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WILLIAMS, ZUKOFSKY AND THE VERSE LINE 

1.  

William Carlos Williams first met Louis Zukofsky (  in 
April 1928, when Zukofsky visited Williams in Rutherford, New Jersey.  The two thereafter 
met frequently their sensibilities clicked , and 
they almost immediately began to collaborate, for Zukofsky edited The Descent of Winter 

notebook the following fall for the fourth issue of 
Exile (W/P 82 83; Ahearn, Pound/Zukofsky 8).1  Zukofsky 

he line as a formal unit in a discussion of 
Symposium in January 1931.  

There Zukofsky explained how Williams used typography to guide the voice and eye in 
nly a music heard, but seen, printed as bars, printed (or 

And 
-ends in 

Williams had successfully transferred the rhythmic principle behind syllable count and 
regulated 

quantity in use of the printed line. 

Williams 

contributed he
That one, small shift proves potent: 

 

my duller hours (and weeks and years) worried over accent. But I have not 

attention earlier when it might have interfered with my practice of it! (W/Z 
78) 

 

Zukofsky apparently was studying quantity, for he questioned Pound by letter concerning 
accent and quantity. Pound had earlier related, in Gaudier-Brzeska
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every phrase of emotion has some toneless phrase, some rhythm phrase to express it,  he 
 vers libre follow from this principle 

(84). When Zukofsky taught in Madison in 1931, he befriended Martha Champion who 
knew classical Greek and who likely provided him with instances of Greek prosody (Ahearn, 
Pound/Zukofsky 60 61, 68; Scroggins, Life 116; see also Zukofsky 78 79, 143 45).  

Precisely what a quantitative approach to the verse line in English would mean to 
Zukofsky or 
what either intends.  W as an approach to the 
line by way of vowels, such that a loose line might be tightened by playing off stress against 
vowel patterns (as in Hobsbaum 86). Manipulation of vowels potentially alters the timing, 
fast or slow. The vowel, as the nucleus of a syllable, can be prolonged by stress. Williams, of 

apparently at this moment he became interested in musical properties as a plausible measure. 
To that point, linguists Fred Lerdahl and Morris Halle suggest musical prolongation is 
achieved in English by use of rhyme, assonance, consonance, and alliteration (41 42). These 

 in the early thirties. J. Rischel remarks, 
further, that 

2 Appropriately, 
Williams now began to emphasize the importance of pace. 

roversial prosodic claims involve the musical 
properties of verse, notably timing. It seems germane, on that account
summary of her research into parallels between poetry and music: 

 

Both speech sounds and musical tones can be characterized by stating their 
fundamental frequency, intensity and spectrum. When the time dimension is 
added, fundamental frequency functions as tone and intonation in spoken 
language and as melody in music; intensity marks stress and contributes to 
the establishment of rhythm in both speech and music. . . . It appears to me 
that the greatest similarity between speech and music is found in the role of 
timing. (98) 

 

nothi SL 136), 
his 

Moreover, when Zukofsky draw

intonation, the inflection of tone, another point Zukofsky raised with Pound (Ahearn, 
Pound/Zukofsky 61). That is, the poetic line is being linked to speech melody, the pitch 
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A Draft of XXX Cantos in 1930. Both Zukofsky and Williams responded with 
reviews; they collaborated on a tribute to Pound. That project was never realized, but 

did appear (in shortened form) in the Symposium in April 1931 Excerpts 
from a Critical Sketch, and he was markedly enthusiastic, though from my vantage his 
criticism of Pound is the more telling, because it concerns how we actually speak. Pound, 

Poetry appeared in February), 
that away from the word as a 

SE 
still 

m of the phrase it affects a modern 
turn but is really bent to a classical beauty of image, so that in effect it often (though not 

measured 08). 

 in Williams studies, 
and a little background information is appropriate.3  As Mike Weaver details, Williams first 

Sacred and 

Antheil and the Treatise on Harmony in 
1924.  Williams w in a section, 

1924 (Weaver 68; W/P 69).4 Weaver suggests, as well, 
that measure usually has a musical context for Williams, associated with terms such as 

ably with meter in a 
letter to Harriet Monroe in 1913. Monroe had objected to metrical irregularities in his 

you wish to judge it as a fixed iambic measure you are dogmatically right as to the disturbing 
SL 24). Measure, 

then, bridges music and verse. Williams will extend it to speech. 

In his essay on Pound, however, Williams adds an important twist to any 
straightforward account of his use of measure.  His next paragraphs explicitly state that 

kind from other 
statement. It is a sort SE 

, for when he indicates 
quality beyond meter, he likely uses a manner beyond measure

 supersedes the use of meter in his manner of arranging and clarifying the 
material. 



 4 

Joyce and Stein (SL 129; EK 143), positing that Pound has found a way beyond that impasse 
the  notebook: 

 

It is not by a huge cracking up of language that you will build new work, he 
postulates . . . nor by use of an embalmed language, on the other hand. But 
by poetry that will strike through words whipping them into a shape
clarity and motion: analysis: be they what they may. (Buffalo C29) 

 

the meter, the movement peculiar un
in the minute organization of the 

SE 108 9).5 

Williams had written to Boyle in 1931 that concepts of quantity and quality in verse 
SL 136). 

Willia
Contact

itself is a music and by that expresses the full tone of our consciousness along with the 
accurate but accompanying 
music both by stressing and exemplifying it in the development of a new quantitative metric 

on this topic, when 
acknowledging the new Profile Anthology 

in itself a music. Once music had accompanied poetry, as with Homer, and the words were 
expressed as they are in prose and so easily understood. When the music disappeared, 

f direction and lack of belief, but 

W/P 118 19).6 

 Ford Maddox Ford (September 18, 1932), 
subsequently published in The Cantos of Ezra Pound (1933), Williams cites Pound as one 

 Line and form here are synonymous. Most writers, 

itative reality of spoken words and not on the purely academic and 

be at least a deformation of speech as we know it but will embody all the advantageous 
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SE 
of its 

musical properties, without deformation. 

co 53, 155). The ruling principle behind the classic is invention, not 
quantity in the 

ens poetry to the 

7 
listened to for its movement among the words enhancing th

(156). The political, one hazards, is realized in the social role the invention of form will soon 
play. That this poetry needs to be heard (as he insisted to Laughlin), reiterates that his model 
is both oral and aural. 

A signal letter to Samuel French Morse in 1934 indicates that Williams talked and so 
thought about quantity in verse for roughly three years (1931 1934). That would obviously 

spoken American language, trying to find in it a quantitative foot, some means of measuring 
newly what must be the firmer, better built but intrinsically identical thing, that I am doing 

organization of the line.  His poetic is speech-based. 

 

2. 

A When Williams 
he stated Pound had 

Williams there aligned measure with English meter, 
counting and arranging stressed syllables, a practice he felt Pound had eclipsed. But Williams 

me, one needs to be clear about which way 

as the movement of a horse 
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becomes a part of the rider also SE 108). This rhythmic movement, oddly enough, turns 
out not 

which makes the meter, the movement peculiar unmeasurable (without a prior change of 
 

That Pound partakes of a meter beyond measure sounds contradictory, yet Williams 

concept specify 
likely indicates the whole poem, and the whole likely indicates the spot where Pound steps 

 being 
kind  

 

They (the lines) have a character that is parcel of the poem itself. (It is in the 
small make-up of the lines that the character of the poem definitely comes
and beyond which it cannot go.) (SE 108) 

 

The character of the lines gives the poem character, because the line is a microcosm and 
clarity and 

h 

SE 

 

 

it is in the minutiae in the minute organization of the words and their 
relationships in a composition that the seriousness and value of a work of 
writing exist not in the sentiments, ideas, schemes portrayed. (SE 109) 

 

Consequently, what the poet says becomes of less import than how she or he says it. But as 
demonstrating an intelligence 

beyond usual thought and action the organization of line is what gives the poem its 
penetration. That penetration is linked to its style. 

The 
Embodiment of Knowledge in July 1929, 
The entry of concern the passage was written over several days begins with a 
parenthetical statement inserted within his continuing thoughts about Shakespeare: 
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(All my life one thing to break through to a more comprehensive basis away 
from rule
which is growing out of it, its full significance which, moreover, relates it to 
the work of my age and elevates the work of my age to a level with greatest 
work of other ages.) (EK 95) 

 

is feared or ignored by scholars 

to bl
96). So this 

with metrical schemes, but rather with the way literature is emulated and evaluated. The 

-
 

Williams then distinguishes scholarly knowle
the antithesis of 

the scholarly. . . . His words are 
my measuring . . . the unsolved v
embody knowledge

literature, although 
in Shakespeare is not to be discovered by literary measurements It is perceived by an 
anonymous sense, collective, not scholarly and so holds its mystery
are two ways of measuring here, a set, scholarly rule and the lived, intuitive approach. 

it has no self it is every thing and nothing It has no 
character it enjoys light and shade; it lives in gusto, be it foul or fair, high or low, rich or 

Letters 157). For Williams, Shakespeare is composed entirely of his 
ho lived only EK 

100).8 are 
 

 

of 
knowledge of baffling identity. 
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Excessively imaginative, in fact, the imagination. Perhaps it is an 
atavism, a primitive recrudescence in an unformed age. More probably a way 
to know differently. (EK 101) 

 

To know differently means knowing imaginatively
breaking beyond prior literary measures of excellence, being unprecedented, producing an 

 

The July passage ends here but was apparently reread, and the topic continued in 

viewpoint, of the imagination. That is, seized whole first
immeasurable, then, Williams refers to something outside prior conception, the creative 
whole rather than its parts, and he associates that, perhaps prehensively, with the imaginative. 

concept of the whole rather t

 informing
 (e.g. in January: 

A Novelette). 

 

3. 

ber 1930, 
Pound convinced Harriet Monroe to allow the twenty-seven-year-old Zukofsky editorial 
control over an issue of Poetry. A new generation had emerged, and Pound saw in Zukofsky a 
sensibility able to promote their poetry, parallel to how his own Des Imagistes had promoted 
imagism (Ahearn, Pound/Zukofsky 45 47; Pound, Selected Letters 228; Parisi and Young 
294). Zukofsky, however, had his own imperatives and grouped together poets he simply felt 

poets, such as Norman Macleod, 
then labeled this 

group and provided a rationale for that label in two 
essays. In the short first essay, he exploited the se  

 

An Objective: (Optics) The lens bringing the rays from an object to a focus. 
(Military use) That which is aimed at. (Use extended to poetry) Desire for 
what is objectively perfect, inextricably the direction of historic and contemporary 
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particulars. (Prepositions + 189) 

 

The particulars, Zukofsky added, can be composed from events as well as things, but they 

objectively perfect poem. At a certain slant, however, the poem is also conceived of as an 
object, one that realizes its perfection through particulars, a formulation close to Pound  and 

consideration of poetic form to those doctrines (111 12).9 

entirely missed in thos
role in Zukofs Menorah 124 27, 
135 39; Géfin 49 67; Heller 1 18; Kenner, Homemade World 162 73; Orange; Scroggins 
103
for Williams in the 1927

has been unlocked from the mind and 
committed to the page, it becomes objective (Buffalo D2; Wagner, Poems 145). Williams 

and so has become objective to me. I, after all, remain objectified to myself 
(W/Z The Embodiment of 
Knowledge 

34).10 

 elaborate: concepts of objective and objectivity of treating words and poems as 
objects
several of his insights on language and form. As Weaver notes (54), his use of those terms is 

Science in the Modern World.  But the terms are also central to 
Concerning the Spiritual in Art, and they would seem far more important to 

Williams than to Zukofsky. Consider this instance. After meeting Zukofsky in 1928 and 
reading his poetry, Williams commented by letter: 

 

Poems are inventions richer in thought as image. Your early poems even 
when the thought has force or freshness have not been objectified in new or 
fresh observations. But if it is the music, even that is not inventive enough to 
make up for images which give an overwhelming effect of triteness as it has 
been said. (W/Z 11; emphasis added) 
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nail what troubles me. It may be that I am to [too] literal in my search for objective clarities 
of ima W/Z 13; emphasis added). Clarity is cardinal for Williams and finds a response in 

manner
muddled? I cannot see 

The Descent of Winter, which Zukofsky edited) in his own 
Prepositions 212). The objective contributes to the vividness 

of the writing.11 

Responses to the objectivist issue of Poetry were mixed, but the issue inspired 
Zukofsky to edit An Objectivist Anthology in 1932, in which 
and both pared and expanded selections.12 
imagist tenets and argued for the unity of the poem as a musical shape. Williams reviewed 
this anthology for The Symposium (in January 1933) and, being a contributor, stepped forth 

very well from where the term had originated. 

Williams opened the review by dichotomizing the new poetry and the classic. The 

obvious connection with the classic

of the classic so to include the present (SS 42): 

 

By taking words, of which writing is solely made, and words which in the 
classical have been supposed to have an exact meaning and movement among 
themselves and by using them in a way (as stated above) to emphasize the 
worth of that which has existed before while differing from it in form a purely 
objective method is at least intimated. (SS 43) 

 

The new poetry preserves the classic in its renewal of form. The emphasis on form would 

since Kora in Hell and the year prior wrote to Bo
W/Z 196; SL 129). The comment was prefaced by a statement 

still out of sight to the generality of SL 129). Above, he qualified the pursuit of 

a new form. 
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This also needs elaboration. A new poetic form is nascent with the advent of 
objectivism, and Williams sees that form emerging from an original use of poetic material, an 

summarizes by providing, in retrospect, a striking rationale for a newly emergent machine 
metaphor, namely, the relation of part to whole, straight out of The Embodiment of 
Knowledge
po
construction each part of which has a direct bearing on its meaning as a whole, an 

sig
The Wedge (CP2 54). In such terms, when content is elevated 

 

In the cited letter to Samuel Morse (in 1934), where Williams discusses the 

 as definitely tuned to what it wishes to say as the parts of a 

mold language.13 Poetry persists through the 

but well made. It in itself embodies the greatness of its age, in its technique, in its expressions 

prehensive (a term 
from Whitehead), partakes aspects of the age and environment as its material. As Williams 

the age figures prominently in Paterson. 

Discrete Series, where he proposed 

is

SS 55; see also 
112). Thus criticism of poetry should be based on structure: 

 

It is the acceptable fact of the poem as a mechanism that is the proof of its 
meaning and this is as technical a matter as in the case of any other machine. 
Without the poem being a workable mechanism in its own right, a 



 12 

mechanism which arises from, while at the same time it constitutes the 
meaning of, the poem as a whole, it will remain ineffective. (SS 56) 

 

technique. The design, however, is to liberate, so structure has an objective. Williams then 
discussed the economy of the poem in its status as 

 

the line and it quickly becomes a reference point for Williams. Further, combining 

this objectivist 
Horizons of Death in 1934, Williams 

noticed a conflict in the style, a style half modern in its plainness and lack of ornament, half 

n attempt to follow a 
SS 61). Williams then singled out 

in a fidelity to the object, the thought abo This welding 
of 
passion, limiting itself to the objective of its immediate purpose, which creates the meter as 
the obstruction
received metric; his poems achieve meter through passion and constraint. They are what give 
the line structure. 

Horizons of Death is notable for the p
of perception to an object, surely the same act of imaginative identification we traced 
through Spring and All and January
notion of constructing a metric, molding the language by a constrained but vividly felt 

simply stress), structures the line and gives it musical pattern. When Williams reviewed 
Blue Guitar three years later (1937), he spoke in a similar way of the meter 

Williams later praised Zukofsky for inventing new metrical patterns (e.g., SS 161, 166). 
Strategies of discovery and 

contribute to the poem as a whole. As a metric is discovered in and invented from the 
vernacular, so is th
line emerges, so is musical time invented as Williams wrote in his open letter to Kay Boyle. 
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Library, State University of New York at Buffalo. 
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A. Walton Litz and Christopher MacGowan. New York: New Directions, 1986. 
CP2. Williams, William Carlos. The Collected Poems of William Carlos Williams. Vol. 2, 1939–1962. Ed. 

Christopher MacGowan. New York: New Directions, 1988. 
EK. Williams, William Carlos. The Embodiment of Knowledge. Ed. Ron Loewinsohn. New York: New 

Directions, 1977. 
I. Williams, William Carlos. Imaginations. Ed. Webster Schott. New York: New Directions, 1971. 
SE. Williams, William Carlos. The Selected Essays of William Carlos Williams. New York: New 

Directions, 1969. 
SL. Williams, William Carlos. The Selected Letters of William Carlos Williams. Ed. John C. Thirwall. New 

York: New Directions, 1984. 
SS. Williams, William Carlos. Something to Say: William Carlos Williams on Younger Poets. Ed. James E. 

B. Breslin. New York: New Directions, 1985. 
W/P. Pound, Ezra, and William Carlos Williams. Pound/Williams: Selected Letters of Ezra Pound and 

William Carlos Williams. Ed. Hugh Witemeyer. New York: Norton, 1996. 
W/Z. Williams, William Carlos, and Louis Zukofsky. The Correspondence of William Carlos Williams and 

Louis Zukofsky. Ed. Barry Ahearn. Middletown: Wesleyan UP, 2003. 
2 To this issue, Rischel explains, “The difference between long and short vowels, as in English beat versus 
bit, is of course neither defined in terms of exact durations nor in terms of an exact ratio between long and 



 16 

                                                                                                                                                 
short, although a long vowel may be typically two and three times as long a short vowel, depending on the 
language. The durational values are extremely contingent on intrinsic and contextual factors. Vowels 
spoken with a big jaw opening are longer than vowels with a small jaw opening. Vowels before voiced stop 
consonants, as in had, may be much longer than vowels before unvoiced consonants, as in hat. Moreover, 
vowels may be very much longer in the last syllable of an utterance than elsewhere. Some of these 
variations are strongly language dependent” (70). 
3 Stephen Cushman’s William Carlos Williams and the Meanings of Measure is essential reading on the 
issue of measure. But Cushman believes Williams’ statements suffer from his confusing “measure” as a 
metrical scheme with using “measure” as a trope for something as “fit” or appropriate, as when that 
metrical scheme fits the subject expressed. This difficulty would find its most troubled application in 
Paterson and the later poetry. For Cushman, “measure provided Williams with a poetic ideology and an 
existential mythology” (1–3). There is, Cushman believes, “a doubleness in his concept of poetic form” (3), 
an issue I also address, though in a different manner. Cushman’s account is nuanced and well informed, 
and Williams discussions may be contradictory, especially in the 1950s, where Cushman draws most of his 
materials. That said, I don’t find Williams’ prosodic statements contradictory through to The Wedge in 
1944, which I read as exemplifying his prosodic theories. 
4 Sections of Pound’s Treatise also appeared in the Criterion and Transatlantic Review, which Williams 
may have seen, and Williams wrote to Pound that he looked forward to the entire book, which suggests he 
read it. That’s noteworthy because of Pound’s emphasis in the Treatise on time, melodic shape and 
harmony. Pound understood harmony as a study in movement and believed one could allow sounds of any 
pitch to be followed by sounds of any other pitch “provided the time interval between them is properly 
gauged.” Music is “pure rhythm” and harmony a matter of blending varied rhythms (Ezra Pound and Music 
290–96 ; see also Moody, Pound 2: 23–26). The notion of melodic shape would give the tone pattern of an 
individual line a “form” or contour. Williams rarely spoke of the musical properties in verse until his 
review of Pound’s Cantos in 1931, after Zukofsky’s review of the Cantos appeared (in January 1931 in the 
Criterion), and I believe Zukofsky’s influence on the issue of musical properties in verse was decisive. But 
Williams also speaks in The Autobiography of visiting Pound in Paris in 1924, when the two spoke 
“renaissance music, theory of notation, static ‘hearing,’ melody, time” (A 225), so Pound’s ideas were 
likely a factor also. 
5 Two terms reverse in value for Williams from 1928 through 1931, “technique” (or “technical”) and 
“synthesis.” In “Sacred and Profane,” Williams disparages technical approaches to poetry. When he settles 
on a new quantitative approach to measure, however, the term “technique” becomes positive, even a means 
of reproach. In a similar way, in that notebook Williams attempts a “New Synthesis,” and in “The Work of 
Gertrude Stein” in 1929, he notes approvingly that her words and sentences are woven into a “synthesis” (I 
115). By 1932, he explicitly rejects synthesis in favor of analysis (see, for instance, the original “Critical 
Sketch,” Buffalo C29). Williams’ use of “analysis,” however, should be distinguished from what he terms 
“fracture,” which is splintering the sentence apart in order to focus on words. Analysis, in contrast, would 
separate the sounds and stresses and syntactical construction from what the poem “says,” it’s propositional 
content (e.g., SS 126.) 
6 The terms “phanopœia” and “melopœia” are from Pound’s “How to Read, or Why,” which appeared in 
three installments in the New York Herald Tribune in January 1929 and which Zukofsky subsequently used 
as a text when teaching in Wisconsin (Stock 281; Pound, Literary Essays 25; Scroggins, Life 143). 
7 Apropos conversation, Williams wrote to Zukofsky on March 22, 1933, about a group of poems recently 
sent to Poetry “of which I’m not particularly proud,” but he also included a new poem (unidentified) for 
Zukofsky to read, commenting: “It, the exception, has only the virtue of being conversational in tone which 
is (now comes the dark secret) the way I want Paterson to be—just a lot of talk—made or broken by the 
way it hits and not the way it addresses itself to the target” (W/Z 151). Use of talk will be presented as 
“talk” and not elevated by further comment. The unidentified poem is perhaps “This Is Just to Say”; see 
CP1 536. 
8 Williams refers to African Americans at times as being “nobody” or “nothing” (IAG 209–10), perhaps in 
reference to Bert Williams’ signature song, “Nobody” (in 1905), and Nielsen reads Williams’ statements as 
deprecatory (e.g., 75, 81–82, 84). That’s appropriate, but it also needs to be pointed out that the state of 
anonymity, being a “nobody,” is an ideal for Williams, and it’s also how he addresses Shakespeare, his 
“grandfather” (e.g., CP1 307, 311; EK 11–16, 89, 100, 138). As he remarks in A Voyage to Pagany, “It’s a 
distinction to be nobody and to do as you please” (29–30). 
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9 Zukofsky had settled on the title “‘Objectivists’ 1931” by November 9, 1930, notifying Pound, 
“Objectivists or the equivalent minus philosophical lingo is what it shd. be, that is the poems will be such 
as are objects. Or things” (Ahearn, Pound/Zukofsky 69). 
10 Apropos the objectivists, Guimond remarks that although “Williams’ poetic techniques definitely 
evolved during the late 1920’s and the early 1930’s . . . he did not on his own achieve a corresponding 
evolution of his poetic theories. Instead, he seems to have adopted Zukofsky’s Objectivist theories as an 
explanation of his changing poetic practices” (95). I would argue that’s flat wrong, that the opposite is the 
case. Williams’ theories advanced substantially during this time, and although Zukofsky conveyed to 
Williams a concern with quantity and musicality, Williams presented Zukofsky an orientation toward 
words as objects and the poem as a formal object, not vice versa. In a similar vein, Markos comments, 
“‘Objectivism,’ for Williams, was really but a temporary, semiofficial designation for preoccupations that 
intensified with Spring and All and persisted throughout his career” (134). Markos associates objectivism 
with formal patterning (135), and in Spring and All, Williams writes of form as “a reality in itself,” so the 
connection between form in Spring and All and form in objectivism is valid. But a concern with objectivist 
form is also apparent in The Wedge, for example, with the machine metaphor, so it’s odd at best to 
designate the “semiofficial” period between 1932 through 1944 as temporary, especially if prefigured by 
Spring and All (1923). Markos’ larger argument, however, is that Williams’ concerns are actually with 
organic form and organicism, as expressed by Plato, Schelling, Coleridge, and Emerson (153–55), among 
others. I find little support for that. 
11 To amplify this point, consider that Williams uses “objective” in a characteristic way in “Statements of 
Belief” in the Bookman (September 1928), within months of meeting Zukofsky. Literature is said to be on a 
plane “superior to philosophy and science.” It will “lay truth open upon a higher level. . . . It will be an 
objective synthesis of chosen words to replace the common dilatoriness with stupid verities with which 
everyone is familiar” (I 364; Wallace 183). That his writing would have “an objective synthesis” relates to 
an emphasis on words “as real objects to mould the psyche,” where “the province of letters is that realm of 
the intelligence in which words and their configurations are real and all ideas and facts with which they 
deal are secondary.” That is, the poet “objectifies the words as the material of poetry” (EK 19–20, 128; 
emphasis added). The words, in writing, “transcend everything,” Williams notes in “The Work of Gertrude 
Stein,” composed in August 1929 (SE 117; see also EK 18–19). Zukofsky helped edit this Stein essay and 
was exposed to much of Williams’ writing during this time, so would be fully aware of what “object” and 
its cognates meant to Williams. In contrast, mind that Zukofsky’s review of XXX Cantos, published in the 
Criterion in January 1932, doesn’t use “object” or “objective”; he uses “objectivity,” but only twice 
(Prepositions + 73, 82), as the antonym of “subjectivity.” 
12 Tom Sharp recounts that Zukofsky assembled a second “Objectivist” collection in hopes that Samuel 
Putnam would publish it as an issue of the New Review. When plans fell through (in February 1932), 
Zukofsky turned to George and Mary Oppen’s TO Press, which issued An “Objectivists” Anthology in 
August 1932 (44–45). Mark Scroggins explains that the introduction to An “Objectivists” Anthology was 
drafted from a talk Zukofsky gave at the Gotham Book Mart in August 1931 (120). 
13 Zukofsky uses “structure” as a critical term in “Sincerity and Objectification,” where he speaks of “word 
combinations” as “precursors of . . . completed sound or structure, melody or form” and of the resolution of 
“words and their ideation into structure” (194; also 208, 215). Zukofsky also speaks of structure in his 
earlier “American Poetry 1920–1930,” so Williams may have adopted the term from Zukofsky. But 
Williams sometimes used “structure” as a synonym for “form” (e.g., “America, Whitman and the Art of 
Poetry” 28; “Four Unpublished Letters” 58; SS 53), and one notes, in Zukofsky’s earlier essay that the term 
is used in reference to Williams’ poetry (143, 149), so the line of transmission is likely to have been the 
reverse.  


