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t ashes, in the river, and the weevil always replies,
fa HOME! That'll be ma HOOME!”
egan writing at Horace Mann High School, and,
olific, by graduation he had heaped up twenty-three
full of “Whitmanesque thoughts.” Having decided to
oth a writer and a doctor, he pored over Keats's Endy-
dical school and composed a long poem in Keats’s
the University of Pennsylvania he made friends with
ilda Doolittle, and the painter Charles Demuth. His
‘Poems (190g), was published at his own expense in
ord: Acknowledging his copy, Pound told Williams that
ut of touch”—not up to the standards of London, the
Yiter. Williams’ career could be interpreted as a long,
otest against this judgment—against Pound, Lon-
_even, with ambivalences, against standards.
his was later. Meanwhile he imitated Pound and hoped
don’s approval. The Tempers (1913) was published in Lon-
und having pursuaded Elkin Matthews to bring it out.
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THE IMPACT OF WILLIAM CAR
WILLIAMS '

ems were influenced, Williams later said, “by my meet-
ound, but even more by Palgrave’s Golden Treasury.”
ct of Pound showed itself in Renaissance and Brown-
yrics, but soon Williams was impressed by the March
issiie of Poetry, which contained Pound’s famous brief state-
of the principles of Imagism. At about this time Williams
up friendships with other young writers and painters,
ted publishing in little magazines. In 1915 he acquired
asure of editorial control over one of these, Others, He
felt himself to be 2 member of the avant garde. To him this
i« that his attitudes, sympathies, way of life, and form of
' were and ought to be unbourgeois and anti-establish-
It was an exhilarating new pose, though only a pose. Pay-
debts, seeing his patients, fathering his family, Williams
d safely within the bourgeois fold.

iterary and artistic milieu in and around New York dif-
considerably from that of Pound or Eliot in London. The
Norld War was far away and had little impact on New York
ations. The uses of past literatures in Pound and Eliot did
appeal. Neither was Greece, China, or Provence the scene
‘poetry, which was completely contemporary. In Alfred

ILLIAM Carlos Williams was born in 1883
to me.dlcal school at the University of Pennsyly
prz.Lctlced all his life as an obstetrician and pedia
Except for .hterature, he led an ordinary life—marriag
days doctoring, extramarital affairs, two sons, a shady subi
home, a cat., roses, and rhododendrons. , ! 'u

. He remained where he had been born, in Rutherford
time a moderately pleasant, suburban town. Around it st
the drab, doleful landscape of northern, industrial New
Here by the filthy Passaic Williams found not the waste 1z
spring. In weeds, melon flowers at the garbage dum
Jock™ in red paint on a fence, his patients—m“Doi” E

' I got
a woman outside I want to marry, will
you give her a blood test?

;;irile. celebrated the tough, always renewing vitality of the w
d in a way that put him, he thought, at opposite pole
EllOt.. As Marianne Moore once remarked, Williams’ irI1)1a iral
was likc‘a the boll weevil he noticed in Carl Sandburg’s sgomat
successive verses the cotton pickers threaten to put tl%e Wei i
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with the literature of the past and of Europe.
conformist,” “rehash,” academic. Paris must be
nd parodies of the middle ages, Dante and langue
it as the best in United States poetry.” Their
bstruct the creation or at least the acceptance
rt. In the pages of Contact (1920—23), @ short-
‘he started with Robert McAlmon, Williams went
and manifestoing. More of this moiling prose was
among the lyrics of Spring and All, and still more
The Great American Novel (1923). This book gave the
someone who is trying to start a novel but is unable
Demuth, adapted Cubism in their o . conventions of the form. It was a slightly Dadaist
own work and helped § fictional art by the criterion of reality. Despite or be-
ormal impasse, Williams wrote mainly novels and
for the next fifteen years. In the American Grain
as not a novel but portrayed worthies and unworthies
can history: Eric the Red, Daniel Boone, Montezuma,
father, and so forth. Williams aimed to discover the psy-
maginative, and moral character of Americans. But
in Classic American Literature (1923), D- H. Lawrence
carried out the same exploration. Though Williams’
1ot “rehash;” his point of view was not new to readers

5\];?1}::;1:%1;& Donald Evans, Marianne Moore;:
evens, New York writing w o
- - a h ..
S(:)r:ten;lnes dandified, and innova?ive isn %I:Iflrolt} '
I[\J/[ e ;Lad 1i’leard of the French symbolistes, and :
eramreoy, new them well. But symbolisme and othe
o seemed less exciting than the painters a di
« tl;rilttz dto New York from Paris. The Armory 811110
Jibite ];\;orks by, among others, Renoir, Matisse: P
A}bert’ Gle?zq;se, Gaggllx\}n, and Picabia. Duchamp'.
were 1n New York duri :
Al ring these
ad Arensberg already had a collectio%'l of Cl);(le)?sis

21?:;11’ Will.hams later recalled. “Impressionism, dad
idess ferm d appui for his thinking about poetry, a ne
erature 0;3 Ou.ts'zde th.e traditions of English an)cg Ac
vonis . ] 210 1t mtensified his dispositions to astoni
anyth’innc ‘flf g th.e bourgeois in himself, and to welco;
French i z:inggly it was new. As Williams summedo
!ease, color relegass:,nfelgzzgtgi ‘created an amospher veled in Europe in 1924 and 1927,

Jefcts. There was a lot of humorTnS;iZ?;gpeq f(?rms circles there. In the late 1G20s and early 1930s he
© }1{30?5 Cfﬁlessness.” pamung, a d himself in Objectivism, a minor moverment 1 shall de-
mid these exciternents Williams® lvri ' hapter 13 in connection with Louis Zukofsky. Amid

i iamn .
stride from the still traditional The ;}yiyrlcs took an; i al strife of the 1930s Williams was just a busy doctor
;1917' By 1923, when he published Spﬂnpegs ;31}“ Que._. : mpathized with the poor, as may be seen in the short sto-
eveloped his vision and technical mechgdn b he h_a ¢ Knife of the Times and Other Stories (1g32) and Life along
Hell (1920) experimented in sponta N S.-Meanwhﬂ:&" ~ River (1938)- But the Partisan Review labeled him a
Ilams. h0pe(.1 thereby to escape thseﬁllns- HRprovisaty ois decadent.” an attack matched from the far right in
conscious mind. “For a year [1g17~18] I ll:iatlc)ns of it os, when an obscure McCarthyite raised a minor perse-
no matter how late it was before 1 w used to come ho sy calling Williams “the very voice of Communism” In
something.” Of the 365 pieces of writin ertl}tl to bed I would | e started serious work on his long poem, Paterson.

Svent’l,.laﬂy kept, arranged, and accoi] ; ' p(;“ Oducf.d’ °4 Mliams’ reputation had spread very slowly, a fact that greatly
lolnns -th Prol panied by “in sed him. He had favorable reviews in the 1gzos from
¢ Trologue (1918) t e : - and acquaintances around New York-—Marianne
quarrel with Eliot anngoimiLKI?I?ogilc? I(Iils bega{l his.| . '-Kennethunrke, Gorham Munson, and Paul Rosen-
Jected to their preoc and by the end of the 1920s these reviewers had estab-

renewing coniacts
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lished what is still, mutatis mutandis, the usual cri
But outside this circle hardly anyone, it seemed; wa;
tention. The Dial Award in 1926 and the Poetryp
were not much consolation, especially when compare
éclat of The Waste Land, which, Williams later sai _
our world as if an atom-bomb had been dropped
contemporaries flocked to Eliot” .
But in the 1950s and 1g60s young poets flocked
His poetry was unchallengeably Modernist—in fact,
was the vanguard—yet offered an alternative to Elio
som, and others who now seemed academic. It was
with theorizings, a program. Its style was not intimi ;
liams’ feelings and values were sympathetic and he h
encouraging. He belonged to the now almost mythic;
tion of Joyce, Pound, Eliot, yet he praised the poetry
admirers sent him to read. When, for example, he incli
of Charles Olson’s essay on “Projective Verse” in his:A
phy (1951), Olson gratefully exploded: “My god, B
COURSE, god, how wonderful . . . crazy good, crazy we
crazy manna.” The young poets—Ginsberg, Olson, Creel
ertov—naturally reinterpreted Williams by their ow
they acknowledged his importance.

Even the disciples of Eliot and the New Criticism we
ing bridges toward him. Williams had dassified Rand;

is left hand and went on writing until his death in

THE WILLIAMS IYRIC

vhen he published Al Que Quiere!, Williar.ns sympiali
. with the Modernist revolution. But this wasA st
its first phase, the phase of Sandburg andS mz
Pound’s Cathay (1915) and Lustra (t§16§, (if ‘2113 mj;oz :
- . 3 S
Jlozy and the Imagists-—which, n the ir e of
do%;vr; calied popular Modernism m order.to.dmllrll
he high Modernism of the 1920s. Repudwgtmgh the
“enteel and the Victorian, Modernists of this phase
“Thous!” and “Ahs!,” allusions to classical myth],ocagj
rs-at :ﬁhe start of lines, meter, thyme, ;md s}t;nz?;;altiesm
lifting thoughts, 500,
cts, glamour, romance, up fring ¥ ideallsm,
i j g, urgen
hy and philosophic pathos, ana comotion.
i ibited ancient Greece or
hey sometimes exhibite e o mporany
. oses, mostly they dwelt in the ¢
Iijxu:}}:ey delineated in simple, colloquial words and
| clarity.
(siicrl;;nzy the Modernist movement appeaafed tz be
homogen;:ous. What separated Pound, _E1l1ot, I:z
andburg, Bodenheim, Kreymborgij alnd Vglsﬁiréi ﬁeel
: ’ hese rebels an
an the vast gulf between t _
: i ther Modernism.
Jarrell edited his Selected Poems. (But Jarrell cooled tow ent. But mLEng_laFI ci ;gz;iy‘ijfﬁi‘jfho x Modemism,
‘know, F. R. Leavis 18 : ' _
ég 'bl:ween Williams and the Enghsh' (i"eoiigl;n:};esslgi
' i ed, metered, and capitalize
i thﬂ;id not, his poems had a more modern-
ook and sound. But if the pleasures of 1Greorgizm p%eé?ef
. i 1 speech, a close, appreci
¢ especially an easy, natural s e D ol
Lurban and rural existence,
( 'gtei)lfdz sympathetic, yet humorous speaker;andta:
vard unpret,entiousness with inner subtl_ety, these 1:: alliac Zrt
il jay also be claimed for Al Que Q?;Llw]:fz! Uﬁ‘h.neso 1;1[; -
ibed himself 1
illiams would not have descrl
as‘:;v‘l‘giraeat lover” of “White plates and.cups .. . the strong
Of friendly bread,” but he enacted this role:

camp, Robert Lowell also liked Paterson I, and later
liams, “I have crossed the river into your world.” Betwe.
and his death in 1963 Williams received five honorary
and seven prizes or awards for his poetry. In the 1g50s-
students and professors of English began to explain hi
and arrange his theorizings into coherence. Having d:
“academics” all his life, Williams was now delighted. b
analyses and deeply grateful.

But when the house is ready, death comes. Williams was
a heart attack in 1948, followed within the next years by a
of strokes. He resigned his medical practice, lost the use
right arm, was often depressed. But he bravely taught h

gian
&5 and Williams
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In brilliant gas light

I'turn the kitchen spigot
and watch the water plash
nto the clean white sink.
On the grooved drain-board
to one side is

a glass filled wich parsley.—
crisped green.

I :
Wasnlgsc;ur lizapes (1921), Williams’ next collection,
responses waent. The engaging doctor telling hls’
woponses s replaced by relatively impersoﬁﬁf
Waover O;}a;tzally ’Fxtended metaphors (“Sprin
o pn Old. ady”) or by packed images of two
i i Pound ulstm (1916). With Williams the spe:
landsens é) : :ceki dso 1(;28;[)?)631"&1,' and the images of
o provenience. Poems withe
En asc;rsl.speaker made their effect by the interaiti‘;illpsll'o
£€s; I retrospect they showed a transition towéril

phase of poetry. A myth i

; 4 yth of spring’s coming is i -
Ori;}? }IJOf_zms, and tends to link the separa%el? E—';P]Ied
principle is less that of Romantic, continuous Zransmo

or broken. Williams experi
or br MMiams experimented with collage (“Your
apid Transit”), with free association (“At thger(luf:(;

“Th
e Red Wheelbarrow” suspended a few images in no

like a2 mobile scul w A
seeing: pture. “The Rose” illustrated a Cuybis

The rose is obsolete

but each petal ends in

an edge, the double facet
cementing the grooved
columns of air.

g

tion. 1n contrast, was

of speaking char.

OT OF WILLIAM CARLOS WILLIAMS 255

g to prose fiction. In his poems the Rutherford
iri Al Que Quiere! (“This s Just to Say™); or de-
d metaphors; dramatic monologues portrayed
ocation and Conclusion™); selections of images
essions (“Nantucket”); syntactical and grammati-

he Lily”) went along with a general freedom frem

lines ended in “the,” “of,” and the like. In sum-

was great but the elements of it were familiar

tis volumes. Occasionally there was mastery.

rided himself that the diction and syntax of his po-

d'on the spoken language-—Rutherford’s talk.

he talk characterizes the speaker dramatically, and
< virtue is just that it doesn’t get in the way. The
amiliar medium transmits the object without calling
tself. To Williams the more idiosyncratic conversa-
e of Robert Frost, with its allusion to Yankee dialect,
seemed mannered, a kind of clutter. Dramatic char-
obviously intended to be noticed,
ams was skilled in bringing a person vividly before us:

Her milk don't seem to..
She’s always hungry but..
She seems to gain all Tight,
1 den’t know.

“the speakers are versions of Williams, their voices
widely. “To a Solitary Disciple”—

Rather notice, mon cher,

that the moon is

: tilied . . .

an opposite pose from the warm, abashed “January

But—
Well, you know how
the young girls run giggling
on Park Avenue after dark
when they ought to be home in bed?
Well,
that’s the way it is with me somehow.
acterize not just a speaker but also a social

ltural context. “The pure products of America,” begins
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furniture gone wrong;
the fences and outhouses
built of barrel-staves
and parts of boxes, all,
if I am fortunate,
smeared a bluish green
that properly weathered
pleases me best
‘of all colors.
No one
will believe this
‘of vast import to the natjon.

€ems Spontaneous and simple, the poem activates
in the interplay between ideas of mak-
g the houses of the very
bvious one between the

S(;I’:I)l Elsfu.a,’_and the line, as has often been re;
of.(;f) ]c-)n Its irony from_ its vague echo of advertisin:
o-ton merce boosterism. “Go crazy” is the sur. Tisit
howiliﬁ:gg us to blunt, everyday speech and tg ;;]11
A poem winds toward it i o
v s conclusion, i

us.” The collogui i i,
quial signal of inati

b T puzzled rumin
o is té)o (‘:‘omfortable to be urgent. “It” in this
Ame ]az. 0 “somehow” points out something.——ét

= guage—wrong with us. Itis a small, addi
e general indictmen 0
Int he ei i
. Coir:l}tle latter partiof the eighteenth century one of
o GOlet:q;Icli[g)oTei‘ry kinds of poetry, represented by. Co
s “conversation poems,” .'

ole ms,” was do 1
e mestic
Epp ;:Im(fie, and formally relaxed or “natural” Part ofits
e ;é):gfied ;Im Its moment in literary histor .
ing Not to Be Poetry” i .

: _ as Col

as a reaction and relief after the fjcf)rrfa e

or example,
ing of oneself and admirin,
e contrast is not Just the o
ass Tat race and the aesthetic, drop-out, take-things-as-
mood, for the values associated with the lives of the
mplex.) The connoisseur’s pleasure in bluish green
ly weathered”) is blithe and eccentric, but expresses
of taking life, his appreciative responsiveness, his read-
hake the most of whatever slight thing he may happen
i unpretentious idiom is that of talk. The lines break
al pauses in speaking. They exhibit the ordinary by put-
1e around it. So does the poem as a whole.
lean-edged presentation, swift, with humor and a
lightness: so long as we are under Williams' spell,
oets scem cluttered and artificial. Milton’s opening line
idas”’—“Yet once more, O vye laurels, and once more”-—
iconceivably fine in its context, and so, in The Waste Lond, is:

Under the brown fog of a winter dawn,
" A crowd flowed over London Bridge, so many,
I had not thought death had undone so many.

- we have lived for a while with Williams, we may find
h famous verses slow, contrived, too elevated, and per-
ven empty. Had Williams rewritten “Lycidas;” he would
¢ begun, “Here we go again,” but the phrase is closer to
ic world and may suggest something of its pleasantness.
ourse his effects depend on the tradition they reject. Fis
mpressed, short lines seem peculiarly weightless and rapid

Cowpe i
ot e a5 Eliot i eytes e s alternaiive
he was not widely recognizv:‘.ec;1 311 1 the nent o
he wa _ Iy 1 ] ntil the next gen
o ;:.laziisg;:a(;ngt !_gs rzval.,I-hs _work raises criticalgisssg;
lowercd ecs: ]_i;e owpers. _Hls naturalness and easé--m.
oty ey e or (;ntensny, and for his followers he 1
oy T o 1t }f' nce the corset of Eliot’s example
frony had bec rown off, it was easier to do hands
easier to loll and sprawl. But these central is ¢

. ast
O OF al fI om Al ue uierel - w.

When I was younger
;t was plain to me
m .
Oldzitnrgike something of myself,
I walk back streets
admiring the houses
of the very poor:
roof out of line with sides
th_e yards cluttered
with old chicken wire, ashes,
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s recollected, “Duchamp decided that his compo-
to bring a mo; ' day would be the first thing that struck his eye in

. divare store he should enter. It turned out to be a
¢ bought and set up in his studio” On another
amp submitted a porcelain urinal for an art ex-
g it “Fountain.” williams' Autobiography does not
controversy this provoked, but it impressed him at
at Duchamp had not made the fountain with his
his friends explained, “has no importance. He
Je took an ordinary article of life, placed it so that
gnificance disappeared under the new title and point
created a new thought for that object” So also with
ing the ordinary under the titde “Pastoral” To ex-
I makes a staterent about the nature of art. But the
is in the gesture, in exhibiting the pickax or the ur-
Once we accept the gesture without protest and con-
ese.useful objects as art, the question arises, how good
rks of art? Do we now, sixty years later, take much
in Duchamp’s “Fountain”? Or in Williams’ talky, minimal

e eni .
’ enjambedq—.somenmes violen

ery wefak terminations (“of” “as”
tum heightens attention all the

tly so, for the lines
). And the accelerated

rhythm of the syntax, These te

radically over the tw
ent
Flowers Alone” ( 1935): yyean

chniques were deve]’ép
after Al Que Quiere!, a5

Now!

o the cherry trees
white in all back
yards—

And bare as
they are, the coral
peach trees melting

the harsh air— ver we think of him as an artist, we like Williams as a

he “T” we meet in the poems. Characterizing him, we

priceless ;:,fgfﬁ"ce gin with his feelings about spring, for spring and winter
all later ally all his seasons. “Whan that Aprille with his
fruint sote;” Chaucer starts his Canterbury Tales, and heaps up

: tional images that were carried down through En-

American poetry: the sweet showers of spring, the
est wind, the tender new shoots, the small birds singing.
rds thus sing a joyous song . . . the young lambs bound,’
Wordsworth in May. Of course this is. the English spring,

My argument, t i

» tO repeat, is th
ness of the Williams lyric in t};dff
In part by the fact that his Jine

form less than a L
. poetic line ordinari O
l;))rause, for }-1e saw and selzed ariI:)arﬂZ::OE?' Isay this in Wil to Williams when it appeared in American poetry, as it
aszndexplmted, at least not systegf;tic;?lt}}:that had ng 1. But Whitman had noticed the lilacs “With many a
when f}::l%)_flfd the new type o Y. -aler poets adop d blossom rising delicate” in spring, and a “shy and hid-
the p] thiams line is the norm rather th ' e bird is warbling a song.” Williams had a gift for seeing as if
Inp ‘:ziirable effef:ts I have descri than the exce he first time, and in his “Spring and All” the traditional
has much s such as “Pastoral” tions do not exist. His spring is not in the least sweet,
With this im common with cate, joyous, or shy, but tough, tenacious, dynamic, ‘and un-
n mnd, I may p ble; the rooted bushes “grip down and begin to awaken”
is spring in other poems?

the lightness, speed, an
19208 and 1930s are per
8, individually considfiem

st

the underlyin :
g concept of
Marcel Duchamp’s “resd}(f)-

hrase my point another way.
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Maple, I see you have

a squirrel in your crotch— e world is unnourishing, wintry, very little is all

with. But our imagination creates spring. The
OSt: necessary toughness, in other words, is that
ion. Williams and Stevens took this theme from
antic period, who had also affirmed the power
ion 1o go out in “greeting,” as Keats put it, to the
1d or make ita place of fulfillment and happiness.
onstrated or enacted the imaginative process ina
rom Stevens. He presented his world with vivid
concreteness, and he displayed himself in the role
e going out to it with creative, exemplary response.
cy is realistic, dramatic, and intimate in senses
ue of Stevens'.
§ our creative response or greeting 1s more exactly
4 making vivid what is actually there. If it is winter,
‘does not change its character, but realizes its suffi-
For the other pole of Stevens’ musing-—that the
on creates what did not exist before, and that this also
Williams had po affinity. In Kora in Hell a few sen-
i chicory beautifully express the interaction, as he con-
between the world and the mind. Chicory is a wild,
ed; almost leafless plant with a blue flower. “A poet wit-
e chicory flowér and realizing its virtues of form and
nstructs his praise of it as to borrow no particle from
t. He gives his poer over to the flower and its plant
But the flower and plant “benefit by those cooling
he imagination which thus returned upon them will
hem at their task of saving the world.”
think of the world he sees, rather than of his creative
se to it, Williams seems pessimistic. If we emphasize his
o ebullience, he is an optimist. In a sense the opti-
eater as the world is grimmer. This, I should say, is
essential theme—the possibility of making much out

-And you have a woodpecker
n your hole, Sycamore.
Another tree has

knocking knees, buds
bursting from each pore
even the trunk’s self
putting out leafheads—

Loose desire!
.Thus‘ Wi}liams fetches his readers
1m§gmat10n, and sympathy.
ut though “Williams” is sunny and likable, they

scribes usually is not. Birth and old age, the spri
; ring

startings up and i

. the winter of endi

lings end ]
1I§r in his cold, bare landsca e st Tsges
winrer;

with humor, 'y

i cold, ba pes. Life just manages to.
winer § ﬂaft):;?i 1fl;0pt1;15hes up or out into a climgaté fi)ia ;
hisialaren rd - In both seasons the world is
s oo thi % Jte;]e s all its toughness. Surviving is w
s admi in;e " e does 10t mean just continuing to¢
o neans o ngC I1 );i_the thing being itself despite or aga
He SYmPathi,zes wlilthlrﬁsilt? en}’irom}leﬂt of socel :
Images of this virtue are evlégylwifl:liizl?; tlf;ia Pk

In | : ; o
ce of the impoverished woman who says pocty: 2

Try to help me

if you want trouble
or leave me alone—
that ends trouble;

. .
4 ] ’I H 113 [‘ ] ] I i” ]

It’s a strange courage

you give me ancient star: :
r:
pl_ctured the urban scene Vividly and authentically: “the

caked highway”;

Shine alone in the sunrise
toward which you lend no part!

What Williams admired, if we look closely,

| the old man
ng as oneself, but making something-——en

in a sweater and soft black
hat who sweeps the sidewalk;

was not Jl.lSt st
ough—out




. . ; i ior

G itivity of his reaction-—his super
the billboard that picrures “two / gigantic highschool ipicate seosiC o put it—was fully engaged,
feet tall” and adds that “V4 of their energy come ipment, rkably balanced, objective vision. In hli
and the advertisement in neon lights (which Williai veg arema » “The Yachts,” “Spring and All;
concrete poetry) ‘An Early Martyr; ¢ ’

Christmas Greens”-—the finest thing 15

o
s ‘complexity of his awareness. The pozm_s eim
‘o b.iguities within and tensions bet;veen their

" - = e T e:

b+ 5. “Winter” offers a brief examp

i Now the snow

N

lies on the ground

and more snow )

is descending upon 1t—
Patches of red dirt
hold wogether

the old

snow patches

He sympathized with every impulse and type of
bellion against, or escaping from, or never touched
class conventionalities, though he himself was ridd]
them. He had a special understanding and compass
poor, old, and derelict. Yet Williams’ compassion: is
recognition that includes identification—he feels' hims
like them—aesthetic interest, and even admiration.
woman eating plums is both pathetic and exemplar

This 1s winter—
rosettes of
leather-green leaves

They taste good to her by the old fence

They taste good and b_are trees

10 her. They taste marking the sky—

good to her. This is winter
winter, winter

Comforted

leather-green Jeaves
spearshaped
in the falling snow.

a solace of ripe plums
seeming to fill the ajr i
They taste good to her ' here express a state of mind, or time of life, or
may 'i“:ffzi e]gity of the world, but the poem remains
e :1 V1'1 what is seen. Yet the intensity of recog-
y focu;e(“"l(‘)his is winter / winter, wintexr”) suggests tl}a;
';‘glfnf)?e than the season is being talkgd ab(;;.lt’;;}ir‘:}it
n e subject. It w

o ]‘:;voutkwl,vsif:t:::‘ t?vz gffx?zt f::;gllness,u]blgakness, lifeless-
Zh(fie ;u:tl;langing on, and more snow coming.

The intensity of her satisfaction expresses her povert
her gusto is happiness and is a lesson in living.

Like so many of Williams’ poems, this is also a writing
It repeats an ordinary, colloquial sentence three times
the words and their order do not change, the line-breal
ferent places slightly change the meaning. With each repe

The central

rosettes of
- . L . . : ther-green leaves
it is a lesson in writing, the poem is—also typically—a less leather-g

seeing: the poet making much out of a completely familiar
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_-g--_new”———but the work of some Italian poets he
ally breathes the air of the present—day world as
Laalive” A poet does not become contemporary
sutomobiles or jazz bands in poems that are oth-
2l He must restructure “the poem” (Williams’
ry) if he wants to express the present sensibility.

egin by reshaping the poetic line. Since the poetry

};11;(3121;53 ir;(t);reiac(t_ily che:;:ry, that the plant will
. And--typical Williams touch!—the
formed by a different sensibility, it cannot be a
my is Europe, 2

“rosettes” The wor .

in the winter the piai tcg}r;?ms.the Hower: a rose, ¢ .

that shines in the cinders :)n St?llawa}’. Itis like the br " ope’s “enemy 1S the past. Our enc

ment site, or the chicor ’ﬁfrt. € 'dandehon at the sew srelated o us i any way.” It was because of such attitudes

ground,” or all the peo p}ie inn;{g 11t15 ﬁfOWers from “t »ught Williams 2 Futurist.

ing the poet speak utherford and Pate ill necessarily be unfinished, imperfect. The gen-

. er, who s . - - .

a kind of beauty. Th se undefeated vitality and nineties had taught that poetry 1s not immediate

y. The exclamations of the Speaké eliberate art. Frost and many of his contempora-

celebrate a tough, mini .
gh, minimal flowering. haped poems that sounded like spontaneous talk.
ice defined a poeury of “the immediate present’:

be mutation, swifter than iridescence, haste, not
immediacy, the

d-go, not fixity, inconclusiveness,
tself, without denouement OF close” Differing in
aditional poetry, a poem of the immediate present,

Though imperfectl ;
v qualified f o .
or theorizing—hi o onceived it, might still be unbetterable in its OWIL
-with Lawrence that a poem should be of the pres-

devil
Wi\lfllial‘l;:lf(,el;ft: ;ILCPC i;ir](‘)tt? Pound, was “confusion of tho
: itt i |
et de awaey ?;gtzilizmgs,tbqoks, lett.ers,_a'_n_ i msg also believed, with Pound and Eliot, that a poetc
v but with passionate o be fully developed and perfected only gradually

Poetry—how :
: to do it and to wh {
. . at end - : . . .
of his poems. His poetry agrees with ;ls al:v, 0 2 subj experiment. But since the presentis always “at that very
pletely, for his practice was more old-f lshfdeas’ but oving on,” by the time a form bhas been perfected, 1t
g}l;am. Except for his views on meter; hi_s . l‘oned than.; <5 a sensibility that is past. Any form that is in touch
change after the 1g2os. Neither wg:5 hi mam emph‘ase:s ew moment will be “defeciive and ineffectual” “The
$e world gradual. Instead, as I said “lr;gire}?r of influe .nnot be correct. It hasn't time.” “Nothing but a goat
e 1g50s and 196os looked around f the young poc e week following its conception.” Hence a “really first-
and the New Critics, there was Bill Wil?fa;n al-t ?f?ladv » must have “gross imperfections.” Con-
an argument backed by hi s with his ar < brilliantly finished
: v his poetry, his c ) & iantly finishe
pol%e?? ‘ }];HS warm personal presz:ynce. redentials as'a of the argument could casily fol-
ermie iz,d‘ e sa{d, must always make “a fresh beginni that nothing
N ;fs. Like life itself, he had told Harriet I\%cl)il;ll*m
before \?ny moment .subversive of life as it was th::) i,
dincture of d?i:(sﬁt;% 11_3?1 alive must have infused into it m
: ¢ ishment” In 1 . -
mind. 947 he was s
Eliot, Pound, Auden, St.-John Perse are ‘t‘lélegg”the

leather-green leaves
§pearshaped
in the falling snow.

The su i
e eggesuons are of endurance and hostility (“sg
green leaves are at least surviving. Théll')

THE THEORY OF THE POEM

Be passé. The next step
ite carelessly,” says a vaice in Paterson, “30

t green will survive.”
nted to present “the (ruth of the object,” and could have

Wallace Stevens in his stronger rhetoric,

Let's see the very thing and nothing else.
Let’s see it with the hottest five of sight,
Burn everything not part of it to ash.
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’
? aut'h pOC[I‘y 1

the thing. And maybe it would end there: “poe I : ; illiams could only wait
for nothging else,” he said, and added, virglally ” few pracuc;dbp;imiffie‘:ltlllll:ﬁnged-for contact
Hulme, “this vividness alone, per se, for itself: heightened being, chic state in which

ing depends on the psy
e ;}Snge A1l immediately there, unlock;;izlsﬁ:
g As Williams put it, we must perff:‘ct t e b

the moment when the consciousness 15 iln a}nl gthe
thics and the unity of understanding w 1c‘t [he
es” This view of the matter was.pre;er‘; a2
in the poetic theory of the_ Romanu;i. ! Izltsmitted
aught it especially from Whitman and tr b,
soets. It overcame the distinction betw;:e L niting
sharply drawn and fateful for the fin de sicle g
sserting that they are the“same thll_ng.a frer a prear-
ngls living, and since you cannot wet frer a prear.
e it is all simply dead.” you cz}nnzt now where
é.y be going as you compose it. ; chon L
.11, its next gesture undet_errpmed,'lts ir ction un-
_poets greatest single gift is mouon, ;%1111? P ; ,s o
x?g onwardness of mind. A motion, William Onzs,
for his trees are not “great rooted S.(eatlsllar:t Wit};
and perduring, but images of dynamic thru

jgs and windy tosses:

the tree moving diversely
in all parts;

poem.” The object was the outward world known by
bedraggled poplars, a man sweeping the street;
“Why do you write,” Williams asked himself, an.
have nothing in my head” No thoughts, that is; n
siderations, opinions. Nothing but the object. It ca
release.” _
But how to achieve contact “with an immediate obje
of actual experience™? Maybe it seems contact can
are in the world; our senses register it. But like all
this tendency, Williams means that we live to0.
minds, not our bodies, in concepts, memories, wqri'
desires, not in the fullness of the moment. The thing.
self, now and always, in all the particularities of its’
are too busy, abstracted, repentant, or dreamy, to i
own internal uproar or too stereotyped and conventio
responses. So we do not take it in. It is an old theme. M
perception we can have of anything must inevitably b
typed one, so great is the pressure of culture on us; o
dition.” :
To see the thing, breaking through all this, and t
in poetry are almost the same. Certainly the techn
described in the same terms. Negatively, you do not co
thing or ask questions about it. You approach without
positions and draw no conclusions. You don’t compa
make it into a symbol, or associate it with anything, for
tions lead the mind away from it. In fact you dissociate the
You isolate it, put white space about it, make it stan
framing it. You juxtapose it with objects that no one 'wo
pect to find near it. Williams learned from Ducham
stained-glass window that had fallen out and lay mo
together on the ground was of far greater interest than th
conventionally composed i sitw.” Encrusted connotation
be stripped away. Hence the value of the nongrammatic
logical style of the Surrealists or of the “destructive” mo
in Poe, who sometimes “used words so playfully his se
seemed to fly away from sense” Forced thus to look attes

sycamore that Tises

into the air with

one undulant

thrust half its height—
and then

dividing and waning

sending out

young branches on

all sides.

Williams says, that either the

definite end which is its
t without goal

e been taught to suppose,
“ i uence to a

ves “in a logical seq

else the mind “will embrace movemen
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other than movement itself for an end and hail ‘tra
as supreme.” But neither alternative describes the i
tellrgence at its “optimum.” Such motion is not pr
Ioglczrl, but neither is it aimless or happy—gmlucky' Tt
ner drrection, but is alert at every moment to alte

trary _1mpulses, and new departures that are pds ib
speaking, each word in a poem will be a node, defin;

t_10n but charged also with counter-tensions and: i
tions. .

ow his own world,” he was asserting his moral
live in Rutherford—or Omaha, or Albuquer-
agination should inhabit it also, should rnake
ofit by creative response, so that your experience
and:vivid. The cathedrals, castles, museum hoards,
that one can enjoy in the “old world™ are no ad-
sibility formed in Rutherford will be no less valid

1l be more so. If Williams’ argument were only for
1se of the game of writing,” it would apply tohany
ould point out that all localities are equal. If there
o for:an American to hie himself to EuroRe, there 18
1son for a Frenchman to move to Des Moines. What
¥ had in mind was something else. It went back to
se. “Nothing is good save the new.” Butl}erfordz
45 new. His argument was that sensibility 1s‘forme

with experience”; experience in the Amerlcanfenc—l
s'a new thing in the world; therefore, Rutherfor

sensibility and it, not London, 15 the place to create
Pound had forgotten that poetry depends on sen-

Jecrs were the aim, he also harbored a subtler idea.o'
union with life’s ongoing, dynamic creativity. This:th
come to the fore in the Romantic age, especially*-r .
Doubtless Williams caught it from the theorizings o
movements, for the premise was current in them. A .
they explained, should not represent what alread
should bring a new object into the world. Williams said
Red Wl.leelbarrow” illustrates how “Poetry has to do-wr
perfection of new forms as additions to nature.” But the
are “additions,” the new forms will be just as “natural’
as the chicory flower. As Coleridge had put it, if “the 2 ophistication; he el the St o e London
Fhe mere nature, the natura naturate” or objects in natur as mind that fertilizes mind,” headed for Lonf} on
idle rivalry!” The artist must imitate the productive | e b ey made fo

for literary sterility. : b
ing Forth, “the namm metmers ) brought forth but d a culture (the English continental) ready made for
ing forth, “the natura naturans,” as Coleridge calls it

ing. ertions. They ran from something else, something
t.urmg. The work of the imagination is not Jike’ anyt At the same time, newer, more dangerous but heavy
paums explained in Sp ring and All, but it is “transfuse -ds for the sensibility that could reap them. They
same forces which transfuse the earth ” : .

' Or didn't” The cachet of newness had come to Wil-
. In- d}’e e of e ot fudged most American poct artistic value mainly from the avant-garde of Europe.
vincial” Some of them had returned the insult, attackin

d Eli it on America, Williams hoped to outstrip Eliot and
and kliot as “cosmopolitan.” Williams urged that poetr’ staying at home. '
footed in the “local” What he meant by this is Ill)()t ea}; ozﬁly yWiglliams’ theories were shaped self—_defenswely
Though their subjects were hardly local, he did not, .p“essure from the prestige of Pound arid Eliot. He had
ample, wish to criticize Shakespeare for writing Antonj : - an alternative or be eclipsed. For if a poet must be
patra or Dante the Divine Comedy. His most considered

¢ the “mind of Europe” and of the “order”—to conunue
was that art begins in sensation and the SeNSOry respons he “whole of the literature

i hrasing—that subsists within t '
be your own. If we think how at the end of the nineteent il .Z frorgn Homer” how could a busy doctor in Rurther for d
G work, we can s i sensibility from carlie compete? Hence williams dwelt on the distinction of his
glish work, we can sympathize with Williams’ point. Addi "_Poetry from Pound’s and Eliot’s and also, rather more

e Wil sid @ witer must become awake to his generous, on their shortcomings. His wounds and rage
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do, thus raising himself to equality with tl"):c]a:
Eliot, and Pound, he concludes elsewfiere,
nho—-. If they are great then I'm Juisctl abpli.a ced on
of illi id, should be
f poetry, Williams said, .
dag(f a(L)l sEeeciZ The idiom of American poetrfi hast
s conventional one, a “poetic diction, forme ;)(;—
eegl ted traditions” of England. But hm tht(;:; E;\;z -
L loit it, poets have
only they dare exp _ e basis 0!
nedi i | their own sensibility.
medium that will unsea o se - nd
talk, differing radically from ‘réng};sklll, 1:1 szfzgﬁ}i tyof
lored. “The t
ossibilities not yet exp f
: Pél e is original. Its difference from s.tandard Fﬁna
:rgly a difference in vocabulary . .. It 1 a;aotzfjna 2
iati in i tion, in comju ,
ronunciation, in intonaton, fon,
and idiom.” t who draws on contemp
idiom.” In fact, a poe . -
niill always have a medium that is unexptlﬁreg) :)(;S
spoken language is always cflxangmg. i{;ent:” rds
o “ ' s, colors, mov
has “jumps, swiftnesses, or; ' )
resent tiventy years before. Williams did not n:;sh
d that poets should reproduce conte'nfl{mfar)( stp trairll
rer in i by the anti-illusionist strail
poetry derived from theirs to a far greater exten| ment Vﬁs gga;nplii;i?:fcoin o antluonss o
; rn.art. Moder r Loone
’ri:s suggested by the visual forms or sogndfa of cc;1 ptenn
Ef‘e They do not render contemporary lifeina ns” w2l
» also the poet should develop .the” new meziztem in
| possibilities in literary expression that are
' habits of his time. ' N
hbject of prosody Williams beggn tt:i C‘:T‘legvz (l:iusn ind
i ticed and beli
. Until then he had prac 1d bell ¢
h 2OS1"os;ody had carried his own stylistic mgnliuilr?n :;Iéh
0 cled rf)rom volume to volume, but he had no}i t:i ;ets nuch
T 1In the 1920s, however, he began to feel tha P ots wer
:gnto “discover beyond” Eliot and Pound b};ms1 (;g}a)insgt
i ” ioining a trend, for a react
ers libre” He was joining ! on against
yse was general at this time. ‘Trymng to co;lc?;vierm o
: t be a “measur
urged that there must be 2 he
dydhi(; 19g28) «some sort of discipline to free from the
C y

be “new” and “in-
” The measure must be n

of mere chance. 3 _ and i
?to actual American speech. “Speech is the fo

: il

were understandably exacerbated by Pound’s tone ¢
The tone was appropriate—for many years William
publish only in outlets Pound influenced—but th;
lessen resentment. Eliot, meanwhile, seemed tota
Williams® existence, and Willlams naturally assumed
was a deliberate insult.
Of course he did not view Pound and Eliot the sar
Pound, his old college friend and sometime encouriage;
up cordial relations. But the academic, deracinated
perfectionist, successful Eliot became his bogey. What
allowed himself to say about Eliot in public was noj
comments in private. In a letter of 1944, for examp}
know what itis . . . about Eliot that is so slimy. It is the:
of authority, an offensive leaking from above so that
15 polluted whenever he appears in print.” During the
London Williams came forth with a poernt, never ré'p
that appeared to celebrate the bombing because it wouil
England of all that Eliot represented. i
It requires no odious suspicion of human nature tc

that Williams would hardly have conceived Paterso i
poetic work in later years, without the Cantos and The Wag)
as precedents; moreover, the rhythm, perhaps also the m
tive phrasing, of his late poems occasionally owe som
the Four Quartets. The other, even greater crime of E
Pound was that they held the central position William
to hold. Young poets, as yet unknown or unestablisheg
always count on Williams for warm praise and encou_fage
It was lovely, but it was also political; he was trying to enli
To established poets of his own generation he was less re
He could usually be relied on for favorable review
friends. Where praise was plainly due, he honorably st
to give it, even to Eliot. But the effort usually collapsed; ar
typical comments are querulous. “Dear fat Stevens, thawin
so beautifully at forty!” That was in 1918 in Kora in Hell:: ()
another example, there is the 1932 letter in which h
through living American poets——Robinson, Stevens, W
Jeffers, Frost—and finds that none will do. He also implie
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s, number of syllables, or duration. Neither do
ad necessarily coincide with unit§ of natural
yntax, though they tend toward t!.’llS. If we ac-
idea of a prosody consonant W:,lth Einstein’s
ty, we might say that the “measure 1s‘constant1y
oot determining a new measure. But in prosody
at Copernicus, and a variable-: or relative measure
 all. Three parts in each unit is the only .re‘gulanty
dy. and since this would never be heard, it is a reg-
or:the eye. Nevertheless, it -is a regu_lar pattern;
o:longer composing vers libre as this had ordi-
ceived in the 1920s.

line exists” And the new line must express our
zation, just “as the Homeric line included Greece
Shakespearian line England.” But what is the mod
And what measure does it determine? Williams did :
but was willing to grope. The new line would ha :
sion” and be “pliable” to register “the intricacies
thought” Tts foot would be capable of more modifi
the old, rigid foot and would contain more. Poun
Cantos is “something like what we shall achieve,” bu
tion is medieval, not modern; it will have to be “realized
breathing stuff.” The main thing to hold on to is;tha
for poetry is nothing but time-—I mean time in
sense”; and our search must be for “a new time:
thought as it lags and swings it up into the attention

had got this far by the end of 1g42.
His breakthrough, as he saw it, occured in the 10,
cated it in the lines in Paterson 11 (published in 1948) th
The descent beckons '

as the ascent beckoned
Memory is a kind

ATERSON AND THE LAST POEMS

Villiams’ i he Cantos in
Williams’ long poern, his challenge to t
'Sr'pages. He published it book by book from 1946
“antos Toam the history of the worldB bgt Paterson
cally, dwelling on a New Jersey city with its diverse

of accomplishment s wanted, he explained in his Autobiography, “to ﬁr;(cii
a sort of renewal fgé enough to embody the whole knowable wor
even : ’ “ ” has meant
an initiation, since the spaces it opens are new place ince the early nineteenth century, “poetry” has
inhabited by hordes ' -1yric, the short utterance in verse. Not in dictionary

heretofore unrealized . .

This passage, he later said, “brought all my thinking ab
verse to a head” “It took me several years to get th
clear,” but gradually he saw that “in our new relativis
the poetic foot would also have to be relative or “varia
since the “variahle foot” is a paradoz, a self-contradi
liams never got the concept clear, though he revolved
ually thenceforth, In practice the “variable foot” was
sure”™ he had discovered in Paterson II, and he.w
(naturally with many variations) during the last ten-yea
life. But if we ask how this measure is to be interpreted, W
offers little help, for his many remarks were maddening
eral, mapplicable, or inconsistent. He has a “triadic”

part unit. Each part may be considered a foot, a sing
but evidently the “measure” does not lie in any regularity

but in the far more important realm of half-
expectation. But the idea of a rr}.ajor poem continues
pose length. As Williams put it, ‘1§01ated observations
erience” in short poems need “pulling together to gain
* He puts “profundity” in quotes to apologize, with
efensiveness, for so Victorian a value, and one so
to his pose. But his thought was typical of modern
‘had written short poems for forty years, but from
e had been restless under their restrictions.

on the city is also, in Williams’ poem, a giant figure, a
doctor, whose thoughts or dreams are the images and
presented. These render the landscape ar-our}d Pat-
gments of conversation, snapshot characterlza}tlons _of
ove affairs, religious sensibilities, and Arqencan life
All this comes in discontinuous, concrete, juxtaposed
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terlace, repel and cut under,

f_ragments and, as in The Waste Land or the Cantos
: rock-thwarted and turn aside

titudes, tones of voice, and styles play suddenly
other. There is social protest and criticism of the eu
1¥1zat10n of the United States. So many of Paterson
hke.ﬂowers the bee missed; they are divorced. fro
bodies, from their lives, and from the power to &
:ii‘:gs i%f}?i:te?é iﬁg %?em evo_kes the historica_}?pa:_s ng more Fould or shquld be desired. The amnesiac
clong wit proge ass; e I}’;}St 1; brought to bear ¢ resent” is “of.nece‘ssuy, iy sqlef concern.’j The met-
collage of prose p ges, bits rom old n ew§pap 10Tt; suggest Flwersxty, multiplicity, one thm_g rf?plac—

. cted from local histories. (Among its lite no meaningful order. Even memory 18 discov-
materials the poem also includes extracts from lette

been written to Willi : oxically, to be a “sort of renewal” that opens “new
wallv (th en to Williams.) Images and symbols recu Williams’ extreme Romantic celebration of open pos-
ally (the river, the waterfall, marriage and divorce) '

) . \d spontaneous creativity, the form must begin anew
ated; the giant Paterson, for example, reclines agal e ’

inine fizure of th ment. Otherwise it would be dead.
gure of the landscape. The poem is not rgued that the poem belies its own programmatic
concrete, for it includes reflective passages and lyries

styles Themes recur and interrelate, and the longer we

Th } . )}Pa,temon, the more we find it coherent. Of course.
e great difficulty in the Modernist long poem

Retake later the advance and
re replaced by succeeding hordes.

rashes down, the “tumult” and “spray” fill “the

ven so, not very coherent, relatively speaking. Our

Egﬁi:iﬁ;in‘ifhe‘;ézilgsg zf;"u;:ture.}ll discussed this p or response will depend especially on the expectations
sition of fragments allusionn os}dw ere c_ilscontmu_. : bear. If we come to The Wa:vt_e Lm"nd from _ea}rh_ler
an extraordinary r’1umber :) ?nd. evocation of_" myths ts:_'f__lrst r_eaders did, 1t seems (.hsjunctlve, bl..lt 1t' is in-
hoped and struggled to order th IVETSE milter}als,- omparison to Paterson. The important point is that
prehensive yet organized whol i;fl'llll'nto a “major for __k_of .aI‘t has or seerns i0 ha\ie a coherent structure,
creating an ordered total fo r: Hl é{é}gls cared_mu hasu;. falls. on its _texture, in Othtj:r word§, on the
enice is mere chacs and ﬂu; - He did not believe _h > and 1magmat1_on in each successive .detaxl. For as
meaning, so that any order iy mi‘;alémgliss or Of ol n connection with the Cantos, something must mo-
other Values—contaz;t with :; be a falsification, ontinue readmg,.and 1’{ it is not an emerging sense
continuously fresh creativit mbpgrlencﬁ, openness, ﬂ e, meaningful experience, 1t can only be the deh'ght_ we
for Structurs and Coherencey efore those which mig m moment to moment. In this aspect Paterson fails in a
Like all Modernist lon (.)ems Pt . at_t_elfs.serlously. From page to page there is m}l(:h dull
part of its subject. Expl i Izn - da.ersa‘c; {nakf:s its. 0y writing. Whoever dlsagr?es will not be convmcgd by
deploys metaphors 0? form;ges nd justitying its pro. nstrations; examples I cited could altjvays be inge-
thoughts, and the poern itself ar Sril‘iss’ }fumblej. Life, . :efended or called exceptions. And there is no pleasure
things up and along miscell e like the flowing Pas_s-a botch. Readers of the poem who consult their own
g miscellaneously— ' as they read, rather than the arguments of specialist
s, will probably find that if they go on to the end, the
nscience rather than interest or pleasure.
hort poems of his last fifieen years Williams’ style
yecoming much more continuous, relaxed, and per-

the drunk the sober; the illustrious
the gross.

Always immediate, new, changing, ongoing, Paterson
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more strongly. _Quite as
" his poems might now
d feelings as they flow
rief moment of time. As the;rhgsgaejzrg;ivg

qost all the Modernist poets 0 -
m(l)litionary techniques and returnesci I;?Srélzv Fli)h
: poétry of the nineteenth century.

d now they eme.rged :
de to a Nightingale,
intimate thoughts an

spicuous. Transitions are leisurely. Diction and s
ural and ordinary as ever, but merely so. There
experimental “jumps, swifinesses, colors, mo
supposedly, from contemporary Rutherford s

goes like the following passage from “To Daph

Staying here in the country
on an old farm :
we eat our breakfa oo
on a balcony under an elm. + S0 we Come to wat_ch time’s 1fhght
The shrubs below us as we might watc
are neglected. lightning
© or fireflies, secure,

Poetic tradition had been his “enemy”; now he so by grace of the imagination,
voked it. “Asphodel, That Greeny Flower,” begin

propaositio:

Of asphodel, that greeny flower,
like a buttercup
upon its branchin
save that it’s green and wooden— '
I come, my sweet,
to sing to you.

"The domestic intimacy of this also typifies Williams
ner; this long poem retains some of the incrementa
and mythical allusion of Paterson, but it is addressed
and filled with reminiscences of their marriage. “
things” had once been his slogan. He now generaliz

What power has love but forgiveness?
In other words
by its intervention
what has been done
can be undone.
What good is it otherwise?

We might call this “abstract,” but the speaker is strong
acterized and so is the dramatic moment: he is abou
for forgiveness.

Not just Williams’ style but his whole conception of po
shifting. He had once composed in the convention that
is a made thing, impersonal and objective with respect to
thor. But traditionally Romantic conventions had always.




