 
and language plays an important role in the Westerner’s Asian ethnography. Ezra Pound’s poem 



Volume 3 Issue 9, 2022 

DOI: 10.6981/FEM.202209_3(9).0011 

100 

Frontiers in Economics and Management 

ISSN: 2692-7608 

“In a Station of the Metro” contains the long history of transpacific cultural displacement and 
change. Through the poem, Pound rediscovers image in ancient oriental culture and language 
and bridge the gap between it and American poetry. Ezra Pound’s editing and compiling of 
Ernest Fenolosa’s monograph strengthens his confidence in propelling transpacific cultural 
displacement. Imagism from the very beginning connects Chinese language and the western 
thought, and exerts its great influence on 20th Century American poetry. Generations of cultural 
idols and poets turn to the Orient to seek for cultural inspiration, such as Jack Kerouac, Allen 
Ginsburg, Kenneth Rexroth, John Cage, Robert Blyth, W.S. Merwin and Robert Hass.    

5. Conclusion 

Hass had admitted his apprenticeship to Modernist American poetry, “My real teachers had 
been, for the most part, the American poets I was reading and studying, and I began to get a 
sense of just how radical the proposal of modernist poetics had been” (Twentieth Century 
Pleasures 175). The writers he learned from includes William Carlos Williams (1883-1963), 
who insisted “No ideas but in things”; Ezra Pound, who chose the natural object as the adequate 
symbol for poetry; and Pound’s Fenollosa, who called for a poetry built entirely from 
pictographs. Hass had extended his indebtedness to Kenneth Rexroth, Beat Poets, Confessional 
Poets and other Modernist American Poets.  
The center of modernism, at least in Pound and Arthur Waley’s translations, according to Hass, 
was the influence of Asian poetry, prevailing firstly on the West Coast. And his interest in Asian 
poetry was influenced by the then prevailing trend. In an interview with David Remnick, Hass 
has it that, “My interest in Asian poetry comes through what was in the air on the West Coast, 
Kenneth Rexroth and Gary Snyder, and then it’s central to modernism, anyway, in Pound and 
Arthur Waley’s translations” (Remnick 21). In an interview Hass said Snyder was the writer 
who was most important to him:  
He was the first of the poets I read who made it seem possible to write poetry about California. 
When I first start to write, there is the rhythm of the classical poetry, in my head: the meters of 
Wordsworth, Coleridge, Eliot and so on. But if you pick up the Snyder poem, it is like going down 
the valley with small cases for three days of sun after three days of writing. I thought that it was 
something he learned from Chinese poetry: clear presentation, without a lot of abstract 
generalization and philosophy.” (“Hass Interview”). 
In the improvement of American poetry, Chinese and Japanese poetry play important roles on 
modernist poets in the twentieth century. There is the sudden multiplication of aesthetic 
influences that were being assimilated by early twentieth-century American poets, ranging 
from Japanese and Chinese poetry, to jazz, to the rhythms of vernacular speech, which underly 
the borrowing of American poetics from the oriental wisdom.  
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