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INTRODUCTION:

"ON THE GROWTH -OF AN INDIVIDUAL HIND"l

A
I have chosen Wordsworth's Prelude, Holderlin's

Hyperion, and Goethe's Wilhelm Meisters Lehrjahre for

study because, first of all, they seem to me to be about
the same thing. All three works were composed sub-
stantially within one decade of one another and there is

no evidence of a direct historical influence of one author
upon another at the time of composition. These works are
therefore especially useful objects for the kind of coﬁ-
parative literary analysis which concentrates more on ex-
ploring implicit analogies, rather than tracing explicit
sources, verbal echpes, and other borrowings of literary
ideas. My aims in this study are to demonstrate what these
analogous attitudes, or themes, look like as they appear in
each of these texts, to explicate the meaning of the theme
for each work as well as to draw distinctions between the

theme as it appears in The Prelude, in Hyperion, or in the

Lehrijahre. My final purpose in considering these three works

1'I‘he phrase is from the title of Coleridge's poem,
"To William Wordsworth: composed on the Night after His
Recitation of a Poem on the Growth of an Individual Mind."
The poem Coleridge refers to is an early version of
The Prelude.




in conjunction is to arrive at a new approach to the notion
of "Bildung" and to the attendant literary-historical assump-

tions behind the generic ascription "Bildungsroman."

My primary assumption is that these works can be
treated together in a thematic way because Wordsworth,
Hglderlin, and Goethe were all poets of the same historical
situation. To put the assumption in another way: history
determines bhilosophical belief in a way in which literary
cross-fertilizaticon does not., For example, it is more
likely that Shakespeare's scepticism would sound more like
Montaigne's than Shelley's, regardless of whether Shakespeare
read Montaigne and despite the fact that Shelley's The

Cenci displays some obvious borrowings from Measure for

Measure. This kind of historical assumption implies that
literary meanings cannot be hermetically sealed from philo-
sophical meanings and that a particular word or concept
which appears in a literary text cannot be determined ex-
clusively by looking for empirical instances of the same
word or concept in prior texts, But I am not here arguing
for the existence of a Zeitgeist, neither do I intend this

study as a traditional Motivgeschichte.

A conceptual problem arises with the word "Bildung"

itself. The Goethe Handbuch tells us Goethe used the word

frequently and with a variety of nuance, but that the
ideological base of his conception was a biological metaphor,

the Goethean impulse to see "the complex of existence" in



terms of organic change and growth.2 In this respect
Goethe's notion of "Bildung" is similar to many other
"organic" conceptions of the mind and its productions,
described by Professor Abrams as a characteristic metaphor
of late eighteenth and early nineteenth century psychology,
philosophy, and literary theory.3 The next entry in the

Goethe Handbuch, "Bildungsroman," tells us that the term

was coined by Dilthey and refers to a rather specific
genre of fiction which has as its theme "Bildung des Ich
durch die Welt" and that Goethe's Lehrjahre is the out-
standing example of the genre.“ German literary scholar-
ship has in general considered the notion "Bildung" and

"Bildungsroman" in much the way they are defined in the

Goethe Handbuch.5 The problem with the terms "Bildung"

and "Bildungsroman" becomes apparent if we consider how

these terms may be translated into English. "Bildung"
is usually translated as "development" or, more rarely, as

"education" and "Bildungsroman" is translated (if at all)

as "novel of development.”" The point, however, is that

2Goethe Handbuch, ed. Alfred Zastrau et al. (2d ed.;
Stuttgart, 19615, p. 1209.

3H. H. Abrams, The Mirror and the Lamp (New York,

1953).

“Goethe Handbuch, p. 1219,

5A critical and sceptical suwm?ry of xraditional
fomann may be found in Kurt Mayes ot uITFiEbieis tras Thrs
Jahre' ein Bildungsroman?" in DVjs, XXXI (1957), 1-3.




the terms are usually not translated because the linguistic
equivalencies are recognized as both graceless and inexact,

When the term "Bildunggroman" is used to describe certain

types of English prose fiction, some kind of critical quali-
fication is added to point out that one cannot really draw
accurate analogies between the nineteenth century English
novel and the nineteenth century ncvel in Germany which has
so many obvious borrowings from, and irmitations of, the
Lehrjahre. Such explanations are not entirely convincing,
however, because the Lehrjahre was an obvious cultural
"fact" in England, certainly after Carlyle's famous trans-
lation in 1824, I do not think the lack of distinct imita-
tions of the Lehrjahre can be explained by the badness of
Carlyle's translation, One recent critic offers the
interesting speculation:

Had The Prelude appeared soon after its composition,

one wonders 1f it might have initiated a tradition

of Bildungsgeschichte [sic] in England akin to the

vogue of novels established in Germany . ., . by
Goethe's Wilhelm Meister.®

What Professor Lindenberger has noticed is a similarity

between The Prelude and the Lehrjahre, but he does not

explore the similarity because he does not stay long enough
with the concept "Bildung" as it appears in these texts.
What the standard usage of the generic concept "Bildungs-

roman" obscures is that the concept "Bildung" was very

6Herbert Lindenberger, On Wordsworth's Prelude
(Princeton, 1963), p. 278.




much in the process of being defined just at the time when
Goethe was supposedly writing the definitive example of the

"Bildungsroman." So, for example, "Bildung" was a specific

philosophical issue at the turn of the nineteenth century;
"Bildung" is a complex and crucial notion in Hegelian
philosophy and Hegel's notion of "Bildung" is very different
from that of Schiller or Kant, It would seem then that any
examination of "Bildung" would have to proceed on the
historical assumption that the word was important, but not
by any means rigorously and precisely defined at the time

Goethe and Holderlin were writing their "Bildungsromane."

At this point it would be useful to recall that
the word "Bildung" has an etymological meaning: "Bildung"
could be translated, quite literally, as "image-making,"
It is in such a context that Wordsworth's Prelude may be

seen as a Bildq&gsroman. In the famous Simplon Pass

passage in Book VI, Wordsworth interrupts his narrative
abruptly to name the power which he finally comes to recog-
nize as the true theme of his work:

Imagination! 1lifting up itself

Before the eye and progress of my Song

Like an unfather'd vapour; here that Power,

In all the might of its endowments, came

Athwart me.. . .

And now recovering, to my Soul I say

I recognize thy glory; in such strength

Of usurpation, in such visitings

Of awful promise, when the light of sense

Goes out in flashes that have shewn to us

The invisible world, doth Greatness make abode.
(1805, VI, 525-536)



The power of imagination "such visitings/ Of awful
promise" is, I think, the central issue, not only in

The Prelude, but in Hyperion and Wilhelm Meisters Lehrjahre,

as well,

I may have to grant that the term "Bildungsroman"

is an unwieldy one for the purposes of this study. But
I am not interested as much in the term as in the pattern

of experience which these three Bildungsromane describe.

The pattern is not, as the description in the Goethe Hand-

buch suggests, a dialectic of "ich" and "die Welt," that is,
a process of growth which may be called "socialization."

Rather the process which The Prelude, Hyperion, and Wil-

helm Meisters Lehrjahre describe is a product of the dialec-

tic of time and feeling: in all three works the central
tension is between "Gegenwart" and "Erinnerung" (to use
Goethe's terms) and the process of Bildung which these
authors describe concerns the ability of the individual
consciousness to apprehend history, both personal and
cultural, as a mental act, as an experience in consciousness,
Just in this sense Holderlin in the Thalia fragment speaks
of Bildung as '"die Organisation die wir uns selbst zu geben

imstande sind."



THE PRELUDE:

RETROSPECTION AND INTROSPECTION

I
In its opening lines of joyous song ("O there is a
blessing in this gentle breeze. . . . The earth is all

before me"), The Prelude paradoxically echoes the closing

strains of Milton's epic of a paradise lost, Perhaps this
is one reason it has been generally assumed that behind

The Prelude, a poem after all which seeks to dramatize the

inextricable relevance of Wordsworth's past to his present
poetic moment, there lurks the nostalgia for Wordsworth's own

lost paradise--his lost childhood--and that The Prelude as

a whole rehearses the pattern of the great Christian drama
of fall and redemption. Despite multiple verbal echoes and

thematic similarities, The Prelude does not express an

essentially Christian nostalgia for an Edenic past because,
Quite simply, Wordsworth does not equate childhood with
Edenic felicity. Rather, the poem's thematic structuré

draws upon traditional Christian elegiac attitudes to develop
a conception of what is past, passing and to come, which is
original (at least in English literary history) and con-
siderably more coherently structured than is commonly

supposed, In The Prelude, the narrative of the past,




rooted in the past by virtue of the grammar of narrative
(action is described by verbs in the past tenses),
tenaciously reaches toward a statement which suggests that
the present is in the act of being redeemed. The quality
and nature of this redemption, however, is something which
depends finally on the acknowledgment and celebration of
the fact of loss itself, Wordsworth does not therefore
attempt to redeem the loss of the past in his description
of it.

Significantly, Wordsworth establishes his retro-
spective narrative commentary only after a lyric preamble,
a spontaneous singing in the present tense. It is as if
the force of the song itself demands explanation:

Thus far, O Friend! did I, not used to make

A present joy the matter of my Song,

Pour out, that day, my soul in measur'd strains

Even in the very words which I have here

Recorded: to the open fields I told

A prophecy: poetic numbers came

Spontaneously. 1
1805 (I, 55-61)
The poem opens with a "now" and then moves to a more imme-
diate "now" in order that the poet, through retrospective
narrative commentary, may re-define a past experience as a
present act of telling., Such a sequential arrangement of

statements at the very beginning of the poem reveals the

priority of present to past, the immediate now to the

lAll quotations from The Prelude are from the
de Selincourt edition, revised H. Darbishire (Oxford, 1959).




reflective then. The rehearsal of past time and past events
functions, in one respect at least, to unfold and interrogate
the elusive mystery of a moment of "present joy," a moment
which has been lost as fact, but which may be recalled by
present speech. Therefore, Wordsworth's narrative history
assumes the form of a letter to Coleridge. A letter is an
active gesture, both a plea and a questioning, which
attempts to reveal one's present condition, one's origins
and teleology, in the shape of an encounter between one
human voice and its auditor.

Just as Dante's memory of his past journey begins
with a dramatic encounter with Virgil (Dante cries out
"miserere di me" in the present tense), so Wordsworth's re-
collective narration grows out of a dramatic confrontation,
The poet confronts his present, immediate feelings. The

thematic scope of The Prelude is not historical in the sense

that Wordsworth is recording the conditions which lead, or
have led, him to a moment of "present joy." Rather,
"present joy" is given as dramatic fact and what follows
may be seen as an intensive interrogation of what the fact
of poetic power might signify., It turns out that the
moment of intense and spontaneous lyricism, though the
occasion and reflection of "joy," engenders as well a
paralytic doubt and uncertainty. Essentially Wordsworth
asks, "Is this the sign of prophetic power?" 1In fact,

Wordsworth is not at all certain of either his power to
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sing, or what the proper subject matter for his song shall
be, Wordsworth summarizes his ambivalent feelings in a
language of intense, almost heroic, uncertainty:

This is my lot; for either still I find

Some imperfection in the chosen theme,

Or see of absolute accomplishment

Much wanting, so much wanting, in myself,

That I recoil and droop, and seek repose

In listlessness from vain perplexity,

Unprofitably travelling toward the grave,

Like a false steward who hath much received

And renders nothing back. _

(I, 261-268)

The image of the '"false steward" recalls Christ's parable
of "that faithful and wise steward" of whom much is re-
quired. "For unto whomsoever much is given, of him shall
much be required; and to whom men have committed much, of
him they will ask the more." (Luke 12:41-48,) Quite
traditionally, Wordsworth associates poetic power with
revelation of divine power and with the concomitant moral
notion of stewardship or responsibility to the fulfillment
of that power (although here as elsewhere, the Wordsworthian
notion of the "divine" is not mereiy a more naturalistic
repetition of the Christian notion of divinity).

The rhetorical question which interrupts this
summary of Wordsworth's present spiritual dejection, "Was
it for this/ That one, the fairest of all rivers . . .
sent a voice/ That flowed along my dreams?" functions
dramatically to suggest that in some way personal recollec-

tion may fulfill the demands of poetic responsibility; the

river in question is the Derwent, the actual river beside
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which Wordsworth grew up, But the language used to describe
the river sets up a complex series of resonances; its
cadences echo Milton's epic questions, its position as in-
vocation to introduce the epic narrative carries with it a
freight of association (including the river Alpheus and
"Siloa's brook that flowed/ TFast by the oracle of God . .
."). Most importantly, the use of the image combines a
convention of epic rhetoric with a particular and personal,
historical reference. The invocation to the Derwent
launches Wordsworth's biographical account, but in a
specifically epic tonality, as if only the epic voice and

no other will express with justice the nature of the present
crisis,

At this point in The Prelude Wordsworth has not yet

begun to explain fully the reasons which might account for
his making personal recollection the subject matter of his
poem., Instead he moves directly to the business of recollect-
ing, inferrupting the process only long enough to assert by
incantory and vocative statements, that his subject matter,
in and of itself, demands the tone of epic praise. For
example, the first recollection of bBook I begins:
Ere I had told

Ten birth-days, when among the mountain slopes

Frost, and the breath of frosty wind, had snapped

The last autumnal crocus, 'twas my joy

With store of springes o'er my shoulder hung

To range the open heights where woodcocks run

Along the smooth green turf.

(I, 306-312)

The recollection moves directly, with no bridge from the
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narrative of past event to present voice, into a section of
invocation which we recognize as displaying Wordsworth's
strongest voice; the lines echo the language of the Bible,
the phrasing and the cadence of Miltonic 'grand style":
Dust as we are, the immortal spirit grows

Like harmony in music; there is a dark

Inscrutable workmanship that reconciles

Discordant elements, makes them cling together

In one society,

(I, 3u40-3u4y)

Wordsworth repeats the antiphonal exchange of
specific recollection and epic invocation, in exactly the
same way, three times during the remainder of Book I,
Towards the end of the Book, Wordsworth again addresses
Coleridge directly, indicating that throughout the whole
process he was distinctly aware that his meditations were
not particularly private, but always aimed towards evoking
a sense of the epic proportions of his theme in an audience;
he was particularly concerned that Coleridge, as epic
audience, understand his intentions, and he carefully tries
to explain these, although in a tone which is remarkable:

+ +» + my hope has been, that I might fetch
Invigorating thoughts from former years;
Might fix the wavering balance of my mind,
And haply meet reprcaches too, whose power
May spur me on, in manhood now mature,
To honourable toil. Yet should these hopes
Prove vain, and thus should neither I be taught
To understand myself, nor thou to know
~With better knowledge how the heart was framed
Of him thou lovest.
' (I, 620-629)

wOrdsworth sees the act of recollection as a means

of resolving the poetic crisis which he senses himself to be
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in; note, however, Wordsworth's intuition that the resolu-
tion of crisis will involve both the act of remembering and
the expression of the act, the letting Coleridge know what
these recollections are all about. In other words, the
address to Coleridée asserts the necessity of recollection
as a process of language, a special act of naming; the task
is to capture "those lovely forms . . . that . . . make
remotest infancy/ A visible scene, on which the sun is
shining" in a language and for an audience. Coleridge's
presence in the poem is therefore crucial; it testifies to
Wordsworth's intention of re-presenting past experience as
language, specifically, as language of the highest sort--
epic utterance. What 1is curious is Wordsworth's uncertainty
about whether he can accomplish his task., He casts his
statement of intention in a negative way, "Yet should these
hopes [of writing a poem of epic proportions]/ Prove vain

¢« » «" From the context it seems unlikely that Wordsworth
is here merely following the epic convention of affected
modesty; rather he asserts a real doubt about the sufficiemncy
of language itself to accomplish the task.

The final paragraph of Book I leaves the problem
quite open and although Wordsworth's tone of sweat reason
here is disarming it is also probably duplicitous. Words-
worth seems to console himself with the notion that, at
least, he has found a theme about which he feels sure he

can talk, and, more importantly, which, by the very fact of
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its appearance, seems "spontaneously" inspired:

One end at least hath been attained; my mind
Hath been revived, and if this genial mood
Desert me not, forthwith shall be brought down
Through later years the story of my life.

The road lies plain before me;~-'tis a theme

Single and of determined bounds; and hence

I choose it rather at this time, than work

Of ampler or more varied argument,

Where I might be discomfited and lost:

And certain hopes are with me, that to thee

This labour will be welcome, honoured Friend!
(I, 636-6u46)

We know from biographical (and bibliographical) evidence

that in the process of writing The Prelude Wordsworth's

theme of "singie and of determined bounds" rather exceeded
his expectations in its demands of amplitude.2

As I have noted before, prevalent critical opinion
infers that VWordsworth's retrospective mode of narration
(that is, making recollection the matter of his poem) implies
a fairly uncomplicated nostalgia for the Edenic felicities
of childhood. But the point is a troublesome one, pre-
cisely because Wordsworth's attitude towards childhood was
highly complex and, in places, consciously ambivalent. As
& structural focus in his poetry, childhood, although often
considered in dimensions of psychological reality, is
nevertheless also used symbolically to express a dualistic

attitude towards nature. At one point for example in

2See de Selincourt's introduction (particularly
sections 2-5) for a discussion. The Prelude (Oxford,
1959),
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The Prelude Wordsworth states explicitly that nature played

a double role in his development: "Fair seed time had my
soul, and I grew up/ Fostered alike by beauty and by fear."
But the point is that the nature (and more importantly the
remembered relationship with nature) which gives rise to

the epic tone of The Prelude is not the nature associated

with conventional, pastoral Edenic settings.

Wordsworth's "Ode: Intimations of Immortality"
would be a relevant ;xample to consider in detall because
here Wordsworth contrasts two natures which are rédically
different in kind. The natural setting of the "Ode" is
rural enough, but oddly reminiscent of eighteenth century
nature; that is, allegory sprayed with a coat.of green
enamel., The setting of the '"Ode" 8 conventional, general,
and unparticularized:

While earth herself is adorning,
This sweet May-morning,
And the children are culling
On every side
In a thousand valleys far and wide
Fresh flowers,

This looks far more like the distant prospect of Eton College:

Ah happy hills, ah pleasing shade,
Ah fields beloved in vain,
Where once my careless childhood strayed,
A stranger yet to pain!
I feel the gales, that from ye blow,
A momentary bliss bestow,
As waving fresh their gladsome wing,
My weary soul they seem to soothe,
And, redolent of joy and youth,

To breathe a second spring. )
Thomas Gray, '"Ode: on the Distant

Prospect of Eton College"
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It looks hardly at all like the nature described in the

climatic passages of The Prelude, the setting we have come

to consider Wordsworth's characteristic landscape,

The contrast between the way nature is represented
in the "Ode" and Wordsworth's characteristic landscapes has
been generally ignored by critics because the tendency has
been to read the "Ode" as a meditation about the poet's
"loss of vision," without considering the natural setting as
a dramatic rendition of that loss. At the risk of belabor-
ing the point, it seems té me that nature has been left un-
particulariged in the "0de" for an important dramatic
reason: what the speaker sees in the poem dramatically en-
forces his statement that he can't see very well,

In the "Ode," Wordsworth also shifts from his charac-
teristic manner of describing the external scene as a kind
of blurred co-ordinate of his own mental landscape., Words-
worth's fundamental strategy in "Tintern Abbey," for ex-
ample, is systematically to blur the distinction between the
object of perception and the mind that perceives:

--Once again
Do I behold these steep and lofty cliffs,
That on a wild secluded scene impress
Thoughts of more deep seclusion; and connect
The landscape with the quiet of the sky.

The cliffs, strictly perceived as natural objects,

connect earth and sky. But Wordsworth packs a long and

tricky subordinate clause between the described grammatical

subject (cliffs) and the grammatical object (landscape snd
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sky). Strictly speaking, the landscape as object of per-
ception is the wild secluded scene. But the curiously
literal impact of the verb "impress" suggests that the wild
secluded scene is absorbed into the mind of the viewer in a
very real and plastic way. Because the description of the
cliffs is interrupted long enough to introduce the sug-
gestion that the perceiving mind has absorbed the natural
objects of perception, by the time the final clause is
reached the verb "connect" could almost take the "I" of the
perceiver as its legitimate subject; this introduces the
subtle possibility that not only the cliffs, but also the
"thoughts of more deep seclusion,” act as the agents which
connect the earth with the quiet of the sky,

fhe central thematic situation of the "Ode,” the
poet's lost sense of unity with the objects of nature, is
established and developed by a manner of description which
keeps the speaker and the surrounding objects of sight in
sharp antithetic separation, Three sets of extended anti-
theses develop through the "Ode"; antipodal metaphors of
light and darkness, time divided between the "then" and
the "now,"” and, finally, sharp oppositions of celestial
and terrestrial phenomena. In his essay on the "Ode,"
Cleanth Brooks concentrates on these 'paradoxical® juxta;
positions of imagery and notes "Wordsworth is about the

poet's business here, and not trying to inculcate anything.
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Instead, he is trying to dramatize the changing inter-
relations which determine the major imagery."3

Professor Brooks, however, misses Wordsworth's
strategic aims, the larger context in which these juxta-
positions function in the poem. When Brooks states, "I
can make no such claim for the precision of Wordsworth's
treatment of the 'resolution,' the recovery. . . . I feel
the solution is asserted rather than dramatized,"u the
trouble here is less with the poet than with the professor,
who thinks he is still reading John Donne, The theme of a
metaphysical poem emerges directly out of the ironic
pressures exerted by the metaphorical action of the poem,
The strains between image and theme, vehicle and tenor,
in short; the conscious pressure of conceit, of such a poem
are often powerfully dramatic; but the success of meta-
physical conceit is often only'a step away from explosive
chaos, as when the tears of Crashaw's '"Weeper" fly upwards
and "Heav'n's bosom drinks the gentle stream."

The "Ode," understandably enough, operates in a way
quite different from the metaphysical poem., The "0Ode" does
not resolve directly out of the interrelations of its
images, from stylistic dexterity and manipulation, but as a

result of a primary shift in the poet's attitude toward the

3"wordsworth and the Paradox of the Imagination,"
in The Well-Wrought Urn (New York, 19u47), p. 127,

*Ibid., p. 158.
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objects of his creation; a change in attitude which ironi-
cally undercuts the opening situation of the poem., The
expressed, explicit nostalgia for the celestial light of
childhood is a kind of dramatic facade behind which stands
the deeper and more pervasive nostalgia of the poem. This
latter nostalgia becomes apparent only through the ironic
attitude directed against the former.

Consider the tone in which the speaker treats his
present condition. He views the world "in the light of
common day," and in a nostalgic, elegiac mood. This mood
is, howgver, directed towards a phenomenon that has a habit
of appearing and disappearing in a remarkably arbitrary
way., The celestial light once "apparelled”" the common
objects of nature; the use of the word "apparelled" suggests
that the light is something donated to the object, the way
a garment may be donated to a person, and, like a garment,
the light has a habit of disappearing. Despite the speaker's
lament of the loss, the way in which the light goes enforces
its quality of unreality; this light seems something of a
fabrication (perhaps even a cut off the bolt which clothed
a very naked emperor). At any rate, the statement of loss
is so flat and bald in stanza I that one must wonder whether
the speaker quite knows what he has lost. What the earth
was is dramatically important only as a pointer to what is:
the speaker's present separation from the objects of nature.

"The rainbow comes and goes" and the poet could not care
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less. It would seem that if Wordsworth were really con-
sistantly developing dramatic interrelations of his images,
nostalgia for the object functions ironically in the "0de,"
only as a way to widen the gap between the speaker's present
condition and his memory of his past condition, not as an
attempt to redeem the loss by an immediate evocation.

It has been pointed out that the poet does not
actually see the pastoral festivities which surround him,
but that he hears the sounds of joy. Professor Brooks
reads this as a "very cunning touch. ., . . The poet has
lamented the passing of a glory from the earth. But he can
+ « +» at least hear the mirth of the blessed creatures."5
But to consider the modulation from images of sight to
images of sound as a way of ironically enforcing the
original nostalgic lament for the lost glory seems to me to
miss the point. The poet is indeed being ifonic, but with
the purpose of undercutting the original description of his
situation and the original dramatic conflict.

The movement from sight to sound begins in the
prevalent tone and manner of the "Ode's" pastoral descrip-
tions: \

Now, while the birds thus sing a joyous song,

And, while the young lambs bound

As to the tabor's sound,
To me alone there came a thought of grief:

>Ibid., p. l3u.
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but then the movement suddenly shifts into an entirely new
poetic gear:

A timely utterance gave that thought relief,

And I again am strong:

The cataracts blow their trumpets from the steep;

No more shall grief of mine the season wrong;

I hear the Echoes through the mountains throng,

The winds come to me from fields of sleep.
Professor Brooks ignores these lines in his explication of
the poem, mainly because the imagery refuses to function
the way the new criticism would like it to. The sounding
cataract and the winds blowing from the fields of sleep
suddenly appéar in the conventional, elegiac green of the
“May-scene as echoes from a totally different world, Notice,
however, that the visual images are,strictly speaking,
"utterances ," either of the poet himself, or more important-
ly sounds from a landscape which Wordsworth character-
istically apprehends not as luminous, but as resonant. This
sort of intrusion on the description of the landscape of
the "Ode" prepares for the poem's resolution by introducing
the possibility that the nostalgic lament for celestial
light is only the initial, apparent conflict in the poem,
The cataract image calls the initial conflict between
celestial and earthly light into question by adding a
dimension of a radically different sort into the poem.

Befofe we consider the "resolution" stanza in

detail, let us briefly examine Wordsworth's use of the

notorious Platonic myth of anamnesis in the "Ode." Despite

his own admonition (in a note dictated to Isabella Fenwick)
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that the notion of anamnesis is "too shadowy . . . to be
recommended to faith" and that he only used the notion for
his purposes as a poet," Wordsworth's supposed Platonism in
the "Ode" has engendered reams of critical speculation
about whether or not Wordsworth really believed in the
transmigration of souls.6 One might safely guess that
Wordsworth took the notion about as seriously as Plato did
(which is to say, not very), But that does not answer why
the notion figures so obviously in the "Ode," or in the
Meno for that matter. It might be well to look at the
notion as it appears in Plato, before we speculate on
Wordsworth's use of the idea,

The Meno, a masterpiece of dramatic indirection,
concerns itself with the question of whether virtue can be
learned. (The fact that Anytos, one of the auditors in the
dialogue, later appears as one of the accusers at Socrates'
trial and denounces him suggests in itself that the dramatic
situation of the Meno offers ironic comment on the philo-
sophical question [can virtue be learned?] at stake.) In
the course of the dialogue, Socrates introduces the notion

advanced by divines and poets that

6For a summary of some of the speculative investi-
gations concerning Wordsworth's "Platonism" in the "Ode,"
see Thomas M. Raysor, "The Themes of Immortality and
Natural Piety in Wordsworth's Immortality Ode," PMLA,
LXIX (Sept., 1954), 861-875., See also George W, Meyer,
"A Note on the Sources and Symbolism of the Intimations
Ode," Tulane Studies in English, III (1952), 33-45,
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the soul of man is immortal, and at one time has

an end which is called dying, and at another time

is born again, but is never destroyed. And the

moral is that a man ought to live always in perfect

holiness.,

(Jowett translation, 81b.)

Surely Socrates is ironic rather than logical when he asks
Meno to consider the fable and '"see whether their (the
divines') words are true." The moral Socrates draws from
the fable is as blatant a piece of chop-logic as can be
found--especially since a few lines later Socrates infers
from this the central thesis of the dialogue that "all
inquiry and all learning is but recollection."

If we view the argument of the Meno as dramatic
rather than logical, and there seems some reason to do so,
then the notion that "all learning is but recollection"
functions as a kind of peripeteia. Socrates, in the
dilemma of trying to describe the nature of virtue to two
rather treacherous and pompous Thessalians, proceeds by the
only route available to the wise dialectician; he doesn't
try to convince them of anything, he only tries to shock
and surprise them, The curious mathematical demonsfration
Socrates performs, proving that the untutored boy "remembers"
certain geometrical principles he didn't previously know,
really demonstrates the phenomenon we call "insight." The
notion of recollection is used to define metaphorically the
notion of inesight; that mysterious process of mind that goes

beyond the realm of perception of particulars and somehow

dredges up a sense of transcendent generalities. More needs
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to be said about the dramatic form by which this‘process
is represented in the Meno; for our purposes, however,
the point is that the term '"recollection" is used as a
metaphor by Socrates to convey the sense of transcendence
and timelessness which psychologically accompanies the
process of insight,

This may have seemed a far~fetched detour, but I
would argue thay the anamne#is myth is used in.Wordsworth's
"Ode" for a similar kind of metapheorical purpose as in the
Meno. Wordsworth is trying in a poetic-dramatic language
to represent the phenomenon of insight and a range of
attendant psychological processes, Whatever the "Ode"
intimates of immortality it does so by dramatically enacting
the process of the mind averted from the direct apprehension
of external experience, and turned towards the forms and
dimensions of its own internal experiences. The central
psychological insight of the "Ode" is that the sense of

immortality arises from the process which accompanies the

nostalgia for the childlike sensuous apprehension of the
external world. The "remembered" objects of the lost
world exist in the "Ode" only to set the process dramati-
cally in mctién.

Let us now consider the well-known '"resolution"
stanza of the "Ode'" to see how Wordsworth intimates the

nature of the immortality he is interested in.
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Hence in a season of calm weather
Though inland far we be,
Our souls have sight of that immortal sea
Which brought us hither
Can in a moment travel hither
And see the children sport upon the shore,
And hear the mighty waters rolling evermore.
The image of immortality is introduced in purely visual
terms ("our souls have sight of that immortal sea"); this
is a curious kind of sight, however, actually a metaphor
for the act of remembering childhood, But the final,
brilliant knotting together of the image depends upon the
sonorous force of "and hear the mighty waters rolling ever-
more." Through a collapsing of vehicle and tenor in the
image (is it "we" or "souls" which do the hearing?), the

waters of immortality manifest themselves visually to our

souls, but finally only as sound to ourselves.7 A number

of critics have suggested that this image exemplifies what
Freud has described as the "oceanic sense,'" but whatever
the psychoanalytic dimensions of Wordsworth's "roaring
water" images are, their metaphysical implications are
clear enough. Sounding waters and, in a particular case of
cataracts, their visual configurations are Wordsworth's
characteristic natural images used to suggest symbolically
the divine beyond the natural; it is this image which casts

a haze over the natural object as a prelude to a sense of

7See W. K. Wimsatt's important discussion of this
image in "Romantic Nature Imagery," The Verbal Icon (New
York, 195u4), p. 1llu4 ff,
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imminent revelation.

In the "resolution" image Wordsworth describes only
the process by which immortality is intimated. The children
are never directly seen, only viewed by a kind of insight.
The structure of the image most powerfully conveys the
sense that the children are seen, by subsuming the images
of sight to images of space and sound. Direct apprehension
of "immortal" objects remains the hidden secondary term in
the poem's resolution image and praise in the "Ode" is
reserved for the sense that searches for revelation through
the objects of nature, This suggests that in the "Ode"
Wordsworth's primary nostalgia for the natural object gives
way to a deeper, more pervasive nostalgia, grounded in a
'basic mistrust of his own ability to apprehend the
"celestial light,” the divine origin of the natural object,
by direct sensual perception, WOrdswofth attempts to re-
solve the dilemma in the "Ode" by making the very ambi-
valence he feels for the natural object the dramatic
material for his poem. He raises "songs of thanks and
praise . . . for those obstinate questionings/ Of sense
and outward things,/ Fallings from us, vanishings.", be-
cause this ambivalence toward the natural object fosters
the dramatic development of the "Ode" through the shift
from images of sight to imagés of insight as a means to
apprehending the immortal within the mortal. On the psycho-~

logical level, the object remembered does exist in a sort
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of timeless present. But, given Wordsworth's metaphysical
commitment, the tyranny of the object cannot be entirely
circumvented by the language of poetry. The logos in the
objects of perception is apprehended by Wordsworth through
the complicated process of recollection and not directly
revealed as inhering to the object itself. But the ex-
perience becomes realized through poetry; a language which
represents the world as word, but which depends on the
natural object as the source and final referent for this
representation.8

To refer these observations back to The Prelude:

in the "Ode," retrospection is the key mode of vision,
not because the poet is trying to recall a lost state of
Edenic felicity, but because retrospection is a self-affirm-

ing act of consciousness. The Prelude is an epic in praise

of memory, because memory is the act of trying to appre-
hend the totality of all existence as consciousness; in
recollection the subject perceiving and the object perceived
exist concomitantly as objects of consciousness.,

We can now consider the particular kinds of re-

collected experiences in The Prelude which Wordsworth claims

were of prime importance in his spiritual development. The

particular metaphor Wordsworth uses to describe these

8Compare Paul de Man's "Structure intentionelle de -
l'image romantique," in Revue International de Philosophie,
No. 51, 1960.
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experiences~~"spots of time"--withlits emphasis on the
physicality rather than the temporality of the experience
suggests clearly that Wordsworth is concentrating on the
experience as it exists in the inward dimension of recol-
lection, Wordsworth gives two specific examples of "spots

of time" in Book XII of The Prelude; because of the dis-

tinctive quality of these examples, their language of de-
scription, and the particular constellations of their
imagery, we realize that "spots of time" experiences exist
throughout the poem, although not identified as such.g In

fact, a discussion of the narrative structure of The Prelude

must take into account that the poem narrates two kinds of
history, a chronicle of temporal experiences and a history
of "spots of time" experiences, |

With regard to the "spots of time,"” Wordsworth is
most explicit in emphasizing their significance:

There are in our existence spots of time,
That with distinct pre-eminence retain
A renovating virtue, whence, depressed
By false opinion and contentious thought,
Or aught of heavier or more deadly weight,
In trivial occupations, and the round
Of ordinary intercourse, our minds
Are nourished and invisibly repaired.
(XI1, 208-215)

91 am much indebted to an article by Jonathon Bishop,
"Wordsworth and the 'Spots of Time,'" in ELH, XXVI (March,
1959), for confirming my belief that the primary organization
of The Prelude is a-historical, Mr. Bishop, although concen-
trating on the psychological content and configuration of
Wordsworth's memories, also points out that they represent
a pattern of structural organization in the poem which has
little, if anything, to do with "development" in its ordinary
use as a temporal concept,
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"Spots of time" are in some way directly opposed to "ordinary"
historical experience. It is quite clear that the "renovat=-
ing virtue" does not inhere within the experience itself,
or in the fact that it is a diversion from "ordinary" ex-
perienée; Wordsworth refers only to some quality of the
experience which, because it has the power to make itself
felt later on, makes it important. Somethingiabout the ex-
perience raises it to &'1evel which clearly distinguishes
it in kind from mundane perceptionsf (Here I quote from
the 1805 version of the poem, because as is often the case
in Wordsworth's meditative passages, the language is
slightly more excursive and slightly less obscure:)

This efficacious spirit chiefly lurks

Among those passages of life in which

We have the deepest feeling that the mind

Is lord and master, and that outward sense

Is but obedient servant to her will,

(1805, XI, 269-272)

Wordsworth indicates that the relevance of the experience
is totally inward; it testifies to the primacy of inward
consciousness (I avoid the term "imagination" on purpose)
over outward perception. As with all inward experience,
however, it must have its origin in some relational, or
perceptual, act of outward experience. Let us consider now
what kind of experience it is which, as distinguished from
"ordinary" experience, can be made over into a "spot of
time."

As we have noted before, Wordsworth mentions two

specific "spots of time" in Book XII: the boy's coming on
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a mouldering gibbet in‘the bottom land and the subsequent
seeing of a country girl making her way up a hillside
.wcarrying a pitcher of water; and the wait on the crag with
the horses. These "spots" are described as actual memories,
but hardly as having the quality of nostalgic rumination
over the '"good old days." As usual with Wordsworth, when
he is remembering an experience in an intense way,lthe
memory of its content (although not in the tone of its
description) is in an emphatic sense negative, violent to
the point of horror, and engendering terror. In purely
visual dimensions Wordsworth conveys intensity by reducing
the physical space and the physical objects of the scene to
starkest particularity, with heavy emphasis on the spatial
isolation of objects in the landscape:

I sate half-sheltered by a naked wall;

Upon my right hand couched a single sheep,

Upon my left hand a blasted hawthorn stood;

With those companions at my side, I watched . . .

(XII, 299-302)

In the Preface to the 1815 edition of his Poems of

the Imagination, Wordsworth discusses his curious ability to

relate sheer physical observation to the most intense kind
of imaginative experience, He is talking about the poem,
"There was a boy . . ."; but that poem, published separate-

ly as a lyric, is also a "spot of time" experience in

The Prelude (V, 364-389) and the poet's remarks on the poem

are relevant to our discussion. Wordsworth notes:
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. +« « guided by one of my own primary conscious-

nesses, I have represented a commutation and

transfer of internal feelings, co-operating with

external accidents, to plant, for immortality,

images of sound and sight, in the celestial soil

of the Imagination, The Boy, there introduced,

is listening, with something of a feverish and rest-

less anxiety, for the recurrence of the riotous

sounds which he had previously excited; and, at the

moment when the intenseness of his mind is beginning

to remit, he is surprised into a perception of the

solemn and_ tranquilizing images which the Poem

describes,

This describes the characteristic psychological

pattern of perception in the "spot of time" experience; a
moment of the most intense kind of observation, accompanied
by emotions of restlessness and anxiety, followed by a
momentary relaxation, and, finally, a subsequent heightening
and re-apprehension of the experience in an extra-ordinary,
inward intensity. In the "spot of time," the wait on the
crag with the horses, Wordsworth describes himself as
"feverish, and tired, and restless," We have already re-
marked the intensity of his physical observation of the
scene, But the synaptic interruption (the movement from
outward perceptions to the remission of intense observation),
in this scene is most curious: . Wordsworth simply interrupts
the narrative description of the scene, to report that at

the same time his father died; he then associates the im-

pression of the scene on the crag with the memory of his

loQuoted by de Selincourt in his edition of The
Prelude, p. 547, :



32

father's death and goes on to praise the total impression
as evidence "down to this very time" (that is, the time of

writing The Prelude), of the "workings of my spirit," which

are the "renovating virtue."

The question is: how can this kind of profoundly
negative, terrific experience engender what Wordsworth
describes, in his unfortunately pompous critical diction, as
"solemn and tranquilizing images"? As Jonathon Bishop sug-
gests in his study, seen in psycho-analytic way, the '"spots
of time" experiences are colored by profound feelings of
guilt, the external landscape, in this case, the landscape
of the bleak crag, the single sheep and the blasted hawthorn
objectively correlate with the feelings a ten-year-old boy
has when his father dies.ll But we might still consider
in a more general way the relationship between the negative
tone, the coloration of Wordsworth's intense descriptions and
the positive assertions, the most characteristically pro-
phetic pronouncements, which invariably follow such descrip-
tions.,

An interruption, a disruptive intrusion on the act
of sheer perception is characteristic of all the "spots of

time" in The Prelude; in a number of ways, the "spot of

time" where the disruptive movement is the report of the

death of his father parallels Wordsworth's experience, as

11See Bishop, pp. 56-58,
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an adult, of the death of Robespierre in Book X. But I
shall consider that connection later. For now I wish mainly
to stress the effect of disruption which is particularly
evident in the description in Book XII. If we relate the
intrusion back to the description of the landscape which
preceded it, we realize that the bleakness of tone which
marks the description is not merely a Wordsworthian essay
into the picturesque; it is much more than an example of
the late eighteenth century's predilection for rugged and
awesome scenery. It is as if Wordsworth is saying that, by
keeping an eye steadily on the object, what follows will be
revelation of terrible splendor, but the object itself is
only an "external accident." At one point in the great

episode of the Simplon Pass in Book VI of The Prelude,

Wordsworth interrupts his narrative description with a sudden
apostrophe to the "Imagination," which he says is "like an
unfathered vapour that enwraps/ At once, some lonely
traveller,” an interruption which appears on the scene
rather like the account of his father's death which inter-
rupts the narrative description of the lonely Wordsworth,
as a ten-year-old boy, on his way home fro Christmas holi-
days from boarding school.

In a perfectly serious way, we should consider
both interpretations, the apostrophe to the "Imagination”
and the report of his father's death, as the same kind of

"unfathering," in one direction coloring nature with the
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somber grey of mortality, but, at the same time signalling

a sense of separation from nature which indicates the
eternal that is out of nature, beyond generation; the
eternal is the realm of the insubstantial and the unfathered.
All of Wordsworth's distinctions between subject and ob-
ject, between mind and nature, rest finally on a dichotomy
between the mutable and the eternal which is fundamentally
Platonic, a distinction between object as object and object
as idea. Recall Plato's cosmology in the Timaeus:

When the father who had begotten [the world] saw
it set in motion and alive, a shrine brought into
being for the everlasting gods, he rejoiced and
being well pleased he took thought to make it yet
more like its pattern., So as that pattern is the
Living Being that is forever existent, he sought
to make the universe also like it, so far as it
might be, in that respect. Now the nature of
that Living Being was eternal, and this character
it was impossible to confer in full completeness
on the generated thing.

(Cornford translation)

The real quest of The Prelude might be considered as a

search for the threshhold of the mutable and the divine;
certainly Plato's image of nature as "a shrine brought into
being for the everlasting gods" seems similar enough to
Wordsworth's view of nature. This is not, however, to
succor the common misapprehension of Wordsworth as a
pantheist; wherever His home, God does not dwell in nature,
Rather, Wordsworth's search was based on his intuition that
a certain mode of perceiving nature will provide hints of
the divine, because these modes of perception reveal a

consciousness which is beyond the nature of generation,
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The gibbet scene, the first "spot of time" in
Book XII, pursues the characteristic pattern of observation-
interruption-impending revelation, but alsoc imposes on
that pattern a type of narration which seems at first to be
purely descriptive; we notice, however, abrupt changes in
the tonality of the narration, Here, again, the emotion
which attends the description of the physical scene is fear
and awe; further, the movement towards the scene is an
actual descent:
Some mischance
Disjoined me.from my comrade; and, through fear
Dismounting, down the rough and stony moor
I led my horse, and, stumbling on, at length
Came to a bottom.
(XII, 231-235)
What follows is the image of the gibbet and "on the turf . .
» some unknown hand had carved the murderer's name." The
sudden image of the writing carries, in itself, something
of the effect of apocalyptic horror like an echo of "Mene,
Mene, Tekel, Upharsin" (Daniel, 5:25), written on the wall of
Belshazzar's feast-house. Wordsworth stresses the un-
naturalness of the writing by explaining a local super-
stition, which has the effect of keeping ordinary nature
physically away:
By superstition of the neighborhood,
The grass is cleared away, and to this hour
The characters are fresh and visible,
(XII, 243-2u45)

In a movement as sudden as the shift of images in nightmares,

or an Eisenstein montage, this image is replaced by a
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description of physical re-ascent and the vision of

A naked pool thaf lay beneath the hills,

The beacon on the summit, and, more near,

A girl, who bore a pitcher on her head,

And seemed with difficult steps to force her way

Against the blowing wind,

(XII, 249-253)

Wordsworth's disclaimer, "It was in truth/ An ordinary
sight" is of course just. In the same way, "Or the pitcher
.+ + + broken at the fountain,/ Or the wheel broken at the
cistern? (Ecclesiastes 12:6), are in truth ordinary sights,
but WOrdswobth's comment only enhances the weirdness of it
all. True to pattern, Wordsworth comments on the effect of
the scene in a characteristic rhetoric of splendid gener-
ality; "Oh! mystery of man, from what depth/ Proceed thy
honors" (XII, 272-273).

The tone of the generalization supports the péttern
of physical description, the movement from depth to height.
The movement, however, cannot be seen as a gradual develop-
ment from perfectly natural observations to observations of
a heightened mystical sensibility; Wordsworth insists on a
disruptive suddenness, There is nothing in Wordsworth's
tone of description to suggest, say, a more intense Popean
deism of the sort; "The surest virtues thus from passions

shoot,/ Wild nature's vigor working at the root." (An

Essay on Man, pp, 183-184). We should rather recall that

first "the grass is cleared away.'" Then, and only then,
does Wordsworth move toward a tonality of revelatory per-

ception.
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Wordsworth's suspicion of the tyranny of the bodily
eye has been noted often enough; but it might be well to
ask whether Wordsworth was striving for a poetic language
which ultimately could be independent, not grounded in the

physical perception of ordinary objects. The Prelude, at

least, seems to search for possible alternatives; as 1 have
tried to characterize it, the pattern of Wordsworth's more
profound recollections begins with an utterly straight-
forward description of the natural scene, often securely
anchored in particularity by the announcement of time of

day and season.l2 As the description progresses it becomes
increasinglj less objective and more intense, until it is

at some pecint suddenly disrupted, and Wordsworth launches

a peroration of intense abstraction, There is no doubt

that the abstraction is, in some sense, grounded in the
vigsual description; but the shift from the language of par=-
ticular perception to the language of abstraction might seem
somehow disconcerting in its willful arbitrariness. It
seems to me that the key to the way these disruptive shifts
function lies in Wordsworth's own observation about the

action of the mind., He recalls, in the critical comment to

121t is worth noting that Wordsworth's introductions
to his great descriptive passages are usually more straight-
forwardly commonplace and off-handed in the 1805, rather
than in the posthumous, version of the poem. Compare the
two introductions to the Mt. Snowden episode, for example:
"In one of these excursions, travelling then/ Through Wales
on foot . . ." (1805, XIII, 1~2); "In one of those excursions
(may they ne'er/ Fade from remembrance!) through the Northern
tracts of Cambria . . ." (1850, XIV, 1-3),
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the Boy of Winander poem cited previously, that after a

period of intense observation, "His mind [begins] to remit"
with the sudden resulting perception of "solemn and tran-
quilizing" images, Such images, however, arise exactly

at the moment when the mind is no longer directly aware of
the object of observation. Accompanying the sense of
separation from the external object, and partly redeeming
the sense of loss, is an equal sense of imminent trans-
cendence. The point, however, is that the two modes of
apprehension are mutually exclusive; the sense of one in-
volves a sense of negation of the other.

From Book II of The Prelude, where Wordsworth

atégmpts to deal most discursively with the question of the
history of the mind, we know of khe depth of his commitment
to a naturalistic view of things. There is no doubt that,
for Wordsworth, existence, "our Being's earthly progress"
comes directly from nature. It has therefore been tempting

to endow Wordsworth with an essentially emblematic poetic

language; when Wordsworth describes certain natural pheno-
mena, he is really describing the divine-within-life, so
the argument runs. But the temptation to associate the
Wordsworthian trope of "the correspondent breeze,"” for
example, directly with the whole theological tradition of
existence as the incorporation of divine afflatus is simply
misleading, because it suggests that Wordsworth's thought

and, more importantly, Wordsworth's théory of poetic
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language, is analogous to the theory of language implicit
in the long history of Christian theology. It suggests
that Wordsworth thought and wrote about breezes and gardens
in essentially the same way as the Patristic fathers, or
the singer of the Canticle attributed to Solomon, or Dante,
with only the difference tﬁat Wordsworth was somehow diffi-

dent about using the word "God."13

Precisely his insistence
on the natural origins of human existence and experience
accounts for Wordsworth's scrupul&us avoidance of any kind
of traditional mythological armatures to support his poetic
statements; it also accounts for the logic of his thought,
his devotion to an essentially mimetic theory of language,
and, ultimately, the crisis of his poetic career,

What Wordsworth calls "the first/ Poetic spirit

of our life" (II, 260-261) comes from nature, but in a

13See M, H, Abrams' essay, "The Correspondent
Breeze: A Romantic Metaphor,”" in English Romantic Poets:
Modern Essays in Criticism, ed. Abrams, New York, 1960,
PP. 37-54. Unfortunately, Professor Abrams' sensitive
criticism of the reductionism inherent within the method
of archetypal criticism ("Only leave out enough of the
qualities that make a poem, or any complex experience, and
it can be reduced to an abstract pattern--almost any ab-
stract pattern, including, if that is our inclination, the
pattern of the vegetational cycle of death and rebirth")
can be applied with equal acuity to his own method of
dealing with literature. The trouble with "history of
ideas" interpretations of literary texts is that such
interpretations too often demand treating an individual
expression of a literary theme as if it were only a rhetori-
cal topos, a literary convention which only expresses the
"spirit of the age." The "ideas" of one age can be shown
historically dependent on the "ideas" of an earlier age,
which suggests the continuity of Western history--a comfort-
ing notion, but, unfortunately, only an abstraction,
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circuitous . and rather complex way:
For feeling has to him [the infant] imparted power
That through the growing faculties of sense
Doth like an agent of the one great Mind
Create, creator and receiver both,
Working but in alliance with the works
Which it beholds.
(II, 255-260)
The syntax is tricky here, but not excessively so: "that"
takes '"power" as its antecedent, but "power" is nothing more
or less than "feeling," a primal sense of unity with nature,
Existence, per se, originates as a state where subject and
object are indistinguishable:
No outcast he, bewildered and depressed:
Along his infant veins are interfused
The gravitation and the filial bond
Of nature that connect him with the world.
(II, 241-2u44)
The mechanical and organic metaphors ("interfused," "gravi-

tation,”" "bond") suggest total participation with the

natural world, but a participation which is essentially

mindless. The fundamental ambiguity of this long passage,
in which Wordsworth presents a schematic history of the
mind, resides in how "feeling" becomes the creative mind;
the mediating term is "the growing faculties of sense.”" As
William Empson has pointed out, "sense" is an extremely

rich word in The Prelude and often plays the mediating role

in the movement from external observation to internal

awareness.lq One way to grasp the problem would be to

l“"Sensa in The Prelude,” in The Structure of Com~-
plex Words, London, 1952, pp. 289-305, Empson 1s brilllant
but perverse; he indicates what is probably the key issue
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work backwards; to ask the question: what does the creative
mind create out of sense? It tries to re-affirm its sense
of the totality of all existence, But because this re-
affirmation is now an act of mind, it is only an imifation
of simple, unconscious identification with nature,.

Thus Wordsworth's larger statements about conscious-
ness and nature always proéeed in two directions: first,
such statements assert a recollection of intimate identifi-
cation, and, secondly, announce an awareness of maturity
for which Wordsworth makes mubh more profound claims, The
development of consciousness, however, is seen by Wordsworth
as a ﬁegation of original, primal sense of being; conscious-
ness separates subject from object, because of its ability
to distinguish existence external to itself from self-
awareness, the sense of existence internal to itself. 1In
this respect, therefore, consciousness testifies to human
isolation. Wordsworth comments in a statement of touching
directness: "I was left alone/ Seeking the visible world,
nor knowing why" (II, 277-278).

Wordsworth's sense of the isolation of conscious-
ness quite overrides any sense of temporal coherence or

continuity which the poet might feel. Throughout the

to an understanding of The Prelude and then with a curious
self-consciousness claims that he believes it all nonsense:
"Perhaps I am taking a narrow and stupid view, but the idea
(of the relationship between sense of perception and inward
sense) seems to me to remain pretty unintelligible, however
plainly and lengthily it is expressed" (p. 30u4).
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narrative whenever Wordsworth announces an event as occurring
at a specific time--and he most characteristically intro-
duces his important recolléctions with suech temporal prp;
nouncements~~the sense of specific time becomes quite

quickly obliterated by the process of the poet's concen-
tration on defining his state of mind. The past for Words-
worth does not cohere therefore as an orderly succession of
events viewed in a coherent temporal perspective; rather
moments out of the past organize themselves as material

for a rather intricate process of exemplification. The

temporal organization of The Prelude is perplexing because

the poet's emerging sense of development does not depend on
the chronological sequence of the events which the poet
uses to exemplify his development., The complications which
such an attitude produces may best be seen if we consider
those sections of the poem where Wordsworth places himself

directly in a context of public historical events,.



THE PRELUDE:

HISTORY AS ROMANCE

Now, brethren, if I come unto ybu speaking with
tongues what shall I profit you, except I shall speak
to you either by revelation, or by knowledge, or by
prophesying, or by doctrine? . . .

I thank my God, I speak with tongues more than ye
all: Yet in the church I had rather speak five words
with my understanding that by my voice I might teach
others also, than ten thousand words in an unknown
tongue,

St, Paul to the Corinthians (I Corinthians:14)
11

Books IX and X of the 1805 Prelude are the most
overtly historical of the poem. These books describe
Wordsworth's stay in France for eight months in 1791-92,
The narrative alludes throughout, in the form of an ex-
cursive, descriptive commentary, to the political cataclysm
of the French Revolution--a subject of no small interest
either literary or cultural, Yet in a number of ways Words-
worth's account of revelutionary times in France has seemed
less than satisfactory both as poetry and as historical
chronicle, Matthew Arnold, a very astute reader and perhaps
the first who had available to him the entire Wordsworth
canon in something like the order Wordsworth intended,

announced his dis-ease about Wordsworth's manner of

organizing his poetic statements when'he observed:
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"Wordsworth classified his poems not according to any
commonly received plan of arrangement, but according to a

nlS Arnold's observation on

scheme of mental physiology.
the general arrangement of Wordsworth's poetry may also
apply to the manner of arrangement and the narrative

strategy of The Prelude itself, Like Arnold, most readers

have expressed some misgivings about the formal and

structural arrangement of The Prelude and have tried to

account for their sense of uncertainty by questioning the
logic of Wordsworth's intentions. Wordsworth's changing

conceptions of what the proper theme of The Prelude might

be, his extended revisions and interruptions in composition,
as well as the vagaries of memory, have all been offered up
as '"reasons" to account for the difficulty in discerning

just exactly what the thematic assertions of The Prelude

are. All such reasons assume, however, that Wordsworth
really wanted to write a chronicle history of the mind. Thus
when readers find it hard to navigate Wordsworth's stream

of temporality it is because the poet is confused or per-
verse, or both, about telling time and about recounting the
influence of events on his life. Yet it could just as

easily be assumed that lack of chronological coherence and

a laconic distance in the accounting of certain events in

The Prelude might just as well suggest that "clock-time" is

sPreface to Poems of Wordsworth, ed. Arnold
(London, 1879), p. xill,
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simply irrelevant to the theme of the "growth of the poet's
mind" which Wordsworth claims as the central subject matter
of his poem,

Nowhere does the relation between inward development
and the narrative of historical events seem more ambiguous

and problematic than in those sections of The Prelude

devoted to the events of the French Revolution. Clearly
Wordsworth was deeply affected by the turmoil of revolu-
tionary hopes and counter-revolutionary disasters in which
he participated and which he observed. Clearly also this
drama of political hope and retreat from political hope
which played itself out in Wordsworth's mind during the
1790's constitutes what might be called the "plot" of
Books IX and X of the 1805 Prelude, One standard inference
is that this temporal sequence of political and historical
events directly caused Wordsworth's famous "moral shock,"
disillusionment, despair and his ultimate recovery as a
natural recluse; further that the temporal sequence of
crisis and recovery constitutes the central theme of

The Prelude.16 But if Wordsworth's notion of development

were rooted in such a pattern of crisis experience and
recovery, why then is the temporal sequence of these events

80 obscure in the narrative structure of the poem? Quite

16For a summary of opinions concerning the possible
dates of Wordsworth's post-revolutionary depression and
flirtation with Godwinism see de Selincourt, p, 603.
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possibly, when Wordsworth attempts to treat what one recent
critic has called the "social dimension" of his theme of
development, he prqceeds not by laying out what happened in
a clear chronological narrative and then commenting retro-
spectively on the event (although this may appear to be
his strategy in certain places, notably in the earlier
books of the poem).l7 Rather, when Wordsworth expli-
cates "public" events, he seems quite deliberately to
distort those events' "timely" qualities to suggest, pre-
cisely, that the temporal aspect of these events had
little significance.
Wordsworth begins his narration of his stay in
France, describing events as a hasty confusion of locale,
by means of a Juvenalian satiric catalogue:
Through Paris lay my readiest course, and there
Sojourning a few days, I visited,
In haste, each spot of old or recent fame,
The latter chiefly; from the field of Mars
Down to the suburbs of St. Antony,
And from Mont Martyr southward to the Dome
Of Genevieve. In both her clamorous Halls,
The National Synod and the Jacobins,
I saw the Revoluticnary Power
Toss like a ship at anchor, rocked by storms;
The Arcades I traversed, in the Palace huge
Of Orleansj; coasted round and round the line
Of Tavern, Brothel, Gaming-house, and Shop,
Great rendezvous of worst and best,
(IX, u42-55)

In the next verse paragraph Wordsworth, assuming a more

characteristically meditative pose, which recalls the mood

17Herbert Lindenberger, On Wordsworth's Prelude

(Princeton, 1963),.
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of meditative passivity just after the opening lines of the
poem (I, 60-70), focuses on one particular experience to
summarize the impact of his confrontation with moments of
"recent fame'":
Where silent zephyrs sported with the dust

Of the Bastille, I sate in the open sun,

And from the rubbish gathered up a stone,

And pocketed the relic, in the guise

Of an enthusiast; yet, in honest truth

I looked for something that I could not find,

Affecting more emotion than I felt,

(IX, 67-73)

In short, Wordsworth apprehends recent history as a hand-
ful of dust, as a stony desolation open to the sunlight.
His affectation of emotion, or lack of it, notwithstanding,
the recollected image is one of tranquillity, a response
which is similar to the kind of consoling admonition Words-
worth feels in the presence of the Leech-gatherer ("Reso-
lution and Independence,"” 106-112)., Throughout the opening
section of the narrative in France, Wordsworth remains an
unequivocally passive observer, a stance which is inten-
sified by a strikingly elaborate image of hermetic enclosure:

Amused and satisfied, I scarcely felt

The shock of these concussions, unconcerned,

Tranquil, almost, and careless as a flower

Glassed in a Green-house, or a Parlour shrub

When every bush and tree, the country through,

Is shaking to the roots,

(1805, IX, 86-91)

To be sure, the image of organic tranquillity is meant in
part at least to contrast with Wordsworth's subsequent

"involvement" with the revolutionary cause.

Yet, paradoxically, the narrative of Wordsworth's
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involvement with revolutionary causes observes a consistent-
ly, dream-like tone of disengagement. The landscape of
France, described in Books IX and X, is the most conven-
tionally pastoral of the entire Prelude and Beaupuy, who is,
if anyone, the "hero" of this particular portion of the
narrative, assumes hercic stature, not so much because of
his perfervid republican sentiments, but rather because he
is described in terms from the chivalric romance of Tasso
of Spenser. Wordsworth quite explicitly translates
Beaupuy from an historical being into a chivalric hero:
Among the band of Officers was one,
Already hinted at, of another mould---

A patriot, thence rejected by the rest,
And with an oriental loathing spurned,

As of a different caste., A meeker man
Than this lived never, nor a more benign,
Meek though enthusiastic. Injuries

Made him more gracious, and his nature then

Did breathe its sweetness out most sensibly,

As aromatic flowers on Alpine turf,

When foot hath crushed them., He through the events

0f that great change wandered in perfect faith,

As through a book, an o0ld romance, or tale

Of Fairy, or some dream of actions wrought

Behind the summer clouds.

(IX, 288-302)

In just the way he metamorphoses the historical Beaupuy to
a figura, a moral type, Wordsworth tries to lend coherence
to the historical flow of events, not by narrating the
amplitude, or the richness, or the texture of what actually
happened, but rather by attempting to see in the present
events a recapitulation of prototypical situations from

ancient history, thus raising actual political events to

the status of exemplary myths., Therefore, Wordsworth's
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narrative of his political involvement becomes a catalogue
of qualitative discernments, a series of commitments to
abstractions, He sees in political events the hope for
fulfillment of qualitative ideals, "liberty," "self-
sacrifice,”" and the like, Wordsworth describes political
events not as events but as incarnations of ideals and his
history is, therefore, moral history in the vein of Plutarch's
account of Roman history.

It is not surprising that Wordsworth sees in the
atmosphere of France the enchanted groves and forests of

Renaissance romance-epics, Just as the Fairie Queen is the

allegory of justice coming to England under Elizabeth and

Tasso's Gerusalemma Liberata is an allegory of Christian

rectitude, so in Book IX of The Prelude the seeming

imminentness of liberty coming into being in France reminds
Wordsworth of this older tradition of perceiving allegorical
order in historical events. Later in his life Wordsworth
was to make the cryptic remark that "[history] enslaves the
fancy."18 but Book IX provides a perfect example of how
Wordsworth's dream of liberty finds narrative form either

as a catalogue of abstractions or as a romantic atmosphere,
as a "wander(ing] in perfect faith,/ As through a Book,

an old romance, or tale/ Of Fairy, or some dream of actions
wrought/ Behind the summer clouds." At one point in the

narrative Wordsworth reveals exactly the movement from

18Critical Opinions of William Wordsworth, ed.
M. L. Peacock, Jr, (Baltimore, 1950), p. 51.
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meditation on abstract ideals (the occasion is a conversa-
tion with Beaupuy) to the realization of these ideals not
in events but in atmosphere,

Along that very Loire, with festal mirth
Resounding at all hours, and innocent yet
Of civil slaughter, was our frequent walk;
Or in wide forests of continuous shade,
Lofty and over-arched, with open space
Beneath the trees, clear footing many a mile--
A solemn region, Oft amid those haunts,
From earnest dialogues I slipped in thought,
And let remembrance steal to other times,
When, o'er those interwoven roots, moss-clad,
And smooth as marble or a waveless sea,
Some Hermit, from his cell forth-strayed, might pace
In sylvan meditation undisturbed;
As on the pavement of a Gothic church
Walks a lone Monk, when service hath expired,
In peace and silence., But if e'er was heard,--
Heard, though unseen,--a devious traveller,
Retiring or approaching from afar
With speed and echoes loud of trampling hoofs
From the hard floor reverberated, then
It was Angelica thundering through the woods
Upon her palfrey, or that gentle maid
Erminia, fugitive as fair as she.
Sometimes methought I saw a pair of knights
Joust underneath the trees, that as in storm
Rocked high above their heads; anon, the din
Of boisterous merriment, and music's roar,
In sudden proclamation, burst from haunt
Of Satyrs in some viewless glade, with dance
Rejoicing o'er a female in the midst.
A mortal beauty, their unhappy thrall.
The width of those huge forests, unto me
A novel scene, did often in this way
Master my fancy while I wandered on
With that revered companion,

(IX, 431-465)

I have quoted at length because the passage is strangely
misleading and deceptive, It might seem at first that the
passage, which is essentially a digression éommenting on
the feeling.Wordsworth's conversations with Beaupuy evoked

in him, is really a response to woodsy locale. After all,
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to a literary sensibility any dim forest might well evoke

the topic of selve oscure. But the associations, which

Wordsworth with retrospective emphasis considers fanciful,
are particularly to the dark forests of Renaissance romance,
In the association Wordsworth makes clear that his own feel-
ings about the time were a series of mythic expectations of
historical fulfillment, much like those expectations of
historical fulfillment which are the mythic armatures of
Renaissance romance, The passage, then, defines the nature
of Wordsworth's involvement with the French revolutionary
cause: his was the involvement of the poet—dreémerh Like
Spenser, Wordsworth's quest was for historical fulfillment,
the coming into being of some ideal pattern of order. Such
expectations account for the "romance" atmosphere whicﬂ per-

vades so much of Book 1X of The Prelude.

The remainder of Wordsworth's narrative of France
concerns itself with the destruction of Wordsworth's '"dream
of actions wrought/ Behind the summer élouds." The story
of Vaudrecour and Julia represents Wordsworth's failure in
the mode of romance narrative. The Vaudrecour and Julia
episode functions as an exemplary tale, much like innumer-
able encapsulated narrative episodes in Spenser and Ariosto.
Through the use of this tale Wordsworth tries to exemplify
the meaning of the times. In other words, one typical story
(whether a private allegory or not) shall reveal the sig-

nificant shape of myriad, confusing, actual events:
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- From this height I shall not stoop
To humbler matter that detained us oft
In thought or conversation, public acts,
And public persons, . . .
But I might here, instead, repeat a tale,
Told by my Patriot friend, of sad events,
That prove to what low depth had struck the roots,
How widely spread the boughs, of that old tree
Which, as a deadly mischief, and a foul
And black dishonour, France was weary of.

(IX, 541-552)

This elaborate introduction reveals more of Wordsworth's

thematic and moral intentions than the episode itself,

The cavalier abruptness with which Wordsworth disposes of

Vaudrecour's love-child at the end of the episode ("his

young child/ Which after a short time by some mistake/

Or indiscretion of the Father, died." [1805, IX, 905-908])

reveals only an extremity of badness which de Selincourt

observes is "difficult to parallel in our 1iterature."lg
Whatever its intrinsic inferiority, the Vaudrecour

and Julia episode, exemplifies one strategy Wordsworth used,

however unsuccessfully, in an attempt to articulate his

sense of history. With Book X of The Prelude Wordsworth has

already abandoned the strategy of treating the French Revo-
lution in the romance-epic mode. Instead, he returns to his
more characteristic mode of narration, that of describing
outward events as if they were a syncretic series of inward
apprehensions, Thus.the actual event of the September

Massacres provides the occasion for the "spot of time"

19
The Prelude (Oxford, 1926), p. 593.
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episode in Book X, By making an "objective" historical
event the occasion for a "spot of time," Wordsworth at once
makes his experience in France more significant, less ob-
jective, and in effect annihilates a sense of time and
historical development. Submerged in the particular spot
of time in Book X is a particular view of history, but one
which stands radically opposed to the supposed historical
optimism which, Carl Woodring among others, finds in those

books of The Prelude dealing with Woodsworth's residence in

France.Qo

The "spot of time" in Book X, like nearly all of
Wordsworth's intensely inward visions, grows out of a
seemingly direct and "objective" narrative situation, here
not only rooted in Wordsworth's ordinary reality of living
in France, but also directly related to a time of great
"public history." Yet the "spot of time'" functions to
"interrupt" the more or less public reportage of Words-
worth's stay in France, and serves to define his situation
there in an entirely new modality, Wordsworth begins by
describing the particular occasion of his return to Paris,
sometime in October, 1792: "Cheered with . . . hope, to

Paris I returned" (X, 48)., At this point, Wordsworth

20WOPd8HOPth (Boston, 1965), p. 102, Further on,
Woodring implies Wordsworth's "despair" originates from the
events recounted in Book XI of the final version--"First
Britain's declaration of war and then the imperialistic
emergence of Bonaparte ended the blissful hope of creating
an ideal society in 'the very world' of 'all of us'"
(p. 102),
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confronts history, not as "Some dream of action wrought
behind the summer clouds,”" but in the form of an intensely
perceived spatial locale. On his way to his lodgings he
crosses '"the square (an empty area then!)/ Of the
Carrousel, where so late had lain/ The dead, upon the dying
heaped." (Book X, 55-58.,) This, then, is the physical
"spot" which is the occasion for the "spot of time" ex-
perience, Wordsworth perceives most intensely the physical
isolation of the place (an empty area then!): the actual
events which transpired, the slaughter and the chaos are
evoked all the more absolutely by their absence than by
their presence, Further, because Wordsworth did not actually
see the events of the September Massacres, he is able
(brilliantly) to describe the historical reality as
a volume whose contents he knows

Are memorable, but from him locked up,

Being written in a tongue he cannot read,

So that he questions the mute leaves with pain,

And half upbraids their silence.

(X, 59-63)

This passage finally explains the curious tone of disengage-
ment which has characterized so much of Wordsworth's narra-
tive of revolutionary France, For wWordsworth, historical
experience is.a kind of unintelligible language which must
first be translated to be understood. The night vision
which follows does precisely that:

High was my room and lonely, near the roof

Of a large mansion or hotel, a lodge

That would have pleased me in more quiet times;

Nor was it wholly without pleasure then.
With unextinguished taper I kept watch, -



55

Reading at intervals; the fear gone by
Pressed on me almost like a fear to come,
I thought of those September massacres,
Divided from me by one little month,
Saw them and touched: the rest was conjured up
From tragic fictions or true history,
Remembrances and dim admonishments.
The horse is taught his manage, and no star
Of wildest course but treads back his own steps;
For the spent hurricane the air provides
As fierce a successor; the tide retreats
But to return out of its hiding-place
In the great deep; all things have second birth;
The earthquake is not satisfied at once;
And in this way I wrought upon myself,
Until I seemed to hear a voice that cried,
To the whole city, "Sleep no more." The trance
Fled with the voice to which it had given birth;
But vainly comments of a calmer mind
Promised soft peace and sweet forgetfulness,
The place, all hushed and silent as it was,
Appeared unfit for the repose of night,
Defenceless as a wood where tigers roam.

(X, 66-93)

Wordsworth's language of translation is characteristically
his own and is as far removed from sentiments of progressive
optimism as anything might be. It is not fair to say that
the actual events of the Revolution and the subsequent reign
of terror caused Wordsworth's disillusionment. Rather, it
was the translation of outward evénts into his own language
of vision which revealed to him a meaning for the events
which hardly could occasion optimism, But the dark
apocalypse which Wordsworth envisions in Paris is no dif-
ferent from the dark perceptions of his childhood experience,
The process of interpreting experience has not changed
fundamentally. Only the occasions have, If Wordsworth
experienced a moral crisis from 1794 to 1796 it had.its

roots not in the historical events of 1791 and the years
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following but, rather, as Wordsworth puts it, in those
"remembrences and dim admonishments" which constitute the
fabric of the "spots of time'" experiences,

This particular spot of time, especially in its
climactic shriek of guilt: "sleep no more" (and the evoca-
tion of Macbeth, a figure who assassinates Providence is
most relevant) finally annihilates the dreamy hopes which
characterized Wordsworth's view of reality prior to that
particular spot of ;ime. This spot of time, like all
others, serves to correct those "expectations" which Words-
worth has at the beginning of a moment of inwardness, and
then loses when he returns to reality. Thus the consoling
comments of Wordsworth's calmer mind after his vision are
"vain"; because of the intervening vision, all Paris seems
a city "defenceless as wood where tigers roam." The forces
at work here are seen as those of a primal and violent
nature. Wordsworth is talking about the French Revolution,
to be sure, But he is also seeing these historical events
as part of the fundamental natural pattern evoked in the

stealing of the boat episode in Book I of The Prelude, the

descent from the Alps down the defile of Gondo in Book VI,
Thus Wordsworth's moral crisis, and, more importantly, his
restitution from his feelings of despair will come not
surprisingly through a re-apprehension of that nature which
so preoccupied him in his childhood and so terrified him

throughout his life, Wordsworth's return to nature which is
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the subject-matter of the last three books of The Preluds

is not then a moral retreat from the sphere of social
action, but, rather, like the return to Nature in the last

book of Rousseau's Confessions, an attempt at defining, or

re-defining, the occasions and conditions upon which
Wordsworth sees his development dependent. Wordsworth's
return to nature is really a return to those conditions

necessary for the act of imagination,



HYPERION:

CONSCIOUSNESS AND HISTORY

I

In The Prelude Wordsworth's thematic intention

had been to describe the development of mind and to
dramatize, perhaps more intensely than in any other work of
literature, the complex condition of the creative imagi-
nation, In the act of recording his recollections Words-
worth sought to reconstitute a sense of the harmony or
unity of existence which he had felt to be irretrievably
lost, But, such an act of "pure" imagination could be
achieved only at the cost of forgetting about history: the
development of imagination is for Wordsworth an a-historical,
a-temporal phenomenon, The chronological, historically
orientated narrative which represents one structural

dimension of The Prelude is therefore deceptive, because at

the end Wordsworth considers his existence as an historical
creature and his activity in his historical epoch as an
interruption--indeed an essentially destructive inter-
ruption--to the development of his poetic imagination.

Towards the end of The Prelude Wordsworth reviews the history

which has been the subject matter of his poem by invoking

the venerable epic analogy, comparing the course of a human

58
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life to that of a river:
We have traced the stream
From darkness, and the very place of birth
In its blind cavern, whence, is faintly heard
The sound of waters; followed it to light
And open day, accompanied its course
Among the ways of Nature, afterwards
Lost sight of it bewilder'd and engulph'd
Then given it greeting, as it rose once more
With strength, reflecting in its solemn breast
The works of man and face of human 1life,
(1805, XIII, 173-181)
Although the final suggestion of these lines is that the
poem itself "reflects" human accomplishment in an historical
sense, the metaphor as a whole distinguishes the final
victory of mind (which is rather similar to the mind's
original condition), from the "engulph'd," "bewilder'd"
condition between origin and fulfillment; the period in be-
tween is the "time" of historical involvement, It is by no
means clear that the placid reflections of maturity compen-
sate for the time of swampy bewilderment in historical
action, and Wordsworth's notion of development, as such, is
defined finally as an attempt to reconstitute in a totally
inward way--by imagination--the harmony of original
existence.
"
Holderlin's Hyperion, by contrast, recognizes with
an agony which is largely absent in Wordsworth the neces-
sarily historical order of human experience and the inextri-

cability of historical experience and the development of

human consciousness., Indeed, one central distinction between

Hyperion and The Prelude is that, for Wordsworth, the
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development of consciousness remains the final avenue of
escape from the multiple dilemmas of an historical existence
in time, while, for Hglderlin, consciousness continually
emerges as an awareness that existence is bound in time.
Hyperion is a history of development, a Bildungs-

geschichte, which describes the growth of consciousness

from a point of view which maintain§ the inextricability
of consciousness and historical being: Hglderlin recog-
nizes only the child and the gods as beyond the fate of
being bound in history. All else, both nature and human
consciousness, therefore, suffers the destiny of mortality.

Wordsworth finally asserts in The Prelude that the human

mind may transcend the earth on which it dwells; and in
his highest flights Wordsworth wraps nature in a mist as

a cover for the earth, which permits consciousness to
identify more closely with its feelings of the approaching
imminent divinity. For Hglderlin such an attitude is
tempting enough, but the sunlight which blazes on the
Hyperion landscape permits no such solution. Neither is
Holderlin willing to accept a view of consciousness which
functions only to lament in elegiac fashion the lost unity
of a natural, but unconscious, existence. Rather, Holderlin
addresses himself with startling tenacity to only one
question, that of effecting a dialectical reconciliation
through consciousness of what he recognizes to be the

fundamentally "dissonant"” nature of human existence.
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In a study of Hglderlin, Ernst Muller suggests the
relevance of Hyperion to the development of Hglderlin's
poetic career, Muller observes: "Es ist nicht zufgllig,
dass Hglderlin zur Vollendung des Hyperion die besten Jahre
seines voll erwachten Dichtertums bengtigt hatte."l Quite

like The Prelude and Goethe's Wilhelm Meisters Lehrjahre,

Hyperion was a long time in coming and, especially if we
consider the briefness of Holderlin's poetic maturity,
occupied a major place in his poetic life. Emil Beissner
notes that the first evidence of Holderlin's decision to
write a Hyperion novel occurs in a letter written to
Magenau in July 1792.2 The completed novel was published
in two sections, the first in 1797 and the second two years
later, But it is the number and diversity of the Hyperion
fragments which have been discovered that testify to the
considerable effort standing between the initial conception
and thg final accomplishment of the novel, Muller notes
that the "Vorstufen tragen allesamt ke;n kunstlerisches
Geprgge. sondern sind mehr oder weniger gedankliche
Konzeptionen, Aphorismen, Entwurfe, Auseinandersetzuﬁgen.
wachsende Kreise, die auf eine kunstlerische Gesamtform

1"
hindrangen."3 These observations about the tentative and

nglderlin (Stuttgart, 194u4), p. 174,

2Hglderlin, Samtliche Werke, ed. Friedrich Beissner
(Stuttgart, 1957), ITT;, 7Y%,

3Miller, p. 17u.
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theoretical qualities of the Vorstufen suggest also that
they may provide a valuable conceptual focus for the
occasionally bewildering textural surface of the novel.
Similarly, the very quality of monotonous, diffuse state-
ment and restatement of the thematic material in the final
Hyperion (which is nevertheless presented in a considerably
more dramatic way than one might expect), offers exegetical
clues to the complexities of the incredibly concentrated and
intricate poetry of Hglderlin's creative maturity following
Hyperion. This is not to resort to a defense of Hyperion
on the lame ground of historical "interest," but rather to
point out that the "open" texture of the work can be
accounted for at least partly if we consider ngerion as a
criti;al but nevertheless tentative formulation of the
central questions which Hglderlin asked with single-minded
insistence throughout his career.

Professor Paul de Man has noted that Hglderlin's

dedication to self-exegesis appears already quite clearly

in the early Thaliafragment (1793) of Hyperion and the

theoretical statement which prefaces the Thaliafragment

"is . . . indeed an accurate and complete summary of the

novel that follows--not just the Thaliafragment but the

final Hyperion, written in 1796~-and contains several of

the themes which remain central through Empedokles and the

"
later work of Hglderlin."“ Holderlin's preface to the
u"Keats and Hglderlin," Comparative Literature, VIII,

No. 1 (1956), p. 30.
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Thaliafragment formulates "existence" (Dasein) as a

dialectical movement between two ideals:

Es giebt zwei Ideale unseres Daseyng: einen Zustand

der hochsten Einfalt, wo unsere Bedurfnisse mit sich
selbst, und mit unsern Kraften. und mit allem, womit
wir in Verbindung stehen, durch die blosse Organisation
der Natur, ohne unser Zuthun, gegenseltig zusammen-
F?Tmmen, und einen Zustand der hochsten Bildung, wo
dasselbe statt flndsn wurde bey unendlich verviel-
faltigten und verstarkten Bedurfnissen und Kraften

durch die Organisation, Qii wir uns selbst zu geben
Im Stande sind. Dle exzentrische Bahn, dle der
Menséh im Allgemeinen und Einzelnen, von einem
Punkte (die mehr oder weniger reinen Einfalt) zum
'andern (der mehr oder weniger vollendeten Bildung)
durchlauft, scheint sich, nach ihren wesentlichen
Richtungen, immer gleich zu seyn.

Hglderlin here describes Bildung as an "eccentric" process
(that is, not simply cyclical), which runs from a state of
simplicity donated to us by nature (the ideal of Einfalt)
to a state of organization which we donate to ourselves as
consciousness (the ideal of Bildung); but these two ex-
tremes are dialectically dependant upon one another, be-
cause in consciousness the harmonious ideal of simplicity
can be viewed from a double perspective, at once a movement
away from unconscious simplicity, but also as a reappre-
hension (perhaps only paradoxically) of that harmony which
seems essentially lost. The eccentric road of development

moves one way in actuality but in essence turns back upon

]
SHgldprlin, Samtliche Werke, ed., Norbert V., Hellin-
grath and continued by Friedrich Seebass (Berlin, 1923),
II, 53.' All quotations from Hyperion, the fragments, and
Holderlin's poetry which I use En the essay follow the
pagination of the Hellingrath text.
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itself and therefore seems in its essential directions
always to be the same, Professor de Man comments:

The idea is taking shape that this movement is not
erratic or the result of individual caprice, but
that its development is itself a law which the mind
can seize, The Bildungsroman thus takes on a new
significance; not only is the initiation determined
by its two extreme points (from simplicity through
separation to recovered unity), but the inter-
mediate cycles are determined in kind and order.
The succession of events, instead of being mere
accidents of destiny, is a figst approximation

of the law of gradual growth,

However difficult and problematic Holderlin's metaphysical
formulations may be, their relevance to the structure of
Hyperion can I think be understood: the recapitulative
succession of events and attitudes in the novel describes
dramatically Hglderlin's notion of Bildung. Thus the "plot"
of Hglderlin's novel represents the law of development

which the mind can grasp and the fundamental structure of
the novel traces and reticulates the movement from Einfalt
to Bildung; but because Hyperion is a novel such a structure

must assume a particular dramatic form.

11
Hyperion opens with a landscape description (the
particular locale is named as a hill-side above the gulf
of Corinth) which offers an open prospect and suggests

freedom and undirected vitality:

Gde Man, p. 30.
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Ich bin jezt alle Morgen auf den Hohen des Korinthis-
chen Isthmus, und, wie die Biene unter Blumen, fliegt
meine Seele oft hin und her zwisghen den Meer, die
zyr Rechten und Linken meinen gluhenden Bergen die
Fusse klhlen.

(11, 89)

In a way rather similar to Wordsworth's opening identifica-

tion with the "gentle breeze" in The Prelude, which brings

a "joy," half-conscious and half-unconscious in nature, the
speaker (Hyperion, the Ich of the novel) here compares his
feelings to the ecstatic, wandering absorption of a bee
among flowers. In atmosphere at least, the opening land-

scapes of both Hyperion and The Prelude are remarkably

similar. Both descriptions explore, in a tone of unself-
conscious joy, the intense attractiveness of what the poet
sees again after a long absence in a familiar landscape.
But, while Wordsworth comments retrospectively on the scene
to qualify its significance as it is initially presented

in the pcem, Hglderlin secures the atmosphere of the land-
scape immediately as it is presented. It is not entirely
the iandscape, as landscape, which establishes the opening
atmosphere in Hyperion, but rather the fact that the
landscape is defined as the Vaterland seen again. It is
the fact of return to the place of origins which gives to
the scene the atmosphere of uncomplicated joy. But the joy
of the familiar seen agcin is accompanied and balanced (if
not negated) by a series of antithetical attitudes. The
opening sentence of Hyperion establishes that Greece is

loved: "Der liebe Vaterlandsboden giebt mir wieder Freude
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und Laid." Thus, although the scene evokes a mood of un- *°
complicated joy, the feeling of elegiac sorrow, coming from
a different source, accompanies and immediately qualifies
the original mood, Hglderlin's strategy in Hyperion, already
apparent from the first few lines, is to evoke a scene in
terms of a double perspective: at the opening Holderlin
moves toward a '"naive" (in the Schillerifan sense) joy while
at the same time moving in the opposite direction towards a
mood which suggests the impossibility of any single feeling
remaining for long without complication or qualification.
Thus the second and third paragraphs mount in intensity
from the generalized statement ("Ich bin jetzt alle
Morgen . . .") [Italics mine.] to a closer and more parti-
cularized identification with the scene in "naive" fashion
("wie die Biene unter Blumen"); the narrator then attempts
to absorb more and more of the landscape in its intense
particularity; mountains, city and rushing onward--the
openness of the sea, until no more can be encompassed and
the mood breaks apart with startling abruptness. Character-
istically, in Hglderlin, the intensity of one momentary
attitude is shattered by the disruptive adverb "aber" which
introduces an antithetical feeling with equal intensity,.
In this case:

Aber was soll mir das? Das Geschrei des Jakels.

der unter den Steinhaufen des Altertums gein wildes

Grablied singt, schrokt ja aus meinen Traumen mich

auf,
(Ir, 89)
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At first sight such an abrupt shift from the intense blaze
of the Corinthian 1andgcape to a Winckelmannian lament over
the rubble of antiquity seems excessive, too sudden a swing
from low to high in the fashion of Werther and undramatic in
its arbitrariness. In general, such abrupt shifts in
tonality have presented considerable difficulties, not only
to readers of Hyperion, but also for the reading of
Holderlin's work in general.7

It would be useful therefore to consider on just
what kind of dramatic structure Hyperion is built. The
seemingly arbitrary shifts in tone in themselves mediate the
ostensible, thematic material of the novel. Because Hyperion
is an epistolary novel, its narrative emerges from a speaker
who is both commentator and protagonist., We may note by
contrast that Richardson's Clarissa (to use a paradigmatic
example of the genre), develops its dramatic situations to
a considerable extent by reporting the same piece of news
from antiphonal points of view. In this respect the general

outlines of Hyperion are closer to, say, The Prelude (which

is, after all, a long blank verse letter to Coleridge)

In a letter to Goethe (Jena, 30, Juni 1797),
Schiller judges Holderlin's work with considerable con-
descending suspic1on' "Er (Holderlin) hat eine heftige
Subject1v1tat und verbindet damit einen gewissen phllo—
sophischen Geist und Tiefsinn., Sein Zustand ist gefahrllch
« + «" This is in response to some very ambiguous remarks
which Goethe had previously made. For this exchange of
remarks, see Goethe, Gedenkausgabe der Werke, Briefe und

Gesprache, ed. Ernst Beutler (Zurich, 1950), XX, 367-368.
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than to more familiar models of the eighteenth century

epistolary novel, Hzgerion is also closer to The Prelude

than to Goethe's Leiden des jungen Werthers if only because

in both Hyperion and The Prelude the dramatic event emerges

as mediated recollection, whether tranquil or not, while
the swings of Wertherian passion are given as the immediate
dramatic responses to immediate events.

If such is the case, then the violent alternations
in the narrative tone of Hyperion cannot be seen as having
any immediate dramatic relevance to the events on which
the speaker is commenting. In fact, at the time Hyperion
writes his letters to Bellarmin (a friend we know nothing
about except that he is supposed to be German), the major
events which provide the subject matter of the novel have
long since been over. Thus the physical act of return,
which is a kind of starting point for the action of medi-
tation in the novel, in itself offers a clue as to how we
should consider the relation of past experience and present
account in the novel; the present account mediates the past
-event, provides the conceptual focus which continually
modifies the past event. In his letters, Hyperion proposes
to reassess his past, using his physical return to the place
where his history originates as the occasion for a beginning.
The narrative is in fact a recollection, but more than that
a reconstitution of the past, which is now made over as a

language, This is more than cyclical rumination. Hyperion
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is at pains throughout the novel to convey the immediate
intensity of his past experience, but in that act he
fastidiously maintains an objectivity by his continual
awareness of the distinction between what was and what is,
The phrase '"so dacht ich," recurring regularly throughout
the novel (and most importantly in its reappearance as the
next to last phrase of the novel) fixes Hyperion, the
narrator, in a stance of detachment from Hyperion, the
agonist. But the detachment is only partially successful,
Thus the phrase '"so dacht ich," occurs with abruptness as if
detachment could only be maintained as an heroic act of
will, as an heroic effort of consciousness., Therefore,

the changes of mood and the stance which Hyperion, the
letter-writer, establishes towards his own history can be
considered as the most important events in the novel., These
are immediate events of consciousness, not of action., In
this way the true dramatic process of the novel is the
changing action (the shifting tone) of Hyperion's letters,
not the events which the lettefs rehearse. The dramatic
significance therefore of Hyperion's abrupt alternation of
mood in his first letter resides in the suggestion that the
act of remembering constantly changes the past experience
itself as well as exerting a continuous (thoughfluctuating)
force upon the narrator's present self, In short, the
rapidity with which Hyperion shifts from elegiac remorse,

to heroic determination, to a kind of pious, stoic
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expectancy suggests that Hyperion, the narrator, and
Hyperion, the actor of the narrated event, exert a con-
tinuing and complex force upon one another,

The paradox of antithetical attitudes which contain
one another is not an abstract philosophical schema which
masquerades as an organizing strategy for the novel; it is
rather a fundamental habit of mind, a conceptual mode which
entirely informs Holderlin's apprehension of the world.

The peculiar genius of Hyperion is that the novel manages
to dramatize such a habit of mind and does so at moments
with a tragic intensity. Similarly the Greek setting of

Hyperion cannot be considered only as a paysage moralise

in the manner of Wieland's setting for Agathon. It is well
known just how much of the Hyperion landscape Holderlin
lifted whole from a translation (probably French) of

Chandler's Voyages in Greece and Asia Minor and from Choisel's

Voyage Pitturesque en Gvece.8 But in his choice of setting

Holderlin attempted more than an exercise in the Sentimental
picturesque. First of all, Holderlin's landscape exists

to express the profundity of his nostalgia for the earth,

an earth which is remembered as a real place. As Ernst
Muller puts it, "das Griechische" is for Hglderlin "eine

Gegenwart des Abwesenden."9 The Hyperion landscape is in

8See Friedrich Beissner's discussion in the Stutt-
garter Ausgabe, III, 43u.

g n
Muller, p. 259,



71

its way a kind of prime nature and Hyperion's "eccentric"

road from Einfalt to Bildung recapitulates in a represen-
"

tative individual, what for Holderlin was an assumed

historical law, true equally for an individual, race, a

. "
culture, a civilization. When Holderlin in the Vorrede
comments on the setting of his novel: "Der Schauplaz, wo

sich das Folgende zutrug, ist nicht neu," (II, 87) he

implies that he is not only attempting a Bildungsgeschichte

of an individual in a fashionably antique setting, but that

the particular Geschichte recdpitulates an historical procass

of Bildung which can be understood as a law which is valid
both generically and in its particulars. Thus Hyperion
attempts to dramatize the general historical process of
Becoming in a place which is both familiar and real. The
alter;ation of recollection and its expression as a present
attitude, the general movement from childhood to manhood,
the choice of the Greek landscape to represent both nature
and the fate of nature in historical time, as well as the
patent parallel between Hyperion's revolutionary struggle
against the Turks and the events unfolding in France from
1789, all suggest the history of Hyperion's Bildung is a
symbolic history.

We have already noted how Hglderlin, in his theore-
tical formulations, has conceived of Bildung as an "eccentric
road." This conception of Bildung is based ultimately on a

cosmological picture, one which Holderlin could well have
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adopted from his interest in the Keplerian conception of
planetary movement.lo At any rate, it would seem that
Holderlin's picture of an eccentric road refers to a

circling in a bi-polar orbit (the two poles are Cinfalt

and Bildung). It is not surprising therefore that the‘
stylistic as well as the dramatic structure of Hyperion
should follow a similarly eccentric path. The prose of the
novel both in detail and within its larger dramatic presenta-
tion of thematic material constantly re-describes a pattern
which can be summarized by the physical metaphor of a

movement outward (Ausflug) and a movement of return

(Ruckkehr). The critical physical movement which con-
stitutes Hyperion's path to Bildung has already been sug-
gested in his first letter: in a tone of increasing excite-
ment Hyperion moves toward more intense identification with
nature (most often symbolized by a stormy physical movement
downward from mountainous heights toward the ocean), which
is disrupted and followed by a movement away from nature
(usually dramatized as an elegiac reflection of loss).

This pattern from simplicity, or nostalgia for simplicity,
to Trennung is the first key structural step in Hyperion's

Bildungsgeschichte. All of Hyperion's experiences re-

capitulate the central pattern. Let us consider now the

path which Hyperion's first movement out of simplicity

lo”olfgang Schadewalt, "Das Bild der exzentrischen
Bahn bei Holderlin," Holderlin Jahrbuch, 1952, pp. 1-16,
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describes,

Hyperion calls the first step "the time of awaken-

ing,” and he describes it to Bellaramin:

Aber schon ist auch die Zeit des Erwachens, wenn
man nur zur Unzeit uns nicht wekt,

0O es sind heiligs Tage, wo unser Herz zum ersten-
male die Schwingen ubt, wo wir, voll schnellen feu-
rigen Wachstums dastehn in der herrlichen Welt, wie
die junge Pflanze, wenn sie der Morgensonne sich auf-
schliesst, und die kleinen Arme dem unendlichen Him-
mel entgegenstrekt.

(IT, 94)

By the self-conscious analogy to the growing plant,

1)

Holderin emphasizes the naturalness and simplicity of the
impulse to grow toward increasing identification with the
world. In the course of the novel this impulse toward
growth takes form first as the process of education which,
as it is described, is a '"classical" education--a looking
at the past models of human greatness, But the process is
unsuccessful, because as Adamas (Hyperion's teacher, who
perhaps bears some stylized resemblance to Schiller and
his role in Hglderlin’s life) tells Hyperion the nostalgia
for human greatness at once makes apparent the process of
human failure: it only increases the longing conscious-
ness of isolation. But, also, as Adamas tells Hyperion,
history is a slow ripening, a timely process; fulfillment
cannot come all at once and therefore "du [Hyperion] wirst
seyn, wie der Kranich, den seine Bruder zurukliessen in

rauher Jahrszeit, indess sie den Frahling suchen im fernen

Lande" (II, 101). The inevitable direction is toward
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Trennung and Hyperion recognizes it as such. But in a very
important observation Hyperion insists that the source of
Trennung is not the product of capricious fate but is rather
an integral, even radical, impulse within human nature,
Trennung is the obverse aspect of the movement toward
identification; further, Trennung is assumed as a primary
fact in the process of Bildung:

Aber sage nur niemand, dass uns das Schiksaal

trenne! Wir sind's, wir! wir haben unsere Lust

daran, uns in die Nacht des Unbekannten, 1n die

kalte Fremde jrgend einer andern Welt zu sturzen,

und war' es moglich, wir verliessen der Sonne Gebiet

und sturmten uber des Irresterns Granzen hinaus.

(II, 101-102)

Because the novel tries to imitate and reveal the
process of consciousness and because for Hglderlin all
events of experience recapitulate the initial pattern of
human growth toward consciousness, experience is always
described as a bi-polar movement, in one direction towards
a greater apprehension of unity through an emergent separa-
tion, or Trennung. Hyperion describes this dialectical law
of consciousness through four periocds of human experience;
education, friendship, love, and action. In each the same
’fundamental pattern is recapitulated and each of Hyperion's
attempts at experience may be seen in one respect at least

as failures. Yet the final statement of the novel is

clearly hopeful in tone. Hyperion's final vision of unity

Wie der Zwist dgr Liebenden, sind die Dissonanzen
der Welt, Versohnung ist mitten im Streit and alles
Getrennte findet sicht wieder,

(11, 291)
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suggests that in the very failures of experience the prin-
ciple of Versghnung emerges, if not with clarity, at least
with a certainty which the hero findé'may finally be appre-
hended. 1In the process of each experience which Hyperion

undergoes, the principle of Versghnung, which is articulated

with greater certainty through each failure of experience
(and, more importantly, in the movément towards recovery
after the failure of each experience), is revealed most
clearly through the physical atmosphere which accompanies
each period of experience. Because Hyperion is much more
a novel of consciousness than of action, the tone and mood
of the narrative is invariably more significant than the
events of narration, Also the moments of transition between
action in the novel are actually moments of reflexive
revelation which unfold the significance of the preceding
or impending action,

Thus the transition between the first two periods of
experience in the novel, the time after the separation from
Adamas and before the meeting with Alabanda, reveals both
the necessary failure of the attempted movement toward
unity through education (the Adamas episode) and the neces-
sary hierarchical succession of the period of friendship
(the Alabanda episode) which follows., Hyperion's separation
from Adamas seems arbitrary because of the suddenness with
which it takes place. Here the geographical direction of

the action gives something of a clue., Hyperion and Adamas
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have been moving generally eastward in their peripatetic
wanderings through the grand ruins of Greek civilization.
The activity of education is revealed implicitly as a
symbolic picture--Hyperion and Adamas meditating, in a
landscape of ruins, on the loss of a civilization:
ach! die ausgestorbnen Thale von Elis und Nemea
und Olympia, wenn wir da, an eine Tempelsaule des
vergessnen Juplters gelehnt, umfangen von Lorbeer,
Resen und Immergrun. in's wilde Flussbett sahn,
und das Leben des Fruhlings und die ewig jugendliche
Sonne uns mahnte, dass auch der Mensch einst da war,
und nun dahin ist, dass des Menschen herrliche Natur
jezt kaum noch da ist, wie das Bruchstuk eines Tempels
oder im Gedachtnis wie ein Todtenbild.
(11, 99)
Thus the landscape of education is a landscape of half-
forgotten pieties, forgotten gods, ruined temples, broken
statues in heroic poses and the eternal green of nature
as the constant, elegiac reminder of human loss.ll Adamas'
commi tment is to dwell entirely on that loss and search
for the means to redeem it, His hope is to begin again and
his wanderings express his search. Therefore he moves
toward Asia:
In der Tiefe von Asien scll ein Volk von seltner
Trefflichkeit verborgen seyn; dahin trieb ihn seine
Hoffnung weiter.
(11, 102)

Why Adamas' hope for a redemptive humanity lies in Asia and

the reasons he feels that from there may he redeem present

llCompare Muller s exegesis of this same passage.
Muller notes how Holderlin here "idealizes" Chandler s ‘
description of the temple of Jupiter at Olympia, Holderlln,
p. 263,



77

loss is not immediately apparent., 1In his later poetry
Hglderlin states clearly that the movement eastward re-
presents the attempt to get out of consciousness too
quickly:

Er schied und wandern wollt', und ungeduldig ihn

Nach Asia trleb die konigllche Seele,

Doch unverstandlg ist

Das Wunschen vor dem Schiksall.

(1v, 173)
(Compare also "Stimme des Volks" (Zweite Fassung), IV, 192.)
Although it may seem arbitrary in the novel, the
suggestion nevertheless remains that Hyperion can only
accompany Adamas up to a certain point and that their
separation is inevitable. Significantly, their point of
departure is the island of Nio (known also as los), the
legendary site of Homer's grave, Thus Hyperion's separation
from Adamas is intricately connected with an historical
avareness, or apprehension, of a lost heroic culture.
Hyperion is separated from his teacher at a site where a
culture has now become ash and ruin:
Am Grabe Homers brachten wir noch einige
Tage zu, und Nio wurde mir die heiligste unter

den Inseln., Endlich rissen wir uns los,
(11, 102)

F;llowing this first dramatic separation in the
novel the central metaphor of physical return begins to
emerge, In the next letter to Bellarmin, Hyperion reports
his actions following the separation from Adamas as a kind

of return, but tentatively and ambiguously stated at this

point:



78

wie ein Geist, der keine Ruhe am Acheron findet,
kehr' ich zuruck in die verlassnen Gegenden meines
Lebens., Alles altert und verjungt sich wieder,
Warum sind wir ausgenommen vom schonen Kreislauf
der Natur? Oder gilt er auch fur uns?

(Ir, 103)

Although the metaphor of return and renaissance
seems at first to be inapplicable to consciousness (Geist),
the rhetorical question (Oder gilt er [der Kreislauf der
Natur] auch fur uns?) at least leaves the matter open.

This is one of the richer subtleties of the novel, because,
although Hyperion has gone through the experience, he has
not finished his recollection of the experience and, there-
fore, the resolution of the experience still remains a
dramatic question,

Hyperion uses the word Bildung for the first time

in the novel in his letter to Bellarmin which reports the

restless anxiety and Wanderlust after his separation from

Adamas. The letter begins: '"Meine Insel war mir zu enge
geworden, seit Adamas fort war" (II, 105). Thus Hyperion's
search for Bildung begins as an essentially negative move-
ment, a yearning for openness growing out of a dissatis-
faction with the prison-like place of origins, And the
source of this dissatisfaction is the fact that education
(the first period of experience) has already removed the
possibility of primal simplicity. Yet Hyperion also recog-
nizes the movement toward Bildung as a kind of rebirth.
Indeed he describes his leaving from the island of Tinos

as if it were a new birth, following the death-like state of



79

his isolation after separation from Adamas:
Es ist entzukend den ersten Schrltt aus der Schranke
der Jugend zu thun, es ist als dacht' ich meines
Geburtstags, wenn ich mginer Abreise von Tina gedenke,
Es war eine neue Sonne uber mir, und Land und See und
Luft genoss ich wie zum erstenmale,
(11, 106)

At this point Hyperion identifies Bildung as a
process of "vital action" (lebendige Thgtigkeit"). but even
more importantly than the fact of renewed action itself
is the characteristic atmosphere which accompanies the new
movement. We recall that the landscape of Hyperion's first
cycle of experience was a landscape of ruins, described in
an elegiac tone. The landscape surrounding Smyrna,
Hyperion's new locale, is described in a very different
tonality:

Wie ein Meer, lag das Land, wovon ich heraufkam,
vor mir da, ]ugendlxch voll lebendzger Freude., . . .
Zur Linken sturzt und jauchzte, wie ein Riese, der
Strom in die wWalder hinab, vom Marmorfelsen, der
uber mir hieng, wo der Adler spielte mit seinen
jungen, yo die Schneegipfel hinauf in den blauen
fither glanzten; rechts walzten Wetterwolken sich her
uber den Waldern des Slpylus- ich fuhlte picht den
Sturm, der sie trug, ich fuhlte nur ein Luftchen in
den Loken, aber lhren Donner hort' ich, wie man die
Stimme der Zukunft hort, und ihre Flammen sah ich,
wie das ferne Licht der geahneten Gottheit,
(I1, 107-108)
The landscape suggests fulfillment: characteristically the
grand "openness'" of prospect is established by the rather
formal simile which associates the open land with the sea
(which recapitulates the "openness" of the Corinthian land-

scape). Equally, however, this "openness" is accompanied

by a certain quality of danger. Quite like the landscape
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in the first stanza of Holderlin's later poem, "Wie wenn am
Feiertage . . ." the richness of the atmosphere here also
carries an.intensely threatening, dangerous quality. But in
Hyperion, because the narrator at the moment he evokes

the landscape adopts an entirely subjective stance, he takes
the threat, the "thunder," only as a prophetic, providential
sign and the light which accompanies the threatening storm
is taken as an intimation of divine presence,

The Alabanda episode, which follows Hyperion's
arrival at Smyrna, represents the enactment, however un-
successful, of the intimations implicit in the preceding
landscape, As the Alabanda episode unfolds, it becomes in-
creasingly clear that Hyperion has fallen into the tempta-
tion of acting too directly, of trying to turn intimation
into actuality too quickly. In this sense, then, the
Alabanda episode marks yet another failure in Hyperion's
experience. But, as Hyperion notes in one of his moments
of self-conscious reflection, the impulse to act (even if
it is too quickly) is inextricably connected with the con-
dition of existence itself. It is the hope for change and
the attempt to translate hope into experience which in
fact defines existence: "Es lebte nichts, wenn es nicht
hoffte." (II, 110.) But because Hyperion comes to this
realization reflexively and self-consciously he is neces-
sarily also aware that hope is by nature temporary and the

very temporality of intimations of fulfillment defines
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those intimations as possibly delusive, Hyperion's
situation is poignant precisely because of his continual
and unremitting awareness that the delusion itself is
beautiful. The great passages of hopefulness in Hyperion
so often begin simply with the phrase "Es ist schon.”" In
reflecting on his past hopes, Hyperion notes that the
beautiful is, if nothing else, a consolation for the most
pervasive sense of historical loss:

Die Unheilbarkeit des Jahrhunderts war mig aus

so manchem, was ich erzahle ang nicht erzahle,

sichtbar geworden, und der schone Trost, in Einer

Seele meine Welt zu finden, mein Geschlecht in einem

freundlichen Bilde 2zu umarmen, auch der gebrach mir.

(II, 110)

But despite such awareness of the delusive possibilities of
images (and immediately following this particular statement
of disconsolate need) Hyperion encounters Alabanda for the
first time and sees him as "a young Titan": the period of
friendship is precisely Hyperion's attempt to "embrace a
friendly image." 1In a note on the Alabanda episode, Pro-
fessor de Man observes a troublesome, ambivalent com~-
plexity in the Hyperion-Alabanda friendship:

One of the complexities and probably the weaknesses

of the Alabanda episode is that friendship is strangely

interwoven with its antithesis. Aside from being a

friend, Alabanda is a sort of antiself, the symbol of

another "eccentric road" which Hyperion has rejected,

We have a foreshadowing here of the relationship be-

tween Empedokles and his brother opponent ("der

Gegner"z which was to be part of "Empedokles auf dem
Aetna,"12

l2de Man, p. 33.
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Alabanda clearly becomes a kind of "brother-opponent”
all too quickly., But again the radical shift from Hyperion's
passionate encounter ("begegnen") of frien