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	Ce qui nous est offert ici est une glorieuse galerie de monstres : une naine dif­forme, un père infanticide souffrant de manie dépressive, un tueur en série amputé d'un bras, un consul presque aveugle, une obèse avachie ou un grand blessé accidenté de la route traversent joyeusement ces pages en compagnie de Sade, de Dracula, et de bien d'autres. Cette grande fantasmagorie du corps difforme ou mutilé justifiait sans doute qu'un ouvrage fut consacré à l'inhu­main dans la littérature anglaise et américaine des XIXe et XXe siècles.
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          Préface

        

      

      
        
           L’inhumain, comme substantif, appartient à la catégorie des noms que les logiciens qualifient de primitifs, car ils sont formés, par dérivation et affixation, à partir d’un adjectif (humain) appelé à remplacer, dans de nombreuses occurrences de la langue, un autre nom (homme) : l’homme (de même que le nom) n’a pas de contraire, si ce n’est l’inhumain (l’innommable).

           Les dix-sept articles rassemblés dans ce volume, tentent tous d’approcher l’inhumain à partir de l’homme. De manière symptomatique, des termes comme « surhomme » ou « sous-homme », mais aussi des périphrases telles que « the more than human » ou « l’infra-humain », sont fréquemment convoqués par les auteurs, comme autant de degrés intermédiaires destinés à combler l’écart qui paraît de prime abord séparer les deux bords de la question. Reconnu, accepté, voire maîtrisé, l’inhumain n’a que très rarement ici le statut d’autonomie que le préfixe négatif semble lui conférer : à l’image de cet inhumain « benign » — c’est-à-dire à la fois bénin et bienfaisant — dont on peut déceler l’émergence dans la poésie de Wordsworth, l’inhumain, dans la littérature anglo-américaine qui voit le jour à la fin du XVIIIe siècle, n’a pas systématiquement le visage repoussant de l’horreur et de la cruauté et peut même, sous certaines conditions, devenir le moyen de préserver la santé de l’humain. La souffrance, dans le sublime wordsworthien, n’est plus la conséquence d’une agression physique subie ; elle devient la condition d’une soumission volontairement acceptée, d’une passion intellectuelle impliquant « the mind and the mind’s other ; a compact that is suffered, and not chosen, under the impressive force to which the mind later responds. »

           Ce paradoxe extrême d’une inhumanité à visage humain présuppose un glissement du physique à l’éthique. Alors que l’anglais établit une démarcation assez claire entre la nature humaine (human) et la morale humaine (humane), cette distinction tend à s’estomper dès lors que l’on s’attache à l’inhumain (inhuman étant fréquemment employé à la place de inhumane). La plupart des auteurs des articles s’engagent dans la brèche de cette incertitude sémantique : presque invariablement, la constatation de départ en vertu de laquelle l’humain et l’inhumain s’opposent de manière dualiste ou manichéenne fait place à des incertitudes, à des inclusions ou à des recoupements. Un mouvement de bascule s’accomplit, qui est tantôt le produit de phénomènes internes aux textes — techniques narratives (dans Wieland de Brockden Brown, la narratrice, Clara, tente de percer les méandres de l’esprit de son frère meurtrier par le biais de son récit) ou régimes de lecture simultanément contradictoires (Lester Ballard, le protagoniste de Child of God, tombe progressivement dans l’abjection mais « s’humanise » d’être amputé d’un bras) —, tantôt le reflet de mutations profondes dans le contexte littéraire (voir à ce sujet l’analyse du rôle de la science dans le roman fantastique anglais de la fin du XIXe siècle).

           Ces mouvements réduisent la distance qui sépare l’inhumain de l’humain. Mais l’inverse est également vrai, car les positions identificatoires sont susceptibles de varier du tout au tout : le tortionnaire de Sade, imité par Watt de Beckett, qui « éviscère l’humain de l’homme et de la femme » pour se sentir proche de la jouissance de Dieu, ou le locataire du complexe immobilier de Park Hill, à Sheffield, qui aurait souhaité infliger aux architectes et aux entrepreneurs « the same daily tortures and torments, and aLl the inadequacies, frustrations and conditions of the tenants who hAve to live in them », incarnent chacun à leur manière, et à des degrés divers, une tentative imaginaire pour franchir le pas qui sépare l’humain de l’inhumain et prendre la place de celui qui fait souffrir (ou que l’on suppose vouloir faire souffrir).

           De nombreux auteurs insistent ainsi sur l’importance du dispositif, notamment perceptif, qui favorise les permutations d’un pôle à l’autre, et vont jusqu’à se demander s’il n’y aurait pas des procédures spécifiques à la littérature anglo-américaine de l’inhumain : on notera par exemple que plusieurs articles soulignent l’importance de la classification, de la réduction de l’humain à un ensemble de constituants susceptibles d’être reproduits en série, et donc ressassés indéfiniment : par là se rejoignent des romans tels que The Cannibal de John Hawkes (qui marque « l’évidement du psychologique au terme d’une véritable taxidermisation de la conscience par le connu et le prêt-à-penser ») et Crash de J. G. Ballard, à propos duquel il est permis de se demander si la « vocation taxinomique » du récit (inspirée du modèle de l’Encyclopédie) ne l’inscrit pas, paradoxalement, « dans le champ des sciences humaines alors qu’il ne cesse de mettre en scène de l’inhumain ». Questions que permettent également de poser la trilogie de Samuel Beckett (Molloy, Malone meurt et L’Innommable), puisque la déshumanisation toujours plus marquée dont sont victimes les personnages a pour corollaire l’effacement de la fonction d’identification du nom propre, ou Under the Volcano de Malcolm Lowry, qui laisse entrevoir les « mirages de l’identité et les aléas liés au nom et à la lettre ».

           En définitive, le moindre des plaisirs suscité par ce volume sur l’inhumain n’est pas qu’il ait permis à des auteurs habituellement tenus pour peu compatibles — Beckett et Ballard par exemple — de se fréquenter dans les mêmes pages ; qu’il ait favorisé la résurgence de genres (la science-fiction) traditionnellement absents des études littéraires ou réservés à des colloques spécialisés, du moins dans le domaine anglophone. Ce que l’on retiendra peut-être de ces études sur l’inhumain, c’est la glorieuse galerie de monstres qu’elles ont permis de constituer : une naine difforme, un père infanticide souffrant de manie dépressive, un tueur en série amputé d’un bras, un Consul presque aveugle, une obèse avachie ou un grand blessé accidenté de la route traversent joyeusement ces pages en compagnie de Sade, de Dracula, et de bien d’autres. A elle seule, cette grande fantasmagorie du corps difforme ou mutilé justifiait sans doute que deux colloques fussent consacrés à l’inhumain dans la littérature anglo-américaine des XIXe et XXe siècles.

        

      

    

  
    
      
        
          Partie I - L’inhumain et le sublime

        

      

    

  
    
      
        
          The Benign Inhuman in Wordsworth’s Prelude


        

        Cornelius Crowley

      

      
        
          
            The question «where do we stand today» first of all begs the retort «Are we indeed standing at all?». We are obviously moving, and with a form of movement which can be defined neither as walking or striding, nor again as strolling. For some time now, this movement has in fact been taking place accelerando: with increasing acceleration.1 Ernst Jünger, «Der Weltstaat» (1960, 483).

          

           The passage quoted exemplifies a style of questioning characteristic of a modem philosophy and a modem literature. The difficulty of making a clear distinction between the two activities — Wordsworth writes a philosophical poetry, Hegel a philosophy animated by a forward-moving narrative thrust — is a defining trait of a modem questioning. Categories dissolve, forms and distinctions — genres of the fine arts, ranks and stations of the now ancien regime — wither away, so that the question of literature and the question of philosophy become the (impossible) determination of what it means to be human: the Kantian question — what can I do?, what can I know?, of what can I judge? —, but in the absence of any secure architectonics or categorisation. This is the drama of George Eliot's Dorothea Brooke and of James's Isabel Archer, of those «frail vessels» (James 10) of human consciousness, released into a world where the slippage of inherited distinctions leaves both the analyst and the agent devoid of any common measure of sense through which to secure the findings of one’s singular inquiry. The moral imperative — what Isabel Archer or Dorothea Brooke should do — is susceptible of no single answer, so that the suspended fate of the protagonist is comparable to the plight of the poetic or philosophic enterprise to which modernity can give no definition, beyond declaring that fiction and philosophy go on and on, to no clearly assigned purpose or end.

           In the rhetoric of Jünger’s questioning, we note the following characteristic traits: (1) a strident recourse to the question where, all the more strident insofar as the question goes unanswered. We note the bareness of the question, shorn of any circumstantial restriction; the hint, also, that the question is unanswerable, now that the peculiarity of our circumstances — of the way we live now — has disestablished the old regime of circumstantial orientation, so that instead of the reference of motion to an underlying fixity, Jünger postulates a second-degree acceleration, the derivative of an underlying mobility, which leaves us neither here nor there; (2) an exploration of our mode of being by way of the privileged trope of man standing, man as the being exposed to something other, whether the world, the universe, or Nature. The names differ, what matters is their kinship as versions of the non-human; (3) we note also the disqualification of this same trope of station, its rejection on the grounds that neither time nor place do now adhere: no who, because there is no where, no place or site for a stable station, the ground having gone from under our feet, no feet, as the poor forked animal is left without a philosophical leg to stand on, with nothing but the broken crutches of metaphor. In place of an answer informing us where we are and who we are — and who today would have the candour either to ask or to answer the question what is man? —, the tribunal of modem philosophy lamely lists off the conditions rendering impossible any stable answer.

           Humans can only secure the declaration of their humanity by way of their relation to what they are not. Any definition of the human will be conditional, relative, and antithetical. The middle station — neither angel nor beast — is probably the most congenial topos, a site of prudent mediocrity, neither too high nor too low. Savoir garder sa place. Do not trespass or presume too much, do not encroach upon the divine. The play of binary oppositions offers a more dramatic mode of definition, establishing a magnetic field where a sublime impulse thrusts one term toward its polar opposite: the impossible human aspiration to a place and prerogative which is not man's natural birthright (Bloom 117-121). The result of this regime of antithetical opposition is the tragic exposure of what man is, by way of the revelation of what man would be. a negation of the ordinary conditions of the human, of its fate of corporeal mortality. It is through this binary opposition that there is man and God, one with the other, one against the other; that there is the human and the inhuman, one with the other, one against the other; that there is life unto death, and that there is eternity. It is the disappearance of one of these paired items which casts the sole survivor into a categorical no-man's land, a wilderness or atopia where, after the «death of God», it is doubtful whether any secure value can be credited to the human, even as it lays claim to the estate of its sovereign other. For there is no reason now why man enfranchised, man self-reliant and finally autonomous, should not appropriate whatever was hitherto the prerogative of God. And no reason that he should not fail in this. In this lies the drama of modernity, understood as an attempt to outlive the addictive need to erect figures of the more than human. In this lies the drama of subjectivity, of the wilful resolve to bow down to no Maker, to nothing that is not of one's own making. Wordsworth's poetry, like Melville's Billy Budd, is ultimately counterrevolutionary, insofar as it focuses on the perverse results of this plenary appropriation of powers, no longer displaced and invested in a divinity. As if one cannot simply occupy the place left vacant by one's other. As if the human, no longer now the other and Doppelgänger of God, must secure a relation or reference providing a counterweight to its declaration of autonomy and sovereignty: as if history becomes the nightmare of an unlimited human autonomy for which we must dream up a remedy.

           The structure of the modem question — where do we stand today, if where we stand is no longer the ground we once took to be the ground of the human? — admits of a number of answers, usually by way of other questions: where are we going to, or coming from? how did we get lost? where did we (it) all go wrong? These questions rehearse a series of logically possible shifts, they point to certain responses or remedies. Rimbaud's la vraie vie est ailleurs is one such response, an intimation that what we have here is not the real, being the negation of what is really human. Adorno's question, «does life actually live, does the life we live actually exist?», the underlying burden of his Minima Moralia, again bears the implication that, between the facticity of what actually is and the truth of the human, an incommensurable rift has opened up, parting one from the other, whether circumstantially and contingently, or necessarily and fatally.

           I take the poetry of Wordsworth to be an early and exemplary response to our modem atopia, our nulle part or waste land, where the topoi of a classical philosophy and a classical rhetoric are left lying around like so many garments that no longer fit, but which must nevertheless be taken up, since we have to wear something. The task of poetry, for Wordsworth, is to restore us to a specific somewhere. I agree with those critics (Hartman 69-75, Cavell 25-26) who argue that Wordsworth tries to consolidate a condition of human limitation and security by resisting the attractive danger of the apocalyptic sublime, preserving instead the sustaining relation between the human voice and the influence of the more-than-human, thus ensuring that human utterance will not become the reified, inanimate production of what Wordsworth in The Prelude calls «dwarf man», «engendered by these too industrious times» (294-296). (The question of the human and the inhuman in Wordsworth's poetry, I take to be symptomatic of the congenital incapacity of modem poetry to think through the changed structure of social relations which goes with the revolution in industrial production in strictly social and political terms. I take it to be symptomatic of the congenital and defining incapacity to think poetically any specified social analysis, insofar as what is strictly social and political is established through the «falling off» from the poetic, even as the latter is sanctuarised as the antithesis of the dismally and reductively political. The wise man or poet ne fait pas de politique. As if the genesis of a modem poetic thinking implied its condemnation to the realm of a resolutely useless sublimity; as if the intimation of Adorno’s question, and the impossibility of answering it with any assurance, were the daimon haunting a modem poetry.)

           The task of poetry, since the generation of Wordsworth and Coleridge, is thus one of restoration, its art an art of healing, though not, initially, the reductive therapy by disillusionment which is the habitual method of narrative fiction. (But can there be a therapy of literature that does not operate by way of a diminishment of expectation, in the process of which the possibilities and reach of the human and of literature are both cut down to size, in every sense other than the merely quantitative?) Perhaps it is only fitting that the curriculum vitae of Wordsworth should taper off so badly (Johnston 840), in an extremity far worse than the silence of Hölderlin or the desolation of Artaud: Wordsworth as the holder of local government office, a keeper of fiscal stamps.

           The restoring task of poetry is carried out in the wake of what is both an unprecedented bereavement and an irreversible coming of age, the initial repercussion of which had been an unprecedented joy, captured by Wordsworth in his evocation of the early days of the French revolution (The Prelude, Books IX-X). To carry out its healing mission, poetry must be an enactment of restored, renewed relations. What is involved here is the realignment of relations within the immanence of the given world, in compensation for the forfeited relation of the creature to its Maker and Monarch. If the human is no longer a subordinate creaturely subject, it must assume the burden of being an attention and animadversion to the non-human. The attention to the non-human — conventionally called «Nature» — may indeed induce a State of rapture, a bliss beyond words as impressive as any ecstasy of religious belief. (Its price will be the distancing of the self from the pressuring modes of political and civic relation.) However this ecstasy is not the moment of poetry, whose restorational art comes later, as the writing-out of an aftermath and a falling-off: poetry issues as a restoration of, and in, language, after the departure of bliss beyond words. Wordsworth's poetry starts with the question «whither has gone the visionary gleam?» («Intimations of Immortality», 1,56), and is written as a laborious coming to terms with the impossibility of bliss in language, or in the human modality of temporality and displacement. And so the crux of Wordsworthian poetry is, I believe, the confrontation of the following disappointment: Why I am not a visionary poet? Why is the achievement of living such a disappointment? Why does the gleam get lost in the machinery of its verbal conveyance? Why the «falling-off»? This is the crucial trauma, the enabling and disabling predicament addressed in his poetry.

           To some, Wordsworth is thus an over-timorous modem, more circumspect than those intrepid figures mentioned above. His enterprise does however suggest a more benign reading of the import of the inhuman, with poetry becoming a restorative enactment of the connection between the human and the non-human, an exchange, two-way, in which the language of poetry discloses what is the fundamental modality of all language: language as the (human, not divine) possibility of our registered attention to the (sublime) inhuman of the universe. As a mode of human attentiveness to the world’s non-human otherness, poetry must ward off two possible catastrophes: (1) the nihilistic inhumanity of the human resulting from the exclusive engagement of self with self (solipsism) and from the concomitant deafness to an objectified nature, rendered mute and expressive of nothing; (2) the dissolution of the human, unable to resist the attraction of a fantasised otherness, the immersion of the self in the «destructive element» (Conrad 156).

           For Wordsworth, this opening-up to the non-human is the condition of a renewed humanity. It carries the warning that all human self-absorption is productive of inhumanity. The poetry of Wordsworth is thus a therapy, its aim the overcoming of a self-centred nihilism, the exhausted and repetitive circling of a humanity unable to be affected by anything that is not the fruit of its own tired devices. The Wordsworthian renewal of the human rests on poetry’s preservation of the impressive force of an otherness, independently of any belief in a God who pours down blessings from above. For it is the world which must become the source of a benign inhuman grace, a grace which is always a gift, never the programmed effect of our own efforts and devices. For nobody can declare self-confidently I'm going to be graced, or I'm going to fall in love, I’m about to be inspired.

           It is no accident that Wordsworth, writing a secularised poetry of immanent, world-given grace, should resort to tropes whose origin lies in the structure of religious belief, the eclipse of which is the enabling and disabling condition of modernity. Perhaps Matthew Arnold was right, and poetry can assume the heritage and burden of religion («The Study of Poetry», 171), but only if we attend patiently to the possibility of influx and impress, and choose to ignore the untenable claims of the words penetration or vision, their promise of access to a numinous secret. Among the religious tropes taken over in the poetry of Wordsworth, we can enumerate the following: water pouring or flowing, influx, influencer, wind blowing, tropes brought together in the following lines of the 1850 Prelude, where the wind of inspiration is like the biblical breath, ruah: «Ye winds and sounding cataracts!... Thou hast fed / My lofty speculations; and in thee, For this uneasy heart of ours, I find / A never-failing principle of joy / And purest passion» (II, 446-451).

           The psychic drama played out here is the drama of registered impression: the benign inhuman is a force which presses downwards and inwards. There is however an ambiguous overlap here, a hesitation between two hypotheses: (1) that an immutable truth of humanity rests upon the, always possible, exposure to the life-giving inhuman; (2) that the human is a precarious and conditional possibility, its emergence and maintenance being socially and historically contingent. In other words, the hypothesis that the channels through which the benign inhuman can influence the human are not, at all times or in all places, operative and available. The human is a capacity to be affected, the way a photographic plate must be exposed and affected, the effect registered a question of aperture and of sensibility. The frontier between human integrity and human alienation, in The Prelude, reads as the difference between the sustaining impression of the benign inhuman and the unbearable oppression of a massive de-animating facticity. Bartholomew's Fair in London stands as «a type not false of what the mighty City is itself»:

          
            An undistinguishable world to men,
The slaves unrespited of low pursuits,
Living amid the same perpetual flow
Of trivial objects, melted and reduced
To one identity, by differences
That have no law, no meaning, and no end —
Oppression, under which even highest minds
Must labour, whence the strongest are not free. (VII, 699-706)

          

           All of which, at the end of Book VII, is summed up in the following words: «the press/Of self-destroying, transitory things» (VII, 738-739).

           The city is thus a place where sensibility risks extinction beneath the weight of phenomena, through an excess of stimulation to which no imaginative response is possible. Ironic, Baudelairean strategies for the poetic treatment of the urban are alien to Wordsworth. The opposition between the rural and the urban, between their contrasting effects on the faculties of sensibility and inwardness, operates as a version of the Malthusian opposition in the strictly quantitative matter of population. For Malthus, a moral, inwardly-grounded regulation of births, imperative and possible in the country, is unnecessary and impossible in the city, where epidemic disease liquidates any excess of population; for Wordsworth, the registration of the benign impression of the natural, extrahuman power establishes the human in its receptive (rural) setting, whereas the oppressive force of the city’s (excessively visual) pre-empts any responsive sensibility, leaving instead a condition of dehumanised artifice: the city’s «self-destroying transitory thing» is man reified. So why then bother about the latter’s fate, if urban man is no longer truly man? The poet-human must flee the city, to take refuge in more congenial parts. And so it is that the influx of a benign inhuman is the necessary precondition of man's humanity, of an inspired humanity which would appear to be socially and historically contingent, in no sense an eternal or universally-given birthright. Wordsworth's poetry is an activation of the routes and channels through which the benign non-human graces remain available to the human, or to some exemplary types of the human: the poet, exemplarily human, conversant with the inhuman.

           The Prelude rehearses a narrative movement we shall subsequently find exemplified in Proust: we are given to read the story of the self venturing forth into a wilderness, followed by its ultimate restoration to health and wholeness, a restoration which is the prelude and prior condition of the writing of a great work in which the recovery of wholeness will be poetically re-enacted. The poem we read is the necessary prelude to this magnum opus, since no magnum opus can be written prior to the rectification of the prevailing condition of a diseased, inauspicious modernity. For Wordsworth, the preparation involves the experimentation of an idiom no longer subject to the restrictions of a poetic diction, academically established, the recovery of a poetic idiom of sacramental performance, an enactment and preserving of our relation to the benign inhuman.

           Such a claim does, I admit, appear to grant credit to a mystification. We know too much now to be taken in by the conventional critique of the conventionality of poetic diction; we know that the Romantics invent a fiction of primitiveness and originality, incarnated in a politically-reinvented people or Volk. There remains however the strange power of Wordsworth's language, apprehended every time we read the poetry, a power which has to do with the avoidance of any primitivist re-motivation of language. No fetishisation here of the concrete and specific reference: Wordsworth's strongest writing involves the reverberation of a poetic abstract. It is this abstraction of language — its deterritorialisation — which affords an access to the benign inhuman, a relation in which the non-human is allowed to stand off and to stand apart from the human, as an impressive force affecting it; in which, in exchange, the human is established as a capacity to respond to this benign inhuman, and is thus Consolidated and sustained. Such a deterritorialised language might imply that the influence of the benign inhuman is a virtue everywhere available, just as the malaise of modernity might be a malaise that is pandemic and global. In which case, we might conclude that the Wordsworthian poetic, by drawing language towards what is abstract and away from what is local or culturally specific, disturbs its own simple opposition between the urban and the rural. There is no Northumbrian Wordsworth country, no land that is, ex opere operato, salutary. Instead of this, available to all, the Wordsworthian abstraction of the common idiom of English, its suppression of specific limitation, so that the intentionality and striving of the — no longer forcefully «male» — poetic agent cedes priority and initiative to the non-human other, at any time, in any place.

           Let us therefore look at what is going on at the start of the Prelude. The poem is a performance of «blessing» (I, 1). Whereas the speaker subsequently resorts to the past tense for his retrospective narration — childhood, schooldays, university, city, France —, the poem opens with the present tense of sacramental enactment. Here the poet «makes/A present joy the matter of my song» (I, 47):

          
            O there is blessing in this gentle breeze
That blows from the green fields and from the clouds
And from the sky: it beats against my cheek
And seems half-conscious of the joy it gives. (I, 1-4)

          

           The speaker is a recipient. The breeze is gentle, like the breeze through which the godhead discloses itself to Moses. That a sacramental mystery is performed here is attested to by the speaker’s sense of a release. The voice is «free, enfranchised and at large», having cast off

          
            That burden of my own unnatural self
The heavy weight of many a weary day
Not mine, and such as were not made for me. (I, 23-25)

          

           The movement is one of return and recovery. The felt breeze is an omen of future grace and inspiration, for the poet is departing from the city’s dereliction, in search of a renewed confirmation of his capacity to sing. The modem dialectics of alienation is rehearsed in these first fines. To speak of the «burden» of an «unnatural self», explicitly declared to be «my own», is to imply that the integrity of ownness has been perverted, that one is not what one is or should be, that the self has in the city assumed habits «not made for me, not mine».

           So the prior condition of any renewal of poetic voice is the reappropriation of one’s genuine self and the casting-off of the «unnatural self». Such growing into oneself, the essential drama of the artist's Bildungsroman, is beyond any act of strenuous will. What is required is the self’s mise en disponibilité, in waiting for the influx of «gentle breeze». If the poetic voice is a human voice which has at last become itself, the guarantor of this self-appropriation is a power beyond any determination of our will. Whereas «Intimations of Immortality» declares that «our birth is but a sleep and a forgetting» (I, 58), thus resorting to a gnostic, dual temporality — a time of fullness prior to the (common, fallen) diminished time that is our shoddy, makeshift birthright —, the drama is here one of rebirth now and of future recovery. The recovery is under way, once the inblown force of the «gentle breeze» elicits a response, a poetic Stimmung, an internal resonance:

          
            For I, methought, while the sweet breath of heaven
Was blowing on my body, felt within
A corresponding mild creative breeze,
A vital breeze which travelled gently on
O’er things which it had made, and is become
A tempest, a redundant energy,
Vexing its own creation. (I, 41-47)

          

           It is this inward force which puts an end to «a long-continued frost» (I,49), setting in motion the drama of influx and poetic response — a human answering to the benign inhuman — such as never occurs in Mallarmé's «Le vierge, le vivace et le bel aujourd'hui. » The inflowing breeze is the prior condition of the poetic human. The poet's vocation — the poet is called, just as Mary or a prophet are called — implies the obligation to respond. An absence of response will be evidence of selfish ingratitude. Restoration is the term which best describes the relation between the world which endows and the human who must give back, responding in words for what has been conferred. Wordsworth voices the fear that self-centred preoccupation — ambition, politics, business — has irreparably left one «Like a false steward who has much received / And renders nothing back» (270-271). Hence the recapitulation of what the poet has actually received, the recital of gifts being the most primitive act of acknowledgement and response, and also an affirmation of self, as when a child proudly lists off a profusion of birthday or Christmas gifts received. What follows are the first evocations of the Prelude's «spots of time» (XI, 208), in fines of poetic intensity for which the poem is habitually celebrated. It is important however to consider the fundamental structure and temporality of these childhood experiences.

          
            I was alone
And seemed to be a trouble to the peace
That was among them. (I, 322-324)

          

           So there «was» a «peace» prior to a human «trouble» and interference. The human is thus the disturbance of an anterior, non-human sufficiency. This dual temporality — non-human sufficiency, then the troubling presence of the human — is more troubling than the dual temporality of the «Intimations of Immortality»: the latter evokes a prelapsarian plenitude of the human, the former an uncanny, pre-human plenitude of nature. It is here that Wordsworth's poem establishes the necessity of art. For if

          
            The mind of man is framed even like the breath
And harmony of music; there is a dark
Invisible workmanship that reconciles
Discordant elements, and makes them move
In one society. (I, 351-355)

          

           it follows that the essentially human practice of art can be defined as a ritual of appeasement. If harmony has been breached by the troubling ingress of man, it falls to the latter to attempt a «reconciliation»:

          
            And there, with fingers interwoven, both hands
Pressed closely palm to palm, and to his mouth
Uplifted, he, as through an instrument
Blew mimic hootings to the silent owls,
That they might answer him: and they would shout
Across the watery vale, and shout again,
Responsive to his call, with quivering peals,
And long halloos and screams, and echoes loud,
Redoubled and redoubled, concourse wild
Of mirth and jocund din. (V, 395-404)

          

           The «mimic hootings» (398) of the boy are an example of such...
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