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ABSTRACT 

This thesis describes the development of H.D.*s 

writing as it is presented in her first book Sea Garden 

(1916) and the later Red Roses For Bronze (1931). 

Part One--"From Sea Garden to Red Roses For Bronze 

--proposes that H.D. soon discovered her nImagisme,w 

here represented by Sea Garden, to be caught up and 

embedded in the repression and estrangement which she 

wrote in the hope of resolving, and then goes on to 

describe the narrational mode of writing evident in 

Red Roses For Bronze. This narrational writing is 
._ 

modernist in that it takes its own textual operation - 

as content. It works at the interface between H.D. 

and her (social) environment, and explores the part 

played by language in determining H.D.'s bearing in 

relation to others and the world. Here again the 

reader comes across repression and estrangement, but 

this time they are within the working range of the 

text, not all around it. 

Part 'h~o--~~Incidents near the Frontier of a beleaguered 

Discoursew--is largely contextual, but it follows closely 

on Part One which ends by claiming correlation between 

H. D. 9 s  development of a narrational mode of writ i-ng 

Z 
and her desire that writinq would "synchroni~e~~ w l l a t  s h e  

r, 
called "the inner turmo i 1 and the o u  her. lf D i sc~~s : ;  i on of 

this synchronizing writi.nq i s  extended throuqh a d c s -  

(iii) 



cription of the contextual necessity of H.D.'s threefold 

reading in contemporary (early twentieth century) 

classical scholarship, Freud, and occultism. 



A Note a b o u t  t h e  w o r d  " S c i e n t i f i ~ . ~  

" S c i e n t i f i c  L y r i s m v ?  T h e  p h r a s e  c e r t a i n l y  s o u n d s  

a b s u r d  when i t  is c o n s i d e r e d  i n  r e l a t i o n  t o  r e c e n t  

e m p i r i c i s t  a n d  p o s i t i v i s t  c o n c e p t i o n s  of f r s c i e n c e . m  

B u t  t h e  e t y m o l o g y  of t h e  w o r d  " s c i e n t i f i c w  s u g g e s t s  

a d i f f e r e n t  s t o r y .  " S c i e n t i f i c n  comes from t h e  L a t i n  

s c i e n t i f i c u s ,  a compound  w o r d  d e r i v i n g  from s c i e n t a  

( k n o w l e d g e )  a n d  facere ( t o  m a k e ) ,  a n d  a l i t e r a l  t r a n s -  

l a t i o n  of t h e  G r e e k  e p i s t e m o n i k o s .  L i k e  t h e  w o r d  

~ r c o n s c i o u s n e s s  ," ? ? s c i e n t  i f  icv h a s  a root  i n  t h e  L a t i n  

scire ( t o  know) .  E t y m o l o g i c a l l y  s p e a k i n g  t h e n ,  w s c i e n c e t r  

m i g h t  be d e s c r i b e d  as t h e  process ( e x p e r i e n c e d  a s  s u c h ,  

h e n c e  t h e  l i n k  w i t h  ~ c o n s c i o u s n e s s ~ )  of k n o w i n g .  T h c r e  

is  n o  r e c o n c i l i n g  t h e  m e t h o d  o f ,  f o r  e x a m p l e ,  l a t e  

t w e n t i e t h  c e n t u r y  r a t - p s y c h o l o g y  w i t h  t h e  e t y m o l o g y  

of t h e  w o r d  r r s c i e n c e . t r  
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INTRODUCTION 

" S t r a n g e  t i rnes  
b r o k e  up t h e  r h y m e s  I u s e d  t o  know.I1 

- - ~ e t e  Brown q ~ h e  Week L o o k e d  Good o n  
P a p e r ,  L o n d o n ,  c i rca  1970). 



To a great extent H.D.ls early "Imagi~te~~ success was 

part of Ezra Pound's larger work. Certainly H.D. wrote the 

poems, but Pound was all around them. He had influenced H.D.'s 

reading when she was still in her teens in Pennsylvania; he 

had brought her to join him in London in 1911 as his fiancee, 

and a few years later had officiated as best man at her 

wedding to Richard Aldington. He had substituted the 

deliberately mysterious abbreviation "H.D., Imagisteft for 

her less than poetical name, Hilda Doolittle. And he had 

secured publication of her first poems. 

So that H,D.ls first book Sea Garden (1916), published 

when she was thirty years old, consolidated a reputation 

which would eventually work against her. The book is 

certainly beautiful, but I shall argue that it is also 

enchanting, and that HOD, had to break away from its aes- 

thetic as her life, and therefore also her involvement with 

writing, changed, 

The change coincided with the First World War, and 

the subsequent relation between H.D.ls writing and war is 

close in several rather strange respects. Up until 1916 

H.D. and Richard Aldington had been living and writinq 

together. By the end of the war H.D. had suffered a mis- 

carriage which was followed by a near fatal bout of double 

pneumonia, and the marriage was broken. During this 



u p h e a v a l  H.D. w a s  s o u g h t  o u t  b y  B r y h e r ,  a w e a l t h y  woman 

who h a d  b e e n  much i m p r e s s e d  b y  S e a  G a r d e n ,  a n d  who w a s  t o  

become a l i f e l o n g  f r i e n d  a n d  p a t r o n .  W i t h  B r y h e r  H.D. 

t r a v e l l e d  t o  Greece a n d  I t a l y ,  a n d ,  w h i l e  r e t a i n i n g  a 

f l a t  i n  London  t h r o u g h o u t  t h e  1 9 2 0 s ,  j o i n e d  a g r o u p  o f  

m o s t l y  E n g l i s h  e x p a t r i a t e s  c e n t r e d  i n  S w i t z e r l a n d .  H.D. 

w a s  a d r i f t , '  a n d  h e r  r o o t l e s s n e s s ,  t o g e t h e r  w i t h  h e r  m i s -  

g i v i n g s  a b o u t  t h e  n e u r o t i c a l l y  a r t i s t i c  m i l i e u  i n  w h i c h  

s h e  w a s  l i v i n g ,  m a r k s  h e r  p o s t - w a r  w o r k .  I t  i s  t h i s  w o r k ,  

d a t i n g  f r o m  t h e  1 9 2 0 s ,  t h a t  I am c o n c e r n e d  t o  d e s c r i b e .  

T h e r e  i s  n o t h i n g  u n u s u a l  a b o u t  t h e  f a c t  t h a t  H.D. f o u n d  

h e r  own c r e a t i v e  p r a c t i c e  i n  o p p o s i t i o n  t o  t h e  s oc i a l  

r e a l i t y  o f  h e r  e x p e r i e n c e .  What  i s  m o r e  u n u s u a l  i s  t h e  

e x t e n t  t o  w h i c h  s h e  f o u n d  a r t i f i c i a l  a n d  f a l s e  t h e  l i t e r a r y  

g e n r e s ,  o r  f o r m s ,  i n  w h i c h  s h e  m i g h t  h a v e  p r e s e n t e d  h e r  

w r i t i n g  t o  t h e  e x i s t i n g  r e a d i n g  p u b l i c .  I n  T h e  U s u a l  S t a r  

( w r i t t e n  i n  1 9 2 8 ,  p u b l i s h e d  i n  a  p r i v a t e  e d i t i o n  of 1 0 0  

c o p i e s  i n  1934)  H.D. w r i t e s  o f  Raymonde Ransome  ( a n  ob-  

s e s s i v e l y  s e l f - c o n s c i o u s  w r i t e r  who i s  H.D. r e n a m e d ) :  I t s h e  

h a d  e s c a p e d  t h e  t i d a l  w a v e  o f  s t u l t i f y i n g  m i d d l e - c l a s s  i d e a  

a n d  a t t i t u d e .  A r t ,  w h a t  was a r t ? " '  H.D. distrusted l 1 A r t . l t  

I n  h e r  u n d e r s t a n d i n g  a r t  w a s  o n l y  t h e  t e c h n o l o g y  of w h a t  

really m a t t e r e d ,  of w h a t  s h e  i d e n t i f i e d  as  t h e  11classic.113 



H.D.'s search "r the llclassicl~ (which I shall describe 

in Part Two of this study) was scarcely reconcileable 

with the more aristocratic formalities of the Park Lane 

drawing room in which she sat l1on the orange-lacquered 

low wooden seat . . . specially designed for just that 
fireside corner1' (from llTwo Americans ,11 in The Usual 

, p. 9 4 )  listening to 'artistic' conversation, and Star 

contrasting her own nervous self-consciousness to the 

integrated and spontaneous ease with which Paul Robeson 

("Saul Howardr1 seated opposite) handled this latter-day 

Vanity Fair. All of a sudden the mannered London drawing 

room appears as an exotic reservation filled with strange 

customs, and the 'primitivet who comes in from outside is 

evidently at home in the world. H.D.ls writing suggests 

that such sudden and unsettling subversions of the real 

were characteristic of her experience: an experience which 

they disqualified from serving as a ground for good mimesis. 

So the formalities, the ideological (if not actually 

ethnic) niceties, were not confined to the drawing room. 

As a writer H.D. knew that while she might have escaped 

"the tidal wave of stultifying middle-class idea and at- 

titude," she had also missed the boat in which she might 

have ridden that wave. For as she declares in Nights 

(100 privately printed copies, 1 9 3 5 ) :  

The tactful novelist can nowadays, t l ~ c r c  is no 

question of it, say almost anythinq he wants. 



i!s m u s t  b e  c a r e f u l  a b o u t  i t ,  h o w e v e r ,  a n d  a l i t t l e  

b i t  f a l s e ;  i n  o t h e r  w o r d s  from t i m e  t o  t i m e  h e  

m u s t ,  f o r  h i s  own s a k e ,  f o r  t h e  s a k e  o f  h i s  p u b l i c ,  

n o t  t o  m e n t i o n  h i s  p u b l i s h e r ,  d e f i n i t e l y  h a v e  h i s  

t o n g u e  i n  h i s  c h e e k .  T h a t  s o r t  o f  n o v e l  g e t s  

across w e l l .  4 

H.D.,  a s  s h e  g o e s  o n  t o  s a y ,  " d i d  n o t  h a v e  h e r  t o n g u e  

i n  h e r  c h e e k , "  a n d  s h e  c e r t a i n l y  l a c k e d  r e a d e r s  as a 

r e s u l t .  T h e r e  i s  l i t t l e  s e n s e  o f  p l o t  a b o u t  H . D . ' s  

w o r k O 5  S h e  s h u n n e d ,  a t  h e r  own c o s t ,  t h e  c a l c u l a t i o n ,  

t h e  w t a c t f u l w  l i t e r a r y  d e s i g n ,  t h r o u g h  w h i c h  s h e  m i g h t  h a v e  

p r e s e n t e d  h e r  w r i t i n g  t o  t h e  a l r e a d y  c o n s t i t u t e d  r e a d i n g  

p u b l i c ,  a n d  i n s t e a d  s e a r c h e d  f o r  t h e  l t r a d i u m  r a y , "  t h e  

" h o l y  ( ~ i q h t s ,  pp .  6 6 - 7 1 ,  o f  a s c r i p t  w h i c h  wou1.d 

d r a w  t h e  d i v i d e d  a s p e c t s  o f  h e r  e x p e r i e n c e  b a c k  t o g e t h e r :  

a l f c l a s s i c "  s c r i p t  s u c h  a s  s h e  f o u n d  a l r e a d y  t r a c e d  o u t  

i n  e a r l y  G r e e k  a r t ,  a n d  a s s o c i a t e d  i n  h e r  m i n d  w i t h  P a u l  

R o b e s o n  a s  much as w i t h  t h e  h e r m e t i c  t r a d i t i o n  a n d  w h a t  

s h e  o n c e  d e s c r i b e d  a s  " t h e  f a b u l o u s  h i e r o g l y p h  o f  t h e  

F r e u d i a n  t e c h n o l o g y 1 '  ( N i g h t s ,  p. 2 8 ) .  

Y e t  H.D. w a s  t r o u b l e d  b y  h e r  l a c k  o f  r e a d e r s ,  I n  

T h e  U s u a l  S t a r  a f r i e n d  q u e s t i o n s  Raymonde  Ransome a s  t o  

t h e  p o i n t  of a l l  t h i s  " b l o o d  o v e r  c o u n t l e s s  pages ,  t h a t  

n o - o n e  ( d o  t h e y ? )  r e a d s  e v e r t 1  (p .  8 7 ) .  O r  a g a i n ,  i n  

N i g h t s  w h i c h  H.D. p r e s e n t s  u n d e r  t h e  p s e u d o n y m n  J o h n  

H e l f o r t h  - i n  o r d e r  t o  comment  o n  some t e x t s  o f  h e r  own 



(attributed to one Natalie Saunderson, deceased): 

If Nat herself, say, some two years ago or 

even a year ago had brought me these very pages, 

I should have had some idea of how to deal with 

them. I should have looked on Natalie Saunderson 

as a woman with a gift, an unquestionable tlaent. 

I would not have questioned her gift, but would 

have suggested a complete re-casting of her whole 

theme, to make it, not so much saleable, as merely 

presentable. (p. 3 2 )  

However, the fact that H.D.'s writing is not "presentablel1 

is the inevitable consequence of its purpose and specificity. 

In The Usual Star H.D. writes: 

People and things make patterns on the mind, 

independent of the place, the time, the people, 

the things themselves. What good then is unity, 

cohesion, is time and place sequence, the brave 

beginning, the sustained middle, the bold climax 

and the inevitable end? (p. 7 9 )  

H.D. wrote in order to realize these l1patternsl1--the 

hieroglyphic patterns of her own lcharactert--within 

her present experience. Her work, therefore, is a work 

of reintegration, and I shall be suggesting that the 

llpatternslT it would restore to the world appear as the 

textural patterns of the writing itself. Writing of 

this kind certainly has its own specificity. Its work 

is ddj.stinct from what it is 'about,' from the signified 



?contentf with which it designates a field for its textual 

activity. The contentual field of H.D.fs texts is no 

more necessarily the reality of her writing than the 

ideology of the drawing room is the reality of the society 

frozen by it. I shall have discussed these different levels 

of the text more fully, and also have shown how H.D.'s 

experience is taken up increasingly at the deeper level, 

before I come to the point of likening the only two books 

of criticism concerned with H.DO1s writing to the work of 

early dream-readers .6 These dream-readers , so Freud claimed, 
naively accepted the spectacle presented as the manifest 

content of dreams and remained blithely unaware of the 

7 
fundamental operations of the "dream-work1? itself. My 

method also is crude. For the sake of a description which 

I have found difficult I have placed a metaphorical arras 

between the manifest content (the contentual field) of 

I-i .D. 's writing and its textual operation. The metaphor 

Ls hackneyed, but by virtue of its very dullness I think 

it helps settle the clouds of allusion which rise from 

M.D. when she addresses herself to this interface which 

is also the textual locus of repression. 

Returning to what H.D. calls "patterns on the mind11: 

it is important to realize that H.Dets resolution to 

trace these patterns out into the world as it is engaged 

by her writing insists upon a certain relation between 

1:riter and written, and, moreover, that this relation is 



the literary witness of a special epistemology. As 

H.D. writes in The Usual Star, "people, things, exist 

in relation to the mind that sees themw (p .  56). An 

interest in this relation, a commitment to it, is one 

of the fundamental terms of H.D.'s writing, and it can- 

not be reconciled with the authoritative stance taken 

by the "tactful novelistv who designs a fictional world 

as if from outside, and then "presentsw it to a public. 

It was for this reason that H.D. mocked the selections of 

the "tactful novelistv who, given a fictional fruitbowl 

to fill, becomes what H.D. called a "bananas or grape- 

fruitw novelist (The Usual Star, pp. 53-4).  H.D. situated 

her writing in that relation to the world which was also 

constitutive of her own being; in her view the "bananas 

or grapefruitw novelist was a banal trickster who did 

not. 

What then is left to H.DOts writing? Perhaps the 

best word of introduction is H.D.'s own, In Nights John 

8 Helforth, a dilettante psychoanalyst says of Natalie 

Saunderson: 

A person like Nat, with no practical idea of 

values, with no ghost of a shadow of talent for the 

''false," that is so necessary for presentation 

has no chance. She becomes merely an 'automaticv 

recorder of the social life around her, in other 

words, a sort of superior society gossip, or she 

hecomes the thing that is really irreconcileable, 



a s o r t  o f  s c i e n t i f i c  l y r i s t .  ( p .  35) 

Much of H . D O t s  p r o s e  c e r t a i n l y  a p p e a r s  a s  n o t h i n g  more 

t h a n  " s u p e r i o r  s o c i e t y  g o s s i p . "  I n  a c t u a l i t y ,  h o w e v e r ,  

i t  is n e a r l y  a l w a y s  c o n c e r n e d  w i t h  d e s c r i b i n g  t h e  s i t u -  

a t i o n  o f  l l s c i e n t i f i c  l y r i s m "  i n  H . D . 1 s  s o c i a l  e x p e r i e n c e .  

A s  a c o n s e q u e n c e  I h a v e  u s e d  t h e  p r o s e  c o n t e x t u a l l y  i n  

my a t t e m p t  t o  d e s c r i b e  H.D. t h e  " s c i e n t i f i c  l y r i s t . "  

A r e  s c i e n c e  a n d  t h e  l y r i c  " r e a l l y  i r r e c o n c i l e a b l e l 1 ?  

W h i l e  I h a v e  a t t e m p t e d  t o  show t h e  l i n k s  b e t w e e n  H . D . ' s  

l y r i c i s m  a n d  w h a t  F r e u d  h o p e d  w o u l d  become a s c i e n c e  n o t  

of m y t h o l o g y  b u t  of t h e  m i n d ,  I h a v e  n o t  t r ied  t o  r e c o n c i l e  

s c i e n c e  a n d  t h e  l y r i c .  My p o i n t  h e r e  is  t h a t  s c i e n c e  a n d  

t h e  l y r i c  are  o n l y  i r r e c o n c i  leable w i t h i n  modern i d e o l o g y .  

W.D.'s w o r k  i n t e r e s t s  m e  e x a c t l y  t o  t h e  e x t e n t  t h a t  i t  

c o n f l i c t s  w i t h  t h i s  i d e o l o g y  w h i c h  h a n d s  o u t  a m e c h a n i s t i c  

s c i e n c e  (o r  soc ia l  s c i e n c e )  w i t h  o n e  h a n d ,  a n d  a p o e t r y  of 

s o l i p s i s m ,  a n  a n g e l i c  g i b b e r i s h ,  w i t h  t h e  o t h e r .  One c a n  

r e s o l v e  t h i s  b a n a l  d u a l i s m  b y  r e c o g n i z i n g  t h a t  p r i o r  t o  

t h e  d i v e r g e n c e  w h i c h  t h i s  i d e o l o g y  w o u l d  r ea l i ze  a l l  

t h o u g h t  a n d  desire are  m e d i a t e d  t h r o u g h  t h e  s y m b o l i c  

mater ia l  o f  l a n g u a g e .  A t  t h i s  l e v e l  b o t h  m e c h a n i s t i c  

el s c i e n c e  a n d  s o l i p s i s t i c  p o e t r y  a p p e a r  as d e l u d  f i c t i o n s  

w h i c h  c u t  a g a i n s t  t h e  v e r y  g r a i n  of human u n d e r s t a n d i n g .  

And as f o r  l l s c i e n t i f  i c  l y r i ~ m , ~ ~  it  seems much less of a l o s t  

c a u s e .  F o r  a t  t h i s  l e v e l  o n e  m i g h t  t u r n  t o  a g r e e  w i t h  C a s -  

sirer who w r o t e  i n  The P h i l o s o p h y  of S y m b o l i c  Forms t h a t  " t h e  



highest objective truth that is accessible to the spirj.t 

is ultimately the form of its own activity.n9 Admittedly, 

this passage reveals Cassirer at his most Kantian, but I 

think that his claim can be brought out of the abstract, 

and into congruence with the perspectives of my study, if 

it is considered in relation with the following remark from 

Roy Schafer, a revisionist Freudian psychoanalyst: "That 

people are creatures cannot be overemphasized; but it is 

only human symbol-using intelligence that can take creaturr- 

hood into account. tt 10 

Inevitably I have selected from H.D.'s work. Perhaps 

I have played down H.D.'s solipsism in order to describe 

hcr strugqle aqainst it. I have tried to establish that 

with considerable odds againr>t her, with an ltImsqistell 

readership which as the years went by turned into a 

puzzled public and eventually dismissed her as mad, H.D. 

developed a materialist practice of writing. It must 

surely be time to prise this word 'materialist' free 

from the left hand of a mickey-mouse ideology which, in 

opposing it to 'idealism' (clutched in the right) confuses 

the two terms with 'objectivity' and 'subjectivity' 

respectively. While H.DOrs writing demonstrates the 

materiality of the human subject, it is also specifical.ly 

opposed to the dichotomizing of 'subjective' and 'objective' 

experience so prominent in the ideology which, during the 

 me \.ears as N.D. was writing, fostercd an unspeakable 



c a r i c a t u r e  w i t h  e a c h  h a n d :  H i t l e r  a n d  S t a l i n .  H . D . ' s  

materialism i s  t h e  materialism of a s y n c h r o n y  i n  w h i c h  

' s u b j e c t i v e '  a n d  ' o b j e c t i v e '  i n t e r p e n e t r a t e ,  a s y n c h r o n y  

w h i c h ,  as t h e  s y m b o l i c  c o n d i t i o n  of l a n g u a g e ,  c a n  o n l y  

be s p o k e n .  O b v i o u s l y  ( a n d  d e s p i t e  t h e  c o n t r a r y  i n -  

s i s t e n c e  of c o n t e m p o r a r y  f a s h i o n i s t s ) ,  i t  is  n o t  j u s t  

J a c q u e s  L a c a n  who f i n d s  t h e  u n c o n s c i o u s  as  i t  i s  a r t i c u l a t e d  

i n  t h i s  s p e e c h ,  H.D. does s o  w i t h ,  as  I s h a l l  s u g g e s t ,  t h e  

t h e o r e t i c a l  a s s i s t a n c e  of G i l b e r t  M u r r a y ,  J a n e  H a r r i s o n ,  

a n d  F r a n c i s  C o r n f o r d  as  w e l l  as F r e u d .  

I t  is  H.D. ls mater ia l i sm f a r  more t h a n  h e r  m y s t i c i s m  

( m y s t i c i s m  m a r k e t s  w e l l )  w h i c h  g o e s  w i t h  h e r  l a c k  of 

r e a d e r s .  If as  H.D. s a y s ,  l l p e o p l e ,  t h i n g s  e x i s t  i n  

r e l a t i o n  t o  t h e  m i n d  t h a t  sees t h e m , "  t h e n  t h e  m i n d  

a l s o  e x i s t s  i n  r e l a t i o n  t o  o t h e r s  a n d  t h e  w o r l d .  L a n g u a g e ,  

as H , D e t s  w o r k  d e m o n s t r a t e s ,  i s  t h e  mate r ia l  w h i c h  mediates 

t h e  r e l a t i o n  b e t w e e n  m i n d ,  o t h e r s ,  a n d  t h e  w o r l d .  A t  

i t s  most f u n d a m e n t a l  l eve l ,  t h e r e f o r e ,  t h e  t e x t  c o n -  

s t i t u t e s  t h e  w r i t e r  as  much a s  v i c e - v e r s a ;  i t  d e t e r m i n e s  

t h e  w r i t e r s  p o s i t i o n  i n  r e l a t i o n  t o  i t se l f  a s  i t  g o e s  

a l o n g .  T h e  reader  who f o l l o w s  t h e  s h i f t i n q  p o s i t i o n  

o f  t h e  w r i t e r  t h r o u g h  t e x t s  o f  t h i s  k i n d  is  n o t  s a m p l i n g  

u s u a l  l y r i c  p l e a s u r e s .  When h e  f i n d s  h i m s e l f  e n g a g e d  i n  

t h e  u n c o n s c i o u s  a c t i v i t i e s  w h i c h  m a c h i n a t e  i n  t h e  i n t e r -  

v a l s  b e t w e e n  w o r d s  of t h e  t e x t ,  t h e n  h e  may w e l l  c o n c l u d e  

t h a t  h e  i s  less t h e  c o n s u m e r  a n d  more t h e  c o n s u m e d .  I n d e e d ,  



there i-s madness in H.D.'s work. But whose is it? Who 

speaks these words? Is it not a madness which is 

peculiarl-y specific to the civilised discourses of the 

English-speaking world? Here again the relation which 

H.D. proposes between writing and war resounds. 

There is, undeniably, a contradiction which fissures 

H.D.'~ work, and which I have not tried to resolve. It 

is the contradiction between l1.D.'~ development of a 

writing which demonstrates the extent to which the human 

subject is materially constructed in language, and the 

mysticism which seems to have increasingly overtaken 

H.D. in the last years of her life. I have tried to 

reveal the situation of this contradiction in H.D.'s 

early work by means of a discussion of the 'unitary' 

and the 'unified' experiences of selfhood: terms which 

I derive from William James' The Varieties of Reliqious 

Experience. The contradi.cti.on cannot be thought to 

follow necessarily from H.De1s interest in the hermetic 

tradition. N.D. knew, for example, that Rennaissance 

occultism, which sought t~ define macro-microcosmical. 

synchrony between the cosmos and the human, could cor- 

roborate her in her own work, and that the language of 

alchemy, of correspondence, achieved specific accuracies. 

There is a good case for arguing, as H.D. seems to do in 

12 The Mystery, that Faracelsus proposed a more realistic 

epistemology than Descartes. Paracelsus was a mat:erislist, 



or at least so his claim that "the human soul is materialff 

suggests. l3 H. D. * s  occultism only becomes problematic 

when it degenerates into accordance with ~dorno's des- 

cript ion: 

Occultism is a reflex to the subjectification 

of all meanlng, the complement of reification. 

If objective reality appears deaf to the living 

as never before, then they try to lure some 

meaning out of it by abracadabra, Ind i . s c r . i m i n a 1  cly, 

meaning is attributed to whatever comes next, 

The rationality of reality which does not quite 

make sense any more, is replaced by floating 

tables glowing behind earthmounds, For the dis- 

eased consciousness, the refuse from the world of 

appearances becomes the mundus intelligibilis. 

It is almost the speculative truth, as Kafka9s 

Odradek is almost an angel, and yet in a positivism 

omitting the mediation of thought it is only the 

barbarically insane: objectivied subjectivity 

thus misperceiving itself in the object. The 

more complete the crudeness of what passes as 

"spiritff--and the enlightened subject would, 

of course, immediately recognize itself in any- 

thing spiritual--the more does the sensed meaning, 

actually altogether lacking, become the unconscious 

compulsive projection of the decaying subject, if 

not clinically, then historically. It wants the 

world to conform to its own decay; this is why it 

has to do with props and bad wishes , . , 14 

J-i.D.Vs work conflicted with the ideology of her time, 

and at moments she couldn't sustain it, In this light 



t h e  c o n t r a d i c t i o n  b e t w e e n  h e r  m y s t i c i s m  a n d  h e r  w r i t i n g  

i s  c o h e r e n t  e n o u g h .  

I t h i n k  i t  h i g h l y  u n l i k e l y  t h a t  H . D . ' s  w o r k  w i l l  

e v e r  f i n d  i t se l f  i n  t h e  e n c l o s u r e - - a s  m a n n e r e d ,  a s  

c a r e f u l l y  d e s i g n e d ,  as a n y  d r a w i n g  room--which 

l i t e r a r y  cr i t ic ism reserves f o r  i t s  most sacred c o w s ,  

L i k e  t h e  c e n t u r y  i n  w h i c h  i t  h a s  b e e n  w r i t t e n  a n d  s o  

l a r g e l y  i g n o r e d ,  i t  is  a w o r k  of r e c u r r e n t  cr is is  r a t h e r  

t h a n  d e v e l o p i n g  m a s t e r y ,  a n d  t h i s  m a k e s  i t  tiresome. 

Much of w h a t  H.D. w r o t e s  i s  p l a i n  c r a v i n g  a n d  c o n f u s i o n ,  

a n d  h e r  w o r k  o s c i l l a t e s  e r r a t i c a l l y  i n  t h e  g r e a t  d i s t a n c e  

b e t w e e n  de l ibe ra t e  s y m b o l i c  p r a c t i c e  a n d  m y s t i c i s m  i n  

w h i c h  t h e  s y m b o l i c  is  t a k e n  f o r  g r a n t e d  as real .  H , D , ' s  

w o r k  is  e x a s p e r a t i n g ,  a n d  t o  d w e l l  over  t h e  la ter  t e x t s  

e s p e c i a l l y  i s  t o  feel t h e  m a d d e n i n g  c o n f i n e m e n t  from w h i c h  

s h e  s o u g h t  release. B u t  who i s  t o  j u d g e  t h i s  e x a s p e r a t i o n ?  

I t a k e  i t  t o  be H.D.'s own--as basic t o  h e r  w o r k  as a n  

arm or l e g  t o  a body--and t h e n  g o  o n  t o  w r i t e  a s t u d y  

w h i c h  a t t e m p t s  t o  s h o w  t h a t  t h e  w o r k ,  g i v e n  room t o  move ,  

does w o r k .  I w a n t  t o  e s t a b l i s h  t h a t  f o r  a l l  h e r  e v i d e n t  - 
c o n f u s i o n ,  f o r  a l l  h e r  restless f i s h i n g  a r o u n d  i n  

r e c e i v e d  s y m b o l i s m ,  H , D . ' s  work  is a c o n s i s t e n t l y  

a r t i c u l a t e d  a t t e m p t  t o  o v e r c o m e  a w r e t c h e d  a n d  e s t r a n g e d  



state of consciousness. 

H.D. wrote in order to realize herself as the vitality 

which quickens the world when it is taken up into the 

~ignificance of her texts. She would, as the title of 

one of her bo~ks suggests, barter Red Roses For Bronze. 

~ollowing Meleaqer, the Greek Anthologist, H.D. identifies 

her poems as flowers, and offers them("Red Rosestt) in 

exchange for a bindedness in which she and the world 

are all~yed(~~ronze~~). The metaphor is quaint enough, 

but the Sindedness, as it happens, is a good deal more 

resonant than the fragile lyric phrasing necessarily 

s u q q c s  ts. 

In this thesis I set out to account for the difference 

between H.D.'s writing as it appears in two books: her 

first, entitled Sea Garden (19161, and the later Red - 
Roses For Bronze (1931). In Part One I am concerned to 

describe the distance between the two books as a path that 

H.D. makes, tentatively enough, in order to arrive at a 

modernist practice of wrltjng which takes her out of 

estrangement and into confluence with the world. It is 

as a modernist, as well as a matcrialist, that H.D. 

identifies the task of writing as the 'synchronizing' 

of "the inner turmoil and the and I close Part 

One remarking that H.D.'s desire to (synchronize' is cor- 

relative with her development of a narrational mode of 

writing which tzkes its own textual operation as content, 



a n d  w h i c h  I e x e m p l i f y  w i t h  poems from Red Roses F o r  B r o n z e .  

T h e  t i t l e  Red Roses F o r  B r o n z e  w a r n s  t h e  reader t o  

e x p e c t  poems  w h i c h  s i g n a l  b e y o n d  t h e  l i m i t s  of w h a t  t h e y  

t h e m s e l v e s  c a n  e x p l i c i t l y  c o n t a i n ;  w h i c h  o p e r a t e  i n  a 

way t h a t  i s  more s u b s t a n t i a l  t h a n  t h e i r  d e l i c a t e  c o n t e n t  

m i g h t  s u g g e s t .  I u s e  L a w r e n c e ' s  p h r a s e  t o  d e s c r i b e  t h e  

b i n d e d n e s s  of l 4 . D . ' ~  l l B r o n z e m  a s  a " s u b t l e  i n t e r - r e l a t e d -  

n e s s "  of t h o u g h t ,  d e s i r e ,  a n d  w o r l d ,  a n d  t r y  t o  s h o w  

how t h i s  l l s u b t l e  i n t e r - r e 1 a t e d n e s s I 1  i s  e v e n t u a l l y  p r o p o s e d  

as t h e  t e x t u a l  c o n d i t i o n  i n  w h i c h  H.D. w r i t e s :  w o r d s ,  a f t e r  

a l l ,  m a n a g e  a s y n c h r o n y  b e t w e e n  p s y c h i c  a n d  w o r l d ,  a n d  

t h i s  s y n c h r o n y  -- i n  i t s e l f  a l l s u b t l e  i n t e r - r e l a t e d n e s s t 1  

-- is  t h e  c o l l e c t i v e l y  u n d e r s t o o d  g r o u n d  n o t *  o n l y  o f  a l l  

c o m p r e h e n s i b l e  s p e e c h  b u t  a l s o  o f  a l l  i n t e l l i g i b l e  e x -  

p e r i e n c e .  l6 H . D . ' s  i s  a l y r i c  v o i c e  w h i c h  c o n s t a n t l y  

s e e k s  t o  d o u b l e  b a c k  b e h i n d  i t s e l f  a n d  t o  r e v e a l  w h a t  

makes  i t s  u t t e r a n c e  p o s s i - h l e .  I t  is  o n  a c c o u n t  o f  t h i s  

d o u b l i n g  b a c k  t h a t  H .D . ' s  i s  more t h a n  a p l a i n t i v e  

v o i c e  i n  a n  u n h e e d i n g  w i l d e r n e s s .  I t  is i n  t h e  d o u b l i n g  

back t h a t  H.D. f i n d s  t h e  w o r l d  a r t i c u l a t e  a n d  m a k e s  i t  

s p e a k .  

I n  t h e  t h r e e  c h a p t e r s  of P a r t  Two I e x t e n d  d i s -  

c u s s j o n  o f  t h e  ' s y n c h r o n i z i n g t  n a r r a t i o n a l  w r i t i n g  

t h r o u g h  a n  e n d e a v o u r  t o  e s t a b l i s h  t h e  c o n t e x t u a l  

n e c e s s i - t y  of H . D . ' s  r e a d i n g .  I h a v e  t r i e d  t o  s h o w  how 

1I.D. 9 . s  1:nowl crlcrc of c o n t e m p o r - a r y  c l  ass  i.c<11. zc.llol ; I I - S ~ I  i 13, 



of Freud, and of occultism informed her developing work. 

I am aware that it may only be from within an acquaintance 

with H.D.'s little read work that the contextual necessity 

of her reading seems worth establishing, Perhaps a 

reminder that the interrelations between early twentieth 

century classical scholarship, anthropology, and psychology 

are fundamental to the development of English and American 

modernism in general will lend the reader perseverance, 

H.D. wrote in order to unfreeze herself, She wrote 

without readers not for her desk drawer, but because when 

she stopped "she was numbn (~iqhts, p. 121, For her the 

lyric was a moment of what Victor Turner, following Van 

Gennep's Rites of Passaqe (1908), has called ftliminalityv 

(from the Latin 'limen,' meaning 'threshold'): 

He [van ~ e n n e ~ ]  insisted that in all ritualized 

movement there was at least a moment when those 

being moved in accordance with a cultural script 

were liberated from normative demands, when they 

were, indeed, betwixt and between successive 

lodgements in jural political systems, In this 

gap between ordered worlds almost anything may 

happen. 17 

It was in the gap occupied by the lyric that H.D, made 

her admittedly hermetic definitions, l8 The threshold 

(or limen) first appears as the shoreline which is the 

central and focussing image of Sea Garden, and later, 



f o l l o w i n g  a d e v e l o p m e n t  v ~ h i c h  I s h a l l  now d i s c u s s ,  i t  

is d e f i n e d  a s  t he  p r o c e s s  of w r i t i n g  i t s e l f ,  



Notes 

1 
A s  H.D. w r o t e :  "1, l i k e  most o f  t h e  p e o p l e  I 

knew,  i n  E n g l a n d ,  i n  A m e r i c a ,  a n d  o n  t h e  C o n t i n e n t  o f  

E u r o p e ,  w a s  d r i f t i n g .  W e  w e r e  d r i f t i n g .  W h e r e ?  I d i d  

n o t  know,  b u t  a t  l eas t  I a c c e p t e d  t h e  f a c t  t h a t  we w e r e  

d r i f  t i n g . l l  -- H i l d a  D o o l i t t l e ,  T r i b u t e  t o  F r e u d  ( 1 9 5 6 ;  

r p t .  B o s t o n :  D a v i d  G o d i n e ,  1 9 7 4 1 ,  p .  1 3 .  

L H i l d a  D o o l i t t l e ,  T h e  U s u a l  S t a r  ( D i j o n :  

I m p r i m e r i e  D a r a n t i e r e ,  1 9 3 4 ) ,  p,  88, 

S e e  H.D. ' s  e s s a y  " T h e  C i n e m a  a n d  t h e  C l a s s i ~ s , ~  

s e r i a l i z e d  a s  f o l l o w s  i n  C l o s e - u p  I: J u l y  1 9 2 7 ,  p p ,  

22-33;  A u g u s t  1 9 2 7 ,  pp .  30-39;  November  1 9 2 7 ,  p p .  18-33. 

* H i l d a  D o o l i t t l e ,  N i q h t s  [ w r i - t t e n  u n d e r  t h e  p s e u d o -  

nymn J o h n    el forth] (Di j o n :  I m p r i m e r i e  D a r a n t i e r e ,  1 9 3 5 1 ,  

p. 33. 

J u s t  a s  t h e  l a n g u a g e  o f  love merges w i t h  t h e  

l a n g u a g e  o f  w a r ,  t h e  l a n g u a g e  o f  f i c t i o n  m e r g e s  w i t h  t h e  

l a n g u a g e  o f  i n t r i g u e .  One  s p e a k s  of ' p l o t s , '  o f  ' c h a r a c t e r s '  

w h i c h  are a l w a y s  more o r  less s h a d y ,  of ' s tor ies '  w h i c h  

a l w a y s  u n w i n d  i n  t h e  q u e s t i o n  of t h e i r  own r e a l i t y .  

6 T h e  t w o  b o o k s  m e n t i o n e d  h e r e  a r e  Thomas B u r n e t t  

Swann ,  T h e  C l a s s i c a l  W o r l d  of  H.D. ( L i n c o l n :  U n i v e r s i t y  

Of N e b r a s k a  P r e s s ,  3 9 6 2 ) ;  a n d  V i n c e n t  Q u i n n ,  H i l d a  

D o o l i t t l e  (H .D. )  (N.Y.: T w a y n e ,  1968). 



See Sigmund F r e u d ,  The I n t e r p r e t a t i o n  of Dreams 

[1900], t r a n s .  a n d  ed .  James S t r a c h e y  ( N . Y . :  Avon 

D i s c u s ,  1 9 6 5 1 ,  pp. 106-119.  

W r i t i n g  as J o h n  H e l f o r t h ,  H.D. r e m a r k s :  "1 h a d  

los t  much a n d  g a i n e d  l i t t l e  p e r h a p s ,  i n  my e x p l o r a t i o n s  

i n t o  t h e  new d o c t r i n e s  of t h e   unconscious^ ( N i g h t s ,  p. 14). 

It is  i n t e r e s t i n g  t h a t  H.D. s a w  h e r  reader as a n  a m a t e u r  

p s y c h o a n a l y s t .  H e r  w o r d ,  p e r h a p s ,  o n  Norman H. H o l l a n d  

who h a s  r e c e n t l y  c o u c h e d  t h e  work o n  h i s  own t heo re t i ca l  

s u p p o s i t i o n s  a n d ,  w i t h  t h e  l i g h t  c o m i n g  o u t  of h i s  own 

e y e s ,  d i a g n o s e d  H.D. ' s  " p e n i s  e n v y w  ( s e e  h i s  e s s a y  "H.D. 

a n d  t h e  ' B l a m e l e s s  P h y s i c i a n , * "  C o n t e m p o r a r y  L i t e r a t u r e ,  

V o l .  10 [ ~ u t u m n  1 9 6 9 1 ,  pp.  474-506. ). T h i s  is a p o i n t -  

l e s s l y  r e d u c t i v e  d i a g n o s i s .  P s y c h o a n a l y t i c a l  r e d u c t i o n  

may w e l l  h a v e  i t s  p l a c e  i n  t h e r a p e u t i c  p r a c t i c e  (G6za 

Roheim, f o r  e x a m p l e ,  c l a i m e d  t h a t  t h e r a p y  - i s  r e d u c t i o n ) ,  

b u t  H.D. is  d e a d ,  a n d  t h e r e f o r e  b e y o n d  t h e  r e a c h  of 

t h e r a p y .  What H o l l a n d  o f f e r s  is c o n s e q u e n t l y  a r e d u c t i o n  
i 

' w i t h o u t  object ,  a n  a n a l y s i s  w h i c h ,  w h i l e  s e a r c h i n g  t o  

e s t a b l i s h  t h e  l e g i t i m a c y  o f  i t s  own m e t h o d ,  r e v e a l s  o n l y  

t h a t  i t  s u f f e r s  f r o m  i t s  own k i n d  of l a c k .  HOD. knew a b o u t  

t h e  c o n c e p t  " p e n i s  e n v y , "  S h e  was  a  c o n n o i s s e u r  o f  loss 

a n d  l a c k ;  s h e  e v e n  c a l l e d  h e r  d a u g h t e r  P e r d i t a  ( H o l l a n d  

claims t h i s  f a c t  i n  s u p p o r t  of h i s  d i a g n o s i s ,  b u t  t h e  



naming of Perdita was hardly a slip of the tongue, and 

it need scarcely be said that the unconscious is not 

identical with a person's deliberate actions). What 

does remain, considering that it is writing not an 

analysand which confronts the reader, is to establish 

how lack and absence operate at the textual level. This 

done, it becomes possible to discuss the extent to which 

H.D.'s writing, far from being merely the symptomatic 

expression of psychological distress, is, in its own 

right, a psychoanalytic work. I have only gone so far 

as to identify unconscious activity in the intervals 

between words as they occur in the relational play of 

H.D. Is texts. Like Lacan's Freud, H.D. evidently 

recognized the unconscious in 'gaps' within speech. 

3 Ernst Cassirer, Lanquage, Vol. I of The Philosophy 

of Symbolic Forms, trans. Ralph Manheim (1955: rpt. 

New Haven & London: Yale University Press, 1 3 ? 5 ) ,  

Roy Schafer, A New Lanquaqe for Psychoanalysis 

(New Haven and London: Yale University Press, 3.9761, 

p. 8. Schafer is a Freudian psychoanalyst committed 

to 'action languaget -- language which, in its own 
order, witnesses or demonstrates what it says ("we 

shall not use nouns and adjectives to refer to psycho- 

logical processes, events, etc." p.9.) -- and his work 
certainly stands to illuminate the condition of 1 l . D . ' ~  

narrational writing which is similarly demonstrative 



of the psychological activities involved within its 

textual operation. 

Considering its ambivalence in current usage, 

I should further qualify my use of the word llmaterialism.ll 

H.D.'s materialism is not to be confused with the crude 

materialism of vulgar marxism. Marx clarified the 

relations between deep and surface structures of social 

production. But whereas vulgar marxism proposes that deep 

structure is entirely economic, H.D.'s materialism suggests 

not only that language is productive of consciousness but 

also that as discourse language plays a crucial role in 

determining the deep structure of social prcduction. 

12 Eric W. White & Hilda Doolittle, Images of H.D., 

& from "The MysteryM by H.D. (London: Enitharmon Press, 

1 9 7 6 ) .  

l3 See Eliphas Levi, The Key of All Mysteries, 

trans. Aleister Crowley (1956; rpt. N.Y.: Samuel 

Weiser, 19721,  p. 155. 

l4 Theodor W. Adorno, "Theses Against Occultisrn,~ 

Telos , No. 19 (Spring 19741, p. 8. 

I J Hilda Doolittle, Borderline - A Pool Film with 
Paul Robeson lpublished anonymously] (London: Mercury 

Press, 19301, p.35. 

l6 D.H. Lawrence, "Morality and the Novel," in 

Phoenix (1936; rpt. N.Y.: Viking, 19681, p. 5 2 8 .  

Lawrence's remark is as follows: 



T h e  n o v e l  i s  t h e  h i g h e s t  e x a m p l e  of s u b t l e  

i n t e r - r e l a t e d n e s s  t h a t  man h a s  d i s c o v e r e d .  

E v e r y t h i n g  is  t r u e  i n  i t s  own t i m e ,  p l a c e ,  

c i r c u m s t a n c e ,  a n d  u n t r u e  o u t s i d e  o f  i t s  own 

p l a c e ,  time, c i r c u ~ s t a n c e .  I f  y o u  t r y  t o  n a i l  

a n y t h i n g  down i n  t h e  n o v e l ,  e i t h e r  i t  k i l l s  

t h e  n o v e l ,  o r  t h e  n o v e l  g e t s  u p  a n d  w a l k s  

away  w i t h  t h e  n a i l .  

I t  may be claimed t h a t  L a w r e n c e  i s  h e r e  t a l k i n g  s p e c i f i c a l l y  

a b o u t  t h e  n o v e l ,  a n d  t h a t  I d i s t o r t  h i s  p h r a s e  ( " s u b t l e  

i n t e r - r e l a t e d n e s s l l )  when I u s e  i t  t o  a l l o c a t e  w h a t  is 

n o t  n e c e s s a r i l y  more t h a n  a g e n e r a l  t e x t u a l  c o n d i t i o n .  

My p o i n t  i n  u s i n g  t h e  p h r a s e  i s  t o  k e e p  t h e  r e a d e r  i n  

mind  o f  a s i m i l a r i t y  b e t w e e n  t h e  w o r k s  of H.D. a n d  L a w r e n c e :  

a s i m i l a r i t y  d e r i v i n g  from t h e  s t r o n g  i n t e r e s t  w h i c h  b o t h  

w r i t e r s  s h o w  i n  t h e  i r r e d u c i b l e  l e v e l  a t  w h i c h  t h e i r  

t e x t s  a c h i e v e  s i g n i f i c a n c e .  I c o n s i d e r  t h e  r i s k  o f  

d i s t o r t i o n  w o r t h  t a k i n g .  

1 7  V ic to r  T u r n e r ,  D r a m a s ,  F i e l d s ,  a n d  M e t a p h o r s  

( I t h a c a ,  N.Y.: C o r n e l l  U n i v e r s i t y  P r e s s ,  1374.1, p. 1 3 .  

l8 I refer t o  t h e  t i t l e  o f  H . D . ' s  Hermetic D e f i n i t i o n  

(N.Y.: New D i r e c t i o n s ,  1 9 7 2 ) .  



PART ONE 

FROM SEA GARDEN TO R E D  ROSES FOR BRONZE. 

"The  f i r s t  a t t e m p t  a t  w r i t i n g  m u s t ,  i t  

seems, a l w a y s  be a s o r t  o f  p i c t u r e  d r a w i n g ;  

man is  a n  a r t i s t  b e f o r e  h e  c a n  become a 

s c r i b e o w - - J a n e  H a r r i s o n ,  I n t r o d u c t o r y  

S t u d i e s  i n  G r e e k  A r t  ( L o n d o n :  To F i s h e r  

Unwin ,  l885), p. 37. 
1 



I PHENOMENAL RHYME: A READING OF "SEA ROSE,tt 

ll. . , w h e r e  t h e r e  is  t a l k i n g ,  t h e  w o r l d  

i s  l i k e  a g a r d e n  t o  m e , "  - - N i e t z s c h e .  2 

M.D.'s work  o p e n s  a n d  closes a r o u n d  a rose. I t  

s p a n s  f r o m  "Sea  Rose," t h e  o p e n i n g  poem i n  S e a  G a r d e n  

( 1 9 1 6 ) ,  t o  t h e  f i n a l  Hermetic D e f i n i t i o n  ( 1 9 7 2 )  i n  w h i c h  

' t h e  r e d d e s t  rose u n f o l d s . t t 3  B u t  b e c a u s e  it r e v e a l s  t h a t  

t h e r e  is more, s t r i c t l y  s p e a k i n g ,  t o  H.D. 's  r o s e  t h a n  

meets t h e  e y e ,  " S e a  Rosev1 a l so  o p e n s  h e r  work i n  a more 

p r o f o u n d  s e n s e  t h a n  i s  o b v i o u s .  F o r  "Sea Roset1 s h o w s  t h a t  

H.D. 's  rose i s  o n l y  f u l l y  c o n s t i t u t e d  i n  t h e  w r i t t e n  ap- 

p r o a c h  H.D. t a k e s  t o  i t ,  a n d  t h a t  t h e  p e r s p e c t i v e s  of t h i s  

a p p r o a c h  are n o t ,  t h e r e f o r e ,  s i m p l e  v i e w s  o n t o  t h e  w i l d  

a n d  c u l t i v a t e d  roses w h i c h  are s p e c i f i e d  w i t h i n  it. L i k e  

most of H , D . ' s  w r i t i n g  " S e a  Roset t  is t h e  record of i t s  

own t e x t u a l  p e r f o r m a n c e ,  a n d  a n y  a t t e m p t  t o  describe it 

i n  terms of w h a t  it is ' a b o u t '  w i l l  c o n s e q u e n t l y  f a l l  

s h o r t  of s t a r t i n g .  "Sea Rosew is n o t  w r i t t e n  u p  t h o u g h t ;  

i t  is w r i t i n g  i n  w h i c h  t h o u g h t  is a r t i c u l a t e d .  T h u s  it 

is w i t h  t h e  word ttrosetl t h a t  H.D. o p e n s  h e r  poem, a n d  

s h e  t h e n  g o e s  o n  t o  show t h a t  t h e  word is  c a p a b l e  o f  

d i s m a n t l i n g  c o n f i g u r a t i o n s  of t h o u g h t  e v e n  a t  t h e  same 

t i m e  as i t  e n g a g e s  them. 



The f i rs t  s t a n z a  f o l l o w s :  

Rose, h a r s h  r o s e ,  

marred a n d  w i t h  s t i n t  of p e t a l s ,  

m e a g r e  f l o w e r ,  t h i n ,  

s p a r s e  of l e a f , .  4 

How d o e s  t h e  word crosel bear upon  a f l o w e r ?  A s  a name 

i t  is  l i k e l y  t o  d e n a t u r e  t h e  f l o w e r  t o  t h e  e x t e n t  t h a t  i t  

a l s o  e n g a g e s  t r a d i t i o n a l  ( a n d  t r a d i t i o n a l l y  ' p o e t i c 1 )  

i d e a s  a b o u t  love a n d  b e a u t y .  T h e s e  a s s o c i a t i o n s  m u s t  

be d i s t i n g u i s h e d  as  s u c h  b e f o r e  t h e  word 'rose' w i l l  

se t t le  down t o  a  f l o w e r :  "Rose," 

B u t  w h a t  rose? P r o b a b l y  a c u l t i v a t e d  rose, i n  it- 

self t h e  ' s t i n t e d '  f l o w e r i n g  o f  a l o n g  a n d  i n t r i c a t e  

h i - s t o r y  o f  h o r t i c u l t u r a l  c o n s t r a i n t  w h i c h  h a s  y i e l d e d  

a d i - v e r s e  m u l t i p l i c i t y  o f  r o s e s ,  U n r a v e l l i n g  t h i s  

h i s t o r y  as i t  g o e s ,  ' r o s e , '  l e a d s  t o  t h e  w i l d  rose w h i c h  

is  a " m e a g r e  f l o w e r , "  a " h a r s h  r o s e , "  i n  r e l a t i o n  t o  

t h o s e  w h i c h  h a v e  b e e n  d e r i v e d  f r o m  i t ,  The w i l d  r o s e  

l acks  e x t r a v a g a n c e :  i t  i s  " s t i n t  of p e t a l s , "  " s p a r s e  

o f  l eaf , "  a n d  bears a m a r k e d  r e s e m b l a n c e  t o  t h e  b r i a r .  

B u t  a t  o n e  w i t h  i ts  l a c k  of e x t r a v a g a n c e  comes t h e  f a c t  

t h a t  t h e  w i l d  rose e x i s t s  i n  a s t a t e  of n a t u r e ,  W h i l e  

t h e  c o n s t r a i n t s  t o  w h i c h  i t s  e n v i r o n m e n t  s u b m i t s  t h i s  

f l o w e r  may be s e v e r e ,  w h i l e  t h e y  may l e a v e  i t  " m a r r e d v  

a n d  " t h i n , "  t h e y  a l s o  i n f o r m  i t s  n a t u r e .  T h e  w i l d  r o s e  

c a n  c o n s e q u e n t l y  be s a i d  t o  b r i n g  t h e  word 'rose1 down 



t o  e a r t h ,  

T h e  res t  of t h e  poem f o l l o w s :  

more p r e c i o u s  

t h a n  a w e t  rose 

s i n g l e  o n  a stem - 
y o u  a re  c a u g h t  i n  t h e  d r i f t .  

S t u n t e d ,  w i t h  s m a l l  l e a f ,  

y o u  are f l u n g  o n  t h e  s a n d ,  

y o u  a re  l i f t e d  

i n  t h e  c r i s p  s a n d  

t h a t  d r i v e s  i n  t h e  w i n d ,  

Can t h e  s p i c e - r o s e  

d r i p  s u c h  a c r i d  f r a g r a n c e  

h a r d e n e d  i n  a l ea f?  

T h e  s e c o n d  s t a n z a  d e f i n e s  t h i s  I f m e a g r e  f l o w e r 1 '  as "more 

p r e c i o u s  / t h a n  a w e t  rose / s i n g l e  o n  a stem," and, 

t o g e t h e r  w i t h  t h e  t h i r d ,  r e v e a l s  i t  t o  h e  g r o w i n g  

n e a r  t h e  s h o r e l i n e :  a w i l d  rose a t  t h e  sea ' s  e d g e ,  R u t  

w h a t  i s  t h e  " w e t  rosen of H . D . ' s  c o m p a r i s o n ?  I t  h a s  

b e e n  a n t i c i p a t e d  i n  t h e  f i r s t  s t a n z a  w h e r e  "Rosev is 

b r o u g h t  t o  t h e  s p e c i f i c  form of a w i l d  f l o w e r ,  T h e  

w i l d  rose i s  a r t i c u l a t e d  i n  terms of w h a t  it  l a c k s ,  
, 

a n d  as i t  i s  s p e c i f i e d ,  i t  t h e r e f o r e  a l s o  s p e c i f i e s  

t h e  f l o w e r  t h a t  i t  is  n o t :  a c u l t i v a t e d  rose. T h e  

c o i n c i d e n c e  of t h e  t w o  roses i s  p a r t i c u l a r l y  e v i d e n t  

i n  t h e  w o r d  " s t i n t v  w h i c h  i s  a c r u x ,  T h e  w i l d  rose 



is "stint of petalsw: constrained by a harsh environ- 

ment it has few petals. But the artificial constraint 

with which horticulturists force the flowering of 

cultivated plants is also known as 'stinting,' and 

this meaning of the word is certainly not lost to 

H.D.'S poem. 

H.D. declares the wild rose "more preciousn than 

the orderly rose (Itsingle on a stemw) against which it 

is measured. The wild rose is harried by wind, sand, 

and sea, and its value lies in how perfectly fitted 

it is to the wild "driftw in which it exists. The l ~ s s  

valued rose is constituted by those elements which H.D. 

shears off her understanding of "rose' in order to 

specify the wild rose. It is sheltered from the wild 

and elemental "drift," and full with the abstract per- 

fection which H.D. has revealed to be lacking in the 

wild rose. The cultivated rose is a conjectural flower 

in the sense that it is a descriptive realization of 

ideas about the rose: ideas which demand such characteristics 

as corollary symmetry and sweetness of scent. It is 

therefore appropriate that when M.D. presents a 

cultivated rose she also demands conjectural activity 

from her reader. How does the adjective "wet" apply 

to the cultivated and contrasting rose? One might 

think of a rose full of sap and grown in moist and 



f e r t i l e  s o i l .  O r ,  c o n s i d e r i n g  a rose t h a t  i s  d e s i g n e d  

a n d  g e n e t i c a l l y  f i x e d ,  o n e  m i g h t  t h i n k  o f  a f l o ~ w e r  w h i c h  

i s  s a t u r a t e d  w i t h  h o r t i c u l t u r a l  i n t e n t .  O r  a c j a i n ,  t a k i n g  

t h e  t w o  p h r a s e s  " w e t  rosett a n d  t t s p i c e - r o s e l l  i n  c o n j u n c t i o n  

w i t h  e a c h  o t h e r ,  a n d  r e m e m b e r i n g  t h e  t r a d i t i o n a l  s y m b o l i s m  

o f  t h e  rose, o n e  m i g h t  c o n s i d e r  H.D. t o  be o p e r a t i n g  w i t h i n  

a g r o t e s q u e  a n d  d r e a m - l i k e  s u b l i m a t i o n  of s e x u a l i t y :  t h e  

v a g i n a l  rose a n d  t h e  l t h a r d e n e d l 1  leaf .  B u t  a l t l - , o u g h  the 

poem e n g a g e s  s u c h  c o n j e c t u r e s ,  t h e y  w i l l  n e v e r  c o r n p l c t c l y  

close t h e  d i s t a n c e  b e t w e e n  t l w e t t t  a n d  ltrose. l1 Tllc rl i s t a n c c  

c la ims r e a l i t y  f o r  i t s e l f  a t  a n o t h e r  l e v e l .  I t  dernonstratcs 

t h e  c u l t u r a l  limbo i n  w h i c h  t h e  c u l t i v a t e d  rose g r o w s .  I t  

a l s o  refers t h e  r e a d e r  b a c k  t o  t h e  s p a c e  w h i c h  o p e n s  

b e t w e e n  t h e  t w o  w o r d s  of t h e  t i t l e  " S e a  Rosctl: a s p a c e  

w h i c h  c a n n o t  be e n t i r e l y  a c c o u n t e d  f o r  g e o g r a p h i c a l l y ,  

a n d  w h i c h ,  as I s h a l l  s h o w ,  i s  h a u n t e d .  

T h e  w i l d  rose m i g h t ,  a s  I h a v e  i m p l i e d ,  a c t u a l l y  

be w e t .  I t  i s  c a u g h t  i n  t h e  d r i f t  of a w i n d  w h i c h  

m i g h t  cover it w i t h  s e a - s p r a y .  T h i s  ra ises  i n t o  c o n -  

s i d e r a t i o n  t h e  v e r y  g r o u n d  of t h e  d i f f e r e n c e  b e t w e e n  

t h e  t w o  roses. T h i s  g r o u n d  ( a n d  I w e i g h  my w o r d  a g a i n s t  

t h e  t i t l e  of t h e  poem)  i s  t h e  sea: t h e  sea i n  a l l  i t s  

a c t u a l  force as i t  s u r g e s  a r o u n d  t h e  w i l d  r o s e ,  a n d  t h e  

sea as t h e  e l e m e n t a l  s o u r c e  of l i f e ,  t h e  o r i g i n a l  

m o i s t u r e ,  w h i c h  it a p p e a r s  t o  be i n  t h e  l i g h t  of t h e  



c u l t i v a t e d  rose w h i c h  is s h e l t e r e d  a n d  c u t  o f f  from i t ,  

The "wet  rose1* carries o v e r  i n t o  t h e  l l s p i c e - r o s e "  

o f  t h e  f i n a l  s t a n z a :  

Can t h e  s p i c e - r o s e  

d r i p  s u c h  a c r i d  f r a g r a n c e  

h a r d e n e d  i n  a l ea f?  

I n  t h e  f i r s t  s t a n z a  l 1 s t i n t W  i m p l i e s  c u l t i v a t i o n  w h i l e  

a t  t h e  same t i m e  d e s c r i b i n g  a w i l d  f l o w e r ,  I n  t h e  

s e c o n d  s t a n z a  l1wetl1 e v o k e s  t h e  sea i n  a f l o w e r  w h i c h  is  

a n e g a t i o n  of t h e  w i l d .  I n  t h e  f i n a l  s t a n z a  l l d r i p l l  con-  

t i n u e s  t h e  work o f  " w e t , "  a n d  t l a c r i d "  d e c l a r e s  h a r s h n e s s  

( p r e v i o u s l y  associated w i t h  t h e  w i l d  " h a r s h  r o s e p 1 )  t o  

e x i s t  w h e r e  s w e e t n e s s  m i g h t  be e x p e c t e d  i n  t h e  p u n g e n t  s c e n t  

of t h e  l l s p i c e - r o s e . l p  The  t w o  roses--the c u l t i v a t e d  a n d  

t h e  w i l d - - f i g u r e  a p o l a r i t y  w h i c h  HOD, d i s c o v e r s  w i t h i n  

h e r  u n d e r s t a n d i n g  of t h e  word ' r o s e , '  T h u s ,  as t h e  

c u l t i v a t e d  rose b e g i n s  t o  a p p e a r  effete  a n d  v u l g a r  

i n  i ts  l u x u r i a n c e ,  t h e  w i l d  rose is  c o m p a c t e d  i n t o  i t s  

r e s i s t a n t  l 1 s p a r s e W  s t r e n g t h .  The i d e a  o f  f r a g r a n c e  

' d r i p p i n g *  from t h e  l l s p i c e - r o s e l l  g i v e s  a n  i m p r e s s i o n  

of d e c a d e n c e  a n d  e n n e r v a t i o n ,  The f l o w e r  d i s s i p a t e s ,  

g i v i n g  off i ts  l i f e - e n e r g y  as  a c o n t r i v e d  a n d  p u n g e n t l y  

a f f e c t i v e  s c e n t ,  The  d i s s i p a t i o n  o f  t h e  t t s p i c e - r o s e "  

p o i n t s  t o  t h e  w i l d  rose i n  w h i c h  l i f e - e n e r g y  ' h a r d e n s '  



( e f f e c t i v e l y )  i n t o  t h e  r e s i s t a n t  leaf of t h e  p l a n t  

i t se l f .  

H.D. a r t i c u l a t e s  t h e  d i f f e r e n c e  b e t w e e n  t h e  t w o  roses 

c a r e f u l l y ,  a n d  t h e  e x t e n t  t o  w h i c h  s h e  i s  ab le  t o  

i n d i c a t e  t h e  v a l u e  a n d  s i g n i f i c a n c e  of t h e  w i l d  rose 

t h r o u g h  t h e  c u l t i v a t e d  n a t u r e  o f  t h e  w s p i c e - r o s e v  m i g h t  

be t a k e n  as  a m e a s u r e  of t h e  p o e m t s  a c h i e v e m e n t ,  T h e  

' v s p i c e - r o s e n  ( s t i n t s *  tt,e w i l d  rose, f o r c i n g  i t  o u t  

i n t o  t h e  e x p o s e d  l a n d s c a p e  i n  w h i c h  i t  f i n d s  i t s  l l s t u n t e d l l  

form. S o  t h a t  when H.D, a s k s  w h e t h e r  t h e  l v s p i c e - r o s e u  

c a n  " d r i p  s u c h  a c r i d  f r a g r a n c e  / h a r d e n e d  i n  a l e a f t 1  

i t s  s c e n t  seems t o  o o z e  from i t  ( g r o t e s q u e l y ) ,  w h i l e  

s i m u l t a n e o u s l y  o c c u r s  t h e  p o s s i b i l i t y  of beads of sea- 

s p r a y ,  of s p u m e ,  f o r m i n g  o n  t h e  leaf of t h e  w i l d  rose 

a n d  d r i p p i n g  t o  t h e  g r o u n d .  A t  t h i s  j u n c t u r e  t h e  d i s t a n c e  

b e t w e e n  t h e  w i l d  rose a n d  t h e  sea seems t o  c lose ,  a n d ,  

as I s h a l l  s h o w ,  H . D O t s  s e p e r a t e  u n d e r s t a n d i n g s  of e a c h  

w o r d  of h e r  t i t l e  " S e a  Rosen a p p e a r  t o  i n t e r t w i n e .  

I h a v e  r e m a r k e d  t h a t  t h e  sea is t h e  g r o u n d  of t h e  

d i f f e r e n c e  b e t w e e n  t h e  c u l t i v a t e d  a n d  w i l d  roses of 

t h e  poem. T h e  ' sea  rose' is a t h i r d  f l o w e r  w h i c h  

mate r ia l i zes  b e t w e e n  t h e  w i l d  rose a n d  t h e  M s p i c e - r o s e . v  

I t  a p p e a r s  as a f l e e t i n g  a n d  e v a n e s c e n t  a p p a r i t i o n  

a c t u a l l y  f i g u r e d  i n  s p u m e  : 

y o u  a re  c a u g h t  i n  t h e  d r i f t .  



S t u n t e d ,  w i t h  small l ea f ,  

y o u  a re  f l u n g  o n  t h e  s a n d ,  

y o u  a re  l i f t e d  

i.n t h e  c r i s p  s a n d  

t h a t  d r i v e s  i n  t h e  w i n d .  

T h e  d r i f t i n g ,  f l i n g i n g ,  a n d  l i f t i n q  a r e  t h e  m o v e m e n t s  

t o  w h i c h  t h e  w i n d  s u b j e c t s  t h e  w i l d  rose. B u t  t h e  sea  

;].so 1 - i f t s ,  d r i f t s ,  a n d  f l i n g s  i t se l f  o n  t h c  s a n d ,  a n d  

i n  t h e  l i g h t  of t h e  e l e m e n t a l  s i g n i f i c a n c e  t h a t  t h e  

s h e l t e r e d  " s p i c e - r o s e w  g i v e s  t o  t h e  s e a ,  t h e  'sea-rose* 

becomes v i s i b l e  b r i e f l y  a n d  s u d d e n l y  as a f l o w e r i n g  o f  

t h e  sea t s  w i l d n e s s .  F o r  t h a t  i n s t a n t  when t h e  sea a n d  

t h e  w i n d b l o w n  w i l d  rose seem c a u g h t  i n  e a c h  o t h e r ,  when 

t h e  a c t u a l i t y  of t h e  f l o w e r  and t h e  o r i g i n a l .  s i g n i f i c a n c e  

of t h e  sea meet i n  a n  a p p a r i t i o n  i n  t h e  f o a m ,  t h e  p e r -  

s p e c t i v e s  o f  t h e  poem c h a n g e .  T h e  ' sea  rose9 d o e s  n o t  

a p p e a r  i n  t h e  same g e o g r a p h i c  r a n g e  as  t h e  c o n t r a s t e d  

w i l d  a n d  c u l t i v a t e d  roses. R a t h e r ,  i t  s u b l i . m a t e s  t h i s  

r a n g e ,  r i s i n g  s u d d e n l y  as  t h e  sea b u r s t i n g  i n t o  H . D . * s  

r e l a t i o n  of roses, a n d  e n t e r i n g  h e r  v o c a b u l a r y  of f l o w e r s  

i n  t h e  w o r d s  f f w e t l t  a n d  " d r i p . "  T h e  'sea rose, '  t h e r e f o r e ,  

does n o t  e n t e r  t h e  poem as a p a r t i c u l a r  f l o w e r  t o  be 

named o r  d e s c r i b e d  l i k e  e i t h e r  t h e  w i l d  o r  t h e  c u l t i v a t e d  

roses. I t  is  a n  a p p a r i t i o n  e n g e n d e r e d  i n  t h e  Foam by  t h e  

r e l a t i o n a l  a c t i v i t y  o f  t h e  poem i t s e l f :  a m a t e r i a l i z i n q  

o f  p o e t i c  a c t i v i t y .  T h e  *sea rose' is  v i s i b l e  a s  t h e  



f l o w e r i n g  of t h e  s ea t s  w i l d n e s s ,  b u t  i t  i s  a c t u a l  a s  

t h e  f l o w e r i n g  of t h e  poem c a l l e d  " S e a  Rose."  By b r i n g i n g  

t h e  sea t o  f l o w e r  w i t h i n  H . D . ' s  r e l a t i o n  of r o s e s , " S e a  

Roser1 restores a s y m b o l i c  u n d e r s t a n d i n g  of love a n d  

d i v i n i t y  ( A p h r o d i t e  of t h e  sea i n c o r p o r a t e s  t h e  g r o t e s q u e  

s e x u a l i t y  of t h e  poem)  t o  t h e  f l o w e r  w h i c h  it h a s  j u s t  

s t r i p p e d  of received s y m b o l i c  a s s o c i a t i o n .  T h i s  i s  n o t  

t o  s a y  t h a t  H.D. e x c h a n g e s  o n e  s y m b o l i s m  f o r  a n o t h e r ,  

H e r  c o n c e r n  is  t o  p e n e t r a t e  s y m b o l i s m  i n  o r d e r  t o  e x p l o r e  

t h e  e x p e r i e n t i a l  g r o u n d  o n  w h i c h  s y m b o l i c  t r a d i t i o n  i s  

p e r p e t u a t e d .  I n  order t o  d e s c r i b e  t h e  l i n g u i s t i c  n a t u r e  

of t h i s  e x p e r i e n t i a l  g r o u n d ,  i n  o r d e r  t o  e s t a b l i s h  t h e  

r e a l i t y  o f  t h i s  h a u n t i n g  a p p a r i t i o n  of a f l o w e r ,  I f i n d  

i t  n e c e s s a r y  t o  g o  b a c k  t o  H.D. ' s  e v a l u a t i o n  of t h e  t w o  

r o s e s ,  a n d  t o  a p p r o a c h  o n c e  a g a i n  t h e  s u d d e n  a p p e a r a n c e  

of t h e  'sea rose.' 

By p l a c i n g  n a t u r e  a n d  c u l t u r e  i n  p o l a r  r e l a t i o n  a n d  

r e v e a l i n g  h e r  p r e f e r e n c e  f o r  t h e  w i l d n e s s  of n a t u r e  H.D. 

i n t r o d u c e s  w h a t  w i l l  r e m a i n  a f u n d a m e n t a l  c h a r a c t e r i s t i c  

o f  h e r  w o r k .  And y e t  "Sea RoseH is  n o t  m e r e l y  a p o e t i c  

r e n d e r i n g  of t h i s  p o l a r i t y  w i t h  r e f e r e n c e  t o  t w o  roses. 

T h e  poem resists  a n y  a t t e m p t  t o  r e d u c e  i t s  a c t i v i t y  t o  

a field of r e f e r e n c e ,  t o  w h a t e v e r  H.D. m i g h t  be t h i n k i n g  

a h o u t  two roses. I t  is  t h e  s u d d e n  a p p e a r a n c e  of t h e  ' sea - 
rose, '  t h e  f a c t  t h a t  t h e  sea p o u r s  ( t h r o u g h  t h e  w o r d s  " w e t v  

a n d  " d r i p " )  i n t o  H .D . ' s  r e l a t i o n  of roses, t h c r c b y  c l o s i n g  



t h e  d i s t a n c e  b e t w e e n  t h e  w i l d  rose a n d  i t s e l f ,  t h a t  

r e f u s e s  t h i s  r e d u c t i o n .  What  i s  t h e  r e f e r e n c e  of t h e  

, sea  rose'? Can  i t s  a p p e a r a n c e ,  f l e e t i n g  as i t  i s ,  be 

a c c o u n t e d  f o r  w i t h i n  t h e  l o g i c  of a p r o s e  p a r a p h r a s e ?  

I a n s w e r  no.  A g a i n s t  t h i s  a n s w e r  i t  m i g h t  be c l a i m e d  

t h a t  H.D. w r o t e  t h e  poem h a v i n g  s e e n  foam from a 

b r e a k i n g  wave c a s t  u p  i n  t h e  s h a p e  of a rose. B u t  t h i s  

i s  a b s u r d l y  l i t e r a l ,  a n d  t h e  p r e s e n t a t i o n  of t h e  ' sea  

rose1 i s  n o t  of t h i s  k i n d .  It is  t h e  r e l a t i o n a l  a c t i v i t y  

of t h e  poem t h a t  b r i n g s  t t sea1l  a n d  ttrosew t o g e t h e r  a n d  
@ 

p r o m p t s  t h e  r e a d e r  t o  i m a g i n e '  t h e m  a c t u a l l y  i n t e r f u s e d  

t h e  d r i f t i n g ,  l i f t i n g ,  a n d  f l i n g i n g  of foam a n d  

f l o w e r .  I n  t h i s  s e n s e  t h e  w r i t i n g  of t h e  poem p r e c e d e s  

t h e  i m a g e  w h i c h  i t  o c c a s i o n s ,  a n d  a n y  claim t h a t  t h e  

poem l ies  i n  m i m e t i c  r e l a t i o n  t o  a f i e l d  of r e f e r e n c e  

( l o c a t e d  s o m e w h e r e  i n  H . D . ' s  p r e v i o u s  e x p e r i e n c e )  w i l l .  

c o n s e q u e n t l y  be h a r d  p u t  t o  s u r v i v e  t h e  s u d d e n  a n d  

p o e t i c a l l y  e n g e n d e r e d  a p p e a r a n c e  of t h e  'sea rose.' 

T h e  f a c t  t h a t  t h e  r e l a t i o n a l  a c t i v i t y  of t h e  p o e m ' s  

w o r d s  p r e c e d e s  t h e  i m a g e  i n  w h i c h  sea a n d  rose i n t e r m i n g l e  

h a s  i m p o r t a n t  b e a r i n g  o n  t h e  q u e s t i o n  how H.D. h e r s e l f  

i s  d i s p o s e d  i n  r e l a t i o n  t o  h e r  w r i t i n g .  F o r  i f  t h e r e  

is n o  s e p a r a b l e  f i e l d  of r e f e r e n c e  d e f i n i n g  t h e  p o e m ' s  

a r t i c u l a t i o n ,  t h e n  t h e r e  c a n n o t  e i t h e r  be a s e p e r a b l e  

p o s i t i o n  of s e l f h o o d  o r  s e l f - a w a r e n e s s  from w h i c h  I-I.D. 

P r e s i d e s  a n d  t h i n k s  o v e r  t h e  d e v e l o p m e n t  of h c r  t e x t .  



~f t h e  r e l a t i o n a l  a c t i v i t y  of t h e  t e x t  is c r e a t i v e  of 

i m a g e s  i n  w h i c h  H . D . ' s  t h o u g h t  a n d  t h e  w o r l d  a p p e a r  

i n t e r m i n g l e d ,  t h e n  H . D . ' s  s e l f h o o d  m u s t  a l s o  be c o n -  

s t i t u t e d  i n  t h e  t e x t ,  a n d  h e r  p o s i t i o n  i n  r e l a t i o n  

t o  t h e  t ~ r i t i n g  be s h i f t e d  b y  e a c h  w o r d  as  i t  i s  w r i t t e n .  

S o ,  u n l i k e  many of t h e  " I m a g i s t e n  poems  w r i t t e n  

b o t h  b y  H.D. h e r s e l f  a n d  o t h e r s  of t h a t  s c h o o l ,  "Sea 

Rose"  i s  n o t  a poem w h i c h  c a n  be u n d e r s t o o d  s o l e l y  i n  

terms of a n  o c c a s i o n i n g  e x p e r i e n c e  t o  w h i c h  t h e  w r i t e r  

makes  d e l i b e r a t e d  r e f e r e n c e .  S o m e t h i n g  e lse  i s  i n v o l v e d ,  

a n d  i t  d r a w s  w r i t i n q  a n d  e x p e r i e n c e ,  t e x t  a n d  w o r l d ,  s o  

c l o s e  t o g e t h e r  t h a t  i t  becomes i m p o s s i b l e  t o  tcll t-.hern 

a p a r t .  T h e  s u t f t l c n  a p p e a r a n c e  of the ' s e a  rosc '  bea r s  

w i t n e s s  t o  the o p e r a t i o n a l  n a t u r e  of l a n g u a g e ;  i t  i n -  

s i s t s  t h a t  t o  w r i t e  i s  t o  r ea l i ze  f a r  m o r e  n e c e s s a r i l y  

t h a n  i t  i s  t o  r e c o r d ,  a n d  t h a t  t h e  r e l a t i o n a l  a c t i v i t y  

OF w o r d s  i n  a  poem i s  a c t u a l l y  p r o d u c t i v e  of c o n s c i o u s n e s ~ ,  

o f  a c o n s c i o u s n e s s  w h i c h  f o l l o w s  f r o m  t h e  w r i t i n q  of 

w o r d s  a n d  n o t  vice-versa. 

I i n t r o d u c e d  t h i s  d i s c u s s i o n  of " S e a  R o s e f f  b y  r e m a r k i n g  

t h a t  t h e  poem o p e n s  H . D . ' s  work .  What  i t  o p e n s  is  t h e  

f i e l d  of t h e  w o r k :  a f i e l d  w i t h i n  w h i c h  w r i t i n q  r e v e s l s  - 
t h o u g h t  a n d  w o r l d  t o  be i n t e r w o v e n  i n  a " s u b t l e  inter- 

r e l a t e d n e s s M  w h i c h  t h i s  t h e s i s  w i l l  a t t e m p t  t o  describe. 

T h e  ' sea rose' f l o w e r s  i n  t h i s  f i e l d ,  a n d  o n c e  t h e  f i c l d  

i s  u n d e r s t o o d  a p p e a r s  f a r  more s u b s t a n t i a l  t h a n  g h o s t l y .  



F o r  a l t h o u g h  i t  is a n  a p p a r i t i o n a l  f l o w e r  as i t  a p p e a r s  

f i g u r e d  i n  foam, t h e  'sea rose' is  s u b s t a n t i a t e d  t o  t h e  

e x t e n t  t h a t  i t  is  i n f o r m e d  b y  H . D , ' s  k n o w l e d g e  of t h e  

word " rosemary . "  

The h e r b  r o s e m a r y ,  a l s o  known as t f s e a - r o s e m a r y w  

when i t  g r o w s  a l o n g  t h e  coast ,  t a k e s  i t s  name f r o m  t h e  

L a t i n  w o r d s  ros  a n d  maris. I n  a much l a t e r  poem e n t i t l e d  - - 
"Rosemaryw H.D. t r a n s l a t e s  "ros maris" as "dew of t h e  -- 
s e a . ~ ~  Spume m i g h t  w e l l  be c o n s i d e r e d  "dew of t h e  sea," 

a n d  i t  i s  i n  spume t h a t  t h e  'sea rose* a p p e a r s .  Sub- 

s t a n t i a l l y  t h e n ,  t h e  'sea rose' is t h e  a p p e a r a n c e  

o f  a rhyme w h i c h  moves from E n g l i s h  t o  L a t i n ,  f r o m  

'rose' t o  E, a n d  y e t  r e m a i n s  w i t h i n  t h e  p h e n o m e n o l o g y  

p r o p e r  t o  t h e  t w o  E n g l i s h  n o u n s  of t h e  t i t l e  " S e a  Rose.1t 

The 'sea rose' a p p e a r s  i n  a f i e l d  w h e r e ,  as C l a u d e 1  

has s a i d ,  "the e y e   listen^.^ T h a t  t h e  e y e  d o e s  s o  

s i g n i f i e s ,  as  L y o t a r d  h a s  a d d e d  t o  C l a u d e l t s  r e m a r k ,  

t h a t  i n  t h i s  f i e l d  " t h e  v i s i b l e  is r e a d a b l e ,  a u d i b l e ,  

The r h y m i n g  of 'rose' a n d  E, t h e  m u t u a l i t y  of 

t h e  names " S e a  Rosew a n d  "Rosemaryw ( a n d  p e r h a p s  a l s o  

t h e  p o s s i b i l i t y  o f  eros w i t h i n  t h e  l e t te rs  o f  ' r o s e ' ) ,  - 
are  i m p l i c i t  i n  t h e  a c t i v i t y  of H , D . ' s  poem, I n d e e d ,  

t h e y  t e n d  t o  r e a l i z e  t h i s  a c t i v i t y  w h i c h  is l i k e l y  t o  

seem t r i t e ,  c o n t r i v e d ,  a n d  w h i m s i c a l  f o r  as  l o n g  as it 



depends upon the reader's willingness to imagine a 

referent occasion in which H.D. saw a rose outlined in 

flying spume. But in what reality do they declare the 

poem participant? What is the reality of this hidden 

rhyme (rose / ros / eros) which materializes so sud- 
denly? Both questions lead in the direction of Aphrodite, 

for it is in the cult of Aphrodite, the reality specific 

to the goddess, that one would expect to find sea and 

rose together with sexuality. In Meleager, whose poems 

Richard Aldington (H.D.'s husband) was translating during 

the same years as H.D. was writing Sea Garden, one reads 

of both the "sea of Aphrodite" (the ocean, but also, as 

p?eleagerls poets leave no doubt, the correspondingly 

turbulent motions of the lovemaker) and "the amorous 

In "Sea Rose," then, F1.D. articulates the reality 

of Aphrodite: a reality in which sexuality, sea, and 

rose are interwoven; a reality, that is to say, in 

which thought, desire, and world are "subtly inter- 

related." Considering that words, and especially nouns 

(H.D. is, par excellence,a poet of the noun), also 

articulate an inter-relation of thought, desire, and 

world, one can recognize an identity between the 

cxpericnce -- worldly as it appears to be -- which 
NOD. declares as t h e  n a t u r e  of Aphrodite and the 



experience of language as it takes place in a poetic 

text. Aphrodite is articulated among words, and she 

shares her condition with them, I will have occasion 

to consider this link between text and goddess more 

closely with regard to Artemis, 

In "Sea Rosew H.D. shows writing to be an act of 

realization, of practical consciousness, in which the 

intelligible, to revert to Lyotardts phrase, becomes 

visible, As such an act, writing constitutes a thought- 

ful reality which cannot be understood positivistically, 

and which defies the *subjective* / 'objective* distinction 

fundamental to mechanistic and empiricist thought (in 

relation to which, not suprisingly, language assumes 

the character of a 'problem*), It is the fact that she 

understands writing to be a process in which thought is 

realized and in which the experience of self is con- 

stituted that makes HOD. a modernist writer. 
8 

Having recognized this, however, one must go on 

to recognize that the modernist textuality of "Sea 

Rosew complicates the relation between nature and 

culture which HOD, articulates by contrasting the 

cultivated and wild roses. How can H.D. uphold her 

stated preference for the wild and at the same time 

use the relation of roses within which this preference 



is  d e c l - a r e d  i n  o r d e r  t o  c u l t i v a t e  t h e  w i l d n e s s  of t h e  

s e a ?  O n c e  a s k e d  w i t h  r e f e r e n c e  t o  " S e a  Rose,tv t h i s  

n ~ : c s t  Lon r e v e r b e r a t e s  t h r o u g h o u t  t h e  res t  o f  Sea G a r d e n  

-- t h e  t i t l e  of t h e  b o o k  s u g a e s t s  t h a t  a l l  t h e  w r i t i n g  

w i t h i n  it i s  a c u l t i v a t i o n  of t h e  sea -- a n d  t h e n  se t t les  

down a t  t h e  h e a r t  of H . D . l s  work .  W r i t i n g  is a c u l t u r a l  

a c t i v i t y ,  a n d  a s  s u c h  i t  c a n  h a r d l y  s e r v e  as t h e  medium 

t h r o u g h  w h i c h  a n a i v e  n a t u r a l . i s r n  f i n d s  e x p r e s s i o n .  A s  

I i n t e n d  t o  s h o w ,  i t  i s  l - l r D . ' ~  a b a n d o n m e n t  of n a i v e  

n a t u r a l i s m  w h i c h  a c c o u n t s  f o r  t h e  d i f f e r e n c e  b e t w e e n  

h e r  e a r l y  l l I m a g i s m e l l  a n d  t h e  poems s h e  w r o t e  i n  t h e  

1 3 2 0 s  and c o l l - e c t e d  i n  Red Roses F o r  B r o n z e  ( 1 9 3 1 ) .  

By t h e  t i m e  s h e  w r o t e  t h e s e  l a t e r  poems  H.D. w a s  d e s c r i b i n g  

t h e  u n c o n s c i o t ~ s  as a n  o c e a n ,  a n d  i n  d u e  t i m e  I s h a l l  show 

t h a t  i n  a r a d i c a l l y  d i f f e r e n t  s e n s e  t h e y  t o o  a re  

9 
c u l t i v a t i o n s  o f  t h e  sea. 



I1 ESTRANGEMENT, MEDIATION, REPRESSION, AND THE SELF, 

" , . . as t h e r e  i s  n o  o t h e r  c o n c e i v a b l e  

i n s i d e  t h a n  t h e  i m a g i n a r y  o n e ,  t h e r e  c a n  

be n o  o t h e r  c o n c e i v a b l e  movement t o  t h i s  

i n s i d e . "  --Roy S c h a f e r ,  10 

C o n s i d e r e d  as a w h o l e  S e a  G a r d e n  s h o w s  H.D. t o  be 

c a u g h t  i n  o s c i l l a t i o n s  w h i c h  c a n ,  I t h i n k ,  best be 

u n d e r s t o o d  a s  o c c u r r i n g  b e t w e e n  t w o  i n c o n g r u o u s  

e x p e r i e n c e s  o f  s e l f h o o d ,  I n  " S e a  R o s e w  H O D .  r e v e a l s  

t h a t  w r i t i n g  i s  c a p a b l e  of r e a l i z i n g  t h o u g h t ,  of c r e a t i n g  

c o n s c i o u s n e s s  r a t h e r  t h a n  f o l l o w i n g  m i m e t i c a l l y  f r o m  i t ,  

By s u r r e n d e r i n g  h e r s e l f  t o  t h e  m u l t i p l e  a n d  d i v e r s i f y i n g  

o p e r a t i o n s  o f  h e r  t e x t  s h e  e n g e n d e r s  a n  e x p e r i e n c e  of 

s e l f h o o d  w h i c h  is  n o t  d e f i n e d  as m o n a d i c  a n d  d i s t i n c t  

from t h e  l a n g u a g e  i n  w h i c h  i t  is a r t i c u l a t e d ,  T h i s  

i n t r o d u c e s  m o r e  t h a n  t h e  l i t e r a r y  q u e s t i o n  o f  a u t h o r i a l  

s t a n c e  i n  r e l a t i o n  t o  t e x t ,  F o r  i n  t h e  same way t h a t  

l a n g u a g e  is c o m m e n s u r a t e  w i t h  t h e  r e a l  H.D. ' s  s t a n c e  

i n  r e l a t i o n  t o  h e r  t e x t  i s  c o m m e n s u r a t e  w i t h  h e r  b e a r i n g  

i n  r e l a t i o n  t o  t h e  s o c i a l  r e a l i t y  of h e r  e x p e r i e n c e  i n  

t h e  w o r l d ,  "Sea  R ~ s e , ~ ~  t h e r e f o r e ,  p o i n t s  t o  a n  u n d e r -  

s t a n d i n g  i n  w h i c h  t h e  s e l f  i s  r e c o g n i z e d  as b e i n g  i n -  

v o l v e d ,  a n d  i n d e e d  c o - f o u n d e d  w i t h  t h e  real,  I n  d o i n g  

s o  it s i g n a l s  way b e y o n d  much of t h e  b o o k  w h i c h  i t  o p e n s ,  

F o r  a l a r g e  p a r t  of S e a  G a r d e n  s u g g e s t s  t h a t  a f e e l i n g  

o f  e s t r a n g e m e n t  from t h e  r e a l  d o m i n a t e d  H,D,*s l i f e  



during the years in which she wrote the book. Within 

this estrangement H.D. withdraws, like the shell-fish 

of "The Walls Do Not Fall" ("my shell-jaws snap shutv), 11 

into a selfhood which she defends as being monadic and 

distinct not only from her social environment but also 

from the words which she spits out in contempt for the 

world. I shall try to show that H.D.ls estrangement 

occurs in mutually affirmative relation with certain 

aspects of her earliest poetic, and thereby to establish 

that H.D. had to change the perspectives of her work 

before she could explore the area opened up in "Sea Rose." 

I shall begin by carrying the two understandings of self- 

hood which I have just outlined through the defining 

transformations of a discussion which begins with a pas- 

sage quoted from "The Gift," one of the longer poems in 

Sea Garden: 

Life is a scavenger's pit - I escape - 
I only, rejecting it, 

lying here on this couch. 12 

It is hard to think that H.D. did not know the madness 

of the circle which she tries to draw closed around herself 

with this outright expression of disgust. But she 

made the attempt and recorded it in her work. So t h c r c  

she can be seen to 1 i.e--ftII.D., Imacjiste,tl as [.:zra l'ouncl 

had named her--reduced to an exacerbated state oF 

interiority, giving solipsistic voice to ideas of impossible 



rejection and escape: ready, one might think, for 

the first in a whole series of psychoanalysts she was 

to consult in later years. One couch leads to another 

in a succession which hardly bears thinking about. 

The passage from "The GiftTT shows HOD, caught 

in a fated and impossible attempt to define herself 

against life. The lTIw she proposes i.s more like a 

gnostic spirit -- a fragment of divine light fallen 
into the intolerably base darkness of earthly matter 

-- than a psyche in Freud's sense of the word. It is 

UNITARY, a monadic who1.e distinct from experience, 

and as such unlike the Freudian psyche which, throughout 

the different forms in which Freud projects it, remains 

a relational ensemble which is UNIFIED within the 

experience of 1 iving. 

The difference between the unitary and unified 

conceptions of self can usefully be correlated with 

the looser terms of a passage from a book that H,D.  

is most Xi-kely to have read, William James1 The - 
Varieties of Reliqious Experience (1902) .  In a chapter 

entitled "The Sick Souln James writes: 

There are people for whom evil means only a 

maladjustment with things, a wrong correspondence 

of onels life with the environment, Such evil 

as this'is curable, in principle at least, upon 

the natural plane, for merely by modifying 

either the self or the things, or both at 

once, the two terms may be made to fit, and all 



go happily as a marriage bell again, 

But there are others for whom evil is no 

mere relation of the subject to particular 

outer th?ngs, but something radical and general, 

a wronqness or vice in his essential nature, 

which no alteration of the environment, or 

any superficial rearrangement of the inner 

self can cure, but which requires a super- 

natural remedy, 13 

James names the first type of person "healthy-mindedu 

and describes the second as one afflicted with a lfsick 

soulefl The "sick soulf1 seeks life not correlated 

with deathv (which amounts to saying that it seeks a 

life which is not life: "Life is a scavenger's pit.ff), 

and has, therefore, an inevitable tendency towards both 

solipsism and metaphysics, l4 Although James9 distinction 

is problematic (how, for example, does one deriv'e a 

theory of psychological types without considering people 

in their social relations?) it is useful for the light 

which it sheds on the different tendencies revealed 

in Sea Garden. The lfhealthy-mindedw self is relational 

(~ames speaks of its wpluralismfl), and its sickness follows 

from misalignment in its relationality: misalignment 

which can --"in principle at leastff-- be straightened 

out here on earth. Being relational the "healthy-mindedw 

self is like the Freudian psyche which is unified in the 

living, and which could therefore never declarc itself 



apart from, let alone at war with, life. For the "sick 

soul,w alternatively, evil is not a matter of relation 

or alignment, It is life itself: life which like 

language in the diversity of its experience threatens 

to disintegrate the unitary (,James uses this word, also 

llmoni~m")~~ self, thereby forcing it to interiorize away 

from experience, and to declare its allegiance with a 

transcendant - if not necessarily gnostic - alterity. 
Even at the furthest extent of its aversion the 

"sick souln remains imbedded in the real where it finds 

its origin, and which it exteriorizes as it turns away 

into interiorized and distinct unitariness, The sickness 

of the "sick soulw therefore becomes apparent in the world 

which dies as life is withdrawn from it, In averting 

itself, the "sick soulw turns the real into a pregiven 

arena within which it is confined to a smotheringly 

constrained life. Considering that freedom from this 

constraint can only be achieved in death, the "sick 

souln barters death against life in order to secure 

its own distinctness. In due time I shall show that 

Sea Garden records H,D,'s interest in this barter, 

Presently, it is sufficient to recognize a correspondcnce 

between the idea of the real as a constraining a n d  pre- 

given arena and the idea of life as a llscavcngerls 

pit," 

1l.D.'~ work in general, and Sea Garden .in particular, 



records her oscillation between two experiences 

of selfhood like those which I have just described, 

and the degree of her estrangement can be measured 

by the extent to which she turns, like the "sick soulll 

against experience and towards a compensatory mysticism. 

Because H.D.*s mysticism generally goes hand in hand 

with her estrangement I will not discuss it on its 

own terms. Having said this, however, it i s  not 

possible to pass on to an entirely different discussion. 

There are two reasons for this. The first is that I-1.D. 

herself never makes more than an uneasy truce wi-th the 

tfsick soulf1 and its attendant mysticism. The "sick 

soulw haunts her work as the spectre which the work 

struggles to lay. The second reason is that the averted 

and unitary self experience which James calls "the 

sick soultf can only be dismissed as simply erroneous 

from a dangerously abstract intellectual position. 

For while it may truthfully be said that the 

self is neither monadic nor unitary in its construction, 

there do come times when the experience of selfhood 

as monadic and distinct must be allowed all the reality 

it would claim. Otherwise the act of dismissing the 

"sick soul'st1 averted unitariness as a solipsistic 

delusion will necessarily imply a surrender of self 

to the real which may actually be highly prob1emati.c: 

there may actually he somethtng fundamentally wrong 



with it. No doubt the averted unitary self does lie 

at the heart of voyeurism -- that stylized attempt to 
uphold a selfish innocence in the midst of what is pcr- 

ceived as a fallen world. But aversion and the experience 

in which the self is declared as distinct also provide 

the position from which critical perspectives onto the 

real may bc established, and which is necessary if 

desire for freedom is to survive untwisted throuqh times 

in which the real embodies the oppressive sickness of a 

diseased society and civilisation. 16 Those early years 

of the First World War through which H.D. lived in L,ondon 

constituted one such time in her experience. 

It is important to remember that it is '% not H . D .  

who proposes the unitary and unified conceptions of 

self as symmetrical alternatives which may help map 

I!.D.*s oscillation. For it is certain that thc 

oscillation in which H.D. is caught, and into wl~ich 

Sea Garden plunqes its reader, would bc interminable 

if it took place between symmetrical alternatives. 

In fact H.D.'s experience combined elements of both, 

and the combination which eventually stabil-izes her 

is witnessed by the basic condition of the lyric. 

The lyric writer seeks to articulate a specificity 

within the cnllectivity of lanquage. Thc lyric, thcre- 

fore i.s both p r i v a t e  and collective, hot11 5 inqular 

(if not monatl i c ) a n d  pllira 1 i 11 its harmon i c- cxpl-c:::r; i on. 



More precisely, the lyric articulates the personal 

within collective understanding, singularity within 

plurality, thereby suggesting that the writer's self- 

hood is established at a level which includes the 

social collectivity of experience before he or she 

enters the interior experience of singulzrity. It 

is when H.D. forgets (or represses the fact) that 

collectivity is the stuff of which her 'individual1 

u ~ l d e r s  tand inq and experience consist that her dec ire 

for freedom sours into shrill hatred and contempt, and 

her words, so quick and resonant in "Sea Rose," fall 

dead and disowned onto the page, as in the passaqc 

from "The Gift." 

The difference between the estranged experience 

of the passage from IIThe Gift" and the self constituting 

experience of "Sea Rosew can be carried over into a 

discussion of consciousness which (like selfhood) 

Sea Garden proposes be understood in two distinct 

ways. First, consciousness can be considered a 

present practice which integrates the psychic and 

the external, thereby constituting the real and the 

(unified) self together. (With particular regard to 

Sea Garden it is useful to note that this understanding 

is amenable to the idea that there can be immediate 

consciousness in which the real and the self are ex- 

perienced as being co-founded -- a consciousness in which 



t h e  p s y c h i c  a n d  t h e  e x t e r n a l  a r e  i n t e g r a t e d  w i t h i n  t h e  

b a s i c a l l y  r e l i g i o u s  terms of w h a t ,  i n  my d i s c u s s i o n  o f  

" S e a  R o s e , "  I c a l l e d  ' n a i v e  n a t u r a l i s m . ' )  S e c o n d l y ,  

c o n s c i o u s n e s s  c a n  be t h o u g h t  as ( p e r h a p s  i n f e r n a l )  

m e d i a t i o n  b e t w e e n  t h e  l i n d i v i d u a l l  ( u n i t a r y )  a n d  

a l r e a d y  c o n s t i t u t e d  self a n d  t h e  w o r l d  e x p e r i e n c e d  as 

p r e g i v e n ,  as a l r e a d y  w o r k e d  a n d  r e a l i z e d ,  y e t  e x t e r i o r  

t o  t h e  self .  Here a g a i n  o n e  c a n n o t  p r e s u m e  t o  c h o o s e  

b e t w e e n  t h e  t w o  u n d e r s t a n d i n g s .  F o r  a l t h o u g h  t h e  s e c o n d  

is  d o u b t l e s s  t h e  more n e u r o t i c a l l y  i n c l i n e d  c o n s c i o u s n e s s ,  

i t  i s  a l s o  t h e  o n l y  o n e  ( w i t h i n  t h e  f r a m e w o r k  t h a t  Sea - 
G a r d e n  p r o p o s e s )  w h i c h  t a k e s  a c c o u n t  of t h e  fact t h a t  

much of o u r  c o n s c i o u s n e s s  i s  of a w o r l d  w h i c h  i s  p r e s e n t e d  

as  b e i n g  o u t s i d e  o u r s e l v e s ,  a n d  y e t  a l r e a d y  w o r k e d .  W e  

l i v e ,  f o r  e x a m p l e ,  i n  c i t i e s  b u i l t  b y  t h e  d e a d  ( i f  n o t  

i n  " s c a v e n g e r ' s  p i t s n )  a n d  b o t h  w i t h i n  a n d  w i t h o u t  t h e m  

we e x p e r i e n c e  o u r s e l v e s  a s  b e i n g  i n  a n  a l r e a d y  c o n s t i t u t e d  

w o r l d .  T h e  f a c t  t h a t  s o  much of o u r  c o n s c i o u s n e s s  i s  

of t h e  p r e g i v e n  l e a d s  t o  t h e  c o n c l u s i o n  t h a t  t h e  c o n d i t i o n s  

u n d e r  w h i c h  i m m e d i a t e  n a t u r a l i s t i c  c o n s c i o u s n e s s  c a n  

e x i s t  are v e r y  much d e t e r m i n e d  p r i o r  t o  t h e  e v e n t .  Sea - 
G a r d e n  w i t n e s s e s  t h e  h i g h  d e g r e e  of H.Dals c o n c e r n  

w i t h  t h i s  d e t e r m i n a t i o n .  

f4.D. l s  e a r l  iest  a n d  most s p e c i f i c a l l y  " I m a q i s t e "  

poems w o r k  a s  t h e y  r e c o r d  momen t s  o f  w h a t  is p r e s e n t e d  

a s  i m m e d i a t e  n a t u r a l  i s t  i.c c o n s c i o u s n c s : ;  s u c h  a:; I hsvc .  



been describing. "Sea Violetf1 and llStorm, l1 for example, 

work at a confluence H.D. discovers between herself and 

something exterior in sudden moments of recognition. 

"Sea Violetu records a nocturnal encounter with a wild 

violet growing in dunes near the shoreline. H.D. 

recognizes fire in starlight glistening on the frost 

covered flower, and in the act of recognition completes 

an elemental continuum which, we are to suppose, enfolds 

her and the violet together: she brings fire to the shore- 

line where the other three (Greek) elements already meet. 18 

In nStormll HOD. watches a leaf caught in the wild turmoil 

of storm, As can be gathered elsewhere in Sea Garden, 

H.D. associates the wind (which in Sea Garden always 

rises from the sea) with a liberating and libidinal 

divinity which she experienced as being concretized as 

the ocean. As the leaf falls towards the ground H.D. 

catches it up in her recognition of a likeness between 

its falling and the way a stone might sink in water. 

Caught in the recognition, and thus (as we are to 

suppose) momentarily continuous with H. D. *s thought, 

the Leaf transforms and "sinksu as a "green stone. ,, I!3 

Although these poems are in no sense as wild, 

immediate, and natural in their occasioning moments 

as H.D. seems to consider them, they do stand as evanescent 



light glimrnerings in relation to the murky void of 

H.D.1.s disgust and estrangement. I will have more to 

say about this in due time when I attempt to show how 

specifically these poems amonq others of H.D.'s vImagisten 

lyrics are predicated upon estrangement. Suffice it 

now to say that the contrasting relation between the 

deliberate beauty of H.D.'s vImagistelf poems and the 

estranged disgust evident elsewhere in Sea Garden is 

central to her early work, and that it cannot be 

treated as if it were accidental. Initially, at least, 

this relation can be understood in the liqht 01 my dis- 

cussion of consciousness. 

That activity of consciousness which mediates bet- 

ween the self experienced as distinct and the world 

experienced as already constituted and pregiven determines 

the range (once again one might, from an estranged point 

of view, think of a confining arena -- a flscavenger's 
pit") in which immediacy can exist. How is this deter- 

mination evident in H.D.'s wImagistew lyrics? It is 

evident in their evanescent brevity -- their momentariness 
-- and in the suddenness of the recoqnitions which thcy 
record. The poems have all the abruptness of inter- 

ruptions, and what they interrupt is the tedious 

monologue with which a distinctly estranged H.D. tries 

to distance an already established world which she finds 



d e s p i c a b l e .  

It seems t h a t  H O D .  c o n s i d e r e d  t h e  i m m e d i a t e  

n a t u r a l i s t i c  c o n s c i o u s n e s s  w h i c h  p r o v i d e d  t h e  o c c a s i o n s  

of many of h e r  " I m a g i s t e l f  l y r i c s  t o  o c c u r  w i t h i n  t h e  

b o u n d s  o f  m e d i a t e  c o n s c i o u s n e s s  r a t h e r  as a w i l d  f l o w e r i n g  

p l a n t  m i g h t  b r e a k  t h r o u g h  c r a c k s  i n  c i t y  c o n c r e t e .  Many 

of t h e  e a r l y  I t I m a g i s t e t f  l y r i c s  record e n c o u n t e r s  w i t h  w i l d  

f l o w e r s ,  a n d  H.D. o p p o s e s  t h e m  a l l  t o  h e r  e s t r a n g e d  

e x p e r i e n c e  o f  l i f e  w i t h i n  p r e - w a r  a n d  e a r l y  w a r t i m e  

London .  H . D . ' s  e v i d e n t ,  a n d  r a t h e r  s i m p l i s t i c ,  c o n -  

v i c t i o n  w a s  t h a t  t h e  n a t u r a l  s t a n d s  p r i o r  t o  m e d i a t i o n :  

t h e  w i l d  f l o w e r ,  a c c o r d i n g  t o  t h i s  v i e w ,  h a s  a p r i m o r d i a l  

r i g h t  t o  t h e  p l a c e  i n  w h i c h  i t  g r o w s ,  e v e n  t h o u g h  t h a t  

p l a c e  h a s  b e e n  u s u r p e d  b y  t h e  c i t y .  I n  S e a  G a r d e n  

H.D. p r e s e n t s  t h e  c i t y  as  a s p e c i f i c  a r t i c u l a t i o n  of 

t h e  p r e g i v e n  i n  e x p e r i e n c e  ( s e e  " C i t i e s , "  "The  G i f t , "  

a n d  "The  Wind S l e e p e r s w )  ,20 t h e  p r e g i v e n  w h i c h  declares 

c o n s c i o u s n e s s  mediate a n d  t h e r e b y  c o m p r o m i s e s  desire. 

B u t  e v e n  t h o u g h  o n e  of t h e  f u n d a m e n t a l .  terms of 

S e a  G a r d e n  is  o p p o s i t i o n  b e t w e e n  n a t u r e  a n d  c u l t u r e ,  

t h i s  o p p o s i t i o n  d o e s  n o t  h o l d  u p  as t h e  s i m p l e  p o l a r i t y  

b e t w e e n  c i t y  a n d  c o u n t r y  t h r o u g h  w h i c h  H.D. a r t i c u l a t e s  

it.*' What  H.D. s e e k s  i n  t h e  w i l d  o u t s i d e  t h e  c i t y  i s  

n o t  p r i m a r i l y  s u n s h i n e  a n d  p a s t o r a l  b e a u t y .  I t  i s  

freedom, l i b e r a t i o n  a n d  release t h a t  s h e  c r a v e s :  freedom 



which she proposes as being manifest in the instantaneous, 

immediate, and (to her) libidinal fluidity of the sea; 

liberation and release from the perpetual mediation of 

her desires which she identifies as coming with the 

pregiven nature of city life. In large part, then, 

the difference between nature and culture is presented 

as the difference between immediate and mediate con- 

sciousness. But while it is easy to understand how 

the real within the city might be experienced as being 

so mediated as to estrange the self, what is less clear 

is how wild nature can be experienced immediately. For 

it too is already there, already determined, and in 

this sense also pregiven. 

Sea Garden records HoDo's reluctant realization 

that the world in its material nature is not translucent 

onto a divinity identical with her own desire and thought. 

Meaning is not to be discovered in those rare moments 

when a tawdry experience seems to quicken, for the very 

notion of discovery implies a validation of the terrain 

to be explored: in this case a validation of the 

ideological way in which reality is socially understood. 

Considering that HODo found the collective understanding 

in which she lived so completely stifling, it is 

fair to identify the freedom that may, so momentarily, 

be discovered with the freedom that the prisoner sees 



from h i s  c e l l  window (see t h e  poem i n  Sea G a r d e n  e n t i t l e d  

" P r i s o n e r s v v  1. 22  T u r n i n g  from d i s c o v e r y ,  H.D. d e v e l o p s  

a w r i t i n g  of s e a r c h  i n  w h i c h  s h e  s e e k s  t o  create  r a t h e r  

t h a n  t o  r e v e a l  m e a n i n g .  N o  l o n g e r  c o n t e n t  t o  a w a i t  

momen t s  of e x p e r i e n c e  w h i c h  m i g h t  be w r i t t e n  u p  ( p o e t i c a l l y '  

( t h e  " p i c t u r e  d r a w i n g v v  of J a n e  H a r r i s o n ' s  s t a t e m e n t  q u o t e d  

o n  p. 24) ,  H.D. m o v e s  i n t o  a p r a c t i c e  of w r i t i n g  w h i c h  

i n  i t se l f  is  c rea t ive  of e x p e r i e n c e .  

A s  H.D. d e v e l o p s  t h i s  w r i t i n g  of s e a r c h  s h e  m o v e s  

i n t o  c o n f l i c t  n o t  o n l y  w i t h  t h e  i d e o l o g y  of h e r  t i m e  

b u t  a l s o  w i t h  w h a t  I h a v e  b e e n  d e s c r i b i n g  a s  t h e  t h e o r e t i c a l  

bas i s  of h e r  ea r l i es t  w o r k .  F i r s t ,  1 l . D . ' ~  d e v e l o p m e n t .  

i m p l i e s  h e r  r e c o g n i t i o n  t h a t  t h e  r e l a t i o n  h e t w c e n  rnediatc 

a n d  i m m e d i a t e  c o n s c i o u s n e s s  i -s  n o t  c o r r e l a t  i v c  w i t h  t h c  

r e l a t i o n  b e t w e e n  c u l t u r e  a n d  n a t u r e ,  a n d  t h a t  t h e  idea  

o f  i m m e d i a t e  c o n s c i o u s n e s s  may i n d e e d  be w h o l l y  i m a g i n a r y .  

Is n o t  N . D . ' s  p e r c e p t i o n  of t h e  f l o w e r  i n  " S e a  V i o l e t v v  

m e d i a t e d  b y  h e r  desire f o r  c o n t i n u i t y ,  h e r  desire t o  

w r i t e  a poem,. a n d  b y  h e r  k n o w l e d g e  of t h e  G r e e k  e l e m e n t s ?  

Is n o t  h e r  p e r c e p t i o n  of t h e  f a l l i n g  leaf i n  "Stormw 

m e d i a t e d  by  h e r  t e n d e n c y  t o  associate w i l d n e s s  w i t h  

A p h r o d i t e  a n d  t h e  s e a ?  I s h a l l  r e t u r n  t o  t h e s e  q u e s t i o n s  

l a t e r .  S e c o n d l y ,  H . D . ' s  d e v e l o p m e n t  o f ,  a w r i t i n g  of 

s e a r c h  i m p l i e s  h e r  r e c o g n i t i o n  t h a t  t h e  p r e g i v e n  i s  

n o t  m e r e l y  a matter of o l d  h o u s e s ,  a n d  t h a t  i t  i s  c e r t a i n l y  



n o t  m e r e l y  e x t e r n a l  t o  t h e  se l f ,  J u s t  as  t h e  " s i c k  

s o u l , "  f o r  a l l  i t s  a v e r t e d  i n t e r i o r i t y ,  r e m a i n s  e m -  

b e d d e d  i n  t h e  r e a l  ( s e e  p.  441, t h e  r e a l  i t se l f  i s  

c u l t u r a l l y  u n d e r s t o o d :  i t  is e m b e d d e d  i n  t h e  c u l t u r a l  

m a c h i n e r y  w h i c h  d e t e r m i n e s  t h e  m o d a l i t y  of e x p e r i e n c e .  

C o n s i d e r e d  i n  r e l a t i o n  t o  H , D e f s  y e a r n i n g  f o r  o p e n  a n d  

w i l d  n a t u r e ,  t h e  f a c t  t h a t  t h i s  m o d a l i t y  s t a n d s  as 

p r e g i v e n  i n  r e l a t i o n  t o  a l l  t h e  e x p e r i e n c e  w h i c h  i t  

o r g a n i z e s  m i g h t  be t a k e n  t o  a c c o u n t  f o r  H,D.'s a v e r s i o n  

a n d  e s t r a n g e m e n t ,  a n d  a l s o  f o r  t h e  c u r i o u s  way i n  w i ~  i c h  

wi - ld  n a t u r e  f a i l s  t o  g r a t i f y  h e r ,  I s h a l l  e x p l o r e  t h i s  

p o s s i b i l i t y  now, a n d  t a k e  as  my s t a r t i n g  p o i n t  F,eudVs 

w e l l  known a s s e r t i o n  t h a t  c : i . v i l i s a t i o n  :is f o u n d e d  u p o n  

r e p r e s s i o n ,  

O n l y  a t  t h e  r i s k  of d i s c o n t e n t e d  a v e r s i o n  c a n  o n c  

a g r e e  w i t h  F r e u d  t h a t  a l l  c i v i l i s a t i o n ,  t h a t  t h e  v e r y  

p o s s i b i l i t y  of c i v i l i s a t i o n ,  i s  f o u n d e d  o n  r e p r e s s i o n .  

And y e t  t h e  r i s k  m u s t  be t a k e n  ( a n d  t h i s  i s  a n o t h e r  

v a l i d a t i o n  o f  a v e r s  i o n ) ,  f o r  I-1.D. u n d o u b t : c d l y  d i d  

e x p e r i e n c e  t h e  c i v i 1 . i - s a t i o n  i n  w h i c h  s h e  l i v c c l  as h ( > i n q  

h i g h l y  r e p r e s s i v e ,  O v e r  a n d  o v e r  a g a i n  i n  Sea G a r d e n  

s h e  is  t o  be h e a r d  c r a v i n g  t h e  w i l d  a n d  a i r i n g  h e r  

c o n t e m p t  f o r  a l l  forms of c u l t i v a t i o n :  t h e  c i t y  a r o u n d  

h e r ,  h o t - h o u s e  f r u i t ,  g e n e t i c a l l y  s t i n t e d  f l o w e r s  e tc ,  



B u t  a t  t h e  same t i m e  as  i t  e s t a b l i s h e s  H . D . ' s  d e s i r e  

f o r  w i l d n e s s  as  o p p o s e d  t o  c u l t i v a t i o n ,  S e a  G a r d e n  

s h o w s  h e r  t o  be c a u g h t  i n  a p a r a d o x i c a l  s i t u a t i o n  

w h i c h  c a n n o t  be r e s o l v e d  w i t h i n  t h e  g e o g r a p h i c  d i s -  

p o s i t i o n  of t h e  b o o k .  G i v e n  ( a )  t h e  r e p r e s s i v e  

n a t u r e  of t h e  c i v i l i s a t i o n  i n  w h i c h  s h e  l i v e d ,  a n d  

( b )  t h e  f a c t  t h a t  t h e  r e a l  is  e m b e d d e d  i n  t h e  c i v i l i s a t i o n  

t h r o u g h  w h i c h  i t  i s  e x p e r i e n c e d ,  how is N.D. t o  f i n d  

a n  e x p e r i e n c e  w h i c h  does n o t  embody t h e  e s t r a n g i n g  

r e p r e s s i o n s  from w h i c h  s h e  s e e k s  release? l I . D . w s  

s e a r c h  ( a s  i t  i s  r e p r e s e n t e d  i n  S e a  G a r d e n )  t a k e s  

h e r  o u t  i n t o  w i l d  n a t u r e  w h e r e  s h e  c e r t a i n l y  d o e s  

a c h i e v e  m o m e n t a r y  g l i m p s e s  of w h a t  s h e  s e e k s :  b r i e f  

l a n d  ' d i s e s t r a n g i n g '  momen t s  i n  w h i c h  s h e  r e c o g n i z e s  

c o n t i n u i t y  b e t w e e n  h e r s e l f  a n d  s o m e t h i n g  e x t e r n a l .  

I h a v e  d e s c r i b e d  t w o  s u c h  momen t s  a s  t h e y  a r e  a r t i c u l a t e d  

i n  " S e a  V i o l e t w  a n d  w S t o r m . l l  

A s i d e  from t h e s e  m o m e n t a r y  r e v e l a t i o n s ,  h o w e v e r ,  

w i l d  n a t u r e  seems o n l y  t o  cast  H.D. b a c k  i n t o  h e r  

e s t r a n g e d  i n t e r i o r i t y ,  a n d  t h e r e b y  t o  f r u s t r a t e  t h e  

desires w h i c h  p r o m p t  h e r  t o  s e a r c h  it. T h e r e  a re  i n  

S e a  G a r d e n ,  f o r  e x a m p l e ,  t h e  t w o  poems  l l P u r s u i t l l  a n d  

"The  C l i f f  Temple l l  i n  w h i c h  H.D. f o l l o w s  h e r  n a r r a t o r s  

i n  t h e i r  f e r v e n t  s e a r c h  t h r o u g h  l a n d s c a p e s  w h i c h  a p p e a r  

o n l y  t o  o c c u l t  t h e  o b j e c t  of s e a r c h  ( w h i c h  i n  b o t h  

cases is  almost c e r t a i n l y  A r t e m i s ,  a g o d d e s s  w h o s e  



v e r y  n a t u r e  is t o  s t a y  a h e a d  of c h a s e  a n d  b e y o n d  d i s -  

c o v e r y ) ,  T h e  n a r r a t o r s  of t h e s e  poems are c o n f i n e d  t o  

s e a r c h e s  w h i c h  i n  t u r n  are bound  t o  f a i l u r e ,  T h e y  are 

c a u g h t  i n  p a r a d o x i c a l  s i t u a t i o n s ,  a n d  t h e i r  a c t i o n s  c a n  

be r e a d  as dramatic v e r s i o n s  of r e p r e s s i o n ,  C e r t a i n l y ,  

t h e r e  is a r e m a r k a b l e  s t r u c t u r a l  s i m i l a r i t y  b e t w e e n  t h e  

a p p a r e n t l y  i n e v i t a b l e  f r u s t r a t i o n  of t h e  t w o  s e a r c h e r s  

a n d  t h e  p s y c h o l o g i c a l  f u n c t i o n i n g  of r e p r e s s i o n  a c c o r d i n g  

t o  F r e u d .  F o r  as Andrew C o l l i e r  h a s  w r i t t e n ,  i n  " t h e  

s t r ic t  F r e u d i a n  s e n s e t f  r e p r e s s i o n  i s  t h e  p r a d o x i c a l  

management  of t h e  r e l a t i o n  b e t w e e n  u n c o n s c i o u s  a n d  

c o n s c i o u s  a c t i v i t i e s :  

i t s  e l e m e n t s  b e i n g  (1) a w i s h ,  ( 2 )  t h e  p r o -  

h i b i t i o n  of t h a t  w i s h ,  (3) t h e  r e f u s a l  t o  

b o t h  w i s h  a n d  p r o h i b i t i o n  of a d m i s s i o n  t o  

c o n s c i o u s n e s s ,  a n d  ( 4 )  t h e  p e r s i s t e n c e  o f  

b o t h  w i s h  a n d  t h e  d e f e n c e  a g a i n s t  i t  i n  t h e  

u n c o n s c i o u s .  23 

I n  t h e s e  terms c o n s c i o u s n e s s  ( w h i c h  f o r  t h e  n a r r a t o r s  

o f  v P u r s u i t m  a n d  "The C l i f f  Templew c a n  be s e e n  a s  t h e  

l a n d s c a p e s  e n g a g e d  i n  s e a r c h )  is  d e t e r m i n e d  by  desires 

a n d  p r o h i b i t i o n s  w h i c h  l e a v e  a trace e v e n  w h i l e  t h e y  

t h e m s e l v e s  a re  bound  t o  r e m a i n  o c c u l t .  H.D. is c o n -  

c e r n e d  w i t h  s u c h  traces i n  t h e  f i r s t  s t a n z a  o f  

" P u r s u i t f f  : 



What  do  I care 

t h a t  t h e  stream i s  t r a m p l e d ,  

t h e  s a n d  o n  t h e  s t r e a m - b a n k  

s t i l l  h o l d s  t h e  p r i n t  of y o u r  f oo t :  

t h e  h e e l  is c u t  d e e p .  

I see a n o t h e r  m a r k  

o n  t h e  g r a s s  r i d g e  of t h e  b a n k  - 
i t  p o i n t s  t o w a r d s  t h e  w o o d - p a t h ,  

I h a v e  l o s t  t h e  t h i r d  

i n  t h e  p a c k e d  e a r t h ,  24  

N.D, c a n n o t  r e s o l v e  r e p r e s s i o n  by w a l . k i n g  o u t  

of t h e  c i t y ,  o r  by a b s t r a c t l y  p r e f e r r i n g  w i l d  n a t u r e  

t o  t h e  c u l t i v a t e d ,  a n d  t h e  f a i l u r e  of h e r  a t t e m p t  t o  

do  s o  r e s u l t s  i n  a v e r s i o n .  S h e  f i n d s  w o o d l a n d  n a t u r e  

t o o  s t i l l ,  t o o  f i x e d ,  too  p a s t o r a l  ( e v e n  when t h e  

o c e a n - l i k e  s u r g e  of s p r i n g  m o v e s  t h r o u g h  i t ,  a s  i n  

"The  ~ e l r n s m a n ~ ) ,  a n d  e v e n t u a l l y  s h e  comes t o  s t a n d  

a t  t h e  s h o r e l i n e .  Look j -ng  o u t  a t  t h e  w i l d  a n d  i m m e d i a t e  

t u r m o j . 1  of t h e  o c e a n  H.D. t h i n k s  of l o v e  arid d i v i n i t y  

t o g e t h e r  i n  t h e  o r i g i n a t i v e  a n d  r e l e a s i n g  i i q l ~ r e  o f  

A p h r o d i t e .  T h e  l i b e r a t i o n ,  t h e  t d i s c s t r a n g c r n c n t , l  

t h a t  s h e  s e e k s  is  now t o  be f o u n d  i n  t h e  o c e a n ,  and  

i n  b o t h  l l L o s s w  a n d  "The  Helmsmann I-1.D. f o l l o w s  h e r  

25 n a r r a t z o r s  i n  q l o r i f y i n g  t h e  i d e a  of d e a t h  by  d r o w n i n g ,  



O n c e  a g a i n  H.D. i s  a v e r t e d  a n d  i n t e r i o r i z e d ,  t a k i n g  

t h e  s i d e  of d e a t h  a g a i n s t  a l i f e  w h i c h  s h e  f i n d s  

f r u s t r a t i n g  a n d  c o n t e m p t i b l e .  W e  a re  b a c k  a t  the 

u n i t a r y  self w h i c h  d e s p i s e s  l i f e ,  i n t e r i o r i z e s  i n  r e j e c t i n g  

i t ,  a n d  a l i g n s  i t se l f  w i t h  d e a t h :  t h e  "sick s o u l "  (see 

p. 44) .  T h e  w o r l d ,  w h e t h e r  w i l d  o r  c u l t i v a t e d ,  h a s  

become a n  a r e n a  w i t h i n  w h i c h  H.D., h o w e v e r  f a s t  s h e  

r u n s  ( a n d  i n  v P u r s u . i . t  ," l V H u n t r e s s  ," a n d  "The  Cliff 

T e m p l e w  s h e  i s  r u n n i n g  f l a t  o u t ) ,  c a n n o t  e s c a p e  

d r a m a t i z i n g  h e r  distress. I n  b e c o m i n g  s u c h  a n  a r e n a  

t h e  w o r l d  h a s  become s o m e t h i n g  o t h e r  t h a n  i t s e l f ,  a n d  

i t  r e m a i n s  t o  e s t a b l i s h  t h a t  t h e  t l p a c k c d  eart1lw i n  wklich 

H.D. loses t h e  trace of w h a t  s h e  s e e k s  i s  n o t  e a r t h  

a t  a l l .  



I11 CALENTURE A N D  THE GEOGRAPHIC D I S P O S I T I O N  O F  

SEA GARDEN. 

T h e  g e o g r a p h y  of S e a  G a r d e n  r e p r e s e n t s  w h a t  H.D. 

t a k e s  f o r  g r a n t e d  as t h e  w o r l d .  A t  i t s  s i m p l e s t  ( a n d  

i t  i s  s i m p l e )  t h e  g e o g r a p h y  i.s c o m p o s e d  of (1) t h e  

c i t y  a n d  i t s  c u l t i v a t e d  g a r d e n s ,  b o t h  of w h i c h  H.D. 

associates  w i t h  a s m o t h e r i n g l y  o p p r e s s i v e  a n d  d e c a d e n t  

c o n s t r a i n t ;  ( 2 )  t h e  w i l - d  a n d  u s u a l l y  wooded  i n l a n d  

n a t u r e  w h i c h  H.D. a s s o c i a t e s  w i t h  a f r e e d o m  w h i c l l  somc-  

how n e v e r  m a t e r i a l i z e s  e v e n  when p u r s u e d ;  ( 3 )  the w i n d  

w h i c h  rises from, a n d  i s  p r e s e n t e d  as c o r r e s p o n d i n g  t o ,  

t h e  o c e a n ;  a n d  ( 4 )  t h e  o c e a n  w h i c h  1H.D. associates  with 

o r i g i n ,  l i b i d i n a l  i m m e d i a c y ,  a n d  a release w h i c h ,  a s  i t  

t u r n s  o u t ,  i s  c o n f u s e d  w i t h  d e a t h .  A s  a r e p r e s e n t a t i o n  

t h i s  g e o g r a p h y  d e r i v e s ,  o b v i o u s l y  e n o u g h ,  f r o m  1 1 . D . ' ~  

p r e v i o u s  e x p e r i e n c e  of t h e  w o r l d ,  a n d  i t  t h e r e f o r e  e m -  

b o d i e s  n o t  o n l y  e v a l u a t i v e  i d e a s  a n d  a s s o c i a t i o n s  w h i c h  

H.D. t a k e s  f o r  g r a n t e d  i n  h e r  u n d e r s  t anc l i  nq 01 t h c  WOJ- I ( ] ,  

b u t  a l . s o  tile r e p r e s s i o n  w h i c h  i s  c a u g h t  u p  in the ex- 

p e r i e n c e  from w h i c h  t h e  g e o g r a p h y  d e r i v e s .  

As a r e p r e s e n t a t i o n  w h i c h  e m b o d i e s  r e p r e s s i o n  t h e  

g e o g r a p h y  of S e a  G a r d e n  m i g h t  be t h o u c ~ h t  t o  p r o v i d e  H.D. 

w i t h  a g r o u n d  o n  w h i c h  t o  e x p l o r e  r e p r e s s  i o n ,  p e r h a p s  

e v e n  t o  r e s o l v e  i t .  B u t  t h i s  d o e s  n o t  h a p p e n .  P'cr 

somehow t h e  g e o g r a p h y  of t h e  b o o k  g e t s  t h e  b e t t e r  of 



H.D. a n d  e n t h r a l l s  h e r  i n  t h a t  d e a t h l y  c o n t e m p l a t i o n  

o f  t h e  o c e a n  w h i c h  I h a v e  j u s t  m e n t i o n e d .  T h e  r e a s o n  

f o r  t h i s  i s  t h a t  t h e  g e o g r a p h y  o f  Sea G a r d e n  i s  n o t h i n g  

less t h a n  H.D. l o s t  t o  h e r s e l f  as s h e  w r i t e s .  I t  i s ,  

i n  f a c t ,  a m a s s i v e  r e i f i c a t i o n  o f  i deas  d r a w n  f r o m  

H . D . ' s  p r e v i o u s  e x p e r i e n c e  of t h e  w o r l d ,  a n d  i t  s t a n d s  

as  p r e g i v e n  i n  r e l a t i o n  t o  t h e  I n d i v i d u a l  poems w h i c h  

t h e  b o o k  s i t u a t e s  w i t h i n  it. Even  t h o u g h  i t  is  o n l y  

a r t i c u l a t e d  i n  t h e  p o e m s ,  t h e  g e o ~ r a p h y  of t h e  book is 

a l w a y s  p a r t i a l l y  i n d e p e n d e n t  of t h e  s p e c i f i c  a c t i v i t y  

o f  a n y  o f  t h e  poems c o n s i d e r e d ,  a s  t h e y  were w r i t t c n ,  

s i n g l y .  T h i s  is  t h e  case b e c a u s e  t h e  c h a r a c t e r  o f  

o f  t h e  g e o g r a p h y  is  a r t i c u l a t e d  r e p e a t e d ] - y ,  w i t h  t h e  

r e s u l t  t h a t  n o  e l e m e n t  o f  i t  i s  d e p e n d e n t  u p o n  a n y  

s i n g l e  poem a l o n e  f o r  i t s  a r t i c u l a t i o n .  T h e  w i n d ,  f o r  

e x a m p l e ,  i . s  d e f i n e d  as  a s e a - b o r n e  a g e n t  of release 

n o t  b e c a u s e  H.D. c h a r a c t e r i z e s  i t  as s u c h  o n c e ,  b u t  

b e c a u s e  she c o n s i s t e n t l y  t r e a t s  i t  as s u c h .  I t  f o l l o w s  

f r o m  t h i s  t h a t  H.D. as s h e  w r i t e s  a n y  p a r t i c u l a r  poem 

i s  h e l p l e s s  i n  t h e  f a c e  o f  t h o s e  i d e a s  w h i c h  become 

m a n i f e s t  as  t h e  g e o g r a p h y  o f  t h e  b o o k ,  a n d ,  m o r e o v e r ,  

t h a t  w h a t  a p p e a r s  as  t h e  g e o g r a p h y  is  a l s o  w h a t  d e t e r -  

m i n e s  t h e  r a n g e  o f  e x p e r i e n c e  a v a i l a b l e  t o  H.D. as s5e 

writes. T h e  g e o g r a p h y  c a n  be l i k e n e d  t o  a circle w h i c h  

H.D. d i s c o v e r s  s h e  h a s  d r a w n  a r o u n d  h e r s e l f .  



S o  t h e  g e o g r a p h y  of S e a  G a r d e n  r e p r e s e n t s  c e r t a i n  

of H . D . ' s  p r e c o n c e p t i o n s  as  r ea l ,  a n d  c a n  be i d e n t i f i e d  

as t h e  n a t u r a l i s t i c  u n d e r s t a n d i n g  of t h e  w o r l d  w h i c h  

p r o v i d e s  t h e  r a n g e  i n  w h i c h  H o D . ' s  e a r l y  w r i t i n g  t a k e s  

p l a c e ,  26 T h i s  u n d e r s t a n d i n g ,  t h i s  r a n g e ,  a p p e a r s  as 

t h e  w o r l d  t u r n e d  i n t o  a c o n f i n i n g  a r e n a  w i t h i n  w h i c h  

H O D .  c a n n o t  s a t i s f y  h e r  desires e x c e p t  a s  s h e  c o n -  

t e m p l a t e s  d e a t h  by d r o w n i n g  ( i n  a sea w h i c h  i s  more 

l i b i d i n a l  t h a n  s a l t y ) ,  H O D ,  f i n d s  t h e  w o r l d  as  i t  

a p p e a r s  i n  h e r  g e o g r a p h i c  r e p r e s e n t a t i o n  o p p r e s s i v e  

a n d  c o n f j n i n g ,  b u t  i n  a c t u a l i t y  i t  is s h e  who h a s  o p p r e s s e d  

a n d  c o n f i n e d  t h e  w o r l d ,  c a s t i n g  i t  i n  t h e  m o u l d  of h e r  

own f r u s t r a t i o n  a n d  e s t r a n g e m e n t .  S o  c o n s t i t u t e d ,  the 

g e o g r a p h y  of Sea G a r d e n  i s  n o  more of t h e  e a r t h  t h a n  is 

t h e  g e o g r a p h y  of C a l e n t u r e :  a disease w h i c h  u s e d  t o  

a f f l i c t  m a r i n e r s  i n  t h e  d a y s  of l o n g  t r o p i c a l  v o y a g e s ,  

T h e  a f f l i c t e d  m a r i n e r  w o u l d  p e r c e i v e  t h e  o c e a n  as a n  

e n t r a n c i n g  c o u n t r y s i d e  ( a  'sea g a r d e n w  p e r h a p s ) ,  s t e p  

o v e r b o a r d ,  a n d ,  i n  a l l  l i k e l i h o o d ,  d r o w n ,  

T h e  " p a c k e d  e a r t h n  i n  w h i c h  H.D. loses t race of t h e  

f r e e d o m  s h e  s e e k s  i n  " P u r s u i t w  is  n o t  e a r t h ,  I t  is  a 

s p e l l - b i n d i n g  s t u f f :  t h e  e n c h a n t i n g l y  f a m i l i a r  a n d  y e t  

a p p a r e n t l y  s t r a n g e  s t u f f  of H.D. l o s t  t o  herself as s h e  

w r i t e s ,  a n d  a p p e a r i n g  as  t h e  w o r l d  i n  a n d  w i t h  reference 

t o  w h i c h  s h e  w r i t e s ,  Wartime L o n d o n  as it w a s  i n  131.6 



p r o v i d e s  o n e  c o n t e x t  i n  w h i c h  H.D. 's  d i s m i s s a l  of l i f e  

as a s c a v e n g e r c s  p i t  c a n  be u n d e r s t o o d ;  t h e  g e o g r a p h y  

of S e a  G a r d e n  p r o v i d e s  a n o t h e r  

B y  r e f e r r i n g  o n c e  a g a i n  t o  t h e  p a s s a g e  from "The 

G i f t t t  I b r i n g  t h i s  d i s c u s s i o n  b a c k  t o  c o n s i d e r i n g  t h e  

s o l i p s i s t i c  t e n d e n c i e s  of H.D.'s ea r l ies t  work.  The  

g e o g r a p h y  of S e a  G a r d e n  i s  a s o l i p s i s t i c  s t r u c t u r e  i n  

a more  i n t r i c a t e  s e n s e  t h a n  I h a v e  s o  f a r  made c l e a r ,  

A t  i t s  s i m p l e s t ,  as I h a v e  s a i d ,  t h e  g e o g r a p h y  c o n s i s t s  

of t h e  c i t y ,  t h e  l a n d ,  a n d  t h e  sea. I f  o n e  c o n s i d e r s  

t h i s  g e o g r a p h y  from t h e  p e r s p e c t i v e  H.D. p r o v i d e s  as 

s h e  l ies on h e r  c o u c h  i n  t h e  c i t y  a n d  rejects l i f e ,  

i t  a p p e a r s  as a s y s t e m  of e n c i r c l e m e n t s - - t h e  c i t y  

e n c i r c l e d  b y  l a n d  e n c i r c l e d  b y  sea-and e v e n  g a i n s  a 

c e n t r e ,  a f o u r t h  c i rc le ,  w h i c h  is  H O D .  h e r s e l f ,  W i t h i n  

t h i s  s y s t e m  of e n c i r c l e m e n t s  H O D ,  f o c u s s e s  a t t e n t i o n  o n  

t h e  i n t e r f a c e s  w h e r e  a n y  t w o  c i rc les  meet a n d  i n t e r a c t ,  

T h e  s h o r e l i n e - - t h e  i n t e r f a c e  b e t w e e n  l a n d  a n d  s e a - - i s  

t h e  most o b v i o u s  f o c u s  of t h e  b o o k ,  a n d  i t  s i t u a t e s  

many o f  t h e  poems: " S h r i n e , "  "The Helmsman," " S e a  Gods," 

"The C l i f f  Temple , "  a n d  t h e  f i v e  s e a - f l o w e r  poems " S e a  Rose," 

w S e a  Lily," "Sea  P o p p i e s , "  " S e a  V i ~ l e t , ~ ?  a n d  "Sea Irisn 

among o t h e r s ,  The c i t y  o f  S e a  G a r d e n  seems p r e - s u b u r b a n  

e v e n  i f  i t  i s  n o t  a l w a y s  w a l l e d  as i t  is  i n  "The Wind 

 sleeper^,^^ a n d  t h e  r e a d e r ' s  a t t e n t i o n  i s  k e p t  o n  t h e  



i n t e r a c t i o n  b e t w e e n  c i t y  a n d  c o  

s i s t e n t  i n v e s t i g a t i o n  i n t o  t h e  c o r r e l a t i v e  r e l a t i o n  

b e t w e e n  n a t u r e  a n d  c u l t u r e  i n  poems  w h i c h  may m a k e  

n o  s p e c i f i c  r e f e r e n c e  t o  t h e  g e o g r a p h i c  m e e t i n g  of 

c o u n t r y  a n d  c i t y  (e .g .  t h e  f i v e  s e a - f l o w e r  poems  a n d  

" S h e l t e r e d  G a r d e n w ) .  T h e  t h i r d  i n t e r f a c e - - t h a t  bet-  

ween  H.D. a n d  h e r  s u r r o u n d i n g s - - i s  m o v e a b l e  ( a n d  

move i t  H.D. d o e s ,  t h r o u g h  c i t y  a n d  l a n d  t o  t h e  s ea  

i n t o  w h i c h  s h e  c o n t e m p l a t e s  p l u n g i n g ) ,  a n d  t h e r e f o r e  

c a n n o t  be r e p r e s e n t e d  g e o g r a p h i c a l l y  ( e x c e p t  meta- 

p h o r i c a l l y  - as t h e  s h o r e l i n e ,  - as t h e  c i t y  w a l l ) .  

I t  is  t h e  c o n c e r n  of t h o s e  poems w h i c h  m i g h t  h e  t h o u g h t  

t o  h a v e  n o  s p e c i f i c  b e a r i n g  o n  t h e  g e o g r a p h y  of Sea 
G a r d e n :  for  e c a m p l e ,  "Mid-day,"  " E v e n i n g , "  " N i g h t , "  

a n d  " G a r d e n , "  i n  a l l  f o u r  o f  w h i c h  H I D .  s e e k s  t o  

a r t i c u l a t e  t h e  r e l a t i o n  b e t w e e n  h e r s e l f  a n d  some- 

t h i n g  e x t e r n a l  u n d e r  c o n d i t i o n s  (e.g.  h e a t ,  l i g h t ,  

d a r k n e s s )  w h i c h ,  l i k e  l a n g u a g e ,  are common t o  b o t h .  

T h e  d i f f e r e n t i a l  character of H.D. ' s  g e o g r a p h y  

- -her  c o n c e r n  w i t h  i t s  b o u n d a r i e s  a n d  t h e  i n t e r a c t i o n  

of i t s  d i s t i n c t  z o n e s - - c a n  be p l a c e d  i n  p a r t  t o  t h e  

a c c o u n t  of h e r  H e l l e n i s m .  I n  a b o o k  t h a t  H.D. h a d  

almost c e r t a i n l y  read G i l b e r t  M u r r a y  w r o t e :  

N o n - H e l l e n i c  n a t i o n s  are n e a r l y  a l w a y s  s p o k e n  

of b y  t h e i r  t r ibes  o r  races - l E t h n & l  - P e l a s g i a n s ,  



M a c e d o n i a n s ,  P h o e n i c i a n s ;  t h e  G r e e k s  are 

s p o k e n  of b y  t h e i r  c i t ies ,  o r ,  w h a t  comes 

t o  t h e  same t h i n g ,  b y  t h e i r  i s l a n d s  - M i l e s i a n s ,  

P h o c a e a n s ,  E r i t r i a n s ,  A t h e n i a n s .  On t h e  m a i n -  

l a n d  i t  is  t h e  P o l i s  or c i r c u i t  w a l l  t h a t  

forms t h e  e s s e n t i a l  b o u n d a r y  of t h e  n a t i o n ;  

i n  t h e  case of t h e  i s l a n d s ,  S a m o s ,  N a x o s ,  

A e g i n a ,  i t  is  t h e  e q u i v a l e n t  w a l l  of sea. 

E v e r y  G r e e k  c o m m u n i t y  i s  l i k e  a g a r r i s o n  

of c i v i l i s a t i o n  a m i d  h o r d e s  of b a r b a r i a n s ;  

a p i c k e d  b o d y  of men,  of whom e a c h  i n d i v i d u a l  

h a s  i n  some s e n s e  t o  l i v e  u p  t o  a h i g h e r  s t a n d a r d  

t h a n  c a n  be e x p e c t e d  of t h e  common human a n i m a l .  

A t  t h i s  p o i n t  i n  M u r r a y ' s  p a r a g r a p h  t h e r e  i s  

a p l a c e  f o r  r e p r e s s i o n .  A s  t h e  s h i e l d  i s  t h e  

t y p i c a l  w e a p o n  of t h e  G r e e k  w a r r i o r ,  s o  t h e  

w a l l  i s  t h e  t y p i c a l  m a r k  of G r e e k  c i v i l i s a t i o n .  2 7 

B u t  b e y o n d  t h e  ( e a r l y  t w e n t i e t h  c e n t u r y )  H e l l e n i c  

i n f l u e n c e  t h e r e  is  s i g n i f i c a n c e  i n  t h e  f a c t  t h a t  H.D. com- 

p i l e d  S e a  G a r d e n  d u r i n g  t h e  F i r s t  W o r l d  War from p o e m s  of 

w h i c h  most h a d  b e e n  w r i t t e n  before t h e  o u t b r e a k  of h o s t i l i t i e s ,  

T h e  w a r  u n d o u b t e d l y  b r o u g h t  irreversible c h a n g e s  i n t o  H . D . ' s  

l i f e ,  b u t  H O D .  a l s o  r e c o g n i z e d  i t  t o  be a n  e n t i r e  e r a ' s  

g r a n d  f i n a l e  as f i r e w o r k s .  T h u s ,  f o r  e x a m p l e ,  i n  B i d  M e  

To Live (1960), a n o v e l  i n  w h i c h  H.D. r e t u r n e d ,  a f t e r  many 

y e a r s ,  t o  w r f - t e  of h e r  l i f e  i n  L o n d o n  d u r i n g  t h e  w a r ,  

t h e  r e p e a t e d  s t a t e m e n t  ( f i r s t  u t t e r e d  b y  Rafe, who  i s  

R i c h a r d  A l d i n g t o n )  " t h e  w a r  w i l l  n e v e r  be o v e r w  i n s i . s t s  

t h a t  t h e r e  w i l l  be n o  r e t u r n ,  n o  r e s t o r a t i o n .  A s  a 



s y s t e m  of e n c i r c l e m e n t s  c e n t r e d  i n  t h e  c i t y  a n d  e n d i n g  

a t  t h e  c i r c u m j a c e n t  s ea ,  t h e  g e o g r a p h y  of S e a  G a r d e n  

h a s  a n  i n s u l a r  o r g a n i z a t i o n  w h i c h ,  q u i t e  a p a r t  from 

a n y  H e l l e n i c  i n f l u e n c e ,  p e r t a i n s  t o  E n g l a n d  -- t o  t h e  

c o u n t r y  i n  w h i c h  H.D. w a s  l i v i n g  a s  s h e  w r o t e  a n d  com- 

p i l e d  t h e  b o o k  -- a n d  p a r t i c i p a t e s  i n  t h e  i d e o l o g i c a l  

r e p r e s e n t a t i o n  o f  human / c u l t u r a l  / n a t u r a l  r e l a t i o n s  

c h a r a c t e r i s t i c :  of t h e  s o c i e t y  w h i c h  w a s  g o i n g  t o  w a r  a l l  

a r o u n d  H.D.  a s  s h e  w r o t e .  

H.D. i d e n t i f i e s  t h e  p o i n t s  o f  c o n t a c t  b e t w e e n  t h e  

d i s t i n c t  realms of h e r  g e o g r a p h y  as  b e i n g  o f  c r u c i a l  

i m p o r t a n c e ,  a n d  s h e  d e s i g n a t e s  t h i s  c o n t a c t  i n  terms 

of t h e  d i f f e r e n c e  r a t h e r  t h a n  t h e  r e l a t i o n a l i t y  w h i c h  

i t  r e v e a l s :  d i f f e r e n c e  b e t w e e n  t h e  p s y c h i c  a n d  t h e  e x t e r n a l ,  

d i f f e r e n c e  b e t w e e n  c i t y  a n d  c o u n t r y ,  d i f f e r e n c e  b e t w e e n  

l a n d  a n d  sea ,  T h e  p o i n t s  of c o n t a c t ,  w h i c h  I h a v e  d e s -  

c r i b e d  a s  i n t e r f a c e s ,  m u s t  n o t  be b r o k e n  i f  t h e  d i s -  

p o s i t i o n  o f  t h e  g e o g r a p h y  is t o  s u r v i v e .  I t  i s  t h i s  

d i f f e r e n t i a l  r a t h e r  t h a n  r e l a t i o n a l  d i s p o s i t i o n  w h i c h  

Sea G a r d e n  s h a r e s  w i t h  t h e  u n d e r s t a n d i n g  c h a r a c t e r i s t i c  

of p r e - w a r  w e s t e r n  s o c i e t y ,  T h e  self ( r e m e m b e r i n g  t h a t  

I s p e a k  i n  a c c o r d a n c e  w i t h  t h e  e s t r a n g e d  p e r s p e c t i v e  

of "The  G i f t t 1 )  i s  d e c l a r e d  d i s c r e t e ,  d i s t i n c t  from o t h e r s  

a n d  t h e  w o r l d ,  a n d  a t o m i s t i c a l l y  ' f r e e ' ;  c u l t u r e  i s  

p r o p o s e d  as  h e i n g  i d e n t i c a l  w i t h  t h e  c u l t i v a t i o n  of t h e  



city; and nature is represented as the country *outside* 

and *beyond1 the city. In this understanding nature 

supports the culture of civilised urbanity for only so 

long as the city is contained within its limits, and, 

similarly, civilisation supports the *individualt for 

only so long as he or she chooses (and this is the 

choice that the atomistic self is *freet to make) to 

be a worthy citizen, Now some of the interdependencies 

which this disposition maps are approximately true. 

Culture, for example, is dependant upon nature, although 

culture being a composition of the natural it is in no 

sense true to say that nature exists 'outside' and 

'beyond1 culture. As for the self, is it an atomistic 

and discrete entity? Is culture simply coincident with 

urbanity? Of course there is a history that would sup- 

port an affirmative answer to both these questions, The 

self becomes *free' and 'individual* at the outset of 

bourgeois culture. It is 'free1 to own property, *free1 

to work (for a wage) or to appropriate the surplus value 

of other peoples* labour. *' Similarly, and as part of 

the same social change, culture is measured away from 

nature in terms of the difference between town and country 

(the word derives from contra -- that which appears 
aqainst oneself) when it is in the interests of an 

industrializing society to obscure the simple dependency 



of u r b a n  c u l t u r e  on l a b o u r  a n d  r e s o u r c e s  f r o m  t h e  

c o u n t r y .  30 T h a t  t h i s  d i f f e r e n t i a l  u n d e r s t a n d i n g  of 

t h e  r e l a t i o n s  b e t w e e n  t h e  human, t h e  c u l t u r a l ,  a n d  

t h e  n a t u r a l  was  i d e o l o g i c a l  r a t h e r  t h a n  s i m p l y  t r u e  

is l i k e l y  t o  h a v e  become e v i d e n t  i n  a m o s t  s p e c t a c u l a r  

way t o  HOD. who, d u r i n g  t h e  w a r ,  was  a w a r e  o f  how 

m u s t a r d  g a s  m i n g l e d  w i t h  w i l d  p o p p i e s  o n  t h e  b l o o d -  

s t r e w n  f i e l d s  o f  F l a n d e r s .  

D u r i n g  t h e  e a r l y  y e a r s  o f  t h i s  c e n t u r y  H.D. 

s a w  w h a t  was  p e r h a p s  o r d i n a r y  i r r i t a t i o n  a t  t h e  i n t e r -  

f a c e s  ( S e a  G a r d e n  is ,  as I s h a l l  show,  f o c u s s e d  o n  t h i s  

i r r i t a t i o n )  b r e a k  o u t  i n t o  u n c o n t r o l l a b l e  i r r u p t i o n .  

The  d i f f e r e n t i a l  b o u n d a r i e s  b r o k e ,  a n d  H.D, e x p e r i e n c e d  

t h e  w a r  as d r a m a t i z i n g  t h e  d e s t r u c t i o n  o f  a n  e n t i r e  

i d e o l o g y ,  T h e  g e o g r a p h i c  l o c a t i o n  o f  d i f f e r e n c e  w a s  

g o n e  as i r r e v o c a b l y  as t h e  i r o n  r a i l i n g s  w h i c h ,  d u r i n g  

t h e  S e c o n d  W o r l d  War, H.D. w a s  t o  n o t i c e  d i s a p p e a r i n g  

from t h e  London p a r k s  as  t h e y  w e r e  t a k e n  i n t o  a rmament  

fac tor ies  t o  be recast as b o m b - c a s i n g s ,  3 1 

The  g e o g r a p h y  of S e a  G a r d e n  i s  h i s t o r i c a l l y  

s i t u a t e d  before t h e  f a l l .  It is  t h e  o n l y  c o n s i s t e n t l y  

a r t i c u l a t e d  a p p e a r a n c e  i n  H, D, l s  work o f  a n  u n d e r s t a n d i n g  

w h i c h  s h e  h a d  a b a n d o n e d  b y  t h e  t i m e  t h e  r e v e r b e r a t i o n s  

of w a r  d i e d  away,  J u s t  as " S e a  Rosen c a n  be r e a d  as 

H,D,'s e n d e a v o u r  t o  d i s m a n t l e  a r e c e i v e d  u n d e r s t a n d i n g  



o f  t h e  word  i n  o r d e r  t o  g a i n  a n  e x p e r i e n c e  o f  ' r o s e '  

w h i c h  is n o t  a r b i t r a r y ,  S e a  G a r d e n  c a n  be r e a d  as h e r  

a b a n d o n m e n t  of a r e c e i v e d  u n d e r s t a n d i n g  o f  l i f e  a n d  

w o r l d ,  a n d  t h e  o p e n i n g  of h e r  s e a r c h  f o r  a n o t h e r .  

The  g e o g r a p h y  o f  Sea G a r d e n  p o r t e n d s  i t s  own c o l l a p s e .  

I t  teeters o n  t h e  b r i n k  of a r a d i c a l  r e c o n f i g u r a t i o n  

i n  w h i c h  a n  e l e m e n t a l  r e a c t i o n  w i l l  s w e e p  i t  away. 

A l l  t h e  e m p h a s i s  is  o n  t h e  s t r e s s - p o i n t s :  t h e  s h o r e l i n e ,  

t h e  c i t y  w a l l ,  t h e  g a r d e n  w a l l ,  t h e  c o n t a c t  s u r f a c e  

b e t w e e n  s e l f  a n d  w o r l d .  T h e  g e o g r a p h i c a l l y  d i s p o s e d  

m e a s u r e  o f  d i f f e r e n c e  is t h r e a t e n e d  b y  r e l a t i o n s  w h i c h  

H.D. f i n d s  f a s c i n a t i n g .  The  w i n d ,  m e n a c i n g  as  t h e  

E r i n y e s ,  c u t s  across t h e  s h o r e l i n e  a n d  t h r e s h e s  a r o u n d  

t h e  w a l l e d  c i t y  m o c k i n g  i t s  p e a c e  a n d  h o w l i n g  f o r  

p r o p i t i a t i o n  ("The Wind S l e e p e r s l t ) .  It resembles 

t h e  sea a n d  g i v e s  f a l l i n g  l e a f  t o  t h e  a p p e a r a n c e  

o f  s i n k i n g  s t o n e  ( l t ~ t o r r n w )  The  sea s e e p s  u p  t h r o u g h  

t h e  g r o u n d  i n l a n d  -- t h e  helmsman o n l y  h a s  t o  b r e a k  

a b r a n c h  t o  f i n d  it3'-- a n d  is  r e c o g n i z e d  i n  t h e  

f r o t h  w h i c h  f a l l s  from t h e  m o u t h s  o f  s l a v e r i n g  h o u n d s  

i n  " H u n t r e s s .  lq 

What h o l d s  H.D.'s a t t e n t i o n  t h r o u g h o u t  S e a  G a r d e n  

is a r e l a t i o n a l  o r d e r  of e x p e r i e n c e  w h i c h  g i v e s  t h e  

l i e  t o  t h e  d i f f e r e n t i a l  o r d e r  i n  w h i c h  h e r  g e o g r a p h y  

is d i s p o s e d .  T h i s  r e l a t i o n a l  o r d e r  o f  e x p e r i e n c e  d o e s  



not consist only of analogies (such as those mentioned 

in the previous paragraph) which H.D. displays against 

the logical measure of her geography. Neither does it 

consist only of moments in which H.D. glimpses the 

wild within a cultivated situation (considering, 

for example, that to this day the three huge windows 

of what was H.D.(s room in Mecklenburgh Square, London, 

overlook a park filled with large trees, it is likely 

that the "green stonew of a leaf was glimpsed from 

behind glass). For by far the most important thing 

about the relational events in Sea Garden is that by 

raising language into a position of prominence as - 
language they reveal that Sea Garden's geographic 

disposition of culture and nature can only be 

chimerical. 

As I have already said with reference to "Sea Rose,ff 

H.D.rs presentation of the difference between nature 

and culture is thoroughly compromised by her own 

realization that language itself is a cultural 

phenomenom. To use language is both to speak and 

to be spoken by words which articulate, and thus play 

a part in creating, the human subject as it is constituted 

in relation to the world. It is this fundamental 

character of languaqe which becomes evident in the 

relational events of Sea Garden. Without knowledge of 



the word 'spray,' for example, who would recognize 

any relation between a sprig ('spray') of myrtle and 

moisture ('spray*) thrown up by the sea? Similarly, 

without knowledge of the word 'froth,' who would 

associate drops of slaver fallen from hounds with the 

ocean? In "The Contestw and ftHuntress,w respectively, 

H.D. articulates these relations in such a way as to 

indicate that they only exist as they follow from the 

two words in question,33 So language is shown to 

participate both in the construction of the human 

subject (which cannot, therefore, be an atomistic and 

'free' individuality) and of the world (which cannot, 

therefore, he wholly 'objective': it follows from this 

that the difference between nature and culture cannot 

adequately be 'objectifiedt as, for example, a city 

wall) as the subject experiences it. Language enfolds 

the psychic and the external, the 'subjective1 and the 

'objective,l in what, using Lawrence's phrase, can be 

called a "subtle inter-relatedness," H.DOts interest 

in this tfsubtle inter-relatedness," and in the part 

played by language in the process of human  subjection^ 

in the world, is witnessed by the fact that many of 

the poems in Sea Garden are spoken by narrators with 

which H O D ,  finds herself in sympathy, but which are 

not identical with herself, The distance between HOD, 



a n d  h e r  n a r r a t o r s  i s  the d i s t a n c e  b e t w e e n  s e l f i s h  a n d  

p s y c h o l o g i c a l  e n q u i r y ,  a n d  o n  a c c o u n t  of i t  t h e s e  p o e m s  

c a n  be ca l led  e x p l o r a t i o n s  i n t o  t h e  w a y s  i n  w h i c h  t h e  

human s u b j e c t  i s  c o n s t i t u t e d  i n  r e l a t i o n  t o  i t s  e x p e r i e n c e  

o f  t h e  w o r l d ,  

So t h e r e  i s  a s u b v e r s i v e  a n d  e x p r e s s e d l y  l i n g u i s t i c  

l e v e l  a t  w h i c h  S e a  G a r d e n  o p e r a t e s  a g a i n s t  t h e  g e o g r a p h i c  

d i s p o s i t i o n  i n  w h i c h  i t  i s  p r e s e n t e d ,  A s  a r e s u l t  t h e  

r e a d e r  c o n f r o n t s  n o t  o n l y  H,D,qs e s t r a n g e m e n t  a n d  m o r b i d  

f r u s t r a t i o n  a t  t h e  r e p r e s s i v e  n a t u r e  of t h e  w o r l d  c a u g h t  

u p  a s  i t  is  i n  h e r  representation, h u t  a l s o  t h e  fore-  

s h a d o w i n g  of a w r i t i n g  w h i c h  w i l l  f r e e  h e r  f r o m  c o n f i n e -  

m e n t  a n d  e n a b l e  h e r  t o  w o r k  w i t h  r e p r e s s  i-on i t s e l f .  

C o n s i d e r i - n g  t h a t  H. D, r s q e o g r a p h y  p a r t i c i p a t e s  

i n  t h e  p r e - w a r  i d e o l o g y  w h i c h  I h a v e  b e e n  d e s c r i b i n g ,  

t h e r e  is  a r e c o g n i z a b l e  p a r a l l e l  b e t w e e n  t h e  way t h e s e  

s u b v e r s i v e  t e n d e n c i e s  l i e  r e s t i v e l y  w i t h i n  t h e  g e o g r a p h y  

of S e a  G a r d e n ,  a n d  t h e  way t h a t  t h e  s i m i l a r l y  s u b v e r s i v e  

t h o u g h t  of F r e u d  a n d  t h e  a n t h r o p o l o g i c a l l y  i n c l i n e d  

c lass ic i s t s  of t h e  l * C a m h r i d g e  S c h o o l 1 *  l a y  i n  a b r a s i v e  

t o u c h  w i t h  t h e  E d w a r d i a n / V i c t o r i a n  u n d e r s t a n d i n g  w h i c h  

i t  w o u l d  o u t l a s t .  G r a n t e d  t h i s ,  it n e e d  come as  n o  

s u p r i s e  t h a t  HOD, 1s p o s t - w a r  work  h e a r s  t h e  u n m i s t a k e a b l e  

i m p r e s s i o n  of her r e a d i n g  i n  F r e u d  a n d  t h e  c l a s s i c i s t s  

of t h e  l l C a m b r i d g e  S c h o o l , "  

I n  a b i z a r r e  s e n s e  t h e  w a r  w a s  f o r  HOD. a w i s h  



f u l f i l l e d .  I n  " S h e l t e r e d  G a r d e n , "  a poem i n  Sea G a r d e n ,  

s h e  e x p r e s s e s  h e r  c o n t e m p t  f o r  t h e  s u f f o c a t i n g l y  

effete a n d  d e c a d e n t  c h a r a c t e r  of a h i g h l y  c u l t i v a t e d  

p l a c e ,  a n d  c o n c l u d e s  : 

0 t o  b l o t  o u t  t h i s  g a r d e n  

t o  f o r g e t ,  t o  f i n d  a new b e a u t y  

i n  some terrible 

w i n d - t o r t u r e d  p l a c e .  34  

T h e  b lo t  came s o o n  e n o u g h ,  a l t h o u g h  i t  d i d  n o t  [ a l l  

w h e r e  NOD, n e c e s s a r i l y  e x p e c t e d  it. I n  t h e  same y e a r  

as  S e a  G a r d e n  w a s  p u b l i s h e d  H . D . ' s  a e s t h e t i c  a n d  c u l t i v a t e d  

room w a s  d a m a g e d  b y  a bomb. T h e  w i n d o w s  w e r e  s h a t t e r e d ,  

a n d  t h e  w i n d  moved f r e e l y  t h r o u g h  t h e  i n t e r i o r .  A t  

a p p r o x i m a t e l y  t h e  same t i m e  H.D. s t a r t e d  o u t  i n  s e a r c h  

of "a new b e a u t y . "  A l t h o u g h  I s h a l l  be d i s c u s s i n g  h e r  

s e a r c h  i n  t h e  f o l l o w i n g  p a g e s ,  a f e w  r e m a r k s  c a n  be made 

i m m e d i a t e l y .  H.D. d e s c r i b e d  b e a u t y  i n  a n  e s s a y  w h i c h  s h e  

p u b l i s h e d  u n d e r  t h e  name o f  "The  C i n e m a  a n d  t h e  C l a s s i c s "  

i n  1 9 2 7 :  

B e a u t y  w a s  made t o  e n d u r e ,  i n  men ,  i n  f l o w e r s ,  

i n  h e a r t s ,  i n  s p i r i t s ,  i n  m i n d s ,  T h a t  flame, i n  

s p i t e  o f  t h e  h i g h b r o w  d e t r a c t o r s ,  e x i s t s  a t  t h e  

v e r y  c e n t r e ,  t h e  v e r y  h e a r t  of t h e  m u l t i t u d e .  
35  

By t h i s  a c c o u n t  a n y  a t t e m p t  t o  r e a l i z e  b e a u t y  m u s t  

n e c e s s a r i l y  a l s o  i n v o l v e  H O D .  i n  r e a l i z i n g  h e r  own 



place in the multitude. Beauty of this description 

cannot be reconciled with the aversion which lead HOD. 

into her solipsistic dismissal of life as "a scavenger's 

pit.'* I hope by now to have established that H.D.*s 

aversion is intricately related to the differential 

presentation of the relations between the psychological, 

cultural, and natural which materializes as the repressive 

geography of Sea Garden, What H.D. needs to find is 

not a basically bourgeois understanding of which "the 

wall is the typical markw (to quote Gilbert Murray's 

characterisation of Greek civilisation, see p. 64 ) ,  

but one like that which Cornford describes in terms 

of what he finds in the prehistory of Greek civilisation 

and calls "the primitive boundaries cf Righttt: 

the primitive boundaries of Right are not 

the limits of the individual as against 

society, nor yet those of society as against 

nature, but radiate in unbroken lines from 

the centre of society to the circumference 

of the cosmos. 36 



I V  OSCILLATION STABILIZED: THE WRITER I S  BORNE AGAIN, 

BUT MATERIALLY. 

I h a v e  q u o t e d  H , D . ' s  d i s m i s s a l  o f  l i f e  as "a 

s c a v e n g e r ' s  p i t "  o u t  o f  c o n t e x t  i n  o r d e r  t o  e x p l o r e  

i t s  r a m i f i c a t i o n s ,  B u t  t h e  c o n t e x t  i s  i m p o r t a n t ,  f o r  

i t  s h o w s  H.D. t o  be r e l u c t a n t  t o  a d m i t  t h a t  i t  i s  s h e  

who l ies  s t r e t c h e d  o u t  o n  t h e  c o u c h  m u t t e r i n g  a b o u t  

r e j e c t i o n  a n d  e s c a p e .  H e r  r e l u c t a n c e  b r i n g s  u s  b a c k  

t o  w h a t  I h a v e  d e s c r i b e d  as H . D m l s  o s c i l l a t i o n  b e t w e e n  

t h e  u n i t a r y  a n d  t h e  u n i f i e d  e x p e r i e n c e s  o f  s e l f h o o d ,  

Do n o t  d r e a m  t h a t  I s p e a k  

a s  o n e  d e f r a u d e d  o f  d e l i g h t ,  

s i c k ,  s h a k e n  b y  e a c h  h e a r t - b e a t  

o r  p a r a l y z e d ,  s t r e t c h e d  a t  l e n g t h ,  

who g a s p s :  

t h e s e  r i p e  p e a r s  

are b i t t e r  t o  t h e  t a s te ,  

t h i s  s p i c e d  w i n e ,  p o i s o n ,  c o r r u p t .  

I c a n n o t  w a l k  - 
who w o u l d  w a l k ?  

L i f e  i s  a s c a v e n g e r ' s  p i t  - I e s c a p e  - 
I o n l y ,  r e j e c t i n g  i t ,  

l y i n g  h e r e  o n  t h i s  c o u c h ,  
3 7 

I n  t h e  f i r s t  f i v e  l i n e s  of t h i s  s t a n z a  H O D .  d i s o w n s  

t h e  s o l i p s i s t i c  e x p r e s s i o n  o f  d i s g u s t  w h i c h  f o l l o w s ,  B u t  

how c a n  a r e a d e r  a c c e p t  t h e  d i s g u s t  a s  a n y t h i - n g  b u t  H . D , * s  

own c o n s i d e r i n g  t h a t  t h e  r e m a r k s  H O D .  w o n ' t  a d m i t  t o  a r e  

made  q u i t e  o p e n l y  e l s e w h e r e  i n  S e a  G a r d e n ?  ' D o  n o t  d r e a m  



i t  i s  I,' s a y s  H.D., 'who f i n d s  r i p e  p e a r s  b i t te r  

t o  t h e  taste. '  And y e t  i n  " S h e l t e r e d  G a r d e n "  i t  is  s h e  

who w r i t e s  c o n t e m p t u o u s l y  of n p e a r s  w a d d e d  i n  c l o t h ,  / 

p r o t e c t e d  from t h e  f r o s t ,  / m e l o n s ,  almost r ipe ,  / 

s m o t h e r e d  i n  s t r a w , "  a n d  c o n t i n u e s  t o  a s k  a n d  c o n -  

c l u d e :  

Why n o t  let  p e a r s  c l i n g  

t o  t h e  e m p t y  b r a n c h ?  

A l l  y o u r  c o a x i n g  w i l l  o n l y  make  

a b i t t e r  f r u i t ,  38 

S i m i l a r l y ,  HOD. claims t h a t  i t  i s  n o t  s h e  who g a s p s  

"1 c a n n o t  w a l k  - / who w o u l d  walk? ' l  And y e t  i n  " C i t i e s v  

s h e  r e v e a l s  why s h e  w i l l  n o t  w a l k :  

Can  we b e l i e v e  - b y  a n  e f f o r t  

comfort o u r  h e a r t s :  

i t  i s  n o t  w a s t e  a l l  t h i s ,  

n o t  p l a c e d  h e r e  i n  d i s g u s t ,  

street a f t e r  s t r ee t ,  

e a c h  p a t t e r n e d  a l i k e ,  

n o  g r a c e  t o  l i g h t e n  

a s i n g l e  h o u s e  of t h e  h u n d r e d  

c r o w d e d  i n t o  o n e  g a r d e n - s p a c e .  

And later  o n ,  i n  a v e r y  g n o s t i c  p a s s a g e  c o n c e r n e d  

w i t h  t h e  same p r e g i v e n  streets: 

And i n  t h e s e  d a r k  cel ls ,  



p a c k e d  s treet  a f t e r  s t ree t ,  

s o u l s  l i v e ,  h i d e o u s  y e t  - 
0 d i s f i g u r e d  , d e f a c e d ,  

w i t h  n o  trace of t h e  b e a u t y  

men o n c e  h e l d  so  l i g h t .  39 

Who, a s  H.D. a s k s  ( a n d  a c c e p t i n g  h e r  d e s c r i p t i o n ) ,  w o u l d  

a t t e m p t  t o  o v e r c o m e  f e e l i n g s  of morbid d i s g u s t  and 

e s t r a n g e m e n t  b y  w a l k i n g  i n  streets s u c h  as t h e s e ?  

A s  f o r  H . D . * s  i n s i s t e n c e  t h a t  i t  is  n o t  s h e  who l ies 

s t r e t c h e d  o u t  o n  a c o u c h  " s h a k e n  b y  e a c h  h e a r t - b e a t , "  

s h e  c o n t r a d i c t s  i t  e v e n  w i t h i n  "The G i f t . "  A f e w  

s t a n z a s  l a t e r  s h e  w r i t e s :  

I r e a s o n :  

a n o t h e r  l i f e  h o l d s  w h a t  t h i s  l a c k s ,  

a s ea ,  u n m o v i n g ,  q u i e t  - 
n o t  f o r c i n g  o u r  s t r e n g t h  

t o  r ise t o  i t ,  beat  o n  beat .  40 

T h e  c o n t r a d i c t i o n s  t h a t  I h a v e  j u s t  c i ted a re  

so b l a t a n t  t h a t  i t  m u s t  s u r e l y  be a s s u m e d  t h a t  H.D. 

knew a b o u t  t hem.  G r a n t e d  t h i s  a s s u m p t i o n ,  t h e  c o n t r a -  

d i c t i o n s  a p p e a r  as  p o i n t s  a t  w h i c h  H.D. i d e n t i f i e s  t h e  

p r o b l e m a t i c  n a t u r e  of h e r  own work .  H . D . * s  d i s a v o w a l  

of h e r  own s o l i p s i s t i c  r e j e c t i o n  of l i f e  w i t n e s s e s  

h e r  r e l u c t a n c e  t o  f o l l o w  t h e  r e j e c t i o n  t h r o u g h  t o  a n  

a e s t h e t i c s  of t h e  s e p u l c h r e .  



"The  G i f t n  i s  a n  i m p o r t a n t  poem b e c a u s e  i t  i s  

s o  o p e n l y  c o n t r a d i c t o r y .  H.D. rejects l i f e ,  b u t  s h e  

d o e s  s o  i n  a poem w h i c h  t a k e s  t h e  s ide  of l i f e  a g a i n s t  

e s t r a n g e m e n t .  A s  t h e  l i n e s  i n t r o d u c i n g  i t  make  c lea r ,  

"The  G i f t N  is  t o  be u n d e r s t o o d  as  ' t h e  g i f t *  of i t se l f  

-- a g i f t  w h i c h  i s  o f f e r e d  i n  a c o n c i l i a t o r y  a t t e m p t  t o  

close t h e  d i s t a n c e  b e t w e e n  H O D ,  a n d  a n  e s t r a n q e d  f r i e n d :  

I n s t e a d  o f  p e a r l s  - a w r o u g h t  c l a s p  - 
a bracelet  - w i l l  y o u  a c c e p t  t h i s ?  

You know t h e  s c r i p t  - 
y o u  w i l l  s t a r t ,  w o n d e r :  

w h a t  is l e f t ,  w h a t  p h r a s e  

a f t e r  l a s t  n i g h t ?  T h i s :  

A s  i t  f o l l o w s  t h e s e  l i n e s  t h e  poem d e v e l o p s ,  a t  l eas t  i n  

p a r t ,  a s  H . D . ' s  e n q u i r y  i n t o  e s t r a n g e m e n t :  i n t o  t h e  c i - r cum-  

s t a n c e s  o c c a s i o n i n g  i t ,  a n d  w a y s  i n  w h i c h  i t  m i g h t  be 

c o u n t e r e d .  H.D. m e a s u r e s  h e r  l i f e  a s  a w r i t e r  a g a i n s t  

t h e  t r a n s c e n d a n t  p r a c t i c e s  OF " t h e  i n i t i a t e s , "  a n d  i n  

d o i n g  s o  r e v e a l s  t h a t  s h e  c o n s i d e r s  w r i t i n g  t o  be a 

d i s - e s t r a n g i n g  p r a c t i c e :  

S l e e p l e s s  n i g h t s ,  

I remember t h e  i n i t i a t e s ,  

t h e i r  g e s t u r e ,  t h e i r  calm g l a n c e .  

I h a v e  h e a r d  how i n  r a p t  t h o u g h t ,  

i n  v i s i o n ,  t h e y  s p e a k  



w i t h  a n o t h e r  race, 

more b e a u t i f u l ,  more i n t e n s e  t h a n  t h i s .  

I c o u l d  l a u g h  - 
more b e a u t i f u l ,  more i n t e n s e ?  

P e r h a p s  t h a t  o t h e r  l i f e  

i s  c o n t r a s t  a l w a y s  t o  t h i s .  

I r e a s o n :  

I h a v e  l i v e d  a s  t h e y  

i n  t h e i r  i n m o s t  r i t e s  - 
t h e y  e n d u r e  t h e  t e n s e  n e r v e s  

t h r o u g h  t h e  moment of r i t u a l .  

I e n d u r e  from moment  t o  moment - 
d a y s  p a s s  a l l  a l i k e ,  

t o r t u r e d ,  i n t e n s e .  

T h i s  I f o r g o t  l a s t  n i g h t :  

y o u  m u s t  n o t  be blamed, 

it i s  n o t  y o u r  f a u l t ;  

as a c h i l d ,  a f l o w e r  - a n y  f l o w e r  

tore my b reas t  - 
m e a d o w - c h i c o r y ,  a common g r a s s - t i p ,  

a l ea f  s h a d o w ,  a f l o w e r  t i n t  

u n e x p e c t e d  o n  a w i n t e r - b r a n c h .  

Here H.D. s t a n d s  o p p o s e d  t o  t h e  t r a n s c e n d a n t  p r a c t i c e s  

of " t h e  i n i t i a t e s . "  W h e r e  t h e y  " e n d u r e  t h e  t e n s e  n e r v e s  / 

t h r o u g h  t h e  moment o f  r i t u a l , I f  s h e  e n d u r e s  m e r e l y  lffrom 

moment t o  moment." H.D. p r o p o s e s  t h a t  r e v e l a t i o n  i s  t o  

be f o u n d  w i t h i n  t h e  e x p e r i e n c e  of t h i s  l i f e  ( o n  e a r t h ) ,  



and declares laughable the idea of another life "more 

beautiful, more intense than this." But H.D. does more 

than laugh. She writes of childhood experiences: 

encounters with flowers, sudden moments in which she 

recognized continuity between herself and flower or 

grass-tip. As I have already remarked, immediate 

moments of recognition such as these underlie many of 

H.DOts first (and most famous "Irnagistett) poems: en- 

counters with flowers along the coastline (as in the 

sea-flower poems), the sudden resemblance of sea perceived 

in a windswept pine forest ("OreadVt), and others. However 

brief they may be, H.D. experiences such moments as sudden 

and dis-estranging revelations of continuity between 

herself and something in the world. Like the encounters 

with flowers that H.D. recalls in "The Gift," these moments 

are tearings of the breast, and they contrast sharply with 

the feeling of estrangement which otherwise dominates this 

poem. 41 

In nThe Gift," then, H.D. contrasts the very ground 

of her early poetic with the rituals of "the initiates," 

and opposes it to the estrangement which she and they have 

in common. She will write her way back from the brink 

(on which she dithers so, disowning her own words) o f  

solipsism. She will write to find continuity between 

herself, others, and the world, and she will do so without 



/ 
e 

r e c o u r s e  to a transcendant alte;ity. But H.D. 9s 

writing must change if it is to be adequate to this 

task, for her early poetic is too fragile. The idea 

of revelatory encounters with flowers can be rationalized 

as it is in H.D.ts novel Hedylus (1928) at a moment when 

Hedylus watches a man and concludes that "the man was the 

earth and the flower sprung from it equallymlI ** But when 

one wonders how such a poetic might be lived and experienced, 

obvious difficulties propose themselves. As H.D. writes in 

her review of the film "Expiationw (1928) :  "All I can 

know is that I, personally, am attuned to a certain 

vibration, that there comes a moment when I can wwitnessw 

almost fanatically the *truth.lW 43 What happens between 

moments? What happens when the vibration dies away? The 

fanatic falls back into the shadows and mutters:"Life 
II 

is a scavenger's pit. 

I hope by now to have established that the experience 

reflected in H.D.'s earliest poems is in some respects of 

a kind with the one William James attributed to the "sick 

soulmn I hope also to have made clear that in order to 

break the estranging deadlock within which she oscillates 

during these early years, and to discover a practice of 

writing which is also a practice of self realization, H.D. 

must break the bonds by which the real enthralls her writing 

to itself as pregiven and determining situation. This 



b o n d a g e  t a k e s  t h e  form of p r e d i c a t i o n ,  a n d  I h a v e  des-  

c r ibed  i t  t w i c e  over: f i r s t ,  as i t  f a s t e n s  p a r t i c u l a r  

poems l i k e  " S t o r m w  i n  m i m e t i c  r e l a t i o n  t o  t h e  m o m e n t a r y  

e x p e r i e n c e s  o c c a s i o n i n g  t h e m ;  a n d  s e c o n d ,  i n  t h e  g e o g r a p h y  

o f  S e a  G a r d e n  w h i c h  is  a s t r u c t u r e  (of re i f ied  ideas  

a s  I h a v e  c l a i m e d )  d r a w n  from H , D . ' s  p r e v i o u s  e x p e r i e n c e ,  

a n d  w h i c h  s t a n d s  as  p r e g i v e n  i n  r e l a t i o n  t o  t h e  poems  

a r t i c u l a t e d  w i t h i n  it. 

I n  T h e  Varieties of R e l i q i o u s  E x p e r i e n c e  Wi l l i am 

James r e m a r k s  t h a t  t h e  * * s i c k  s o u l w  m u s t  be b o r n e  t w i c e  

i f  i t  is  t o  s u r v i v e  l i f e ,  T h e  s e c o n d  b i r t h  d e l i v e r s  i t  

i n t o  a l l e g i a n c e  w i t h  a t r a n s c e n d a n t  a l t e r i t y ,  a n d  t h e r e b y  

e n a b l e s  i t  t o  d e a l  ( i n  t h e  l i t e r a l  s e n s e  of t h e  w o r d )  w i t h  

l i f e ,  I n  o r d e r  t o  r e s o l v e  t h e  d i f f i c u l t i e s  of h e r  e a r l y  

l i f e  a n d  p o e t i c ,  H.D. t a k e s  a r o u t e  w h i c h  i s  c o r n p a r a r a b l e  

e v e n  t h o u g h  i t  i n v o l v e s  n o  t r a n s c e n d a n t  a l t e r i t y ,  S h e  is  

b o r n e  o u t  of t h e  s i c k  e x p e r i e n c e  I h a v e  b e e n  d e s c r i b i n g  i n t o  

a p r a c t i c e  of w r i t i n g  w h i c h  i s  m a r k e d l y  d i f f e r e n t  from 

h e r  ear l ier  " I m a g i s t e "  w o r k ,  

H O D .  f i c t i o n a l i z e s  t h i s  b i r t h  i n  h e r  n o v e l  H e d y l u s ,  

H e d y l u s  ( a  p o e t  of M e l e a g e r l s  w i t h  whom H O D .  i d e n t i f i e s ;  

h i s  name h o l d s  h e r  i n i t i a l s )  l e a v e s  t h e  w o r l d  of h i s  

c o u r t e s a n  m o t h e r  -- a w o r l d  f u l l  of mirrors  w h i c h  

reflect a g e  a n d  d e c a y  -- a n d  s l ides ,  o n e  m o o n l i g h t  

n i g h t ,  down a forested c l i f f  t o  a l e d g e  o v e r l o o k i n g  



t h e  sea: 

HEDYLUS n o t i c e d  e a c h  c h a n g e  o f  t e m p e r a t u r e ,  

t h e  n o t c h  w h e r e  t h e  o l d  p a v i n g  j o i n e d  a p a t c h  

s t i l l  o l d e r ,  t h e  s l i d e  a n d  s l i d e  a n d  s l i d e  

t h a t  m e a n t  elbows v e r y  close a n d  t h a t  f i n a l  

r a t h e r  p e r i l o u s  s m o t h e r i n g  i n  t h e  l a s t ,  t h i c k e s t  

p a r t  o f  t h e  b u s h - t u n n e l ;  t h i s  as a l w a y s  p r e c e d e d  

t u m b l i n g  i n t o  o p e n .  44 

P r e s e n t i n g  h i s  d e s c e n t  as  a  b i r t h ,  H.D. h a s  H e d y l u s  

p a u s e  a t  t h e  v e r y  e d g e  b e f o r e  h e  jumps down o n t o  t h e  

l e d g e  w h e r e  h e  k e e p s  h i s  poems ( p a r c h m e n t  h i d d e n  u n d e r  

r o c k s ) .  I n  t h e  p a u s e  H e d y l u s  sees t h e  o c e a n  g l i s t e n i n g  

b e y o n d  t h e  l e d g e  l i k e  p o l i s h e d  s i l v e r ,  a n d  a n t i c i p a t e s  

l e a p i n g  t o o  f a r .  H e  c o n s i d e r s  t h e  d i s p a r i t y  b e t w e e n  

c h a n g i n g  p o e t i c  f a s h i o n  a n d  t h e  f a c t  t h a t  l t R e a l i t y  

r e m a i n e d .  Would a lways . "  *' F e e l i n g  t h a t  h e  m u s t  o v e r c o m e  

t h i s  d i s p a r i t y  H e d y l u s  reca l l s  t e l l i n g  a f r i e n d  t h a t  h e  

h a d  some "more  work." l fWork?u H e d y l u s  w o n d e r s  w h e t h e r  

h i s  f u t u r e  w r i t i n g  c a n  s y n c h r o n i z e  h i s  t h o u g h t  a n d  desire 

w i t h  t h e  ' r e m a i n i n g  r e a l i t y '  a n y  more e f f e c t i v e l y  t h a n  

w h a t  h e  c a l l s  t h e  " f a k e d  m o d e r n i t y w  of h i s  ea r l i e r  

e n d e a v o u r s .  

T h i n k i n g  as  h e  p a u s e s  s u s p e n d e d  a b o v e  t h e  l e d g e ,  

H e d y l u s  t h i n k s  f o r  H.D.. T h a t  s h e  too  w a s ,  for  a time, 

s u s p e n d e d  a t  t h e  access t o  h e r  work is w i t n e s s e d  by t h e  

o s c i l l a t i o n s  e v i d e n t  i n  Sea G a r d e n ,  a n d  b y  h e r  r e s o l u t i o n  

t o  w r i t e  a g a i n s t  e s t r a n g e m e n t  i n  "The G i f t . "  H . D . * s  l a t e r  



w r i t i n g  a l s o  lies close t o  t h e  sea: a f t e r  t h e  w a r  H.D. 

f r e q u e n t l y  described t h e  u n c o n s c i o u s  a s  a n  o c e a n .  S h e  

too w a s  c o n c e r n e d  w i t h  how " R e a l i t y  r e m a i n e d . "  S h e  

too t u r n s  from h e r  e a r l y  w o r k  - -he r  n I m a g i s m e v - - a l t h o u g h  

s h e  n e v e r  d i s m i s s e s  i t  as  " f a k e d  m o d e r n i t y , "  a n d  becomes 

more a t t e n t i v e  t o  w r i t i n g  as  a p r o c e s s  of r e a l i z i n g  

t h o u g h t :  w r i t i n g  as "work." 

S o  i t  i s  n o t  s u p r i s i n g  t h a t  when H e d y l u s  f i n a l l y  

t a k e s  t h e  l a s t  l e a p  down from t h e  p a t h  t o  t h e  l e d g e  

H . D . I s  n a r r a t i v e  s l i p s  i n t o  t h e  f i rs t  p e r s o n  ( t h i s  

o n l y  h a p p e n s  o n c e  i n  t h e  b o o k ) .  T h e  c o r r e s p o n d e n c e  

b e t w e e n  H e d y l u s c  d e s c e n t  a n d  H , D . ' s  b i r t h  i n t o  w r i t i n g  

as "workf1  becomes e x p l i c i t  : 

HEDYLUS closed h i s  e y e s  lest h i s  p r e v i s i o n  

of t h e  f a l l  o n t o  p o l i s h e d  s i l v e r  s h o u l d  

u n n e r v e  him. (3 a l w a y s  t o o k  t h i s  l a s t  jump 

n e r v o u s  l y .  46 



V WRITING AND WAR 

"You will be astonished to find how like 

art is to war, I mean lmodernistl art." 

-- Wyndham Lewis, 47 

H.D. wrote "The Gift" in London during the early 

years of the First World War. As I have suggested, there 

is a good chance that the couch on which she lay writing 

the poem was situated in the room she shared with her 

husband Richard Aldington at 44 Mecklenburgh Square. 

More than once in her work H.D. describes this room 

as a haven safe from the feverish dereliction which was 

life in the warring city outside. But it was not bricks 

and mortar which distinguished the room, so much as it 

was H.DO1s desire to situate herself, husband, and 

friends apart from the dereliction. In actuality 

the room was an interior perched on the brink of ruin, 

and, although'the room survived the falling bombs, the 

war did draw H.D. and her circle out of their distinct- 

ness and disperse them. What was the distinction of this 

circle? One member, John Cournos who lived in the same 

house as H.D., suggests that it was the interior and 

precarious distinction of 'artistic1 life (another group 

of 'initiates*). Recalling his life in London during 

this time, Cournos writes: 

There were two aspects to this life: life 



among a r t i s t s ,  a n d  t h e  g r e a t  l i f e  o u t s i d e .  48 

I n  a n o t h e r  p a s s a g e  C o u r n o s  l e a v e s  n o  d o u b t  t h a t  i n  

1914 H.D. w a s  l e a d i n g  t h e  i n t e r i o r  of t h e s e  t w o  l i v e s  

h a p p i l y  e n o u g h :  

Here w e r e  t w o  p o e t s ,  man a n d  woman, who 

w e r e  h a p p y  t o g e t h e r  a n d  w o r k e d  t o g e t h e r ;  

a t  t h i s  t i m e ,  a t  a n y  r a te ,  t h e i r  r e l a t i o n  

s e e m e d  t o  me t o  be a n  i d e a l  o n e .  49 

T h e  c h a n g e  t h a t  I am c o n c e r n e d  t o  describe i n  H . D . @ s  

w o r k  is  c o i n c i d e n t  w i t h  t h e  c o l l a p s e  of t h e  i n t e r i o r  

' a r t i s t i c 1  l i f e  t h a t  s h e  w a s  l e a d i n g  p r i o r  t o  t h e  w a r ,  

And i f  we f o l l o w s  H.D. down t h e  s t a i r s  f r o m  t h e  room 

w h i c h  s h e  u s e d  t o  s i g n i f y  t h e  e r s t w h i l e  d i s t i n c t i o n  of 

h e r  d i s i n t e g r a t i n g  c i rc le ,  w e  m i g h t  u s e f u l l y  p a u s e  t o  

i m a g i n e  h e r  h e s i t a t i n g  o n  t h e  l a s t  s t e p  l i k e  H e d y l u s  

b e f o r e  h i s  n e r v o u s  " l a s t  jump,l t  f o r  t h e  l e a p  i n t o  w r i t i n g  

as n w o r k v  is  a l s o  a l e a p  i n t o  " t h e  g r e a t  l i f e  o u t s i d e . l l  

A p a r t  f r o m  t h e  i n t e r i o r  d i s t i n c t i o n  of h e r  

c ircle of f r i e n d s ,  H.D. e v i d e n t l y  f e l t  that h e r  t h r e a t e n e d  

room a l s o  resembled h e r  own e s t r a n g e d  i n t e r i o r i t y ,  a n d  

s h e  t o o k  t h e  w a r  up i n t o  h e r  w r i t i n g  o n  t h i s  p s y c h o l o g i c a l  

l e v e l  a s  w e l l .  J u s t  a s  t h e  w a r  w o u l d  break i n t o  t h e  

e n c l o s u r e  of t h e  room, H.D. i n  h e r  w r i t i n g  w o u l d  d i s -  

e s t r a n g e  h e r s e l f  b y  r e s t o r i n g  h e r  d i s t i n c t  a n d  n e r v o u s  

m e n t a l i t y  t o  w h a t  i n  James1 p h r a s e  m i g h t  be desc r ibed  



as a " h e a l t h y - m i n d e d 1 *  c o n f l u e n c e  w i t h  t h e  " g r e a t  l i f e  

o u t s i d e . l l  P e c u l i a r  a n d  i n v e r s e  as i t  i s ,  t h i s  r e l a t i o n  

b e t w e e n  w a r  a n d  w r i t i n g  l o n g  r e m a i n e d  i n s t r u m e n t a l  f o r  

H o D o .  I n  t h e  S e c o n d  World War s h e  l e f t  t h e  r e l a t i v e  

s e c u r i t y  of S w i t z e r l a n d  ( a n d  a n o t h e r  c i rc le  of f r i e n d s )  

a n d  r e t u r n e d  t o  L o n d o n  w h e r e ,  i n  t h e  m i d s t  of t h e  b l i t z e s ,  

s h e  w r o t e  t h e  t h r e e  l o n g  poems of T r i l o g y .  P e r h a p s  h e r e  

t h e  v i c t o r y  w a s  won,  f o r  i n  t h e  f i r s t  of t h e s e  p o e m s ,  

"The  Walls D o  Not F a l l , l l  1 - i . D . ' ~  i n t e r i o r i t y  g i v e s  way 

t o  t h e  I1recessn ( w h i c h  i s  p a r t i a l l y  o p e n  t o  t h e  o u t s i d e ) ,  

a n d  " t h e  a n g l e  of i n c i d e n c e w  i s  f i n a l l y  f o u n d  t o  e q u a l  

I t t h e  a n g l e  of r e f l e c t i o n . l l  50 

It  is w o r t h  c o n s i d e r i n g  some of t h e  r a m i f i c a t i o n s  of 

t h i s  r e l a t i o n  b e t w e e n  w r i t i n g  a n d  w a r  w h i c h  H.D. d i s -  

c o v e r s  w i t h i n  t h e  order of h e r  work .  B o t h  w a r  a n d  

w r i t i n g  a s  HOD.  p r e s e n t s  i t  are l i m i n a l  p r o c e s s e s .  War 

t a k e s  p l a c e  o n  t h e  h i s t o r i c a l  t h r e s h o l d  b e t w e e n  n o r m a l i z e d  

p a t t e r n s  of s o c i a l  r e l a t i o n  w h i c h  p r e c e d e  a n d  f o l l o w  it. 

W r i t i n g  as  W.D. d e s c r i b e s  i t  is  a c t i v e  o n  t h e  p s y c h o l o g i c a l  

t h r e s h o l d  b e t w e e n  ltnumblt ( s e e  p. 1 7 )  m o m e n t s  of n o r m a l i z e d  

c o n s c i o u s n e s s .  Described i n  terms of l i m i n a l i t y  t h i s  

l i k e n e s s  c e r t a i n l y  s o u n d s  a b s t r a c t ,  b u t  t h e r e  is  a l i n k  

b e t w e e n  s o c i a l  a n d  p s y c h o l o g i c a l  w h i c h  g i v e s  h i s t o r i c a l  

s u b s t a n c e  t o  t h e  c o i n c i d e n c e  of w r i t i n g  a n d  w a r  d e c l a r e d  

b y  H.D.. F o r  b o t h  s o c i a l  a n d  p s y c h o l o g i c a l ,  c o l l e c t i v e  

a n d  p e r s o n a l  e x p e r i e n c e ,  a re  a r t i c u l a t e d  w i t h i n  d i s c o u r s e .  



A d i s c o u r s e - - w o r d s  o r g a n i z e d  w i t h i n  u s a g e  r a t h e r  t h a n  

l e x i c a l l y - - i s  n e c e s s a r i l y  f u l l  i n  i t s  b e a r i n g  o n t o  t h e  

w o r l d ;  i t  w o r k s  as a p l e n u m  w h i c h  o r g a n i z e s  a l l  e x p e r i e n c e  

e v e n  t h o u g h  i t  i n c l u d e s  o n l y  some o f  t h e  p o s s i b i l i t i e s  

i m p l i c i t  i n  t h e  l e x i c a l  t o t a l i t y  of a l a n g u a g e .  W i t h i n  

d i s c o u r s e  l a n g u a g e  is  l i m i t e d  by d i s c u r s i v e  o r g a n i z a t i o n ,  

a n d  w o r d s  e x i s t  u n d e r  c o n s t r a i n t s  w h i c h  n e c e s s a r i l y  e x -  

c l u d e  a s p e c t s  of t h e i r  n a t u r e  from c o n s c i o u s n e s s .  I n  a 

p a s s a g e  of t h e  r e t r o s p e c t i v e  B i d  Me To L i v e  (1960)  H.D. 

describes t h e  d i s c o u r s e  of p r e -  a n d  e a r l y  ~ i r s t  W o r l d  War 

L o n d o n  s o c i e t y  i n  terms w h i c h  d e f i n e  i t s  s u f f o c a t i n g l y  

c o n f i n i n g  e f f e c t  u p o n  h e r s e l f  a n d  h e r  f r i e n d s :  

T h e y  were moved r a t h e r  t h a n  m o v i n q ,  heclqed 

i n  b y  c o m m e n t ,  b y  p r e c i s e  a n d  p r e c i s e l y  aimed 

p o i s o n o u s  a r r o w s ,  b y  w o r d s  t h a t  m e a n t  n o t h i n g  

b u t  t h a t  s t u n g  across a l l  t h e  s u r f a c e  o f  l i f e ;  

a m b u s h e d ,  t h e y  d o d g e d .  5 1 

T h a t  so  many o f  t h e  E n g l i s h  t r e n c h  p o e t s  ( i n c l u d i n g  

H . D . * s  h u s b a n d  R i c h a r d  A l d i n g t o n )  w e r e  i n c a p a b l e  o f  f i n d i n g  

w o r d s  f o r  t h e i r  a p p a l l i n g  e x p e r i e n c e  s u g g e s t s  t h a t  i n  t h e  

F i r s t  W o r l d  War t h e  c u l t u r e d  E n g l i s h  d i s c o u r s e  b r o k e  u n d e r  

t h e  w e i g h t  o f  e v e n t s  w h i c h  i t  c o u l d  n e i t h e r  a r t i c u l a t e  

n o r  s u p p o r t .  W r i t i n g  w i t h i n  w a r ,  H.D. tr ies t o  free w o r d s ,  

t o  ' d o d g e *  d i s c o u r s e ,  a n d  t o  a r t i c u l a t e  h e r s e l f  i n  t e x t s  

w h i c h  w h i l e  e x p l o r i n g  o t h e r  areas of l a n g u a g e  ( f o r  e x a m p l e ,  

t h e  e t y m o l o g i c a l  d e v e l o p m e n t  of w o r d s ,  r h y m e ,  a n d  t h e  names  

o f  f o r g o t t e n  a n g e l s )  a l s o  e x p l o r e  p s y c h i c  a c t i v i t i e s  w h i c h  



had been excluded from, or repressed by, the discursive 

organization of experience. H.D.'s work operates against 

a discursively organized reality principle which 

periodically culminates in disaster. By identifying 

writing with war, by moving back to London for the blitzes 

of the Second World War, H.D. situates her work at the 

point of culmination. It was as a war poet that H.D. 

began to write in search of a different future. 

H.D. commented on the relation between her writing, 

her room, and the First World War in a retrospective 

note written for publication in the Oxford Antholoqy 

of American Literature (1938). Her comment makes it 

possible to identify some of the causes of the estrangement 

against which H.D. directed her later writing: 

In order to speak adequately of my poetry 

and its aims, I must, you see, drag in the 

whole deracinated epoch. Perhaps specifically 

I might say that the house next door was struck 

one night. We came home and simply waded through 

glass, while wind from the now unshuttered win- 

dows made the house a barn, an unprotected dug- 

out. What does that sort of shock do to the 

mind, the imagination - not solely of myself, 
but of an epoch? One of the group found some 

pleasure in the sight of the filled shelves and 

books tumbled on the floor. He gave a decisive 

foot-ball kick with his army boot to the fattest 

volume. It happened actually to be a Browninq. 

lle demanded dramatically, "what is tile use of 



a l l  t h i s  - now?" To m e ,  f o r t u  a n d  t h e  

y e l l o w - m e l o n  f l o w e r  a n s w e r e d  b y  e x i s t i n g .  

T h e y  w e r e  i n  a n o t h e r  s p a c e ,  a n o t h e r  d i m e n s i o n ,  

n e v e r  s o  d e a r  a s  a t  t h a t  m o h e n t .  5 2  

M.D. s a w  t h e  y e l l o w - m e l o n  f l o w e r  as e x i s t i n g  i n  a 

" s p a c e w  or  m d i m e n s i o n v  w h i c h  w a s  p r e s e n t  i n  t h e  room, 

a n d  y e t  b e y o n d  t h e  r e a c h  of r u i n  a n d  d e s t r u c t i o n .  I n  

order  t o  c o m p r e h e n d  t h e  m a t e r i a l i t y  of t h i s  " s p a c e w  o r  

l l d i m e n s i o n w  i t  is  n e c e s s a r y  f i r s t  t o  u n d e r s t a n d  t h e  

d e s t r u c t i o n  t h r o u g h  w h i c h  i t  is s a i d  t o  e n d u r e .  I t  

w o u l d  he  e a s y  t o  c o n c l u d e  t h a t  t h e  w a r  c a u s e d  t h e  des-  

t r u c t i o n  o f  H . D . v s  room a n d  t h e  d i s p e r s a l  of h e r  c i r c l e  

o f  f r i e n d s ,  b u t  i t  w i l l  be m o r e  u s e f u l  t o  g o  b e h i n d  t h e  

s c e n e s  of w a r ,  as H.D. u n d o u b t e d l y  d i d ,  a n d  t o  r e c o g n i z e  

t h a t  t h e  d e s t r u c t i o n  w a s  t h e  o u t c o m e  of h i s t o r i c a l  deter- 

m i n a t i o n :  of t i m e  f o r e c l o s e d  i n t o  t h e  p a s s a g e  o f  a p r e -  

d e t e r m i n e d  a n d  i n e v i t a b l y  r u i n o u s  s e q u e n c e  of e v e n t s .  

H i s t o r y ,  h i s t o r i c a l  t i m e  a n d  d e t e r m i n a t i o n ,  w a s  o n e  of 

t h e  r a d i c a l  c a u s e s  of H . D . ' s  e s t r a n g e m e n t ,  a n d  i n  c a s t x i n g  

h e r  w r i t i n g  a g a i n s t  e s t r a n g e m e n t  s h e  c o m m i t s  h e r s e l f  t o  

a n  i n v e s t i g a t i o n  of a l 1 s p a c e W  or  " d i m e n s i o n t 1  w h i c h  may 

be s a i d  t o  ' r e m a i n v  r a t h e r  as H e d y l u s  claimed l l R e a l i t y  

r e m a i n e d "  (see p. 82). 

B u t  h i s t o r i c a l  d e t e r m i n a t i o n  i s  by n o  m e a n s  t h e  w h o l e  

s t o r y ,  a n d  H.D. to1.d more of i t  when s h e  r e t u r n e d  t o  t h e  

"11 I 
, . 
I . ' ,  

same i n c i d e n t - - t h e  same s h a t t e r e d  room--in Did M e  T o  L i v e  



(1360 ) .  I n  t h i s  a c c o u n t  i t  i s  R a f e  ( o n l y  t h e  name 

d j f f e r e n t i a t e s  R a f e  f r o m  R i c h a r d  A l d i n g t o n )  who k i c k s  

t h e  t u m b l e d  b o o k s ,  a n d  h e  d o e s  so  t o  i m p r e s s  h i s  l o v e r  

Bel la  ( D o r o t h y  Y o r k e )  who i s  a l s o  p r e s e n t .  53  T h e  c o l l a p s e  

d o e s  n o t  n e e d  d o c u m e n t i n g ,  a n d  i t  w i l l  s u f f i c e  t o  s a y  t h a t  

t h e  d i s i n t e g r a t i o n  o f  t h e  A l d i n g t o n s l  m a r r i a g e  c o i n c i d e d  

w i t h  t h e  w a r .  What  matters f o r  t h e  p u r p o s e s  o f  t h i s  s t u d y  

i s  t h a t  H O D .  ls e x p e r i e n c e  i n  s e x u a l  i t y  w a s  arnoncl tile r a d i c a l  

c a u s e s  o f  h e r  e s t r a n g e m e n t ,  a n d  t h a t  i t ,  ljke h i s t o r y ,  

c o n s e q u e n t l y  j n f o r m s  t h e  t a s k  o f  h e r  l a t e r  w r i t i n q .  

G e n e r a l l y  s p e a k i n g ,  H.D. p r e s e n t s  s e x u a l i t y  a s  a 

force w h i c h  i s  n o  more p e r s o n a l l y  d i r e c t e d  t h a n  w a r .  

S e x u a l i t y  t ies e v e r y b o d y  a l i k e  i n t o  t h e  r a c i a l  c o n t i n u u m ,  

a n d  i n  t h i s  s e n s e  i t s  n e c e s s i t y  i s  h i s t o r i c a l .  L i k e  h i s t o r y ,  

s e x u a l i t y  h a s  a d e t e r m i n i n g  h o l d  o n  t h e  p r e s e n t ,  a n d  i t  

i s  c o n s e q u e n t l y  n o t  s u p r i s i n g  t h a t  H , D . l s  r e s p o n s e  t o  

i t i n c l u d e d  a v e r s  i o n .  F r e u d  d e s c r i b e d  N a r c i s s u s  a s  an 

a n g u i s h e d  f i g u r e  o b s e s s e d  w i t h  t h e  d w i n d l  i n q  h c a ~ ~ t - y  o f  

t h e  r e f l e c t i o n  h e  cas t  so  m o m e n t a r i l y  o n  t h e  e n v e l o p j n q  

streams o f  t h e  g e r m  p l a s m .  54 T h e r e  i s  s o m e t h i n g  of t h i s  

N a r c i s s u s  i n  W,D, ls s e a r c h  f o r  " c h a s t e  A p h r ~ d i t e , ' ~  f o r  a 

s e x u a l i t y  w h i c h  d o e s  n o t  u t t e r  d e a t h  a n d  d i s c o n t i n u i t y  i n  

t h e  same b r e a t h  as  l i f e . 5 5  B u t  t h i s  i s  n o t  a p o i n t  I 

w a n t  t o  h a r p  on .  N a r c i - s s u s  is  e s t r a n g e d ,  a n d  t h e  l i k e -  

n e s s  b e t w e e n  h i m  a n d  H.D. m e r e l y  h e l p s  t o  d e s c r i b e  t h e  

d i s t a n c e  w h i c h  H . D e t s  l a t e r  w o r k  s t r u g q l e s  t o  close. 



T h e r e  i s  c e r t a i n l y  a r e l a t i o n  b e t w e e n  t h e  e n i g m a t i c  

l t space l1  o r  w d i m e n s i o n l l  i n  w h i c h  H.D. p e r c e i v e s  t h e  y e l l o w -  

melon  f lower  a n d  t h e  a s p e c t s  of l a n g u a g e  r e p r e s s e d  o r  

o c c u l t e d  as t h e y  are  e x c l u d e d  ( a n d  s t r u c t u r e d  i n  t h e  l 1 s p a c e V  

o r  * * d i m e n s i o n t t  o f  e x c l u s i o n )  from d i s c o u r s e .  It  f o l l o w s  

t h a t  as H.D. d i r e c t s  h e r  w r i t i n g  more s p e c i f i c a l l y  i n t o  

t h e  w o r k  of d i s m a n t l i n g  h e r  d i s c u r s i v e l y  o r g a n i z e d  

e x p e r i e n c e ,  s h e  i n v o l v e s  i t  i n  t h e  c r y p t i c  ( a n d  sometimes 

t i r e s o m e )  m e t a p h o r i c a l  a n d  f i g u r a t i v e  e x p r e s s i o n s  o f  a n  

a t t e m p t  t o  s a y  t h e  u n s a y a b l e .  H.D. w o u l d  w i t h d r a w  from 

t h e  c u l t u r e d  a n d  i d e o l o g i c a l  d i s c o u r s e  of h e r  t i m e  a n d  

y e t  ( u n l i k e  Pound  i n  t h e  s i l e n c e  of h i s  l a s t  y e a r s )  

c o n t i n u e  t o  s p e a k .  The w i t h d r a w a l  t h a t  s h e  d e m a n d s  of 

h e r s e l f  ( a n d  w h i c h  s h e  i m p l i e s  i s  n e c e s s a r y  f o r  t h e  e n t i r e  

s o c i e t y  a r o u n d  h e r )  resembles w i t h d r a w a l  from a d d i c t i o n .  

J u s t  as t h e  a d d i c t  w i t h d r a w s  f r o m  a  d r u g  w h i c h  h a s  estab- 

l i s h e d  i t se l f  i n  h i s  b o d y  c h e m i s t r y ,  H.D. w o u l d  w i t h d r a w  

from t h e  d i s c o u r s e  w i t h i n  w h i c h  h e r  own s u b j e c t i v i t y  h a s  

b e e n  c o n s t i t u t e d .  J u s t  as  C o c t e a u  f o u n d  p o e t r y  i n  w h a t  

h e  p r e s e n t s  as  t h e  u n u t t e r a b l e  e x p e r i e n c e  of o p i u m  w i t h -  

d r a w a l ,  H.D. f i n d s  p o e t r y  ' b e y o n d  s p e e c h '  a t  t h e  i n t e r -  

f a c e  b e t w e e n  d i s c o u r s e  a n d  l a n g u a g e .  



VI H.D., FREUD, AND !'THE RETURN OF THE GODS." 

As I have said, the couch on which H.D. wrote 

"The Giftf1 might easily be seen as the first in a fated 

series of couches which would eventually lead H.D. through 

the consulting rooms of Mary Chadwick, Havelock Ellis, 

Hanns Sachs, and Sigmund Freud. H.D. did pass this 

way, but she was not unwitting and it would be inadequate 

to read her writing as if it were merely the symptomatic 

expression of the disorders leading her from couch to 

couch. It should be remembered that in "The Giftff H.D. 

cast her writing against estrangement, and that her work 

exists in its own right as an attempt to overcome 

disaffiliation and estrangement. H.D. underwent a 

brief analysis with Freud, but she also read his work. 

This latter fact has been underestimated where it has 

not been simply ignored, and in a later chapter I shall 

try to map the way this reading might have influenced 

or corroborated H.D. in her writing. There are certain 

remarks, however, which can be made immediately. 

In 1936 Freud wrote to Ludwig Binswanger remarking: 

You claim that with a change of viewpoint 

one is able to see an upper storey which 

houses such distinguished guests as religion, 

art, etc. You're not the only one who thinks 



t h a t ,  most c u l t u r e d  s p e c i m e n s  of homo n a t u r a  

b e l i e v e  it. I n  t h a t  y o u  are c o n s e r v a t i v e ,  

I r e v o l u t i o n a r y .  I f  I h a d  a n o t h e r  life-time 

of w o r k  before m e ,  I h a v e  n o  d o u b t  t h a t  I c o u l d  

f i n d  room f o r  t h e s e  n o b l e  g u e s t s  i n  my l i t t l e  

s u b t e r r a n e a n  h o u s e .  56 

Two y e a r s  a f t e r  w r i t i n g  t h i s  let ter  t o  B i n s w a n g e r ,  F r e u d  

r e c e i v e d  some g a r d e n i a s  f r o m  a f l o r i s t .  T h e  a t t a c h e d  c a r d  

r e a d :  "To g r e e t  t h e  r e t u r n  of t h e  Gods." T h e  g a r d e n i a s  

w e r e  a n  a n o n y m o u s  g i f t  from H.D.. What  c a n  h a v e  l ead  H.D. 

t o  assoc ia te  F r e u d  w i t h  t h e  r e t u r n  o f  t h e  Gods when most 

p e o p l e  w o u l d  p r o b a b l y  h a v e  claimed t h a t  h e  h a d  s a c k e d  t h e  

p a n t h e o n ?  F r e u d  h i m s e l f  d r e w  a t t e n t i o n  t o  t h e  a p p a r e n t  

i n c o n s i s t e n c y  w h e n ,  h a v i n g  g u e s s e d - - r a t h e r  e a s i l y  p e r h a p s  

- - t h a t  t h e  f l o w e r s  came from H.D., h e  w r o t e  t o  t h a n k  h e r  

f o r  t hem.  I n  h i s  n o t e  F r e u d  r e m a r k e d  t h a t  w h e r e  s h e  w a s  
5 7  

i n c l i n e d  t o  t a l k  a b o u t  Gods,  " o t h e r  p e o p l e  r e a d :  G o o d s , "  

D i s p u t a t i o n  b e t w e e n  Goods  a n d  Gods is  n e a r l y  as  old as t h e  

h i l l s ,  a n d  i t  n e e d  n o t  be j o i n e d  h e r e .  What  i s  t o  t h e  

p o i n t  i s  t h a t  w h i l e  t h e  g o d s  mark  t h e  e v i d e n t  d i s p a r i t y  

b e t w e e n  H.D.'s w o r k  a n d  F r e u d ' s ,  t h e y  a l s o  m a r k  t h e  g r o u n d  

o n  w h i c h  t h e  t w o  w o r k s  i n t e r s e c t .  

One  d o e s  n o t  h a v e  t o  read f a r  i n t o  H.D.'s w o r k  t o  

g a t h e r  t h a t  t h e  t w o  g o d s  s h e  f a v o u r s  most are  A r t e m i ' s  a n d  

Helios. T h e s e  t w o  h a u n t  h e r  w o r k  from b e g i n n i n g  t o  e n d ,  

e v e n  t h o u g h  H.D. does n o t  name t h e m  s p e c i f i c a l l y  u n t i l  



t h e  1 9 2 0 s .  An i m p o r t a n t  c h a r a c t e r i s t i c  of b o t h  A r t e m i s  

a n d  Helios i s  t h a t  t h e i r  a c t i o n  i s  h a r d l y  i n v o l v e d  i n ,  

a n d  c e r t a i n l y  n o t  c o n f i n e d  t o ,  t h e  i m m e n s e  s e x u a l  t h e m a t i c  

of Hes iod ' s  T h e o q o n y .  T h e  t h e o g o n i c  s e x u a l i t y  s t r u c t u r e s  

a s e q u e n c e  of e v e n t s  w h i c h  b r i n g s  a b o u t  a p r e s e n t  s t a t e  

of l i f e  o n  e a r t h .  I t  w o u l d  be w r o n g  t o  c o n c l u d e  t h a t  t h e  

s e x u a l i t y  of H e s i o d ' s  g o d s  is s i m p l y  h i s t o r i c a l ,  f o r  

w h i l e  t h e  T h e o q o n y  d o e s  o rde r  f i v e  d i s t i n c t  s t a g e s  

c h r o n o l o g i c a l l y  i t  does n o t  d e v e l o p  i n t e r n a l  r e l a t i o n  

b e t w e e n  t h e m ,  B u t  p e r h a p s  t h i s  d i s t i n c t i o n  is o v e r f i n e .  

F o r  t h e r e  i s  n o  d o u b t  t h a t  t h e  s e x u a l  t h e m a t i c  of t h e  

T h e o q o n y  i s  s y n c h r o n i z e d  w i t h  a t e m p o r a l  p a s s a g e  of 

e v e n t s  w h i c h  h o l d s  a n d  d e t e r m i n e s  t h e  p r e s e n t ,  C o n s i d e r i n g  

t h a t ,  a s  I h a v e  c l a i m e d ,  t h e  d i f f i c u l t i e s  a g a i n s t  w h i c h  

H O D ,  d i r e c t s  h e r  w r i t i n g  c a n  be t r a c e d  t o  root  i n  h i s t o r i c a l  

and  s e x u a l  d e t e r m i n a t i o n ,  it is u n l i k e l y  t o  h a v e  b e e n  

a c c i d e n c e  o r  whim w h i c h  lead H,D. t o  A r t e m i s  a n d  Helios. 

I t  i s  e v e n  less l i k e l y  t o  be m e r e l y  c o i n c i d e n t a l  t h a t  H O D .  

s e v e r s  t h e  t w o  g o d s  from t h e i r  r e l a t i v e l y  s l i g h t  Hesiodic 

c o n n e c t i o n s .  I t  i s  t r u e  t h a t  A r t e m i s  a n d  A p o l l o  h a v e  t h e i r  

place i n  t h e  T h e o q o n y :  Hesiod m e n t i o n s  t h e i r  b i r t h  as t w i n s  

t o  L e t o ,  f a t h e r e d  b y  Z e u s .  B u t  A r t e m i s ,  e v e n  i n  h e r  l a t e  

Hesiodic form, n e v e r  g i v e s  b i r t h .  A s  fo r  Helios,  h e  

is  s i m p l y  n o t  t h e  same as  A p o l l o ,  t h e  b o y  g o d  who f a t h e r e d  

A s c l e p i u s  a n d  A r i s t a e u s .  I w i l l  r e t u r n  t o  Helios a f t e r  

d i s c u s s i n g  A r t e m i s .  



Artemis is a good deal older than Hesiod. Jane 

Harrison, whose books H.D. is most likely to have read, 

leaves no doubt about this. The name of Artemis has 

been found in the Minoan script 'linear B,' and there 

is also evidence of Artemis in the fragmentary remains 

of the Etruscan civilisation. Originally Artemis was 

associated with the Earth Goddess, and H,D.'s Artemis 

is laden with this association. Among the surviving 

pictorial representations of the Earth Goddess (several 

of which are reproduced in Jane Harrison's Themis, first 

published in 1912) are several showing her as she offers 

the fruits of the earth piled up on calathes which she 

holds out towards human figures. In these representations 

the goddess interposes the fruits of the earth between 

herself and humanity in such a way that she appears to 

be hidden from human view by the very fruits that she 

offers, The same holds true of the representations 

depicting the Earth Goddess (or her head) hidden in 

a mound, covered, once again, with the fruits of the earth, 

In these representations the Earth Goddess can be seen 

as a generative principle hidden 'behind' the world in 

which humanity lives. She is necessary to the world, 

but her necessity is such that she is hidden from it, 

Her presence is, paradoxically, an absence. 

The world in which humanity lives is the realm 

of both historical and sexual determination, and Artemis, 



to the extent that she is associated with the Earth 

Goddess, stands prior to, and yet is constitutive of 

both determinations. It is perhaps in relation to the 

Earth Goddess that Artemis comes to be associated with 

birth (an association which is linked with her chastity). 

Certainly there is some continuity between the two functions, 

for birth can be considered as the sudden and extraordinary 

moment when life enters the world and counters the question 

of its orjgin with an assertion of presence. Here again 

one encounters a llspaceff or ftdimensiontf which, like Artemis, 

is both present and occult, and which is reminiscent of that 

attributed to the yellow melon flower. 

Artemis is wild. For Homer she was "the lady of 

the wild.lq In the words of two modern scholars Artemis 

i.s "the lady of free and untamed nature,lf5* and "the 

goddess of unexplored nature." 59 Explorati.on will 

never uncover the unexplored, as H.D. demonstrates 

in the two poems from Sea Garden which are almost cer- 

tainly rel-ated to Arternis. In both, as I said while 

discussing repression (p. 561, the searching narrators 

succeed only in uncovering landscapes which come between 

themselves and the unnamed object of their search. Caught 

as they are in a geometry of frustration, the fervency 

with which the narrators search is directly proportional 

to the intensity with which they experience failure. 



Walter O t t o  h a s  d e s c r i b e d  A r t e m i s  a s  t h e  g o d d e s s  

o f  d i s t a n c e ,  
60 

T h i s  a s p e c t  o f  A r t e r n i s  i s  p r o m i n e n t  i n  

H . D . ' s  p l a y  H i p p o l y t u s  T e m p o r i z e s  (19271,  w h e r e  H.D. 

p r e s e n t s  A r t e m i s  as i f  s h e  were d r a w n  a n d  t i e d  i n t o  

t h e  w o r l d  o n l y  b y  H i p p o l y t u s t  d e s i r e  f o r  h e r :  a d e s i r e  

w h i c h  s h e  f i n d s  i n t o l e r a b l e ,  b u t  a g a i n s t  w h i c h  s h e  i s  

p o w e r l e s s  t o  recoil .  A r t e m i s  a n d  H i p p o l y t u s  a re  t r a p p e d  

b y  e a c h  o t h e r ,  a n d  l o c k e d  i n t o  a f a t e d  a t t e m p t  t o  m e d i a t e  

a n  i m p o s s i b l e  d i s t a n c e ,  A r t e m i s  i s  t h e  g o d d e s s  o f  

1 , ~ i l d  a n d  u n a t t a i n a b l e  b e a u t y ,  a l l u r i n g  b u t  c r u e l l y  b e y o n d  

the r e a c h  o f  a l l  b u t  h e r  f e m a l e  a t t e n d a n t s .  Her d o m a i n  

is among t h e  w i l d  a n d  f o r e s t e d  m o u n t a i n s .  H , D . t s  

A r t  emis i:; v i t a l l y  o p p o s e d  t o  A p h r o d i t e .  T h i s  a l o n e  

c o u l d  a c c o u n t  f o r  H . D e l s  s p e c i a l  i n t e r e s t  i n  E u r i p i d e s t  

I - l i p p o l y t u s .  I l i p p o l y t u s  i s  t h e  o n l y  G r e e k  p l a y  t o  d r a m a t i z e  

a b s o l u t e  o p p o s i t i o n  b e t w e e n  A r t e m i s  a n d  t h e  s t r o n g e r  

A p h r o d i t e .  

H . D . t s  H e l i o s  is  n o t  i d e n t i c a l  w i t h  A p o l l o  b o r n  

to L e t o  as A r t e m i s '  t w i n .  I n  H . D e V s  m y t h o l o g y  h e  

o c c u p i e s  A p o l l o t s  p l a c e  as t h e  t w i n  and p o l a r  o p p o s i t e  

of Artemis, b u t  H.D. l i n k s  Helios w i t h  t h e  s u n ,  a n d ,  

more c p e c i f i c a l . l y ,  w i t h  t h e  f i r e  ' b e h i n d t  t h e  l i g h t  

o f  t h e  s u n ,  A s  i t  w a s  w i t h  A r t e r n i s ,  t h e n ,  i t  i s  o f  t h e  

n a t u r e  of H e l i o s  t o  be h i d d e n  f r o m ,  a n d  y e t  f u n d a m e n t a l  



t o ,  t h e  w o r l d  o f  h u m a n i t y .  H.D, s ta tes  e x p l i c i t l y  

t h a t  H e l i o s 9  s e x u a l i t y  i s  f r u s t r a t e d  b e c a u s e  h e  is 

u n a b l e  t o  e n t e r  t h e  w o r l d  i n  w h i c h  human s e x u a l i t y  

a n d  h i s t o r y  t a k e  p l a c e .  T h e  l i g h t  o f  t h e  s u n  is  g o n e  

b e f o r e  Hel ios ,  t h e  f i r e ,  c a n  g r a s p  i t ,  T h i s  is t o  be 
< 

r e a d  i n  a p a s s a g e  f r o m  P a l i m p s e s t  ( 1 9 2 6 ) :  

Ah, b u t  t h i s  a g a i n  w a s  t h e  f a t e  o f  d e s p e r a t e  

Helios.  B e n e a t h  arms o f  f i r e ,  g o d  h a d  f e l t  

l o o s e n  ( v a n i s h ,  g r a d u a l l y  b u t  a s  i r r e v o c a b l y  

as a s n o w d r i f t  I n  t h e  l a t e  s p r i n g )  t h e  body 

o f '  h i s  f a n t a s y ,  6 1  

C o n d i t i o n e d  a s  i t  i s  b y  t h e  f a c t  t h a t  i t  i s  w r i t t e n  

t o  i l l u s t r a t e  a f i c t i o n a l  s i t u a t i o n ,  H . D . ' s  a c c o u n t  o f  

Helios* f a t e  l e a v e s  n o  d o u b t  t h a t  He l ios ,  l i k e  A r t e m i s ,  

is  c h a s t e  b e c a u s e  h e  i s  o c c u l t e d  f r o m  t h e  human w o r l d ,  

H.D. m i g h t  h a v e  f o u n d  h e r  Helios i n  P i n d a r t s  

s e v e n t h  O l y m p j a n  Ode. Here P i n d a r  re la tes  how Helios 

a r r i v e d  too  l a t e  a t  t h e  d a s m o s  d u r i n q  w h i c h  t h e  e a r t h  

w a s  d i v i d e d  a n d  p o r t i o n e d  o ~ l t  a m o n q s t  t h e  q o d s ,  a n d  

f o u n d  t h a t  n o  p r o v i n c e  r e m a i n e d  f o r  h i m s e l f .  U n d i s t u r b e d  

by h i - s  e x c l u s i o n ,  Hel ios  r e m a r k e d  t h a t  h e  c o u l d  see a 

new l a n d  r i s i n g  f r o m  t h e  d e p t h s  o f  t h e  o c e a n ,  a n d  t h a t  

h e  wou!d h a p p i l y  await  its e m e r g e n c e ,  It  is a l a n d  

l i k e  t h i s  t h a t  H.D. ( w h o ,  as  I h a v e  s a i d ,  d e s c r i b e s  

t h e  u n c o n s c i o u s  as  a n  o c e a n )  s e e k s :  t h e  l a n d  o f  a 

r e c o n f i q u r e d  w o r l d  i n  w h i c h  Helios a n d  A r t e m i s  c a n  be 



p r e s e n t ,  a n d  i n  w h i c h  h i s t o r y  a n d  s e x u a l i t y  c a n  become 

e v i d e n t  as t h e y  a r e  i n t e r n a l  t o  H , D . ' s  e x p e r i e n c e .  T h e  

l a n d  o f  Hel ios  i s  a n o t h e r  a r t i c u l a t i o n  of a d i m e n s i o n a l i t y  

w h i c h  c a n n o t  be t h o u g h t  o r  e x p e r i e n c e d  w i t h i n  t h e  w o r l d  

a s  i t  i s  p r e s e n t l y  c d n s t i t u t e d ,  L i k e  A r t e r n i s ,  t h e r e f o r e ,  

Helios recal ls  t h e  y e l l o w  m e l o n  f l o w e r ,  

T h e  p r e s e n c e  of b o t h  A r t e m i s  a n d  H e l i o s  i s  o c c u l t ,  

b u t  i t  i r r a d i a t e s  t h e  w o r l d  i n  w h i c h  t h e y  are  h i d d e n .  

C o n s i d e r i n g  t h a t  t h i s  w o r l d  is  t h e  w o r l d  of human 

c o n s c i o u s n e s s ,  a n d  a l s o  t h a t  c o n s c i o u s n e s s  i s  b o r n e  

o f  i n t e r p l a y  b e t w e e n  t h e  p s y c h i c  a n d  t h e  e x t e r n a l ,  i t  

is t o  be e x p e c t e d  t h a t  A r t e m i s  a n d  Helios w i l l  t a k e  a 

c e r t a i n  form w i t h i n  t h e  p s y c h i c .  H O D .  i n  h e r  e s t r a n g e m e n t  

e x p e r i e n c e s  t h e  w o r l d  of h e r  c o n s c i o u s n e s s  a s  p r e g i v e n  a n d  

o t h e r  t h a n  h e r s e l f ,  a n d  f i n d s  i t  t o  be r a c k e d  b y  h i s t o r i c a l  

a n d  s e x u a l  d e t e r m i n a t i o n ,  A s  g o d s  o c c u l t e d  f r o m  t h i s  

w o r l d ,  A r t e m i s  a n d  H e l i o s  m u s t  owe t h e i r  c h a s t e n e s s  i n  

p a r t  t o  t h e  f a c t  t h a t  t h e y  a re  u n c o n s c i o u s .  I s a y  ' i n  

p a r t '  d e l i b e r a t e l y ,  f o r  i t  w i l l  n o t  s u f f i c e  t o  r e d u c e  

H.D.'s g o d s  t o  i m a g i n a r y  f i g u r e s  p r o j e c t e d  from t h e  

u n c o n s c i o u s  i n t o  t h e  e x t e r i o r  w o r l d ,  H ,  D o t s  g o d s  

are  n o t  a n t h r o p o m o r p h i c .  T h e y  a r e  p r e s e n t e d  as m o d a l i t i e s  

g l i m p s e d  a n d  r e c o g n i z e d  i n  t h e  r ea l  t o  w h i c h  t h e y  b e l o n g .  

T h e  r e c o g n i t i o n  of a g o d ' s  o u t e r  a s p e c t  r e v e a l s  a n d  

b r i n g s  i n t o  s u d d e n  s y n c h r o n y  w i t h  i t se l f  t h e  g o d ' s  i n n e r  

p s y c h i c  e q u i v a l e n t ,  A s e n t e n c e  from Walter O t t o ' s  b o o k  



D i o n y s u s  w i l l  h e l p  t o  make  t h i s  c lear .  O t t o  w r i t e s  t h a t  
f 

" t h e  v i s a g e  o f  e v e r y  t r u e  g o d  is t h e  v i s a g e  of a w o r l d . ' l  62 

A l l v i s a g e u  m u s t  be r e c o g n i z e d  as s u c h  before i t  c a n  be 

s a i d  t o  e x i s t ,  a n d ,  as  I h a v e  a l r e a d y  r e m a r k e d  i n  a 

d i f f e r e n t  c o n t e x t ,  a n  ac t  of r e c o g n i t i o n  is  d e p e n d e n t  

u p o n  t h e  c o n t i n u i t y  t h a t  i t  r e v e a l s  b e t w e e n  s u b j e c t  a n d  

object ,  L i k e  t h e  momen t s  o c c a s i o n i n g  H , D . ' s  f i r s t  p o e m s ,  

l i k e  ( a n d  r e l a t e d  t o )  t h e  e x p e r i e n c e  of l a n g u a g e  i n  

t e x t s  s u c h  a s  " S e a  Rose," t h e  r e c o g n i t i o n  o f  a g o d  i s  

a t e a r i n g  of t h e  b reas t :  a s u d d e n  r e v e l a t i o n  of i n t e r -  

r e l a t e d n e s s  a n d  s y n c h r o n y  b e t w e e n  i n n e r  a n d  o u t e r  w h i c h  

g i v e s  t h e  l i e  t o  i n t e r i o r i t y  a n d  e s t r a n g e m e n t .  

E v e n  a l l o w i n g  f o r  t h e  o u t w a r d n e s s  of h e r  g o d s ,  

t h e r e  i s  s u f f i c i e n t  s i m i l a r i t y  b e t w e e n  H . D . ' s  w o r k  

a n d  F r e u d ' s  t o  a c c o u n t  f o r  t h e  f a c t  t h a t  H O D ,  associa ted  

F r e u d  w i t h  t h e  r e t u r n  of t h e  g o d s .  H.D. o n c e  w r o t e  

"we are  w h a t  t h e  g o d s  w e l d  u s  to. A l t h o u g h  t h e r e  

is d i f f e r e n c e ,  t h e r e  is  n o  f u n d a m e n t a l  d i s c o n t i n u i t y  

b e t w e e n  t h i s  a n d  F r e u d ' s  i n s i s t e n c e  t h a t  t h e  u n c o n s c i o u s  

l ies a t  t h e  f o u n d a t i o n s  of c o n s c i o u s n e s s .  P e r h a p s  

F r e u d  h a d  s o m e t h i n g  l i k e  t h i s  i n  m i n d  when h e  t o l d  

H O D . :  nYou h a v e  d i s c o v e r e d  f o r  y o u r s e l f  w h a t  I d i s c o v e r e d  

f o r  t h e  race. o 64 



VII TEXTUALITY, "RADICAL POETRY,ll AND H,D,'S 

NARRATIONAL WRITING, 

H,D.'s concern with Artemis and Helios is 

certainly related to her attempt to pick up, as if from 

'behind,' the world of which she is consciousness and to 

carry it into the workshop of her text, Knowing this 

relation, it is possible to answer some of the questions 

which rise from my discussion of Artemis and Helios. 

What, for example, is the continuity revealed in the 

recognition of a god? In what sense is the world pos- 

sessed of a multiplicity of nvisagesll? In what space 

are the gods material and real? There is, of course, 

the argument that the gods have no reality because they 

are fictitious. This, however, is plainly inadequate 

if only because one can ask the same question of fiction 

--in what space is fiction real?--and move on to the 

answer: textual space, J-F, Lyotardts recent work 

on textuality makes it possible to identify the reality 

of H,D,'s gods: a reality which takes place within 

what Lyotard calls llfiguralll space, 
65 

Lyotard arrives at the llfiguralll after an extensive 

examination of textuality. 
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One of the fundamental 

facts of all texts is the continuity they reveal between 

thought and the signified world. Finding that a text 

cannot be e n t i  rely dismantled into the two cons t i tl~ent 



realms of linguistic structure (which for Lyotard, an 

enemy of structuralism who, nevertheless, has read both 

Levi-Strauss and Lacan carefully, is close to the structure 

of thought) and signification, Lyotard brings his attention 

to bear on the inter-relatedness of the two. It is in 

this inter-relatedness that he locates the flfigural,n 

In later sections of his book Lyotard describes the 

tlfiguralfl as practice (still involving textuality) which 

makes evident unconscious activity within consciousness. 

The "figuralu marks the libidinal intertwining of 

desire and world within which it is inscribed: it is 

a practice in which desire (which Lyotard tends to equate 

with what Freud described as unconscious primary processes) 

becomes realized. The "figuralw is inscribed, this is 

to say, within a "spaceff or "dimensionf1 which, like the 

one HOD. attributes to the yellowlmelon flower, is both 

present and absent. 

By considering, even this briefly, H.D,'s gods as 

articulations of what Lyotard calls the "figuraltf I 

identify two areas for future discussion. 

(1) The gods participate in H.D.'s endeavour to 

articulate unconscious activity within, and thereby 

to change, her consciousness of the world. 

(2) The gods are related to textuality. They 

are related as 'figures,' to a practice of writinq. 

While H.D. miqht write in relation to the qods, she 

does not write about them (to do so might easily involve 



her in stupefying anthropomorphism). The gods are not 

contentual, I shall show, with particular reference to 

Artemis, that the gods can be described precisely as they 

occur within the textual activity of H,D,'s writing. 

Before moving on to a discussion of H,D.'s later 

narrational writing it will be useful to point out 

how what I have identified as the key factors in H,D,'s 

early experience might enter the field of a writing 

capable of working - with them, rather than merely ranting 

on about them. 

Estranqement, The estranged self experiences a 

disjunction between itself and the world of its experience. 

As I have already said, the fundamental condition of 

textuality is a "subtle inter-relatedness1' which it 

reveals between thought and world, 

The Unitary and the Unified Experiences of Selfhood, 

A comparable difference can appear in the relation 

between writer and text, One writer's mentality might 

hover over the text as a discrete and controlling 

cogito (writing what it means to write), Another 

writer might permit her subjectivity, her thought, to 

he articulated wjthin the sensual operation of her text. 

The difference can be said to lic between a writer who 

operates from an assumed premise of epistemological 



certitude, and another who allows the text to work 

the epistemology out of its own operation. 

Repression. Informed by his reading of Lacan, 

Colin MacCabe has written: "repression can be understood 

as the fact that for language to operate, that which 

gives sense to a word (the paradigmatic and syntagmatic 

chains into which it can enter) cannot be present with 

the word itself in consciousness, but is still there 

6 7 though absent from consciousness.~ Here again, one 

might usefully recall the "spacew or ttdimension9t of the 

yellow-melon flower and the occult presence of Artemis 

and Helios. 

The Preqiven. The writer works with the pregiven 

in the form of words (which must stand as pregiven in 

relation to any occasion in which they may meaningfully 

be used). 

Mediation. Words mediate between the writer's 

thought and the (bodily) experience of their signification. 

History. History can be understood as a chronological 

order which articulates internal relations between the 

events constituting it. A text is written/read 

chronologically, and it is demonstrative of internal 

relation between the words constituting it. 

Sexuality. Like Breton, H.D. evidently associated 

writing with love. I shall clarify this association 

later, and presently confine myself to saying that (a) 



H.D. i n  h e r  n a r r a t i o n a l .  poems  w r i t e s  t o  f i n d  g e n e r a t i v e  

r e l a t i o n  among t h e  discrete w o r d s  of h e r  t e x t ,  a n d  ( b )  

t h a t  a s  " S e a  Rosev s u g g e s t s  H . D . * s  w r i t i n g  is  a r t i c u l a t e d  

w i t h F n  t h e  r a n g e  of u n c o n s c i o u s  l i b i d i n a l  a c t i v i t i e s .  

I n  D i s c o u r s ,  f i q u r e  L y o t a r d  describes ~ a l l a r m e  as 

a w r i t e r  of " r a d i c a l  p o e t r y t t  ( p .  6 2 ) .  By " r a d i c a l  p o e t r y w  

h e  m e a n s  t o  describe p o e t r y  i n  w h i c h  t h e  w r i t e r  d e l i b e r a t e l y  

w o r k s  w i t h  t e x t u a l i t y .  H.D. w a s  r e a d i n g  M a l l a r m 6  as e a r l y  

a s  1917,  a n d  I h o p e  t h a t  t h e s e  l a s t  f e w  p a g e s  h a v e  

i n d i c a t e d  how r e a d i l y  H. D. 1s e a r l y  e x p e r i e n c e  w o u l d  

l e n d  i t s e l f  t o  a " r a d i c a l v  p o e t i c  p r a c t i c e .  68 1t i s  now 

t i m e  t o  e s t a b l i s h  t h a t  i t  d o e s  so. 

I f  H . D . * s  w r i t i n g  is  t o  restore h e r  e s t r a n g e d  self 

t o  c o n f l u e n c e  w i t h  t h e  rea l ,  t h e n  i t  m u s t  o b v i o u s l y  n o t  

be p r e d i c a t e d  u p o n  t h e  e s t r a n g e m e n t  t h a t  it w o u l d  o v e r -  

come. B u t  how i s  s u c h  p r e d i c a t i o n  t o  be a v o i d e d  c o n s i d e r i n g  

t h a t  e s t r a n g e m e n t  t u r n s  t h e  r ea l  i n t o  w h a t  is  e x p e r i e n c e d  

a s  a p r e g i v e n  a r e n a - - a  n s c a v e n g e r * s  p i t w - - w i  t h i n  wh i -ch  

a l l  a c t i o n s ,  i n c l u d i n g  w r i t i n g ,  a re  s i t u a t e d .  

T h e r e  a re  i n d i c a t i o n s  t h a t  e v e n  i n  h e r  ea r l ies t  

poems H.D. w a s  a d d r e s s i n g  t h i s  q u e s t i o n  t o  h e r  own work .  

I h a v e  a l r e a d y  m e n t i o n e d  t h o s e  poems  l i k e  *fStormw a n d  

" S e a  Vio le t f t  w h i c h  r e c o r d  momen t s  i n  w h i c h  H.D. r e c o g n i z e d  

c o n t i n u i t y . b e t w e e n  h e r s e l f  a n d  a s t o r m - t o s s e d  leaf or  a 

w i l d  f l o w e r :  momen t s  s u c h  as t h o s e  H.D. describes as 



tearings of the breast in 'lThe Gift." These poems draw 

their unquestionable resonance from the suddenness of 

their occasions. But the suddenness of these occasions 

is coincident with their scarcity, with the fact that they 

are only occasional, And while such moments of recognition - 
may be illuminating, their very brilliance implies the 

lusterless and estranged experience which they interrupt. 

H.D. did not write many occasional poems like these after 

the First World War, probably because she realized that 

their glimmering implied the void. 

There are others among the poems of Sea Garden in 

which 1j.D. articulates continuity between herself and 

her surroundinqs with reference to physical conditions 

which affect both similarly. In "Mid-day" and the first 

part of ltGardenlf the condition is a bright and scorching 

heat which affects H.D. and the plants around her alike. 69 

In "Eveningw and "NightM the condition is darkness. 

Although it is true that in each of these four poems 

H.D. is able to articulate how she herself and what 

she sees are taken up together, the revelation of 

continuity is always displayed against an encompassing 

feeling of discontinuity, Thus, for example, in the 

still heat of "Garden" (part I) a rose appears "cut 

rock." Its solidity bespeaks the immobility of 

HOD, who cannot, because of the debilitating heat, move 

to touch the flower and know it as soft. It is the 



d i s j u n c t i o n  b e t w e e n  t h e m  t h a t  H.D. a n d  t h e  f l o w e r  h a v e  

i n  common. S i m i l a r l y  i n  l 1Even ing l t  t h e  f a d i n g  l i g h t  

a f fec ts  t h e  l a n d s c a p e  H.D. sees before  h e r  i n  t h e  same 

way as i t  a f f e c t s  h e r  a b i l i t y  t o  see. T h e  l i g h t  is  

s e e n  t o  p a s s  "from r i d g e  t o  r i d g e , "  a n d  t h e  l a n d s c a p e  

t o  become d i s t i n g u i s h a b l e  o n l y  i n  terms of l i g h t n e s s  

a n d  d a r k n e s s .  L i g h t  a n d  d a r k n e s s  are t h e  d e t e r m i n a n t s  

of s i g h t ,  a n d  when H.D. ' s  s i g h t  f i n a l l y  f a i l s  t h e  

d i s a p p e a r a n c e  of t h e  l a n d s c a p e  t e l l s  t h e  r e a d e r  t h a t  

what H.D. a n d  t h e  l a n d s c a p e  h a d  i n  common is i d e n t i c a l  

w i t h  w h a t  w h a t  now d i v i d e s  them.  
70  

T h e  e x p e r i e n c e s  w h i c h  t h e s e  poems  record are  

a n a l o g o u s  w i t h  t h e  way. t h e  poems o p e r a t e  a s  t e x t s .  

H.D. u s e s  w o r d s  t o  a r b i t r a t e  b e t w e e n  h e r s e l f  a n d  w h a t  

s h e  sees, A r b J t r a t i o n ,  a s  s h e  d e m o n s t r a t e s ,  c a n  mediate 

b e t w e e n  d i s t i n c t  realms w i t h  g r e a t  s u b t l e t y ,  b u t  as a 

p r o c e s s  i t  i s  p r e d i c a t e d  upon t h e  t h e  d i f f e r e n c e  w h i c h  

a l l o w s  i t  t o  t a k e  p l a c e  a t  a l l .  So, i n  t h e s e  poems  H.D. 

a r t i c u l a t e s  a c o n t i n u i t y  w h i c h  is  p r e d i c a t e d  u p o n  d i s -  

c o n t i n u i t y .  S h e  p l a c e s  h e r  w o r d s  b e t w e e n  h e r s e l f  a n d  

t h e  t h i n g s  t h a t  s h e  n a m e s ,  t h e r e b y  f i l l i n g  a g a p  w h i c h  

i s  a c t u a l l y  d i s j u n c t i v e  i n  t h e  e x p e r i e n c e s  w h i c h  t h e  

w o r d s  a r t i c u l a t e .  T h e  w o r d s  are l i k e  t h e  h e a t  of 

" G a r d e n "  ( p a r t  I ) .  T h e y  come b e t w e e n  HID. a n d  t h e  

object of h e r  a t t e n t i o n s .  T h e y  are  c o n f i n e d  t o  f u n c t i o n i n g  

a s  w i n d o w s  onto t h e  w o r l d :  w i n d o w s  w h i c h  w h i l e  t h e y  a l l o w ,  



for example, a rose to appear, also establish the 

distance between the ('objective') flower and the 

('subjecti1:e') person inevitably defined as viewer, 

The problem with poems which follow either of 

the tendencies I have iust described is their dependence 

upon occasioninq moments of consciousness, Predicated 

upon their occasions, mimetically bound to them, the 

poems imply a negative answer to the question which I 

asked a few paragraphs back (p. 104). They imply that 

writing will inevitably be situated within consciousness, 

and that if consciousness is experienced as a pregiven 

disposition from which the writer is estranged then 

writing will inevitably be symptomatic of estrangement. 

As Nedylus says of one of his early poems: "The thing was 

a flower lost, without earth, body to grow fromu(Hedylus, 

p. 6 5 ) ,  The development of H.D.'s writing suggests that 

she felt similarly about her own arbitrary lyricism, HOD, 

speaks for H O D m  when he concludes: "The thing's all in 

my head. It won' t get out, l1 

But the concepts 'consciousness~ and 'writing' will 

bear more thought, As the inter-relation of psychic and 

external, consciousness is the establishment in which 

the phenomenal world exists. Writing is, in a certain 

sense, similar. It is a practice in which synchrony 

--llsubtle inter-relatednessu--is established between 



the subject enqaged in writing and the world as it 

enters siqnification. The writer synchronizes her 

understanding of words with their outward (both bodily 

and experiential) signification, thereby deriving a 

consciousness specific to the text she is writing. The 

writer realizes a textual consciousness within her con- 

scjousness of the world. 

But taking place 'within' consciousness of the 

world, is not textual consciousness confined to the 

interiority I described with reference to "Stormt1 and 

"Sea Violet"? In a fundamental sense it is. Writing 

takes place within the writer's world. No other 

situation is conceivable (although H.D. 's interest in 

automatic writing and her tendency to treat the world 

as a "book of life," of which more in my last chapter, 

can both be seen as part of an attempt to overcome 

the priority of worldly consciousness over textual 

consciousness 1. 

Yet having acknowledged this, one must go on to 

notice that as H.D.'s writing becomes more narrational, 

more demonstrative of its own functioning textuality, it 

also becomes less mimetic, less representative, less 

literally dependent upon occasioning moments of worldly 

consciousness. Rather than situating her writing in 

mimetic relation to her experience of the world, H.D. 

tends, in her narrational writing, to find the world as 



it gathers around the relational activity of words caught 

in the play of the text she is writing, Many of the 

poems articulate geographies, for example, but the 

geographies are occasioned within the poems themselves, 

and they cannot be confused with external landscapes, 

So the narrational writing participates in the 

world, What is the order of this participation? The 
? 

question leads us back to con'sidering consciousness of 

the world, This consciousness establishes a world within 

which writing takes place. We are not aware of constantly 

making this world (it makes sense, for example, to speak 

of waking up into it) which we experience as pregiven, as 

already accomplished and realized. It follows from this 

that we know the world at the expense of knowing the 

psyche except as it is formalized in the construction 

of the world, We have an understanding of reality which 
- 

prevents us from knowing how we actually do 'under-stand' 

reality. The unconscious follows from the fact that we 

experience ourselves as being in a pregiven world which 

is already constituted apart from ourselves. 

H,D,'s development of a narrational mode of writing 

is consonant with her desire to work with pregiven 

consciousness itself, The narrational writinq works 

within pregiven consciousness as a realization of 

consciousness specific to its own textual activity, 

Worldly consciousness is experienced as already realized; 



textual consciousness is experienced in the process of 

being realized. The one is accomplished; the other is 

an act of accomplishment. As it is being realized textual 

consciousness elicits psychological processes normally 

occulted from the already realized consciousness of the 

world. Writing allows the writer to make conscious 

psychic activities and desires which, like Artemis and 

Helios, are fundamental to and yet excluded from her 

consciousness of the world. That H.D. thought of her 

writing as a snare for Artemis is made clear in Hippolytus 

Temporizes (1927). Near the beqinning of this play H.D. 

has Artemis exclaim that there exists no craftsman capable 

of making the snare that will entrap her. Hippolytus 

rep 1 ies : 

Nay wild and sweet, 

but song may yet entrap you, 

fire and rhythm 

may yet contain the ecstacy 

and the heat 

cold like white lightning. 72 

H.D. often referred to her writing as llsong.w 



I q u o t e  t h e  f o l l o w i n g  p a s s a g e  f r o m  t h e  e s s a y  H.D. 

w r o t e  a b o u t  ( h e r  f r i e n d )  K e n n e t h  M a c p h e r s o n c s  f i l m  

" B o r d e r l i n e u  a n d  p u b l i s h e d  i n  1930: 

I n  t h i s  m o d e r n  a t t e m p t  t o  s y n c h r o n i z e  t h o u g h t  

a n d  a c t i o n ,  t h e  i n n e r  t u r m o i l  a n d  t h e  o u t e r ,  

t h e  s t a t i c  p h y s i c a l  p a s s i v i t y  a n d  t h e  a c u t e  

p s y c h i c  a c t i v i t y ,  t h e r e  i s  h a r d l y  o n e  momen t ,  

o n e  d r a m a t i c  " s e n t e n c e w  t h a t  o u t w e i g h s  a n o t h e r .  

K e n n e t h  M a c p h e r s o n  h a s  i n d e e d  a c h i e v e d  a sort  

o f  d y n a m i c  p i c t u r e  w r i t i n g .  73 

A l t h o u g h  H O D .  i s  d e s c r i b i n g  a f i l m ,  t h i s  p a s s a g e  i s ,  t o  

my k n o w l e d g e ,  t h e  f u l l e s t  d e s c r i p t i o n  o f  t h e  t a s k  of 

w r i t i n g  t h a t  e x i s t s  i n  h e r  work .  I t h i n k  t h a t  t h e  p a s -  

s a g e  g i v e s  u s  access t o  t h e  a c t i v i t y  o f  H , D , ' s  n a r r a t i - o n a l  

w r i t i n g ,  a n d  I s h a l l  be m a k i n g  e x t e n s i v e  u s e  o f  i t  i n  

t h e  p a g e s  t h a t  f o l l o w .  74 

1 1 .  D. seems t o  h a v e  d e r i v e d  h e r  n a r r a t i o n a l  mode 

of w r i  t i n a  w h i l e  t r a n s l a t i n g  p a s s a g e s  f r o m  t h e  G r e e k  

d r a m a t i s t s  d u r i n g  a n d  i m m e d i a t e l y  a f t e r  t h e  F i r s t  W o r l d  

a .  I t  m a k e s  s e n s e ,  c o n s e q u e n t l y ,  t o  s t a r t  b y  c o n s i d e r i n g  

t h e  d i f f e r e n c e  b e t w e e n  H . D O c s  v e r s i o n  o f  a C h o r u s  p a s s a g e  

f r o m  "The  B a c c h a e n  w i t h  t h a t  o f  a n o t h e r  t r a n s l a t o r ,  G.S. 

K i r k :  

0 T h e b e s ,  

S e m e l e ' s  n u r s e ,  

c r o w n ,  

c r o w n  y o u r s e l f ,  



w i t h  p i n e  b r a n c h ,  

w i t h  i v y  

a n d  t h e  b r i g h t  f r u i t  

o f  t h e  f l o w e r i n g  s m i l a x ;  

T h e b e s  , 
c r o w n  y o u r s e l f  w i t h  oak l e a f  .. 
a n d  d a n c e ,  

d a n c , e  , 
d a n c e ,  

e c s t a t i c ;  

b i n d  w h i t e  wool 

t o  t h e . d e e r  p e l t ,  

l i f t  h i g h  

t h e  s a c r e d  n a r t h e x ,  

a n d  d a n c e  u n t i l  t h e  e a r t h  d a n c e ;  

t h e  e a r t h  m u s t  d a n c e  

w h e n  B r o m i o s  

c o n d u c t s  

h i s  s a c r e d  h i g h  p r i e s t s  

f r o m  h i l l  

t o  d i s t a n t  h i l l  p e a k ,  

( t h ' o s e  women whom t h e  d i s t a f f  

n o  l o n g e r  claims 

n o r  s p u n  c l o t h )  

d r i v e n  mad,  

mad, 

mad 

b y  B a c c h u s ,  
--H-D, 75  

0 T h e b e s ,  who n u r t u r e d  S e m e l . e ,  

b e  c r o w n e d  w i t h  i v y ;  

a b o u n d ,  a b o ~ ~ n d  w i t h  c v e r q r e e n  

f a i r - b e r r j e d  b y r o n y ,  



a n d  d e v o t e  y o u r s e l v e s  as  b a c c h a n t s  w i t h  t w i g s  

o f  o a k  a n d  f i r ,  

a n d  - c l o a k s  of d a p p l e d  f a w n s k i n  

f r i n g e  a l l  r o u n d  w i t h  w h i t e  tresses 

of w o o l ;  w i t h  v i o l e n t  t h y r s u s - r o d s  

make  y o u r s e l v e s  h o l y !  S t r a i g h t w a y  t h e  w h o l e  

l a n d  s h a l l  d a n c e ,  

w h e n e v e r  B r o m i o s  leads h i s  b a n d s  

t o  t h e  m o u n t a i n ,  t h e  m o u n t a i n ;  w h e r e  a w a i t s  

t h e  f e m a l e  t h r o n q ,  

away  from looms a n d  from s h u t t l e s  

s t u n g  t o  m a d n e s s  b y  D i o n y s u s .  

--G,S. K i r k ,  76 

W h i l e  i t  is o b v i o u s  t h a t  t h e  same G r e e k  t e x t  u n d e r -  

lies t h e m ,  t h e s e  t r a n s l a t i o n s  r e v e a l  a r a d i c a l  d i f f e r e n c e  

b e t w e e n  t h e  p o e t i c  p u r p o s e  of e a c h  t r a n s l a t o r ,  I n  B i d  Me 

T o  L i v e  HOD. describes h e r  way of t r a n s l a t i n g  as a way 

of c o n f r o n t i n g  w o r d s :  

S h e  w a s  s e l f - e f f a c i n g  i n  h e r  a t t a c k  o n  t h o s e  

G r e e k  w o r d s ,  s h e  w a s  f l a m b o y a n t l y  a m b i t i o u s .  

T h e  w o r d s  t h e m s e l v e s  h e l d  i n n e r  w o r d s  s h e  

t h o u g h t .  I f  y o u  l o o k  a t  a w o r d  l o n g  e n o u g h ,  

t h i s  p e c u l i a r  t w i s t ,  i t s  m a g i c  a n g l e ,  w o u l d  

l e a d  s o m e w h e r e ,  l i k e  t h a t  P h o e n i c i a n  t r a c k ,  

t rod  b y  old t r a d e r s .  S h e  w a s  a t rader  i n  g o l d ,  

o l d  g o l d ,  t h e  m y r r h  of t h e  dead s p i r i t .  S h e  

w a s  b a r g a i n i n g  w i t h  e a c h  word .  
77 

H.D.*s t r a n s l a t i o n  is  u n l i k e  K i r k ' s  i n  b e i n g  d e m o n s t r a t i v e  

of i t s  d e v e l o p m e n t  as a t e x t :  h e r s  d e m o n s t r a t e s  w h a t  h i s  



aims only to say, HOD. attempts to dramatize the 

operational coherence which she finds in the Greek 

text. She finds pine-branch, ivy, and smilax in the 

word "crown," ecstacy in ndance,u and eventually Bacchus 

in "mad." H.D. emphasises the way her text performs 

itself, The words Itcrown ," ?'dance," and llmadll--crucially 
important to the development of the text--are singled out 

as lines and reiterated, They are sounded out (relatively) 

free from syntactic constraint, and in their reverberation 

H.D. finds the future development of her text. 

There are two points to be made clear irnmediatcly. 

First, that in her narrational poems HOD.  is especially 

attentive to the operational activity of the text itself: 

to the way words participate in the relational activity 

discovered amongst them. Secondly, that the way in which 

the narrational text works as a relational whole is 

intricately related to the way in which it synchronizes 

what H.D. called Itthe inner turmoil and the outer," 

Both points can be seen as characteristics of a stanza 

from "All Mountainsw which I take as an example of H,D.*s 

narrational writing, The poem, first published in 1925, 

takes its title from Callimachust "Hymn to Artemis": 



Marble of i s  l a n d s ,  

s n o w  of d i s t a n t  p o i n t s ,  

t h r e a t e n e d  w i t h  w a v e  of p i n e ,  

w i t h  w a s h  of a l d e r ;  

my i s l a n d s  

s h i f t  a n d  c h a n g e ,  

now h e r e ,  now t h e r e ,  

d a z z l i n g ,  

w h i t e ,  

g r a n i t e ,  

s i l v e r  

i n  b l u e  a e t h e r ;  

I s w i m  

who t read t h e  m o u n t a i n  p a t h  as  a i r .  78 

" A l l  M o u n t a i n s f t  i s  w r i t t e n  i n  t h e  v o i c e  of A r t e m i s ,  a n d  

t h i s  s t a n z a  a r t i c u l a t e s  t h e  w i l d n e s s  n a t u r a l  t o  t h e  

g o d d e s s  i n  t h e  m o u n t a i n s  a n d  forests w h i c h  " s h i f t  a n d  

c h a n g e w  i n  h e r  p r e s e n c e ,  L a n d  sea a n d  a i r  seem t o  f l o a t  

i n  t h e  c o n t i n u o u s l y  s h i f t i n g  i n t e r p l a y  i n t o  w h i c h  t h e  

s t a n z a  p l u n g e s  t h e m ,  A r t e m i s  i s  t h e  i n t e r p l a y :  q u i c k ,  

s o l v e n t ,  a n d  e s s e n t i a l l y  o p p o s e d  t o  t h e  s t a t i c  m e a s u r e  

of d i s c u r s i v e l y  o r g a n i z e d  e x p e r i e n c e ,  S h e  is t h e  " s u b t l e  

i n t e r - r e l a t e d n e s s w  of t h o u g h t  a n d  s e n s a t i o n  i n  w h i c h  t h e  

A r t e m i s i a n  l a n d s c a p e  becomes a p p a r e n t .  

T h e  d e v e l o p m e n t  of t h i s  s t a n z a  i s  o p e n  i n  t h e  s e n s e  

t h a t  n o  o n e  l i n e  " o u t w e i g h s  a n o t h e r , I t  a n d ,  h e r e  a g a i n ,  

t h e r e  are s e v e r a l  l i n e s  c o n s i s t i n g  o n l y  of s i n g l e  w o r d s .  

A t  t h e s e  momen t s  H.D, e v i d e n t l y  s t a k e s  t h e  r e l a t i o n a l  



d e v e l o p m e n t  of h e r  s t a n z a  o n  t h e  way s h e  c o n f r o n t s  

( f i n d i n g  i t s  " p e c u l i a r  t w i s t v  or  " m a g i c  a n g l e t t )  a n d  

f o l l o w s  t h e  w o r d  i n  q u e s t i o n .  O c c u r r i n g  as  t h e y  do  

i n  t h e  r e l a t i o n a l  movemen t  of t h e  s t a n z a ,  t h e  w o r d s  

h a v e  t h e  e f fec t  of f i e l d i n g  H . D . l s  t h o u g h t ,  b r i n g i n g  

i t  down i n t o  s y n c h r o n y  w i t h  t h e  r e c o g n i z a b l y  w o r l d l y  

a c t i v i t y  of t h e i r  s i g n i f i c a t i o n .  T h i s  s y n c h r o n i z i n g  

is t h e  d o m a j n  of A r t e m i s .  I n d e e d ,  A r t e m i s  c a n  be  s a i d  

t o  p r e s i d e  o v e r  t h e  w o r k i n q  of t h e  t e x t ,  f o r  i t  i s  i n  

h e r  p r e s e n c e  t h a t  N . D . ' s  t h o u g h t  a p p e a r s  t o  c o n s t e l l a t e  

a p e r p e t u a l l y  s h i f t i n g  a n d  y e t  w o r l d l y  r e a l i t y ,  A r t e m i - s  

s h i m m e r s  i n  t h e  t h o u g h t  as  t h e  e l e m e n t a l  d a n c e  from w h i c h  

t h e  m o u n t a i n s ,  forests,  a i r ,  a n d  sea c a n n o t  d e s i s t :  t h e  

ecs ta t ic  d a n c e  of p e r p e t u a l  d i s t a n c e ,  

C o n s i d e r i n g  t h a t  c o n s c i o u s n e s s  is  i n t e r - r e l a t e d n e s s  

of w h a t  H.D. ca l l ed  " t h e  i n n e r  t u r m o i l  a n d  t h e  o u t e r , "  i t  

c a n  be s a i d  t h a t  as  i t s  w o r d s  d r a w  H . D o 1 s  t h o u g h t  i n t o  

t o u c h  w i t h  t h e  e x p e r i e n c e  of m o u n t a i n ,  f o r e s t ,  a i r  and 

sea ,  t h e  s t a n z a  rea l izes  a  c o n s c i o u s n e s s  s p c c i . f i c  t o  i t s  

own r e l a t i o n a l  a c t i v i t y .  C o n s i d e r i n g  ( a )  t h a t  t h i s  

r e l a t i o n a l  a c t i v i t y  i s  associated w i t h  ~r temis ,  a n d  ( b )  

t h a t  A r t e m i s  f i g u r e s  a w i l d n e s s  w h i c h  is  f u n d a m e n t a l  t o  

h u t  o t h e r  t h a n  c o n s c i o u s n e s s ,  i t  a p p e a r s  s i g n i f i c a n t  t h a t  

t h e  c o n s c i o u s n e s s  r ea l ized  i n  t h e  s t a n z a  is  b o t h  l i m i n a l  

a n d  e v a n e s c e n t .  L i k e  A r t e m i s 1  ' ' i s l a n d s W  i t  is  s u b j e c t  

t o  " s h i f t  a n d  c h a n g e w  as t h e  s t a n z a  m o v e s  i t  a l o n g  t h e  



t h e  t h r e s h o l d  o f  b e c o m i n g  w h a t  i t  n e v e r  q u i t e  d o e s  

become: a s e t t l e d  a n d  w o r l d l y  s t a t e  of c o n s c i o u s n e s s  

w h i c h  m i g h t  u n f o l d  as  a g e o g r a p h y  t o  s i t u a t e  t h e  poem,  

t h e r e b y  m a k i n g  i t s  a c t i v i t y  m i m e t i c .  I n  s h o r t ,  a l t h o u g h  

we n e v e r  know w h e r e  w e  a re  as we r e a d  t h i s  s t a n z a ,  

w e  d o  h a v e  a g e o g r a p h i c  u n d e r s t a n d i n g  of w h a t  is h a p -  

p e n i n g  w i t h i n  i t .  

T h e  l i m i n a l i t y  of t h e  c o n s c i o u s n e s s  r e a l i z e d  i n  

t h e  s t a n z a  i s  d u e  t o  t h e  fact t h a t  w h i l e  t h e  r e l a t i o n a l  

a c t i v i t y  i n  w h i c h  t h e  i n n e r  a n d  o u t e r  t u r m o i l s  a re  

s y n c h r o n i z e d  p r o c e e d s  a s  i t  w a s  w r i t t e n  i n  t i m e ,  

c o n s c i o u s n e s s  i s  a l w a y s  p r e s e n t .  T h i s  f a c t  e n a b l e s  o n e  

t o  a s k  a n o t h e r  q u e s t i o n :  w h a t  i s  it a b o u t  t h e  i n n e r  and  

o u t e r  t u r m o i l s  t h a t  e n a b l e s  t h e  r e l a t i o n a l  a c t i v i t y  o f  

t h e  t e x t  t o  e n g a g e  t h e m  t o g e t h e r  i n  t i m e ,  a n d  t o  d r a w  

t h e m  i n t o  t h e  " s u b t l e  i n t e r - r e l a t e d n e s s w  oi t e x t u a l  

c o n s c i o u s n e s s ?  I n  a l a t e r  c h a p t e r  I s h a l l  be s u g g e s t i n g ,  

f o l l o w i n g  F r e u d ,  t h a t  t i m e  o r i g i n a t e s  i n  t h e  i n t e r a c t i o n  

of c o n s c i o u s n e s s  a n d  t h e  u n c o n s c i o u s .  I w i l l  a l s o  

be a r g u i n g  t h a t  H . D . ' s  c o n c e r n  w i t h  how p h e n o m e n a  e x i s t  

i n  c o n s c i o u s n e s s  is r e a l l y  a c o n c e r n  w i t h  t h e i r  h i s t o r i c i t y ,  

a n d  t h a t  i n  t h i s  s e n s e  H . D . ' s  u n d e r s t a n d i n g  of p h e n o m e n a  

i s  r e l a t ed  t o  h e r  u n d e r s t a n d i n g  of t h e  way w o r d s  e x i s t  

i n  t e x t u a l  t i m e :  t h e  w o r l d  becomes a 'book of  l i fe . '  

B u t  t o  b e g i n  w i t h  1 s h a l l  t u r n  my q u e s t i o n  i n s i d e  

o u t .  What  is  i t  a b o u t  H . D . ' s  w r i t i n g  t h a t  s y n c h r o n i z e s  



the inner and outer turmoils and demonstrates continuity 

between them? In Part Two of this study I shall answer 

this question by going all the way back to the two 

fundamental terms of textuality: words and the intervals - 
in which relational activity is established among them. 

It is exactly this interplay between words and intervals 

that H.D. emphasizes in her narrational writing, The 

narrational texts are demonstrative of the way they 

operate as relational coherences. 

The presence of an individual word in a narrational 

text is remarkably like that which H.D. attributes to the 

yellow-melon flower in her description of the shattered 

London room (see p.  89). While the word certainly par- 

ticipates in the relational activity of the text, it 

also exists in a 'Ispacew or wdimensionw special to 

itself. Any attempt to map this space would have to 

account for the wordts signification, its linguistic 

structure, and the place it holds in H.D.*s understanding. 

It would have to account for three inter-related strata 

in the word, realizing that, in H.D.'s terms, the 

structural--the linguistic--lies between the two which 

provide access into the inner and the outer turmoils 

respectively. The narrational writing shows H.D. to have 

been particularly attentive to the way the relational 

development of the text is found among the words constituting 



it. I have already placed emphasis on the single-word 

lines in the passage translated from The Bacchae and in 

the stanza quoted from "All Mountains." It is worth 

repeating that at these moments H.D, stakes the 

relational development of her text on the way she confronts, 

encounters, and follows the single word in question. 

The relational activity of the text is continuous, 

and occurs within the time of the text; it is established 

as activity among the discrete words. The relational 

activity weaves throughout, and thereby interlaces, the 

three strata of the text's words. Thus, for example, the 

signification of one word may be continuous with H.D.'s 

understanding of the next word which it therefore ushers 

into the text, Likewise, the linguistic structure of a 

word--its sound (H.D.*s narrational writing is full with 

rhyme)--might be interwoven with H.Dels understanding 

of the word which preceded it (as H.D. writes, "For 

example: / Osiris equates 0-Sir-is or 0-Sire-isw), 80 

By interlacing the three strata, the relational activity 

of the text draws the inner and outer turmoils into a 

synchrony which is much more complex than any literal 

statement that the text may also be making. The synchrony, 

therefore, can be described as the opacity not the trans- 

parency of textual operation. 



Notes. 

1 I recognize that this statement of Jane Harrison's 

contradicts Jacques Derridals recent writing. I quote 

it not contra Derrida but because it pertains to H.D.'s 

early development as a writer. Only by changing her 

early "ImagisteW poetic, which is predicated (pictorially) 

upon occasioning moments of what she presents as discovered 

truth, could HOD. develop the narrational and searching 

mode of her later writing. As I read it, there is no 

contradiction between this narrational writing and Derridals 

claim that the experience of "presencen (and therefore also 

of phenomenological "truthu) is constructed in language, As 

I suggest much later in this study, H.DO1s shift from 

"ImagisrneW to narration demands a shift from sensationalist 

theories of language. See Derridals Of Grammatoloqy, trans. 

G.S. Spivak (Baltimore: Johns Hopkins U. P., 19761. 

* Friedrich Nietzsche, Thus Spoke Zarathustra, trans. 

R,J. Hollingdale (~armondsworth: Penguin, 19761, p. 234. 

Hilda Doolittle, Hermetic Definition (N.Y.: New 

Directions, 19721, p. 3.  

* Hilda Doolittle, Collected Poems of H.D. (N.Y.: 

Boni and Liveright, 19251, p. 3. 

' Hilda Doolittle, By Avon River ( N . Y . :  Macmillan, 

19491, p. 12. 



6 J e a n - F r a n ~ o i s  L y o t a r d ,  D i s c o u r s ,  f i q u r e  ( P a r i s :  

K l i n c k s i e c k ,  1 9 7 1 1 ,  p. 9. 

I R i c h a r d  A l d i n g t o n ,  M e d a l l i o n s  i n  C l a y  (N.Y.: 

K n o p f ,  19211, p.  24. 

' I n  t h e i r  h o o k  L a n q u a q e  a n d  Materialism ( L o n d o n :  

R.K.P. ,  1 9 7 7 )  R o s a l i n d  Coward  a n d  J o h n  E l l i s  a r e  

c o n c e r n e d  w i t h  w h a t  t h e y  c a l l  

a v a n t - q a r d e  t e x t s  [ a c t u a l l y  t h e i r  d i s c u s s i o n  

r e v o l v e s  a r o u n d  J u l i a  K r i s t e v a t s  t r e a t m e n t  of 

e a r l y  m o d e r n i s t  w r i t e r s  l i k e  L a u t r h o n t  a n d  

~ a l l a r m k l  w h i c h  by d e f i n i t i o n  c a n  o n l y  be corn- 

p r e h e n d e d  i n  t h e i r  own l a n g u a g e .  I t  i s  v i r t u a l l y  

i m p o s s i b l e  t o  ' t r a n s l a t e '  b e c a u s e  t h i s  n o t i o n  

i n v o l v e s  a t r a n s f e r e n c e  of a ' c o n t e n t , '  a 

p o s i t i o n a l i t y  a n d  a d i s c o u r s e ,  from o n e  ( n e u t r a l )  

s y s t e m  of s i g n i f i e r s  t o  a n o t h e r .  To  t r a n s f e r  t h e  

s l i d i n g  of s i g n i f i e r s  a n d  t h e  d i s t u r b a n c e  of a 

p o s i t i o n a l i t y  [it is  t h e  p o s i t i o n a l i t y  of t h e  

w r i t e r  i n  r e l a t i o n  t o  t e x t  w h i c h  is referred t o  

h e r e ]  i n v o l v e s  a d i f f i c u l t  t a s k ,  of w r i t i n g  t h e  

w h o l e  t e x t  anew.  F o r  o u r  p u r p o s e s ,  t h e n ,  i t  is 

i m p o s s i b l e  t o  a s s u m e  p r i o r  k n o w l e d g e  of s u c h  

t e x t s . "  ( p .  1 5 3 )  

I f i n d  t h i s  d e f i n i t i o n  u s e f u l  a l t h o u g h  I t h i n k  t h a t  a l l  

p o e t i c  t e x t s ,  n o t  m e r e l y  t h o s e  w h i c h  a r e  a v a n t - q a r d e  o r  

m o d e r n i s t ,  res js t  t r a n s l a t i o n  i n  t h e  way Coward  a n d  E l l i s  

describe. t.1.D.'~ m o d e r n i s m  l ies n o t  o n l y  i n  t h e  f a c t  that;  

her w r i t i n g  Ilas n o  s e p e r a b l e  c o n t e n t ,  b u t  a l s o  i n  h e r  

d e l i b e r a t e  e x p l o r a t i o n  of w h a t  t h i s  m e a n s  r e g a r d i n g  h e r  



own p o s i t f o n  i n  r e l a t i o n  t o  t h e  t e x t .  
9 

A s  o n e  o f  t h e  r e a d e r s  o f  a n  e a r l i e r  d r a f t  w r o t e  

i r !  t h c  m a r g i n  a t  t h i s  p o i n t :  " t h e  u n c o n s c i o u s  as  a n  

e r o t i c  base f o r  c o n t e n t - - a  base t h a t  h a s  form."  - 
1 0  Roy S c h a f e r ,  A New L a n g u a q e  f o r  P s y c h o a n a l y s i s  

(New Haven a n d  L o n d o n :  Yale U n i v e r s i t y  P r e s s ,  1 9 7 6 1 ,  pp.  

H i l d a  D o o l i t t l e ,  "The  Walls D o  Not F a l l f t  ( 1 9 4 4 ) ;  

r p t .  i n  T r i l o q y  (N.Y.: New D i r e c t i o n s ,  1 9 7 3 1 ,  p. 9. 

H i l d a  D o o l i t t l e ,  C_oll .ected Poems of I1.D. (N.Y.: 

B o n i  a n d  L i v e r i g h t ,  1 3 2 5 ) ,  p. 21. 

l3 W i l l i a m  James, T h e  Variet ies of R e l i g i o u s  E x p e r i e n c e  

( 1 9 0 2 ;  r p t .  N.Y.: M e n t o r ,  1 9 5 8 1 ,  pp.  116-117.  

James, p. 1 2 1 .  

1 5  James, p. 1 1 5 .  

T h i s  i s  why E l l i s t  a n d  C o w a r d ' s  c e l e b r a t i o n  o f  

J a c q u e s  L a c a n  i s  p r o b l e m a t i c .  T h e y  claim ( i n  L a n q u a q e  

a n d  Materialism--see my n o t e  8 a b o v e )  t h a t  L a c a n ' s  v e r -  

s i o n  of t h e  human s u b j e c t  p r o v i d e s  M a r x i s m  w i t h  t h e  m e a n s  

t o  o v e r c o m e  w h a t  t h e y  p r e s e n t  as  t h e  b o u r g e o i s  n o t i o n s  

of human e s s e n c e  a n d  i n d i v i d u a l i t y .  N e i t h e r  'human 

e s s e n c e t  n o r  * i n d i v i d u a l i t y '  c a n  be d i s m i s s e d  as  i d e o l o g i c a l  

f i c t i o n s  u n l e s s  t h e y  are r e c o g n i z e d  a s  s t a n d i n g  d i s t i n c t  

from t h e  a s p e c t s  o f  human e x p e r i e n c e  w h i c h  t h e y  a r t i c u l a t e .  

C e r t a i n l y ,  as L a c a n  among many o t h e r s  ( i n c l u d i n g  t h e  

c lass ic i s t  J a n e  H a r r i s o n )  h a s  s h o w n ,  t h e  s u b j e c t  is n o t  



a p r i v a t e l y  c o n s t i t u t e d  a n d  e s s e n t i a l l y  d i s t i n c t  e n t i t y ,  

b u t  t h e  ( s u b j e c t i v e '  e x p e r i e n c e  of d i s t i n c t n e s s  a n d  

i n t e r i o r i t y  i s  b o u n d  t o  s u r v i v e  t h e  t h e o r e t i c a l  e x p l a n a t i o n  

of i t s  error. T h i s  e x p e r i e n c e  ( * e r r o n e o u s '  a s  E l l i s  a n d  

Coward  i n s i s t ;  ' l i m a g i n a r y  i n  i t s  n e v e r t h e l e s s  e x i s t e n t  

i n t e r i o r i t y  as  Roy S c h a f e r  a c c e p t s )  p r o v i d e d  t h e  g r o u n d  

f o r  t h e  a n c i e n t  g n o s t i c  c r i t i q u e  w h i c h  t u r n e d  J a h w e h  

i n t o  a m a l i c i o u s  a r c h o n  w h o s e  p u r p o s e  w a s  t o  c o n f u s e ,  

a n d  t h e r e b y  t o  d e b a s e ,  h u m a n i t y ,  a n d  w h i c h ,  i n c i d e n t a l l y ,  

f a s c i n a t e d  H.D.. T h e  g n o s t i c s ,  some of whom w e r e  g r e a t  

l o v e r s ,  p r a c t i s e d  c o n t e m p t  f o r  a d o m i n a n t  e t h i c  a n d  d i s -  

t r i b u t i o n  o f  p o w e r  o n  a n  e x p e r i e n t  i.al qi-otinct w h  i.ch i s ,  

a t  t h i s  p o i n t ,  a l t o g e t h e r  b r o a d e r  t h a n  t h a t  o f  E l l i s  

a n d  Coward  who w i l l  s u b m i t  human e x p e r i e n c e  t o  a p a r -  

s i m o n i o u s  c e n s o r s h i p  i n  o r d e r  t o  c o n s t r u c t  a  h i s t o r y  

w h i c h  p r o g r e s s e s ,  w i t h  a d m i t t e d  t h e o r e t i c a l  r e c t i t u d e ,  

a l o n g  t h e i r  b o o k - s h e l v e s  t o  a r r i v e  a t  J a c q u e s  L a c a n .  

17 
I h a v e  m e n t i o n e d  H . D . ' s  p r e o c c u p a t i o n  w i t h  

t h e  s h o r e l i n e .  T h e  s h o r e l i n e  i n  S e a  G a r d e n  s e r v e s  a s  

a m e t a p h o r  t o  s i t u a t e  H . D m V s  c o n c e r n  w i t h  t h e  m e e t i n g  

of s e l f  a n d  w o r l d  w i  t h l n  t h e  q e o g r a p h y  of h e r  book. 

C o r r e l a t i v e  w i t h  L h e  s h o r e l i n e  i n  t h i s  i s  f 4 . D . ' ~  t r e a t m e n t  

of' l.he m a r q i n  b e t w e e n  v i s j k ~ i l i t y  a n d  d a r k n e s s  w h i c h  i n  

"Sea V i  o l e l . ,  I t  l lEven  i n q ,  l1 a n d  l t N  i .qhtl1 s i t u a i e s  h e r  

e x p l o r a t  Lon i n  t o  t h e  same c o n c e r n ,  



18 
H.D., C o l l e c t e d  Poems, p, 36 

l9 i b i d  - 7  Pa 52 

20 i b i d  ., pp, 59-62, 20-23, & 18-19 r e s p e c t i v e l y ,  

21 Here one  e n c o u n t e r s  a s  fundamenta l  t o  t h e  whole 

book S e a  Garden a  d i f f i c u l t l y  which I have  a l r e a d y  des-  

c r i b e d  w i t h  s p e c i f i c  r e f e r e n c e  t o  "Sea Rose,lt 

22 
H O D , ,  C o l l e c t e d  Poems, pp, 48-51, 

23 Andrew C o l l i e r ,  R.D. Laing:  t h e  p h i l o s o p h y  and 

p o l i t i c s  of  p s y c h o t h e r a p y  (N.Y.: Pantheon ,  1 9 7 7 ) ,  p, 

C o l l e c t e d  Poems, 

C o l l e c t e d  Poems, 

p.  12,  

pp, 29-31 & 4-5 r e s p e c t i v e l y ,  

26 S i g n i f i c a n t l y ,  t h e  geography of Sea  Garden a l m o s t  

c e r t a i n l y  s t a n d s  a s  u n c o n s c i o u s  i n  r e l a t i o n  t o  wha tever  

HOD, may have  been t h i n k i n g  a s  s h e  w r o t e  t h e  s e p a r a t e  

poems. C e r t a i n l y  t h e r e  is much t o  s u g g e s t  t h a t  NOD, 

herself o n l y  r e c o g n i z e d  and d e l i b e r a t e d  o v e r  t h e  geography 

a s  s h e  compi led  S e a  Garden from poems w r i t t e n  p r e v i o u s l y .  

The c o m p i l a t i o n  was s e l e c t i v e ,  There  a r e  s e v e r a l  poems 

which H O D ,  had p u b l i s h e d  i n  p e r i o d i c a l s  b e f o r e  1916 ( w h e n  

S e a  Garden a p p e a r e d )  b u t  w h i c h  s h e  d i d  n o t  c o l l e c t  i n t o  

books u n t i l  la ter ,  T h a t  one  of h e r  most famous and 

immedia te ly  f a v o u r e d  poems, "Oread , I f  is among t h e s e  

s u g g e s t s  t h a t  S e a  Garden was compi led  a c c o r d i n g  t o  



formal p r i n c i p l e s  w h i c h  o v e r - r o d e  c o n s i d e r a t i o n s  of 

' p o e t i c '  merit. What  are t h e s e  formal p r i n c i p l e s ?  

T h e  q u e s t i o n  r e t u r n s  o n e  t o  M e l e a q e r c s  A n t h o l o q y ,  t h e  

i n f l u e n c e  of w h i c h  is n o w h e r e  more e v i d e n t  i n  H,D,'s 

e a r l y  w o r k  t h a n  i n  t h e  g e o g r a p h i c  form of S e a  G a r d e n ,  

M e l e a g e r  knew t h a t  t h e  w o r d  ' A n t h o l o g y '  d e r i v e s  from 

t h e  G r e e k  w o r d s  m e a n i n g  ' f l o w e r '  a n d  ' g a t h e r i n g '  o r  

' c o l l e c t i o n , '  a n d  h e  p r e s e n t s  h i s  a n t h o l o g y  as a 

g a t h e r i n g  of p o e t i c  f l o w e r s ,  a g a r l a n d ,  sacred t o  

A p h r o d i t e ,  HOD. ( w h o s e  logos i s ,  i n  f a c t ,  a n  ' a n t h o -  

l o g o s  * o f  " a l l  f l o w e r i n g  t h i n g s  t o q e t h e r v v - - T r i l o g y ,  

p.  1 7 2 )  g a t h e r e d  S e a  G a r d e n  f r o m  poems  w r i t t e n  t o  

d a t e ,  a n d  formed a g e o q r a p h y  w h e r e  M e l e a q e r  formed a 

g a r l a n d ,  T h e  poems  p a r t i c i p a t e  i n  c r e a t i n g  t h e  g e o g r a p h y ,  

b u t  t h e y  a re  a l s o  d e f i n e d  as t h e y  o c c u r  w i t h i n  i t ,  

2 7  G i l b e r t  M u r r a y ,  T h e  Rise of t h e  G r e e k  E p i c  

( O x f o r d :  C l a r e n d o n  P r e s s ,  1 9 0 7 1 ,  p ,  11, 

H i l d a  Doo l i t t l e ,  B i d  M e  T o  L i v e  (N.Y.: G r o v e  P r e s s ,  

1 9 6 0 1 ,  p. 1 2 ,  

29 See A n t h o n y  W i l d e n  s " E p i s t e m o l o g y  a n d  E c o l o g y  ," 
i n  S y s t e m  a n d  S t r u c t u r e ;  e s s a y s  i n  c o m m u n i c a t i o n  a n d  

e x c h a n g e  ( L o n d o n :  T a v i s t o c k ,  1 9 7 2 ) ,  pp.  202-229,  

30 See Raymond W i l l i a m s ,  T h e  C o u n t r y  a n d  t h e  C i t y  

( L o n d o n :  C h a t t o  & W i n d u s ,  1 9 7 3 ) -  



31 H.D., T r i l o q y ,  p .  3. 

3 2  " T h e  H e l m s m a n w  c o n c e r n s  a b a n d  o f  p e o p l e  w h o  

q i ~ i t  t h e  sea  i n  order t o  t a k e  u p  a more p a s t o r a l  l i f e  

i n l a n d .  T h e y  f o u n d  i n l a n d  n a t u r e  l a c k i n g ,  a n d  w e r e  

moved  o n l y  b y  traces o f  o c e a n  w h i c h  t h e y  f o u n d  w i t h i n  

i t :  t h e  s e a s o n a l  s u r q e  o f  s p r i n g ,  t h e  t u f t s  o f  l o n g e r  

qrass i n  m e a d o w s  w h i c h  moved l i k e  w a v e s  i n  t h e  w i n d ,  a n d  

t h e  m o i s t u r e  ( ' o r i g i n a l '  m o i s t u r e )  q l i s t e n i n q  i n  t h e  c u t  

of a t o r n  b r a n c h .  T h e  h e l m s m a n  a n d  h i s  c o m p a n i o n s  e v e n t -  

u a l l y  w e n t  b a c k  t o  t h e  sea. 

33  " T h e  C o n t e s t t 1  is c o n c e r n e d  w i t h  a n  a t h l e t e  w h o s e  

b e a u t y  a n d  s t r e n g t h  a re  so  g r e a t  a s  t o  be ' c o n t e s t e d '  b y  

t h e  w o r l d  i n  r e f e r e n c e  t o  w h i c h  H.D.  a r t i c u l a t e s  t h e  f iq t~re.  

T h e  f i q u r e  p a r t i c i p a t e s  i n  a p e r f e c t i o n  w h i c h  H.1). a z s o c  i a t e s  

w i t h  A p h r o d i t e  a n d  t h e  sea.  T h e  t a s k  of the p o e m ,  t h c r c -  

f o r e ,  i s  t o  ' l a n d '  t h e  sea  i n  i t s  a r t i c u l a t i o n  of t h e  

a t h l e t e .  T h e  w o r d  " s p r a y "  p l a y s  i t s  p a r t  i n  t h i s  l a n d i n g .  

T h e  f i g u r e  b e c o m e s  a n  i n l a n d  o c e a n :  "a sea  t r e a d s  u p o n  

t h e  h i l l - s l o p e s t t  ( C o l l e c t e d  P o e m s ,  p. 16). 

34 H.D. ,  C o l l e c t e d  P o e m s ,  p .  27 .  

3 5  H.D., " T h e  C i n e m a  a n d  t h e   classic^,^^ C l o s e - u p ,  

3 6 ~ . ~ .  C o r n f o r d ,  F r o m  Re l . i q i o n  t o  P h i l o s o p h y ;  a 

s t u d y  i n  t h e  o r i q i n s  o f  w e s t e r n  s p e c u l a t i o n  (191? ;  r p t .  



N e Y e :  H a r p e r ,  1 9 5 7 ) ,  p. 60. 

3 7  
H.D., C o l l e c t e d  Poems,  p ,  21. 

38 i b i d  0 ,  Po 26 

39 i b i d  ., pp. 60-61, 

i b i d  p. 23. -* 

41 The f l o w e r s  w h i c h  t e a r  H.D. ts b r e a s t  may be more  

l i t e r a r y  t h a n  a c t u a l .  They  r eca l l  t h e  llf l o w e r s  t o  c u t  

t h e  h e a r t "  o f  P o u n d ' s  t r a n s l a t i o n  f r o m  R i h a k u :  llPoem 

by t h e  B r i d g e  a t  Ten-Sh inn  ( f i r s t  p u b l i s h e d  i n  Ca tha .y ,  

1 9 1 5 ;  r p t .  T r a n s l a t i o n s  London: F a b e r ,  1 9 7 0  p. 1 9 3 ) .  

4 2  
H.D., H e d y l u s  ( B o s t o n :  Houghton  M i f f l i n ,  1 9 2 8 ) ,  

4 3  
H,D. l l E x p i a t  i o n , "  C l o s e - u p ,  I1 (May l 3 2 8 ) ,  

p. 43. 

4 4  H.D., H e d y l u s ,  p .  56. 

45  i b i d  ., p. 55. 

46 i b i d  . , pe  5 5 .  

4 7  Wyndham L e w i s ,  B l a s t i n g  a n d  B o m b a r d i e r i n q  (London:  

E y r e  & S p o t t i s w o o d e ,  1 9 3 7 1 ,  p. 4, 

4 8  J o h n  C o u r n o s ,  A u t o b i o q r a p h y  (N.Y.: G.P. P u t n a m ' s  

Sons, 1 9 3 5 ) ,  p. 269,  

49 J o h n  C o u r n o s ,  A u t o b i o q r a p h y ,  p. 269. 

5 0  
H.D., T r i l o g y ,  p. 45. 

51 
H.D., B i d  M e  To Live, p. 11. 

5 2  H.D., "A Note o n  P o e t r y , "  i n  The  O x f o r d  A n t h o l o g y  

o f  A m e r i c a n  L i t e r a t u r e ,  e d .  W i l l i a m  R o s e  ~ e n 6 t  a n d  Norman 



Holnes Pearson (N.Y.: Oxford University Press, 19381, 

Vol. 11, p. 1287. 

5 3  H.D., Bid Me To Live, p. 48. 

'' See Sigmund Freud, "On Narcissism: an Introduction ,11 
in Vol. IV of Collected Papers (N.Y.: Basic Books, 19591, 

pp. 30-59. 
r r  2 .J 

See tf.D.'s poem "The Dancer," Life and Letters 

Today, XIII (Sept. 19351, 04-93. 

56 Quoted by Jacob Needleman in llA Critical Intro- 

duction to Ludwig Binswanger's Existential Psycho- 

analys is, l1 in Ludwig Binswanqer, Beinq-in-the-World 

(N.Y.: Harper, 19681, p. 4. 

5 '1 
H.D., Tribute To Freud (Boston: Godine, 29741, 

58 Mari ja A. Gimbutas, The Gods and Goddesses of 

Old Europe: 7000 to 3500 BC myths, leqends and cult 

images (London: Thames & Hudson, 19741, p. 198. 

59 Vincent Vycinas, Earth and Gods; an introduction 

to the philosophy of Martin Heideqger (The Hague: Nijhoff, 

19611, p. 83. 

6 0  Walter Otto, The Homeric Gods; the spiritual 

siqnificance of Greek religion, trans. Moses Hadas 

(London: Thames & Hudson, 19541, p. 86. 

61 H.D., Palimpsest (1926; rpt. Carbondale 8 

Edwardsville: Southern Illinois University Press, 1 9 h 8 ) ,  

p. 3 9 .  



6 2  Walter Otto, Dionysus, myth and cult, trans. 

R O B .  Palmer (Bloomington: Indiana University Press, 

19651,  p. 136, 

63 H.D., Palimpsest, p, 47. 

64 H.D., Tribute to Freud, p.  18. 

65 
See Jean-Fransois Lyotard, Discours, fiqure 

(Paris: Klincksieck, 1971). 

66 Lyotard describes the text as follows: 

A text is what does not allow itself to move. 

The intervals which separate and punctuate the 

elements of the text--letters, words, phrases 

--are the projection onto the sensible support 

--page, stone--of the intervals which separate 

the distinctive and sign if icat ive terms of the 

table of language, However, lanquage is also 

possessed of depth. It is capable of objectifying 

the operations of fiction. And the proof--which 

can be found in the same work of establishing 

the language--is that the linguist, even as he 

establishes the place of terms in the depthless 

grid of structure, makes use of a process--corn- 

mutation--which nevertheless requires depth. But 

there are other evidences that a text cannot be 

read entirely according to signification . , . 
Fiction, which is what makes the Figure with the 

text, consists entirely in a play on intervals, 

The Figure is a deformation which imposes another 

form on the linguistic units. It cannot be 

reduced to the constraints of structure (~iscours, 

fiqure, pp. 60-61). 



It should be noticed that for Lyotard a text is com- 

posed equally of language and the intervals which he else- 

where describes as the constraining "otherw of language, 

of words, this is to say, and the spaces between them, 

I shall remark that in her later narration writing HOD, 

makes extensive play on the intervals between her words 

(her use of the semi-colon in spacing the poems of Red - 
Roses For Bronze is worth particular attention), and 

that the intervals are of crucial importance in her 

endeavour to mobilize the unconscious in her writing, 

The "f igurall* is not Lyotard's possession. It is one 

of a kind with the llsubtle inter-relatednessw of thought, 

language and sensation which Lawrence describes as the 

irreducible condition of the novel, The Iff iguraln space, 

this "subtle inter-relatedness," provides the textual 

continuity which, for H.D,, is the realm of the gods, 

67 Colin MacCabe, "Presentation of 'The Imaginary 

Signifier,*ll Screen, Vol, 16, No, 2 (Summer 19751, p,  70, 

68 H.D. mentions ~allarm6 in a letter to F.S. Flint 

dated August 30, 1917, See "Selected Letters From HOD, 

to F.S. Flint: a commentary on the Imagist period," 

ed. C,N, Pondrom, Contemporary Literature, Vol, 10 

(Autumn 19691, p.  584, 

69 H,.D., Collected Poems, pp. 10 & 34 respectively, 

70 ibid - 9  P o  24. 



? 1 
The difference between H.Dals narrational 

writing and her earlier arbitrary lyricism is remarkably 

like the difference Jane Harrison describes between 

methektic and mimetic ceremony: "The ceremonies are 

still intensely sympathetic and cooperative; they are, 

as the Greeks would say, rather methektic than mimetic, 

the expression, the utterance of a common nature 

participated in, rather than the imitation of alien 

7 2  H.D., Hippolytus Temporizes (Boston: Houghton 

Mifflin, 1 9 2 7 ) ,  p. 8, 

73 H.D., Borderline-- A Pool Film With Paul Robeson 

(London: Mercury Press, 19301, p. 35. 

74 The passage also provides me with an occasion 

to summarize the development which has brought my 

discussion to this point. I started by considering those 

occasional moments of recognition (encounters with 

flowers--tearings of the breast as H,D. calls them in 

"The Giftw) which situate many of H.D.*s early poems 

in her experience, to the gods which are similar in 

the sense that they also involve the recognition of 

continuity between inner and outer, From the gods 

I moved through a discussion of textuality to arrive 

at this passage in which I-I.D. describes writing as a 

synchronizinq of "the inner turmoil and the o u t e r . "  



The internal coherence of this development is an 

i.mportant characteristic of H. Dots early work. 

7 5  H.D., Red Roses For Bronze (London: Chatto and 

Windus, 19311, pp. 22-23. 

Ib Euripides, The Bacchae, trans, G.S. Kirk 

(Englewood Cliffs, N.J.: Prentice-Hall, 1970), pp. 38-39. 

7 7  H.D., Bid Me To Live, p. 162. 

7G H.D., Red Roses For Bronze, p.123. 

i 9  My distinction between the discrete and con- - 
tinuous aspects of textuality is, to some extent, 

informed by Anthony Wilden's discussion of analoq 

communication (which is characteristically continuous) 

and digital communication (which is characteristically 

discrete in its medium). I say 'to some extent' because 

it would be grossly inaccurate to identify the aspects 

of textuality which I attempt to describe with the modes 

of communication Wilden outlines. There are certain 

inter-relations, but they are not the concern of this 

study. See Wilden's "Analog and Digital Comm~nication,~~ 

System and Structure, pp. 202-229. 

80 H.D., Triloqy, p. 40. 



PART TWO 

I N C I D E N T S  NEAR THE FRONTIER OF A BELEAGUERED DISCOURSE;  

H. D. ' S  ' SYNCHRONIZING'  WRITING D I S C U S S E D  I N  THE CONTEXT 

O F  HER READING. 

"They w e r e  m o v e d  r a t h e r  t h a n  m o v i n g ,  h e d q e d  

i n  by c o m m e n t ,  b y  precise a n d  p r e c i s e l y  a i m e d  

p o i s o n o u s  a r r o w s ,  by w o r d s  t h a t  m e a n t  n o t h i n g  

b u t  t h a t  s t u n g  across a l l  t h e  su r face  of l i f e ;  

a m b u s h e d ,  t h e y  d o d q e d . "  --H.D., B i d  M e  To Live, 

p. 11. 



I MODERNIST ANTIQUITY; A CHAPTER I N  THE PREHISTORY 
OF SEMIOTICS. 

" L a n g u a g e  r a t h e r  creates t h o u g h t  t h a n  t h o u g h t  

l a n q u a g e . "  - - J a n e  H a r r i s o n ,  1 8 8 5 ,  1 

" L a n g u a g e  t e l l s  u s  w h a t  we h a v e  a l r e a d y  l e a r n e d  

f r o m  r i t u a l ,  t h a t  t h e  'soul' o f  p r i m i t i v e  man 

i s  ' ~ o n g r e g a t i o n a l i z e d , ~  t h e  c o l l e c t i v e  d a i m o n  

is b e f o r e  t h e  i n d i v i d u a l  g h o s t ,  a n d  s t i l l  more 

h e  i s  b e f o r e  t h e  O l y m p i a n  god."  - - J a n e  H a r r i s o n ,  

1 9 1 2 ,  2 

A s  H.D. t u r n s  f r o m  t h e  a r b i t r a r y  l y r i c i s m  o f  h e r  

e a r l y  l t I m a g i s m e f t  s h e  b e g i n s  t o  t r e a t  t h e  ac t  o f  w r i t i n g  

as i f  i t  w e r e  s i g n i f i c a n t  i n  i t s e l f .  H e r  p e n  b e c o m e s  a 

" s t y l u s f t  w h i c h  is d i p p e d  i n  v a r i o u s  e x t r a o r d i n a r y  i n k s .  

I n  a poem c a l l e d  " C h a n c e  M e e t i n g v 1  H.D. t e l l s  w h o e v e r  i t  

is  t h a t  s h e  meets t o  I t d i p  s t y l u s  i n  t h e  b e a u t y  of t h e  

t r a n s l a t a b l e  t h i n g s  y o u  k n o w O w 3  And l a t e r ,  i n  T h e  W a l l s  

Do Not F a l l ,  t h e  s t y l u s  i s  t o  be d i p p e d  i n  " c o r r o s i v e  

s u b l i m a t e t f  w h i c h ,  a s  t h e  p h r a s e  s u g a e s t s  we a re  t o  a s s u m e ,  

w i l l  b u r n  down t o  a l e v e l  w h e r e  t h e  s c r i p t  f o r m e d  i s  

4 p r i m a r y .  It i s  as  c o m p o s i n g  f a c t o r s  i n  t h i s  ' w r i t i n g t  

t h a t  w h a t  I h a v e  i d e n t i f i e d  a s  t h e  f u n d a m e n t a l  terms o f  

t e x t u a l i t y - - w c r d s  a n d  i n t e r v a l s ,  d i s c r e t e  w o r d s  a n d  t h e  

c o n t i n u o u s  r e l a t i o n a l  a c t i v i t y  d i s c o v e r e d  among t h e m - - f i n d  

t h e i r  s i g n i f i c a n c e  i n  H ,  D o t s  work .  

T h e r e  i s  a l w a y s  t h e  d a n g e r  t h a t  a w r i t i n g  a w a r e  of 



i tself  as ' w r i t i n g '  w i l l ,  r a t h e r  t h a n  b e i n g  l l r ad ica l l l  

i n  L y o t a r d ' s  s e n s e  of t h e  w o r d  (see p. lO5), become a 

tiresome e x e r c i s e  i n  a u t o - r e f e r e n t i a l i t y .  T h e r e  a re  

times when H . D , ' s  w o r k  seems t o  d o  t h i s ,  b u t  t h e r e  i s  

n o  j u s t i f i c a t i o n ,  f i n a l l y ,  f o r  t r e a t i n g  i t  as t h e  w o r k  

of a ' l a s t  p o e t *  t o  m a t c h  N i e t z s c h e g s  " l a s t  p h i l o s o p h e r 8 1  

who,  as E r i c h  Heller w r i t e s ,  

h a v i n g  l o s t  f a i t h  i n  a c o m m u n i c a b l e  w o r l d  , . . 
is  i m p r i s o n e d  w i t h i n  h i s  own s e l f - c o n s c i o u s n e s s .  

N o t h i n g  s p e a k s  t o  h i m  a n y  m o r e - - e x c e p t  h i s  own 

s p e e c h ;  a n d  d e p r i v e d  of a n y  a u t h o r i t y  from a 

d i v i n e l y  o r d e r e d  u n i v e r s e ,  i t  i s  o n l y  a b o u t  h i s  

s p e e c h  t h a t  h i s  s p e e c h  c a n  s p e a k  w i t h  a m e a s u r e  

of p h i l o s o p h i c  a s s u r a n c e .  5 

H.D. p a s s e s  t h r o u g h  t h i s  d e n s e  t h i c k e t  a n d  r e i n v e s t s  w h a t  

s h e  e v i d e n t l y  u n d e r s t o o d  a s  t h e  s a c r e d  i n  a c l e a r i n g  w h i c h  

s h e  f i n d s  b e y o n d  i t ,  T h e  r e i n v e s t m e n t  sometimes f a i l s ,  

a n d  t h e n  t h e  r e a d e r  i s  le f t  w i t h  e m p t y  c e r e m o n y  a n d  i n -  

d e c i p h e r a b l e  s c r a t c h e s  i n  t h e  s a n d :  s c r a t c h e s  w h i c h  are 

b l o w n  a w a y  as  d u s t  i f  o n l y  f o r  l a c k  of t h e  m o i s t u r e  w h i c h  

H.D. a l w a y s  associated w i t h  d i v i n i t y .  T h e s e  are b a d  p o e m s ,  

a n d  i n  t h e m  s c r a t c h  i s  n o t i c e a b l e  o n l y  as  s c r a t c h .  P e r h a p s  

t h e y  a r e  a l s o  a u t o - r e f e r e n t i a l .  A t  o t h e r  times, h o w e v e r ,  

H . D . ' s  w r i t i n g  seems t o  c u t  e n d u r i n g  l i n e s  i n t o  t h e  s w e e p  

of t h i n g s .  T h e s e  are t h e  poems t h a t  'take,' a n d  i n  t h e m  

t h e  i n n e r  a n d  o u t e r  t u r m o i l s  a r e  s y n c h r o n i z e d .  T h e  s t a r k  



o u t l i n e  of t h e  r e l a t i o n a l  c o n f i q u r a t i o n s  r e a l i z e d  i n  t h e s e  

poems r eca l l s  t h e  " w i r e y  b o u n d i n g  l i n e u  w h i c h  B l a k e  

c l a i m e d  was so  v i t a l l y  n e c e s s a r y  t o  t h e  p a i n t e r  who 

w o u l d  r e p r e s e n t  t h e  o r i u i n a l  l i n e  w i t h  w h i c h  God d r e w  

c o s m o s  o u t  of c h a o s O b  T h e s e  a r e  t h e  poems  w h i c h  " w i t n e s s , "  

t o  u s e  1 I , D . ' s  word  ( q u o t e d  o n  p. 801, a n d  i n  t h e m  t h e  

s a c r e d  is n o  i n t r i c a t e  a n d  c o m p l i c a t e d  t h e o l o g i c a l  

p o i n t ,  R a t h e r  i t  is p r o p o s e d  as b e i n g  a s  c l ea r  a s  d a y ,  

o r ,  i n  B l a k e ' s  p h r a s e ,  as c l ea r  as  t h e  d i f f e r e n c e  b e t w e e n  

h o r s e  a n d  o x ,  I n d e e d ,  f o r  H.D. as  w e l l  as B l a k e ,  i t  - i s  

t h e  d i f f e r e n c e  b e t w e e n  h o r s e  a n d  o x ,  I f  t h e  sacred c a n  

be l ~ n d e r s t o o d  a s  f o r m a t i v e  d i f f e r e n c e  i n  t h e  w o r l d ,  t h e n ,  

c o n s i d e r i n q  t h a t  l a n g u a g e  is w h a t  c o n s t i t u t e s  u n d e r -  

s t a n d i n g  of t h e  w o r l d ,  i t  c a n  be s a i d  to carry over  i n t o  

t h e  t e x t  w h e r e  i t  a p p e a r s  as  f o r m a t i v e  d i f f e r e n c e  b e t w e e n  

w o r d s  . 
Whi- le  t h e  p r e v i o u s  t w o  p a r a g r a p h s  b r i n g  u s  close 

t o  t h e  h e a r t  o f  H . D . * s  w r i t i n q ,  t h e y  a l s o  b r i n g  u s  t o  

a p o i n t  b e y o n d  w h i c h  t h e  o p e r a t i o n  of t h e  w r i t i n g  becomes 

o c c u l t .  A t  l e a s t ,  t h i s  i s  w h a t  H O D ,  p r o p o s e s  when s h e  

a t t e m p t s  t o  d e f e n d  h e r  w o r k  from a criticism of w h i c h  

s h e  w a s  a l l  too  w e l l  a w a r e .  I n  T h e  Walls  D o  Not  F a l l  

s h e  q u o t e s  t h e  v i e w  t h a t  h e r  w r i t i n g  is " ' n o n - u t i l i t a r i a n w  

a n d  n p p a t h e t i c , " '  a n d  t h e n  t a k e s  s t e p s  t o  r e f u t e  i t ,  

C h a r a c t e r i s t i c a l l y ,  h o w e v e r ,  when s h e  comes t o  t h e  d e f e n c e  



of h e r  own w o r k  s h e  becomes c r y p t i c  a n d  m y s t e r i o u s .  

S h e  s u g g e s t s  t h a t  t h e  v a l u e  of h e r  w o r k  l ies i n  " t h e  

secret w i s d o m , l l  a n d  a s k s  

b u t  i f  y o u  d o  n o t  e v e n  u n d e r s t a n d  w h a t  w o r d s  s a y  

how c a n  y o u  e x p e c t  t o  p a s s  j u d g e m e n t  

o n  w h a t  w o r d s  c o n c e a l ?  7 

T h e s e  a r e  s t r a n g e  r e b u t t a l s  b y  a n y  a c c o u n t ,  a n d  i t  

i s  h a r d  t o  i m a g i n e  t h e m  h a v i n g  much effect  u p o n  a 

c r i t i c  l i k e  Edward  S h a n k s  who h a d  w r i t t e n  t h a t  P a l i m p s e s t  

l e f t  h im w i t h  "a f a i n t  i m p r e s s i o n  t h a t  t h e  a u t h o r  h a s  

f a i l e d  t o  c o n v e y  s o m e t h i n g  n o t  w o r t h  conveying . l18  W h a t ,  

a f t e r  a l l ,  do  w o r d s  "sayl1?  What  d o  t h e y  w c o n c e a l l l ?  H.D. 

d e f e n d s  h e r  w o r k  b y  r i d d l i n g  a t  t h e  m a r g i n s  of a 

t a u t o l o g o u s  claim t h a t  w r i t i n g  is  w r i t i n g ,  A s t r a n g e  

d e f e n c e  i n d e e d ,  a n d  t h e r e  h a v e  b e e n  readers e n o u g h  w i l l i n g  

t o  d i s m i s s  s u c h  q u e s t i o n s  as  t h e  e v a s i v e  p o s t u r i n g s  of 

a v a p i d  p o e t  ca l led t o  a c c o u n t  f o r  t h e  v a c u i t y  of h e r  

own work .  B u t  H.D. knew t h i s  d i s m i s s i v e  cr i t ic ism too,  

a n d  a f e w  p a g e s  l a te r  s h e  r u n s  h e r  poem--The Walls D o  

N o t  F a l l - r i g h t  t h r o u g h  i t s  m i d s t :  

j o t t i n g s  o n  a m a r g i n  

i n d e c i p h e r a b l e  p a l i m p s e s t  scr ibbled o v e r  

w i t h  t oo  many c o n t r a d i c t o r y  e m o t i o n s ,  

s e a r c h  for f i n i t e  d e f i n i t i o n  



of the infinite, stumbling toward 

vague cosmic expression, 

obvious sentiment, 

folder round a spiritual bank-account 

with credit-loss too starkly indicated, 

a riot of unpruned imagination, 9 

These are views taken from the critical perspective, 

and the poem passes through them undeterred. The fact 

that the poem goes on where it might be expected to suc- 

cumb to its poisonous content is sufficient to cast a 

counter-perspective on the critical perspective which 

evidently gives no access to the fundamental activity 

of the text. Viewed from the counter-perspective the 

critical perspective can be seen to provide a view which 

affirms the critic (and his epistemology) by negating the 

text. As the poem courses through the criticism scrawled 

all over its surface, the critical perspective appears 

to be circumscribed and boxed into its own limits. The 

critic partakes in a peep-show, and his account of what 

he sees--an account which is centred by the critids own 

lurid conceptions of 'content' and 'authorial intention9 

--is written in a script which the poem erases as it turns 

'content' (which for the poem is the criticism) into 

textual relation, and 'authorial intentione(which for the 

poem is the critical intention) into textual intensity. 



There is a reversal in which the palimpsest--originally 

a figure of speech in the critical account--becomes 

the operative principle whereby the poem effaces the 

critic and negates his negation. This is considerably 

better than talk about "the secret wi~dom.~ 

But H.D.'s demonstration of the inadequacy of 

the critical perspective does not change her own apparent 

inability to describe the fundamental activity of her 

writing. This inability can usefully be considered in 

relation to what I established in the first part of this 

study. There I attempted to show that as H.D.*s writing 

synchronizes the inner and outer turmoils it overcomes 

the disjunction between the two and exhibits them in 

the "subtle inter-relatednessn of a third realm special 

Lo the operational nature of the text. That is what the 

writing does, and what writing does need neither be the 

same as what is says, nor as what may subsequently be 

said about it. In order to account for her writing 

H.D. would have to detach herself from the very inter- 

relatedness she would describe. Once again, the difference 

lies between two scripts, and H.D. knew that one could 

not be reduced to the other. The impossibility of such 

reduction is implicit in the lines H.D. wrote about the 

colour of a jewel which is distilled from sacred words 

and which lies at the base of a crucible in Tribute to 



I d o  n o t  w a n t  t o  name i t ,  

I w a n t  t o  w a t c h  i t s  f a i n t  

h e a r t - b e a t ,  p u l s e - b e a t  

a s  i t  q u i v e r s ,  I do n o t  w a n t  

t o  t a l k  a b o u t  i t ,  
I w a n t  t o  m i n i m i z e  t h o u g h t ,  

c o n c e n t r a t e  o n  i t  

t i l l  I s h r i n k ,  

dematerial ize 

a n d  am d r a w n  i n t o  i t .  10 

A t  t h i s  p o i n t  i t  i s  w o r t h  r e i t e r a t i n g  t h a t  as h e r  

w o r k  d e v e l o p s  i t  becomes i n c r e a s i n g l y  e v i d e n t  t h a t  t h e  

r e l a t i o n a l  a c t i v i t y  of t h e  t e x t  is  w h a t  i n t e r e s t s  H.D.. 

It i s  t h i s  r e l a t i o n a l  a c t i v i t y  w h i c h  e n a b l e s  The Walls D o  

No t  F a l l  t o  move t h r o u g h ,  a n d  t o  d e c o n s t r u c t ,  t h e  c r i t i c a l  

a n d  a l i e n  c o n t e n t  of t h e  p a s s a g e  q u o t e d  t w o  p a g e s  b a c k .  

And w h a t  c o n s t i t u t e s  t h i s  a c t i v i t y  i s  t h e  i n t e r p l a y  w h i c h  

1 h a v e  a l - r e a d y  d e s c r i b e d  a s  o c c u r r i n g  b e t w e e n  w o r d s  a n d  

t h e  i n t e r v a l s  b e t w e e n  t h e m ,  b e t w e e n  discrete w o r d s  a n d  

t h e  r e l a t i o n a l  c o n t i n u i t y  d i s c o v e r e d  a m o n g s t  t hem.  

B u t  how can o n e  d o  more t h a n  t o  p o i n t  t o  t h i s  

r e l a t i o n a l  a c t i v i t y  q i v e n  t h a t  e v e r y  a t t e m p t  t o  d e s c r i b e  

i t  seems b o u n d  t o  t r a n s l a t e  i t  i n t o  a f o r e i g n  s c r i p t ?  

Not o n l y  h a s  H.D. d i s m i s s e d  t . he  c r i t i c a l  p e r s p e c t i v e  a s  

w h o l l y  i n a d e q u a t e  t o  t h e  t a s k ,  b u t  s h e  h a s  a l s o  r evca1 . e t l  



h e r s e l f  r e d u c e d  t o  a s i l e n c e  i n  h e r  a t t e m p t  t o  describe 

t h e  f u n c t i o n i n g  of h e r  w o r k ,  S h e  s p e a k s  of s c e n t s ,  of 

c ~ l o u r s ,  of s o m e t h i n g  t h a t  i s  g i v e n  o f f :  m e t a p h o r s  b y  

w h i c h  s h e  seems t o  s u g g e s t  t h a t  w h i l e  t h e  v i s i b l e  p l a y  

of t h e  t e x t  i s  q o i n g  o n  s o m e t h i n g  u n u t t e r a b l e  i s  t a k i n g  

p l a c e  b e h i n d  t h e  a r ras ,  

T h e r e  is  a way t h r o u g h  t h i s  c u r t a i n ,  t h r o u g h  t h e s e  

d e l i b e r a t e l y  c r y p t i c  m e t a p h o r s ,  a n d  b y  t a k i n g  i t  I h o p e  

t o  be able t o  describe t h e  o p e r a t i o n a l  n a t u r e  o f  M , D . * s  

w r i t i n g  c l e a r l y  e n o u g h  t o  make  t h e  e n d e a v o u r  w o r t h -  

w h i l e ,  I t  l i es  i n  t h e  way H , D . ( s  w r i t i n q  i s  c o n t e x t u a l l y  

r e l a t e d  t o  h e r  e x t e n s i v e  a n d  d i v e r s e  r e a d i n g  i n  t h e n  

c o n t e m p o r a r y  t h e o r y :  c l a s s i c a l  s c h o l a r s h i p ,  F r e u d ,  a n d  

( l e s s  c o n t e m p o r a r y )  t h e  o c c u l t ,  A s  c o n t e x t  t h i s  t h e o r y  

m a k e s  i t  p o s s i b l e  t o  i d e n t i f y  t h e  w o r k i n g  of H , D , ' s  

w r i t i n g  more c l o s e l y  t h a n  c o u l d  o t h e r w i s e  be d o n e ,  I t  

e n a b l e s  o n e  t o  see how H O D ,  i n h a b i t e d  h e r  w o r k ,  F o r  t h e  

r e m a i n d e r  of t h i s  s t u d y  I s h a l l  be a r g u i n g  l a r g e l y  i n  

c o n t e x t .  My p u r p o s e  i n  d o i n g  s o  i s  t w o f o l d :  f i r s t ,  I 

w a n t  t o  describe t h e  o p e r a t i o n a l  n a t u r e  of H , D . ' s  

n a r r a t i o n a l  w r i t i n g  as  c l o s e l y  as p o s s i b l e ;  s e c o n d ,  I 

i n t e n d  t o  s h o w  t h a t  H.D,*s i n t e r e s t  i n  t h i s  o p e r a t i o n a l  

n a t u r e  c a n  be s e e n  t o  u n i f y  a r a n g e  of r e a d i n g  w h i c h  

m i g h t  o t h e r w i s e  a p p e a r  d e s u l t o r y .  T h e  t w o  f o l d s  of 

my a r g u m e n t  a r e  co t e r m i n o u s ,  a n d  I h a v e  c o n s e q u e n t l y  h 
n o t  treated t h e m  as i f  t h e y  w e r e  d i s t i n c t ,  



H.D. developed her narrational mode of writing 

under the influence of classical scholars who, during 

approximately the same years, were proposing a new 

~~nderstanding of myth and designing a new Ancient Greece. 

Frazer's The Golden Bough was the originative work, and 

HOD, makes extensive use of its information in her early 

writing, Following Frazer (and more immediately con- 

temporary with M.D.) came the so-called "Cambridge 

Schoolw of classicists: Gilbert Murray (actually employed 

at oxford), Jane Harrison, P.M. Cornford, and A,B, Cook. 

These four scholars extended the work of Frazer by opening 

discussion of his material far beyond the limited theoretical 

ranqe of his own enquiry, They derived a theoretical 

qround from Durkhein, Bergson, Levy-Bruhl, and Freud 

among others, and shared in a common endeavour to establish 

that myth derived directly from ritual. This endeavour 

was controversial at the time and, in classical circles 

at least, has since fallen into disrepute, But the 

question whether or not these scholars were right in 

this regard falls outside the scope of my study, What 

is important is that they played a large part in defining 

the Ancient Greece which never ceased to hold H,D,'s 

interest. More particularly, in assertinq that myth 

derived from ritual, they placed considerable emphasis 

on the demonstrative and operational nature of language, 



I t  t a k e s  n o  g r e a t  l e a p  of t h e  i m a g i n a t i o n  t o  u n d e r s t a n d  

h w  t h i s  i s  l i k e l y  t o  h a v e  i n t e r e s t e d  H.D.. 

T h e  c l a s s i c  is ts  o f  "The  C a m b r i d g e  S c h o o l 1 1  s t a r t e d  

v i t h  m e d i t a t i o n  u p o n  p o t s h e r d s  a n d  t e x t s ,  a n d  e v e n t u a l l y  

came t o  p r o p o s e  a n  i n t e r - r e l a t i o n  b e t w e e n  t h e  G r e e k  

l a n g u a g e  a n d  t h e  p h e n o m e n o l o g y  a n d  s o c i a l  o r g a n i z a t i o n  

w h i c h  t h e y  t o o k  t o  be c h a r a c t e r i s t i c  of e a r l y  G r e e k  

c i v i . l j s a t i o n .  T h e  e m p h a s i s  o n  l a n g u a g e  i s  c r u c i a l ;  

t o w a r d s  t h e  e n d  o f  h e r  l i f e  J a n e  H a r r i s o n  t o o ! ,  a q l a n c c  

b e h i n d  h e r  a n d  r e m a r k e d :  

I f  I c o u l d  h a v e  my l i f e  o v e r  a g a i n  I w o u l d  

d e v o t e  i t  n o t  t o  a r t  a n d  l i t e r a t u r e  b u t  t o  

l a n g u a g e  . . . L a n g u a g e  ref lects  a n d  i n t e r -  

p r e t s  a n d  m a k e s  t o l e r a b l e  l i f e ;  o n l y  i t  is  a 

w i d e r  b e c a u s e  more s u b - c o n s c i o u s  l i f e .  11 

A s  f o r  C o r n f o r d ,  I s h a l l  s h o w  t h a t  h i s  t h e o r y  of 

e a r l y  G r e e k  soc ia l  d e v e l o p m e n t  is i d e n t i c a l  w i t h  h i s  

t h e o r y  of l a n g u a g e .  

B u t  w h i c h  b o o k s  d i d  H.D. read? T h e r e  i s  s c a r c e l y  

a n y  d o c u m e n t a t i o n  t o  s u p p o r t  a n  a n s w e r  t o  t h i s  q u e s t i o n .  

D u r i n g  t h e  l a t e r  1 9 2 0 s  H.D. r e v i e w e d  b o o k s  o n  Greece a n d  

R o m e  f o r  a p e r i o d i c a l  c a l l e d  T h e  A d e l p h i .  Among t h e s e  

vas a r e v i e w  o f  G i l b e r t  M u r r a y ' s  T h e  F o u r  S t a q e s  of G r e e k  

R e l i q i o n ,  l2 B u t  e v e n  t h o u g h  t h e r e  i s ,  t o  my k n o w l e d g e ,  

n o  o t h e r  e x p l i c i t  d o c u m e n t a t i o n  of HOD, 1s r e a d i n g ,  t h e r e  

is p l e n t y  of t e x t u a l  e v i d e n c e  t o  s u g g e s t  t h a t  HOD. h a d  



read at least large parts of The Golden Bough, 

Sjmi larly, H. D. 1s evident conception of the inter- 

relations between Artemis, Athene, and Aphrodite is 

highly suggestive of Jane Harrison's Proleqomena: 

a large part of which is an attempt to establish that 

one feminine chthonian deity underlies the three later 

Olympian goddesses. Because of the dearth of evidence 

I cast my discussion as more of a speculation than 

I feel it to be, All the books of Greek scholarship 

that I refer to were current at the time when H.D. was 

wri-tinq her early narrational poems, and as I use 

t - t l e m  I shall not be suppressing the implication that 

they were of direct influence upon H.D.. Considering 

the extent of H.D.*s interest in Greece it would be 

extraordinary had she not read what were at the time 

ma.jor books in the field. 

For H.D. the sacred was natural, Aphrodite, for 

example, is the sea. But the relation between the sacred 

and the natural goes further than this, and not least 

because the two orders--(l) the discrete order of words, 

and ( 2 )  the continuous order of relational activity 

discovered amongst them--which I have identified as 

bcincj fundamental to the operation of her narrational 

writing seems almost certainly to be informed by H.D,'s 

understanding of the *Nature1 which Harrison and Cornford 



w e r e  d e s c r i b i n g  a s  t h e  e x p e r i e n t i a l  b a s i s  of e a r l y  

G r e e k  c i v i l i s a t i o n .  A t  t h i s  p o i n t  I s h a l l  s t a k e  my 

a r g u m e n t  o n  t h e  claim t h a t  t h e r e  is  a n  o p e r a t i v e  

r e l a t i o n  b e t w e e n  t h e  t w o  f u n d a m e n t a l  t e x t u a l  o r d e r s  

of H . D . ' s  n a r r a t i o n a l  w r i t i n g  a n d  P h y s i s  a n d  Moira: 

t w o  terms w h i c h  H a r r i s o n  a n d  C o r n f o r d  f i n d  t o  h e  

c o n s t i t u t i v e  of e a r l y  G r e e k  ' N a t u r e . '  I s h a l l  a r g u e  

f o r  t h e  r e l a t i o n  I c l a im b y  u s i n g  P.M. C o r n f o r d ' s  book 

From R e l i q i o n  t o  P h i l o s o p h y  (1912). 

C o r n f o r d  d e d u c e s  a p r e - h i s t o r i c  s t a t e  of c o n s c i o u s n e s s  

from t h e  h i s t o r i c a l  d e v e l o p m e n t  of e a r l y  G r e e k  r e l i g i o n  

a n d  p h i l o s o p h y .  T h i s  i s  t h e  r ad i ca l  f a c t  of h i s  b o o k .  

He r e j e c t s  t h e  t t p r e s u p p o s i t i o n  t h a t  t h e  f i r s t  o b j e c t s  of 

s p e c u l a t i o n ,  t h e  mater ia l  u p o n  w h i c h  i t  sets t o  w o r k ,  a r e  

t h e  i n n e r  a n d  o u t e r  e x p e r i e n c e s  of t h e  i n d i v i d u a l  s t a n d i n g  

i n  t h e  p r e s e n c e  of ~ a t u r e , " ' ~  a n d  s u g g e s t s  t h a t  o r i g i n a l  

c o n s c i o u s n e s s  w a s  n o t  d i v i d e d  b e t w e e n  i n n e r  a n d  o u t e r  

b e c a u s e  i t  w a s  n o t  i n d i v i d u a l i z e d .  C o r n f o r d  h e s i t a t e s  

t o  c o n c l u d e  t h a t  t h e  o r i g i n a l  s o c i e t y  w a s  totemic,  b u t  

h e  d o e s  claim t h a t  G r e e k  r e l i g i o n  a n d  p h i l o s o p h y  d e r i v e  

from t h e  t i s s u e ,  so  t o  s p e a k ,  of a s y m p a t h e t i c  c o n t i n u u m ,  

a n d  t h a t  t h i s  c o n t i n u u m  e m b o d i e d  k i n s h i p  s t r u c t u r e s :  

P r i m i t i v e  bel iefs  a b o u t  t h e  n a t u r e  of t h e  w o r l d  

w e r e  sacred ( r e l i g i o u s  or  moral) bel iefs ,  a n d  

t h e  s t r u c t u r e  of t h e  w o r l d  w a s  itself a moral 

o r  sacred o rde r ,  b e c a u s e ,  i n  c e r t a i n  e a r l y  p h a s e s  

o f  soc ia l  d e v e l o p m e n t ,  t h e  s t r u c t u r e  a n d  b e h a v i o l l r  



of t h e  w o r l d  w e r e  h e l d  t o  be c o n t i n u o u s  w i t h  

--a mere e x t e n s i o n  o r  p r o j e c t i o n  o f - - t h e  s t r u c t u r e  

a n d  b e h a v i o u r  of human s o c i e t y ,  T h e  human g r o u p  

a n d  t h e  d e p a r t m e n t s  of N a t u r e  s u r r o u n d i n g  i t  w e r e  

u n i f i e d  i n  o n e  s o l i d  f ab r i c  of m o i r a i - - o n e  

c o m p r e h e n s i v e  s y s t e m  of c u s t o m  a n d  taboo, T h e  

d i v i s i o n s  o f  N a t u r e  w e r e  l i m i t e d  b y  moral 

b o u n d a r i e s ,  b e c a u s e  t h e y  w e r e  a c t u a l l y  t h e  

same a s  t h e  d i v i s i o n s  o f  s o c i e t y ,  - 
( ~ r o m  R e l i q i o n  t o  P h i l o s o p h y ,  p ,  5 5 )  

L a t e r  i n  h i s  b o o k  C o r n f o r d  describes t h e  p r i m i t i v e  

r e l i g i o u s  f a c t  a s  

a soc ia l  g r o u p  ( m o i r a ) ,  d e f i n e d  b y  i t s  col-  

l e c t i v e  f u n c t i o n s  ( n o m o i ) ;  t h e  f u n c t i o n s  c o n -  - 
s t i t u t e  i t s  n a t u r e  ( p h y s i s ) ,  c o n s i d e r e d  a s  a 

v i t a l  force p r o p e r  t o  t h a t  g r o u p .  R e l j - q i o n  

b e g i n s  w i t h  t h e  f i r s t  r e p r e s e n t a t i o n  of t h i s  

f a c t .  ( p ,  8 7 . )  

Moira, P h y s i s ,  a n d  Nomos form a t r i a d  w h i c h  p e r s i s t s ,  

C o r n f o r d  c l a i m s ,  t h r o u g h o u t  t h e  d i f f e r e n t  c o n f i g u r a t i o n s  

--all  of t h e m  " r e p r e s e n t a t i o n s w  i n  C o r n f o r d ' s  sense--corn- 

p o s i n g  t h e  h i s t o r y  o f  e a r l y  G r e e k  r e l i g i o n  a n d  p h i l o s o p h y ,  

As C o r n f o r d  describes i t ,  t h i s  i s  t h e  h i s t o r y  of t h e  

i n d i v i d u a l  m i n d ' s  e m e r g e n c e  from t h e  c o l l e c t i v e  sym- 

p a t h e t i c  c o n t i n u u m ,  a n d  i t  t e l l s  o f  " t h e  e v o l u t i o n  o f  

t h e  v i s i b l e  w o r l d , "  T h e  p e r s i s t e n c e  of Moi.ra, P h y s i s ,  

a n d  Nomos e n s u r e s  t h a t  e v e n  a s  t h e  r e l i g i o u s  o r  p h i l o -  

s o p h i c a l l y  i n c l i n e d  m i n d  w o n d e r s  o r  s p e c u l a t e s  a b o u t  



t h i n g s  t h a t  a re  now r e c o g n i z a b l y  d i s t i n c t  a n d  o t h e r  t h a n  

i t s e l f ,  t h e  mode i n  w h i c h  t h e  w o n d e r  or  s p e c u l a t i o n  

o c c u r s  i m p l i e s  t h e  o l d  c o n t i n u i t y .  

Nomos is  e v e n t u a l l y  t a k e n  u p  i n t o  Moira a n d  I am 

n o t  o t h e r w i s e  c o n c e r n e d  w i t h  it. Moira a n d  P h y s i s  c a n  

be d e f i n e d  i n  C o r n f o r d ' s  terms. G e n e r a l l y  s p e a k i n g  t h e y  

a r e  t h e  s t a t i c  a n d  d y n a m i c  a s p e c t s  o f  t h e  s y m p a t h e t i c a l l y  

c o n c e i v e d  t o t a l i t y  c a l l ed  ' N a t u r e . '  C o r n f o r d  d e f i n e s  

Moira i n  t h e  t h r e e  p a s s a g e s  q u o t e d  b e l o w :  

Moira s i m p l y  m e a n s  ' p a r t , '  ' a l l o t t e d  p o r t i o n ' ;  

f r o m  t h a t  p r i m a r y  m e a n i n g  i t  is a g r e e d  t h a t  t h e  

m e a n i n g  ' d e s t i n y '  is  d e r i v e d .  . , Each God h a s  

h i s  own a l l o t t e d  p o r t i o n  o r  p r o v i n c e - - a  c e r t a i n  

d e p a r t m e n t  of n a t u r e  or f i e l d  of a c t i v i t y .  . . 
W i t h i n  h i s  own d o m a i n  h i s  s u p r e m a c y  is n o t  t o  

be c h a l l e n g e d ;  b u t  h e  m u s t  n o t  t r a n s g r e s s  i t s  

f r o n t i e r s ,  a n d  h e  w i l l  feel r e s e n t m e n t  ( n e m e s i s )  

a t  a n y  e n c r o a c h m e n t  b y  a n o t h e r .  

( F r o m  R e l i q i o n  t o  P h i l o s o p h y ,  p ,  16,) 

T h e  o r i g i n a l  c o n c e p t i o n  of Moira. . . t u r n s  

o u t  t o  be s p a t i a l ,  r a t h e r  t h a n  t e m p o r a l .  W e  

a r e  t o  t h i n k  of a s y s t e m  of p r o v i n c e s ,  co- 

e x i s t i n g  s i d e  b y  s i d e ,  w i t h  c l e a r l y  m a r k e d  

b o u n d a r i e s .  ( p p ,  16-17.) 

Moira i s  t h e  b l i n d  a u t o m a t i c  force w h i c h  l e a v e s  

t h e i r  [ ~ o d s  a n d  humans] s u b o r d i n a t e  p u r p o s e s  a n d  

w i l l s  free p l a y  w i t h i n  t h e i r  own l e g i t i m a t e  

s p h e r e s ,  b u t  recoi ls  i n  c e r t a i n  v e n g e a n c e  u p o n  

t h e m  t h e  moment  t h a t  t h e y  cross h e r  b o u n d a r i e s  . . . 



She s t a n d s  f o r  t h e  p r o v i n c i a l  o r d e r i n g  o f  

t h e  w o r i d .  ( p p ,  20-21) 

C e f o r e  coming t o  m e a s u r e  t h e  d o m a i n s  o f  t h e  g o d s ,  a n d  

e v e n t u a l l y  b e c o m i n q  d e i f i e d  as t h e  g o d d e s s  ' D e s t i n y , '  

M o i r a  ( C ~ r n f o r d  c l a ims)  i s  t h e  s p a t i a l l y  c o n c e i v e d  a n d  -- 
o r i . g i n a l  6 i s p o s i t i o n  o f  t h e  s y m p a t h e t i c  c o n t i n u u m .  I t  

I t  embodies k i . n s h i p  s t r u c t u r e s  a n d  i n t e r f u s e s  t h e m  w i t h  

t h e  o r d e r  of t h i n g s  e x p e r i e n c e d .  D e s p i t e  i t s  s u b s e q u e n t  

a d a p t a t s o n ,  N o i r a  h a s  a n d  r e t a i n s  a l l  t h e  r i - g i d i t y  o f  

tnhoo .  B o t h  qods a n d  h u m a n s  a re  d e f i n e d  a s  t h e y  a r e  

c o n s t r a t n e d  by it. I n  H , D , ' s  p l a y  H i p p o l y t u s  T e m p o r i z e s  

i t  i s  M o i r a  t h a t  r e c o i l s  o n  H i p p o l y t u s  who h a s  t r a n s g r e s s e d  

i n  h i s  d t t e m p t  t o  l o v e  A r t e m i s ,  a n d  a t  t h e  same t i m e  l e a v e s  

A r t e m i s  u n a b l e  t o  i n t e r v e n e  b e t w e e n  h i m  a n d  h i s  f a t e :  

A r t c m i s .  Gods  may n o t  

c u t  a t h w a r t  

a mor ta l ' s  f a t e .  

W j p p o l y t u s .  T h e n  a r e  t h e  q o d s  

n o  g r e a t e r  t h a n  mere men? 

A r t e r n i s ,  S o m e t i m e s  less g r e a t .  14 

I t  i s  M o i r a ,  n o t  as d e s t i n y ,  b u t  as t h e  o r i g i n a l  d i s p o s i t i o n  

of 'Nature,' t h a t  I l i k e n  t o  t h e  e n d u r i n g  a n d  f o r m a t i v e  

d i s p o s i t i o n  p r e s e n t e d  by  w o r d s  i n  t h e  n a t u r e  o f  t h e  

n a r r a t i o n a l  t e x t :  a d i s p o s i t i o n  w h i c h  c a n  a l s o  be c o n -  

c e i v e d  s p a t i a l l y ,  a n d  w h i c h  i s  s i m i l a r l y  b e y o n d  t r a n s -  

g r e s s i o n .  M o i r a  i s  t h e  m e a s u r e  of d i s c r e t e  d o m a i n s .  I 



h a v e  a l r e a d y  r e m a r k e d  how i m p o r t a n t  t h e  d i s c r e t e n e s s  

o f  w o r d s  i s  t o  H . D . * s  n a r r a t i o n a l  w r i t i n g .  

P h y s i s ,  t o  t h e  l i m i t e d  e x t e n t  t h a t  i t  c a n  be t r a n s -  

l a t e d ,  m e a n s  ' n a t u r e . '  B u t  it  is  n o t  t h e  t o t a l i t y  o f  

t h i n g s  s o  much as 

the n a t u r e  o f  t h i n g s  . . . t h e  o n e  u l t i m a t e  

s t u f f ,  f r o m  w h i c h ,  a s  t h e y  t h e  G r e e k s  h e l d ,  

t h e  w o r l d  o f  t h i n g s  w e  see h a s  a r i s e n  a n d  i n t o  

w h i c h  i t  p e r i s h e s .  ( F r o m  R e l i g i o n  t o  P h i l o s o p h y ,  

p. 7 . )  

P h y s i s  i s ,  a c c o r d i n g  t o  C o r n f o r d ,  t h e  g r o w i n g  I t s t u f f  

of t h e  w o r l d . "  C o r n f o r d  c la ims  t h a t  i t  i s  c l o s e l y  

r e l . a t e d  t o  t h e  u n i t y  o f  t h e  o r i g i n a l  s y m p a t h e t i c  

c o n t i n u u m ,  a n d  t h a t  i t  i s  c o n s e q u e n t l y  a l i v e .  T h e  

s y m p a t h e t i c  c o n t i n u u m  " c a n  o n l y  be r e p r e s e n t e d  as  a 

f l - u i d  w h i c h  t a k e s  t h e  s h a p e  o f  t h e  c o m p a r t m e n t s  i t  

f i l l s w  ( p .  8 6 , ) .  I n  t h i s  m e t a p h o r  P h y s i s  i s  t h e  f l u i d ,  

a n d  M o i r a  t h e  c o m p a r t m e n t s ,  P h y s i s  i s  c o n c e i v e d  t o  be 

a s u b t l e  a n d  f l o w i n g  s t u f f  w h i c h  i s  t h e  p r e s e n c e  of t h e  

w o r l d  i n  t i m e .  B u t  t h i s  ' t i m e *  is  n o t  t o  be u n d e r s t o o d  

b y  m e a n s  o f  s p a t i a l  m e t a p h o r  ( b o t h  C o r n f o r d  a n d  H a r r i s o n  

were t o o  f a m i l i a r  w i t h  B e r g s o n  t o  make  t h i s  m i s t a k e ) .  I t  

i s  as  a p r o c e s s  w h i c h  i s  c o n s t a n t l y  c o m i n q ,  b e c o m i n q ,  and 

go i  n q  t h a t  P h y s  i.c i s  d y n a m i c .  C o n s i d e r  i n g  t h a t ,  a c c o r d  i n q  

t o  C o r n f o r d ,  P h y s i s  d e r i v e s  f r o m  t h e  o r i g i n a l  s y m p a t h e t i c  

c o n t i n u u m ,  i t  s t a n d s  t o  r e a s o n  t h a t  t h e  t i m e  i n  w h i c h  i t  



m a n i f e s t s  i s  re la ted t o  t h e  r h y t h m s  of c o n s c i o u s n e s s  

i t s e l f ,  G i v e n  t h a t  Moira i s  l i k e  t h e  t e x t u a l  d i s p o s i t i o n  

p r e s e n t e d  b y  w o r d s ,  P h y s i s  i s  l i k e  t h e  s e c o n d  a n d  

r e l a t i o n a l  o r d e r  w h i c h  e s t a b l i s h e s  m e a n i n g  w i t h i n  

t i m e  a m o n g s t  t h e m ,  L i k e  t h e  r e l a t i o n a l i t y  of a t e x t ,  

P h y s i s  i s  c o n t i n u o u s .  

A c c o r d i n g  t o  C o r n f o r d ,  t h e n ,  P h y s i s  a n d  Moira 

d e r i v e  from a s y m p a t h e t i c  c o n t i n u u m  i n  w h i c h  m i n d  a n d  

wor ld  ( t h e  i n n e r  t u r m o i l  a n d  t h e  o u t e r )  a re  c o n f l u e n t  w i t h  

t h e  s t r u c t u r e  of s o c i e t y ,  D u r i n g  t h i s  s t a g e  n a t u r e  is 

t h o u g h t f u l ,  a n d  t h o u g h t  ' p h y s i c a l , '  L a t e r ,  as  t h o u g h t  

becomes i n d i v i d u a l  a n d  l e a r n s  t o  d i s t i n g u i s h  b e t w e e n  

self a n d  a n a t u r e  c o n c e i v e d  as  e x t e r n a l ,  r e l i g i o n  a n d  

p h i l o s o p h y  come i n t o  t h e i r  own. Moira a n d  P h y s i s  

r e m a i n  t h e  f u n d a m e n t a l  terms of t h e s e  t w o  modes of 

t h o u g h t .  T h u s ,  f o r  e x a m p l e ,  M o i r a  e x i s t s  before t h e  

e m e r g e n c e  of t h e  g o d s  as  t h e  o r i g i n a l  d i s p o s i t i o n  of 

' N a t u r e , '  I n  s u p p o r t  of t h i s  claim, C o r n f o r d  p o i n t s  

o u t  t h a t  i n  Hesiod's  T h e o q o n y  t h e  p r i m a r y  d i v i s i o n s  

b e t w e e n  l a n d ,  s e a ,  a n d  a i r  are e s t a b l i s h e d  before t h e  

g o d s  r i se  f r o m  t h e  d i v i d e d  e l e m e n t s .  H e  c o n s i d e r s  

P i n d a r t s  d e s c r i p t i o n  of t h e  dasmos i n  t h e  s e v e n t h  O l y m p i a n  

Ode. T h e  d a s m o s  ( w h i c h  I h a v e  a l r e a d y  m e n t i o n e d  a s  t h e  

moment when Helios i s  e x c l u d e d  from t h e  w o r l d  a s  i s - - p ,  98. )  

i s  t h e  o a t h - t a k i n g  i n  w h i c h  t h e  g o d s  are  b o u n d  t o  t h e  

d o m a i n s  a l l o c a t e d  t o  t h e m ,  C o r n f o r d  s u g g e s t s  t h a t  t h e  



d a s m o s  r e d e c l a r e s  Moira as if i t  o n l y  f o l l o w e d  from 

t h e  e x i s t e n c e  o f  t h e  g o d s .  What  w a s  f i r s t  a d i s p o s i t i o n  

is  r e - p r e s e n t e d  as a d i s p e n s a t i o n  w h i c h  is t h e n  p r o p o s e d  

t o  be t h e  o r i g i n a l  or  ' n a t u r a l '  o rder  of t h i n g s .  C o r n f o r d  

s u p p o r t s  t h i s  c o n c l u s i o n  b y  r e m a r k i n g  t h a t  h o r k o s ,  t h e  

G r e e k  w o r d  f o r  ' o a t h , '  is  e s s e n t i a l l y  t h e  same w o r d  a s  

h e r k o s ,  m e a n i n g  ' f e n c e . '  I t  is i n  t h e  e s t a b l i s h i n g  of 

t h e  O l y m p i a n  g o d s  t h a t  Nomos i s  a m a l g a m a t e d  w i t h  Moira: 

If  we are  r i g h t  i n  t h i n k i n g  t h a t  Moira u l t i m a t e l y  

m e a n t  t h e  d i v i s i o n  of t h e  u n i v e r s e  i n t o  d i s t i n c t  

p r o v i n c e s ,  i t  i s  clear t h a t  t h i s  d i v i s i o n ,  as  s o o n  

a s  i t  comes t o  be t h e  w o r k  of a p e r s o n a l  God, c a n  

be c o n c e i v e d  as a n o m o s t h e s i a - - a  l a y i n g  down or  

f i x i n g  of n o m o i ;  a n d  t h a t  t h i s  p r o c e s s  is s i m p l y  

a r e d i s t r i b u t i o n  t o  Gods  a n d  men of t h e i r  

d o m a i n s ,  p r i v i l e g e s  a n d  h o n o u r s .  

( ~ r o r n  R e l i q i o n  t o  P h i l o s o p h y ,  p. 28.) 

A t  t h i s  p o i n t  i t  i s  w o r t h  n o t i c i n g  t h a t  j u s t  as t h e  

O l y m p i a n  g o d s  a r e  s a i d  t o  a p p r o p r i a t e  t h e  d i s p o s i t i o n  

w h i c h  o r i g i n a l l y  g i v e s  r ise  t o  t h e m ,  a n d  t o  dec l a r e  i t  

as t h e i r  own,  t h e  mind  of many a w r i t e r  comes b a c k  a t  

w o r d s  d e c l a r i n g  t h e m  s u b o r d i n a t e  t o  i t se l f ,  a n d  u s u r p i n g  

t h e i r  o r i g i n a l  p l a c e  a s  t h e  o c c a s i o n  a n d  v e h i c l e  of 

t h o u g h t - - t h e  d i s c l o s u r e  o f  mind  i n  a c o l l e c t i v e l y  

e x p e r i e n c e d  w o r l d .  



Assuming (for the sake of an argument which must 

establish its legitimacy gradually) that there is a 

likeness between the Physis and Moira of Cornford's 

Greek 'Nature' and the continuous and discrete orders 

which I have described as being fundamental to the 

textual nature of H.D.'s narrational writing, then 

Cornford's book becomes useful in the light which it 

casts on H.D.'s developing work. It is remarkable that 

the factors orientating Cornford's history of Physis 

and Moira correlate with those determining H.D.'s 

development of a narrational mode of writing, Certainly, 

it is easy to see how H.D. was liable to be interested 

in a sympathetic continuum said to take a place cor- 

responding to the one occupied by the disjunctions 

that H.D. felt dividinq herself from others and the world, 

But the parallel between H.D.'s work and the hi-story 

with which Cornford is concerned goes further than this. 

In Cornford's book a precedent can be found for what H.D. 

identifies as the central activity of her work (see p. 112.). 

It is clear that if the continuous and discrete con- 

stituents of textuality are, as they are interplayed, 

to enable H.D. to overcome her estranqement, then they 

must somehow be true to both thouqht and world, to 

both "the inner turmoil and the outer.tt Accordinq 

to Cornford Physis and Moira remain fundamental even 

after the original sympathetic continuum has broken 



a n d  t h e  mind  become k n o w i n g l y  i n d i v i d u a l  a n d  d i s t i n c t  

from t h e  w o r l d .  E v e n t u a l l y ,  of c o u r s e ,  t h e y  f r a g m e n t :  

P h y s i s ,  f o r  e x a m p l e ,  d i s i n t e g r a t i n g  i n t o  t h e  atoms w h i c h  

D e m o c r i t u s  i n t e r p o s e d  as a model b e t w e e n  h i m s e l f  a n d  t h e  

w o r l d .  B u t  t h e r e  w a s ,  C o r n f o r d  s u g g e s t s ,  a s t a g e - -  a n d  

i t  i s  l i k e l y  t o  h a v e  s e e m e d  e s p e c i a l l y  r e m a r k a b l e  t o  

H.D.--when P h y s i s  a n d  Moira w e r e  e v i d e n t l y  p r e s e n t  o n  b o t h  

sides of t h e  w i d e n i n g  d i v i d e  b e t w e e n  c u l t u r e d  a n d  i n -  

d i v i d u a l i z e d  human e x p e r i e n c e  a n d  t h e  e n v i r o n i n g  w o r l d .  

I t  i s  a t  t h i s  s t a g e  ( b e f o r e  t h e  e s t a b l i s h m e n t  of n a t u r a l  

s c i e n c e  o n  t h e  o n e  h a n d  a n d  c l a s s i c a l  p s y c h o l o g y  o n  t h e  

o t h e r ) ,  t h a t  C o r n f o r d  f i n d s  l a n g u a g e  b e c o m i n g  t h e  s i t e  

of a r e u n i o n  b e t w e e n  mind  a n d  w o r l d .  T h e  r e u n i o n  i s  

p o s s i b l e  b e c a u s e  P h y s i s  a n d  Moira are  as e s s e n t i a l  t o  

t h e  s t r u c t u r e  a n d  b e h a v i o u r  o f  l a n g u a g e  a s  t h e y  a r e  t o  

t h a t  o f  b o t h  m i n d  a n d  t h e  w o r l d  e x p e r i e n c e d  as  e n v i r o n -  

m e n t ,  A s  t h e  s i te  of s u c h  a r e u n i o n  l a n g u a g e  c a n  p r o v i d e  

t h e  r e v e l a t i o n  of a g r e a t  l o v e - - ' L o v e '  i n  t h e  E m p e d o c l e a n  

s e n s e  of a c o m i n g  b a c k  t o g e t h e r ,  a r e g a t h e r i n g  w h i c h  is 

o p p o s e d  t o  t h e  s e p a r a t i v e  p o w e r  of 'S t r i fe . '  So, w i t h i n  

t h e  terms of i t s  t h e o r y  of l a n g u a g e ,  C o r n f o r d ' s  b o o k  

p r o v i d e s  t h e  reader of H . D . ' s  w r i t i n g  w i t h  a way of 

u n d e r s t a n d i n g  how t h e  r e l a t i o n a l  a c t i v i t y  o f  t h e  t e x t  

c a n  be t h o u g h t  t o  ra ise  " t h e  i n n e r  t u r m o i l  and t h e  o u t e r f 1  

i n t o  s y n c h r o n y .  

P e r h a p s  i t  is e x c e s s i v e  t o  p r o p o s e  t h a t  t w o  p a r a g r a p h s  



i n  a b o o k  c a n  c o n s t i t u t e  a t h e o r y  o f  l a n g u a g e ,  b u t  t h e  

t w o  t o  be f o u n d  i n  C o r n f o r d ' s  b o o k  are s o  i m p o r t a n t  t h a t  

I am i n c l i n e d  t o  d o  so  a l l  t h e  same. I n d e e d ,  i t  i s  o n l y  

g i v e n  h i s  u n d e r s t a n d i n g  of l a n g u a g e  t h a t  C o r n f o r d  c o u l d  

p r o p o s e  t h e  h i s t o r y  t h a t  h e  d o e s .  H i s  u n d e r s t a n d i n g  o f  

l a n q u a g e  is  H e r a c l i t e a n ,  a n d  t h e  o r i g i n a l  s y m p a t h e t i c  

c o n t i n u u m  t h a t  h e  p l a c e s  a t  t h e  roo t  o f  ' N a t u r e '  i s  

c e r t a i n l y  i n f o r m e d  b y  h i s  c o n c e p t i o n  o f  H e r a c l i t u s '  

L o g o s .  T h e  t w o  p a r a g r a p h s  o n  l a n g u a g e  f o l l o w  b e l o w :  

To f o r m  a r e p r e s e n t a t i o n  o f  t h e  s t r u c t u r e  o f  

N a t u r e  i s  t o  h a v e  c o n t r o l  o v e r  i t .  To c l a s s i f y  

t h i n q s  i s  t o  name t h e m ,  a n d  t h e  name of a t h i n g ,  

or  a g r o u p  o f  t h i n g s ,  is  i t s  s o u l ;  t o  know t h e i r  

n a m e s  i s  t o  h a v e  p o w e r  o v e r  t h e i r  s o u l s .  L a n g u a g e ,  

t h a t  s t u p e n d o u s  p r o d u c t  o f  t h e  co l l ec t ive  m i n d ,  i s  

a d u p l i c a t e ,  a s h a d o w - s o u l  o f  t h e  w h o l e  s t r u c t u r e  

of r e a l i t y ;  i t  is t h e  most e f f e c t i v e  a n d  c o m p r e h e n -  

s i v e  too l  o f  human p o w e r ,  f o r  n o t h i n g ,  w h e t h e r  

human or  s u p e r h u m a n  is b e y o n d  i t s  r e a c h .  S p e e c h  

is  t h e  L o g o s  w h i c h  s t a n d s  t o  t h e  u n i v e r s e  i n  t h e  

same r e l a t i o n  as  t h e  m y t h  t o  t h e  r i t u a l  a c t i o n ;  

i t  is  a d e s c r i p t i v e  c h a r t  of t h e  w h o l e  s u r f a c e  o f  

t h e  rea l .  ( F r o m  R e l i q i o n  t o  P h i l o s o p h y ,  p .  1 4 1 . )  

H e  p e r a c l i t u s  a n d  h i s  f o l l o w e r s ,  as we may I 
see f r o m  P l a t o ' s  K r a t y l u s ,  c o n s t a n t l y  a p p e a l e d  

t o  w o r d s  as e m b o d y i n g  t h e  n a t u r e  o f  t h i n g s  [ c o r n f o r d  

h a s  p r e v i o u s l y  d e f i n e d  P h y s i s  as  t h e  " n a t u r e  of 

t h i n g s . " /  , b e c a u s e  h e  s a w  i n  l a n g u a q e  a n  e x -  

p r e s s i o n  o f  t h a t  common w i s d o m  w h i c h  i s  i n  a l l  



men, and thought that, as a collective product, 

it might be free from, or at least only partly 

obscured by, the false private opinions of 

individuals. The Logos reflects the structure 

of the world; more, it is an embodiment or 

representation of it. The Logos is contained 

and immanent within it, as one meaning may be 

contained in many outwardly different symbols. 

When Heraclitus says that the Wise, which is 

One only, 'is willing and unwilling to be called 

by the name Zen (~eus, Life),' we are to under- 

stand that it is willing to be so called, because 

the name reveals some of the truth about it; un- 

willing, because it is only some of the truth 

that is revealed, and more is concealed. Language, 

like the visible world, is a manifold, and so 

half unreal and false; yet for those who have 

ears, the one truth lives through all its varied 

forms. (p.132)  

Cornford's description of language is certainly problem- 

atic. If the terms of his description are interrogated 

(terms such as nrepresentation,H wsoul,w "collective 

mind," "tool," etc.) they decl-are themselves as clich& 

by means of which a theory of language as animistic ("for 

those who have ears, the one truth lives through all its 

varied formsw) discourse ("a descriptive chart of the 

whole surface of the real") is established. B ~ i t  dcspi I-c 

tlle fact that his confusion of language with discourse 

1-eads cornford to imply acquiescence to the discursive 



organization of reality and thus to predicate meaning 

upon a process of discovery rather than search, despite 

the fact that his is less a theory of signs than a 

theory of soulful names, Cornford's description 

will serve to illuminate H.D.'s development of a 

narrational mode of writing. In his terms the importance 

of language lies not in its transparency but in its 

opacity, In H.D.'s terms this is to say that its 

importance lies not in what is "saysw but in what it 

A s  lla shadow-soul of the whole structure 

of reality," lla descriptive chart of the whole surface 

of the real," Cornford's language embodies Physis 

and Moira, Although Cornford does not explicitly 

detail the presence they find in language, it is at 

this point that his argument meets the speculation 

with which I began this study of his book. Physis 

is the relational activity within which meaning is 

established in writing or speech. And Moira? What 

is the provincial ordering of languaqe? What are its 

inviolable limits? If, as Cornford suggests, Moira 

can be conceived as the compartments which shape the 

live and flowing stuff Physis, then in language, the 

divisions of Moira are evident as the discreteness of 

words, 

So, without being submitted to undue constraint, 



the primary terms of Cornfordfs argument enter speech 

where they find a presence like that of the two 

related orders fundamental to H.D.'s narrational writing, 

But the likeness between H.D.'s work and Cornford's 

hook qoes further than this. For there is a parallel 

between the way H.D. identifies the operational nature 

of the narrational text and then becomes cryptic 

about what its operation involves, and the way Cornford 

brings his two fundamental terms (~hysis and ~oira) 

into a consideration of language and then starts, 

cryptically and mysteriously, to discuss the Logos 

and the llearsu with which it might be heard. It 

is hard to tell how Cornford understands the Logos. 

He remarks that speech is the Logos which stands in 

the same relation to the world as myth to the ritual 

action, but this merely passes the question on to the 

most contentious aspect of Cornfordfs argument: namely 

his contention that myth derived directly from ritual 

action, Curious as it seems, Cornford's claim that one 

must have "earsw to hear the Logos in speech will be 

more useful to us. What does Cornford mean to say by 

these ltearsv? I described a similar allusiveness when 

considerinq H.D,'s remarks about "the secret wisdomn 

and the colour of the enigmatic jewel in Tribute to 

Angels.  his reversion to metaphor at the point where 



o n e  e x p e c t s  d i s c u s s i o n  of t h e  r e l a t i o n  b e t w e e n  l a n g u a g e  

a n d  e x p e r i e n c e  t o  c a l l  ( r e a l i t y *  i n t o  q u e s t i o n  p r o b a b l y  

d o e s  ref lect  t h e  r e l u c t a n c e  of b o t h  HOD, a n d  C o r n f o r d  

t o  t h i n k  b e y o n d  t h e  p o i n t  w h e r e  ' r e a l i t y *  i s  r e v e a l e d  

t o  be c o n s t r u c t e d  w i t h i n  d i s c o u r s e ;  b e y o n d ,  t h i s  is  t o  

s a y ,  t h e  p o i n t  a t  w h i c h  a n  u n d e r s t a n d i n g  of t h e  way 

' r e a l i t y '  i s  h i s t o r i c a l l y  c o n s t r u c t e d  b e g i n s  t o  t h r e a t e n  

t h e  i dea  of p h e n o m e n o l o g i c a l  p r e s e n c e  a n d  t r u t h .  B u t ,  

n e v e r t h e l e s s ,  I s h a l l  t r y  t o  s u b s t a n t i a t e  C o r n f o r d ' s  

"ears" i n  o r d e r  t o  s h o w  t h a t  w i t h  t h e m  o n e  c a n  h e a r  

t h e  ' s i l e n t '  a c t i v i t y  of H . D , ( s  t e x t  a s  i t  c o u r s e s  

t h r o u g h  t h e  a l i e n  a n d  c r i t i c a l  c o n t e n t  of t h e  p a s s a g e  

q u o t e d  from T h e  Walls Do Not F a l l  (see p ,  138-9). 

It is  n o t i c e a b l e  t h a t  H.D.'s w o r k  i s  n e v e r  so f u l l  

nf  occ111t p r e s e n c e s  a s  when s h e  i s  a t t e m p t i n q  t o  c a s t  

some l i q h t  u p o n  t h e  way h e r  w r i t i n g  w o r k s ,  a n d  t o  

comment  Ilpon w h a t  i t  d e m o n s t r a t e s  o r  'does, '  I h a v e  

a l r e a d y  s u g q e s t e d  t h a t  w h a t  i t  ' d o e s '  i s  t o  s y n c h r o n i z e  

t h e  i n n e r  a n d  o u t e r  t u r m o i l s  by r e v e a l i n g  t h e m  i n  t h e  

t l s u h t l e  i n t e r - r e l a t e d n e s s t t  o f  a c o n f l u e n c e  which s u b m i t s  

t o  n o  terms o t h e r  t h a n  i t s  own, a n d  w h i c h  HOD. w o u l d ,  

t h e r e f o r e ,  h a v e  t o  b r e a k  i n  order t o  d e s c r i b e .  A s  

C o r n f o r d  d e f i n e s  t h e m  P h y s i s  a n d  Moira a r e  s i m i l a r l y  

i r r e d t l c i h  le. T h e y  are  f  ~ r n d a m e n t a l  t o  t h e  s trirc tilrc 

a n d  h e h a v i o u r  of t h e  w o r l d  p e r c e i v e d  a s  n a t u r a l ,  t o  

t h e  t h o u g h t  w h i c h  becomes a w a r e  of t h i s  n a t u r a l  w o r l d  



as  i t s  e n v i r o n m e n t ,  a n d  a l s o  t o  l a n g u a g e ,  I n  t h e i r  

a c t u a l i t y  P h y s i s  a n d  Moira a r e  i n c o n c e i v a b l e  b e c a u s e  

t h e y  are i n t e g r a l  t o  t h e  a c t  o f  c o n c e p t i o n  i t se l f ,  

T h e y  c a n n o t  be t h o u g h t  e x c e p t  as t h o u g h t  t h i n k i n g ,  

L i k e w i s e  t h e y  c a n n o t  be descr ibed  b e y o n d  t h e  p o i n t  a t  

w h i c h  C o r n f o r d  becomes m e t a p h o r i c a l  b e c a u s e  t h e y  a r e  

i m p l i c i t  i n  t h e  ac t  of d e s c r i p t i o n .  P h y s i s  a n d  Moira 

a r e  a l l - p e r v a s i v e ,  a n d  t h u s  l i e  b e y o n d  e x t r a p o l a t i o n .  

T h e  L o g o s ,  w h i c h  C o r n f o r d  e l s e w h e r e  d e r i v e s  f r o m  P h y s i s  

become s o u l - s t u f f ,  i s  t o  be ' h e a r d t  i n  s p e e c h ,  I t  

i s  c a u g h t ,  C o r n f o r d  s u g g e s t s ,  as a n  e n i g m a t i c a l l y  d a r k  

a n d  a c o u s t i c  g l e a m  i n  t h e  u n f o l d i n g  of w o r d s ,  A s  I s u g -  

g e s t  a way i n  w h i c h  t h i s  ' h e a r i n g ' - - t h e s e  r a t h e r  r i d i c u l o u s  

" e a r s v - - c a n  be u n d e r s t o o d ,  I s h a l l  a l s o  be d e s c r i b i n g  t h e  

n e c e s s i t y  of H O D ,  's a b a n d o n m e n t  of a r b i t r a r y  l y r i c i s m  

i n  f a v o u r  of a n a r r a t i o n a l  mode of w r i t i n q  i n  w h i c h  

s h e  c a n  a t t e n d  t o  t h e  way w o r d s  u n f o l d .  

E s o t e r i c  W r i t i n q  i n  E a r l y  T w e n t i e t h  C e n t u r y  
~ n c i e n t  G r e e c e ,  

I n  T h e  F o u r  S t a q e s  of G r e e k  R e l i g i o n  (1912) G i l b e r t  

M u r r a y  w r i t e s  as  f o l l o w s  a b o u t  t h e  i . n a u c i i b i l . i t y  of t h e  

Mus ic of the S p h e r e s  : 

It  i s  b e a u t i f u l  b e y o n d  a l l  e a r t h l y  m u s i c ,  



t h i s  M u s i c  of t h e  S p h e r e s ,  b e y o n d  a l l  human 

dreams of w h a t  m u s i c  m i g h t  be, T h e  o n l y  p i t y  

i s  t h a t - - e x c e p t  f o r  a f e w  i n d i v i d u a l s  i n  t r a n c e s  

--nobody h a s  e v e r  h e a r d  i t ,  C i r c u m s t a n c e s  seem 

a l w a y s  t o  be u n f a v o u r a b l e ,  I t  may be t h a t  we a r e  

t o o  f a r  o f f ,  t h o u g h ,  c o n s i d e r i n g  t h e  v a s t n e s s  o f  

t h e  o r c h e s t r a ,  t h i s  seems i m p r o b a b l e ,  Nore l i k e l y  

we a r e  m e r e l y  deaf t o  i t  b e c a u s e  i t  n e v e r  s t o p s  

a n d  we h a v e  b e e n  i n  t h e  m i d d l e  of i t  s i n c e  we 

f i r s t  d r e w  b r e a t h .  15 

I n  s u g g e s t i n g ,  q u a i n t l y  e n o u g h ,  t h a t  t h e  M u s i c  of t h e  

S p h e r e s  is  i n a u d i b l e  b e c a u s e  i t  is t h e  s o u n d  i n  w h i c h  

t h e  e a r  d i s t i n g u i s h e s  s i l e n c e ,  G i l b e r t  M u r r a y  p r o p o s e s  

a c o n c e a l e d n e s s  l i k e  t h a t  w h i c h  h o l d s  C o r n f o r d ' s  L o q o s ,  

t h e  a c t u a l i t y  of h i s  P h y s i s  a n d  Moira, a n d  H.D. ' s  

e n i g m a t i c  s c e n t s ,  j e w e l s ,  a n d  y e l l o w - m e l o n  f l o w e r  b e y o n d  

k e n .  What  i.s t h i s  c o n c e a l e d n e s s ,  a n d .  w h a t  is i t s  

b e a r i n g  o n  H . D . ' s  w o r k ?  I t  i s  p o s i t e d  as a n  u n s p e a k a b l e  

m y s t e r y  b y  w r i t e r s  who f i n d  i t  a t  t h e  l i m i t s  of t h e i r  

own s p e e c h ,  H i n d s i g h t  s u g g e s t s  t h a t  t h e s e  are  t h e  l i m i t s  

of e a r l y  t w e n t i e t h  c e n t u r y  b o u r g e o i s  d i s c o u r s e ,  a n d  t h a t  

t h e  m y s t e r y  i s  a n  e a r l y  a n t i c i p a t i o n  of t h e  f i e l d  o f  

semiotics w h i c h  w o u l d  l a t e r  p e n e t r a t e  t h e  a g e i n g  v e i l  

b e h i n d  w h i c h  t h e  m e c h a n i s m s  of d i s c o u r s e  w e r e  h i d d e n .  

I h o p e  t o  s h o w  t h a t  t h e  G r e e k  s c h o l a r s h i p  a v a i l a b l e  t o  

H O D ,  c a n  be r e a d  as p r o p o s i n g  a p s y c h o l o g y  of t e x t u a l  

o p e r a t i o n  w h i c h  is f a r  from being entirely v a g u e .  



L a t e r  i n  T h e  F o u r  S t a q e s  of G r e e k  R e l i q i o n  M u r r a y  

w r i t e s  t h a t  H e r a c l i t u s  

d e l i b e r a t e l y  e x p r e s s e d  h i m s e l f  i n  a l a n g u a g e  

w h i c h  s h o u l d  n o t  be u n d e r s t o o d  of t h e  v u l g a r ,  

a n d  w h i c h  bore a h i d d e n  m e a n i n g  t o  h i s  d i s c i p l e s .  

P y t h a g o r a s  d i d  t h e  same. T h e  p r o p h e t s  a n d  

r e l i g i o u s  w r i t e r s  m u s t  h a v e  d o n e  s o  t o  a n  e v e n  

g r e a t e r  e x t e n t ,  And we know e n o u g h  of t h e  

h i s t o r y  of r i t u a l  t o  be s u r e  t h a t  a g r e a t  

dea l  of i t  i s  d e f i n i t e l y  a l l e g o r i c a l .  

( T h e  F o u r  S t a q e s  of G r e e k  R e l i g i o n ,  p.  148.) 

T h e  f a c t  t h a t  c e r t a i n  c o m m u n i c a t i o n s  c a n n o t  be a n y t h i n q  

b u t  o b l i q u e  is  n o t  t o  be c o n f u s e d  w i t h  a s t r a t e g i c  w i s h  

t o  be o b s c u r e ,  I t  i s ,  i n  f a c t ,  o n l y  M u r r a y ' s  o p i n i o n  

t h a t  H e r a c l i t u s  a n d  P y t h a g o r a s  " e x p r e s s e d w  t h e m s e l v e s  

i n  terms t h a t  w e r e  d e l i b e r a t e l y  o b s c u r e .  E v e n  a c u r s o r y  

k n o w l e d g e  of t h e  f r a g m e n t s  of H e r a c l i t u s  a n d  t h e  t r a d i t i o n a l  

r e p u t a t i o n  of P y t h a g o r a s  s u g g e s t s  t h a t  t h e s e  t w o  t h i n k e r s  

d i d  n o t  l l e x p r e s s ' l  t h e m s e l v e s  a t  a l l .  B o t h  w e r e  p a r t i c u l a r l y  

c o n c e r n e d  w i t h  t r a c i n g  o u t  c o r r e s p o n d e n c e s  b e t w e e n  t h e i r  

own t h o u g h t  a n d  w h a t  t h e y  c o n s i d e r e d  t o  be a n  o r i g i n a l  

t h o u g h t  c o n s t e l l a t i n g  t h e  w o r l d ,  T h e i r  m e a n i n g  w a s  

esoteric p r e c i s e l y  b e c a u s e  i t  w a s  n o t  a v a i l a b l e  t o  s i m p l e  

e x p r e s s i o n .  W i t h  r e g a r d  t o  Heracl-i t u s ,  f o r  e x a m p l e ,  a 

l a t e r  s c h o l a r ,  T h o r l i e f  Boman, h a s  a s s e r t e d  t h a t  t h e  

G r e e k  l a n g u a g e  w a s  s i m p l y  i n a d e q u a t e  t o  h i s  o r i e n t a l l y  



influenced thought. Boman suggests that Plato was 

aware of this, and quotes the following passage from 

the Theaetetus in support of his suggestion: 

The maintainers of the doctrine have as 

yet no words in which to express themselves, 

and must get a new language. I know of no 

word that will suit them. . . 16 
In 1911 D.S. Margoliouth published an edition of 

Aristotle's Poetics which is likely to have been the 

standard edition during the years in which H.D. was 

writing her early narrational texts. In his Introduction 

Margoliouth attempts to describe the esoteric mode of 

writing. He claims that the Poetics is an esoteric 

text, and that if finds its full meaning only as it 

is situated within what he claims is the deliberatedly 

whole structure of Aristotle's entire work. The meaning 

of the Poetics is dependant upon an understanding of 

certain crucial words--*Catharsis' is among those that 

Marqoliouth cites as examples--whose meaning is not 

wholly intrinsic to the text in question. These words 

declare their full meaning only to one who knows all 

the other occasions in which Aristotle used them. By 

carefully repeating these crucial words Aristotle is 

supposed to have constructed what amounts to a meta- 

text which operates over and above, as well as throughout, 



the literal surfaces of the many singular texts, 

Margoliouthts suggestion is that the meaning of each 

crucial word is like a thread in the seamless fabric 

of Aristotlets complete work: a fabric of delicate 

and intricate design which has come down to posterity 

as rags and tatters. Certainly, this 'complete work' 

of Aristotlets may only exist to the extent that it 

bodies forth the fantasy of a classicist frustrated 

in his endeavour to establish the @fullt meaning of 

the Poetics, but even so Margoliouth, as he argues 

his case, distinguishes textuality from literal meaning, 

and in this he is useful. 

In his attempt to describe the esoteric activity 

of Aristotlets writing Margoliouth turns his attention 

to the way in which ancient texts were memorized: 

From the Nicomachaean Ethics we learn that 

the practice of getting philosophical treatises 

by heart and afterwards becoming acquainted 

with their meaning was familiar to the Greeks; 

this, we are told, was done in the case of the 

poems of Empedoc les. Epicurus also required 

his followers to commit his writings to memory. 

A medieval Aristotelian, Avicenna, tells us 

similarly that he committed the Metaphysics 

to memory, without understanding the sense; 

presently he came across the treatise 01 ~ l -  

Farahi, which explained it to him, 27 



The idea of memorizing a text before troubling to 

understand what it says is extraordinary, and all the 

more so considering that the ready-to-hand explanation 

will not account for it. Doubtless texts were memorized - 
because before the invention of paper and printing, 

memory was a convenient retrieval system, But this is 

almost beside the point, What Margoliouth suggests is 

that the understanding of esoteric texts is somehow 

dependant upon their being memorized, In the memory 

the text performs itself, and only in the performance 

will its meaning become apparent, 

Margoliouth goes on to claim, through the Poetics, 

that tragedy itself is of an esoteric textuality: 

Tragedy is what tragedy does; and a tragedy 

can be read no less than a Romance, and will 

perform its work in the same way. Hence the 

two extra eide, Exhibition and Music, merely 

intensify the pleasure. . . (Poetics, p. 74.) 

Both Margoliouthts claim that "Tragedy is what Tragedy 

doesw and the emphasis he places on the way a text 

wperformsw its work command attention here, If the 

meaning of a text involves its performance--involves 

the way it articulates itself--then it is not merely a 

matter of what the text literally 'saysot So Margoliouth 

returns us to the consideration which prompted this 



d i s c u s s i o n  of the c l a s s i c a l  s c h o l a r s h i p  c o n t e m p o r a r y  

w i t h  t 4 . D . ' ~  w r i t i n q  i n  t h e  f i r s t  p l a c e :  t h e  o p e r a t i o n a l  

n a t u r e  of t h e  t e x t .  I n  terms o f  t h e  mnemonic  t h a t  

M a r q o l i o u t h  re la tes  t o  t h e  m e a n i n g  o f  esoteric w r i t i n g s  

t h e  r e m e r n h e r i n q  mind  becomes a t h e a t r e  i n  w h i c h  t h e  

t e x t  p e r f o r m s  a n d  d i s p l a y s  i t s e l f .  How d o e s  t h e  t e x t  

p e r f o r m  i t s e l f ?  How d o e s  t h e  mtnd o p e r a t e  as a t h e a t r e ?  

T h e  q L l e s t i o n s  may m o d u l a t e  t h o s e  w h i c h  l e a d  m e  i n t o  

c o n s j d e r l n q  P h y s i s  a n d  Mojra, h u t  t h e y  are  n o t  f u n d a m e n t a l l y  

d i f f e r e n t .  A f t e r  a l l ,  t h e y  r e t u r n  o u r  a t t e n t i o n  t o  

t h e  way i n  e ~ h i c h  t h e  t e x t  w o r k s ,  a n d  t h u s  t o  t h e  t w o  

c o n s t i t u t i 3 e  o r d e r s  w h i c h  m u s t  d e t e r m i n e  i t s  p e r f o r m a n c e :  

d i s c r e t e  w o r d s ,  a n d  t h e  r e l a t i o n a l  c o n t i n u i t y  f o u n d  i n  

t h e  i n t e r v a l s  b e t w e e n  them.  

W h e t h e r  o r  n o t  i t s  a c t i v i t y  i s  b e i n g  t h o u g h t  w i t h i n  

a t h e a t r i c a l  m e t a p h o r ,  i t  r e m a i n s  t r u e  t h a t  a t e x t  c a n  

o n l y  become a p p a r e n t  as i - t  u n f o l d s  i t s  r e l a t i o n a l  

c o h e r e n c e  amonq t h e  w o r d s  i n  w h i c h  i t  i s  w r i t t e n .  

M a r g o l i o u t h  s ~ ~ q q e s t s  t h a t  esoteric m e a n i n q  a n d  u n d e r -  

s t a n d i n g  d e r i v e  f r o m ,  a n d  a r e  i m p l i c i t  i n ,  t h e  way w o r d s  

c o n s t r u c t  t h e  t h e a t r e ,  d r a w  u p  t h e  p r o p s ,  a n d  f o r m  t h e  

t e x t ' s  p e r f o r m a n c e  o f  i t s e l f .  T o  s a y  t h i s  i s  t o  s u q q e s t  

t h a t  w o r d s  h a v e  l o c i  i n  t h e  mind  of t h e  p e r s o n  w h o s e  - 
memory i s  s t a q i n q  t h e  t e x t ,  a n d  t h a t  by  m e a n s  o f  t h e s e  

l o c i  t h e  w o r d s  q a t h e r  t h e  psycho-mnemonic  s t r u c t u r e  i n  - 



whj-ch the text breaks into the light of its own per- 

f ormance. 

It is no subtle point that we know the words of 

s text before we read it, and that otherwise we would 

not be in a position to understand it. Margoliouth's 

theatre is an 'under-standing1 of the words constituting 

the performing text. Each time, for example, the 

word Catharsis occurred in the performance of the 

Poetics it would reverberate all its moments in 

Aristotle (whose entire work, according to this view, 

must be accessible to the memory), thereby takinq part 

in the construction of a theatre of contextual and 

inter-textual relations. Having participated in t.he 

construction, the word then enters the performance of 

the text wherein it serves rather as does a character 

in a play: its part being the formative display of the 

psycho-mnemonic continuity which is specific to 

Aristotle's understandin9 of the word. Margoliouth's 

argument may be an unnecessarily complicated justification 

for finding Aristotle's Poetics no longer fully com- 

prehensible, but his insistence that there are two 

different levels of textual operation, his insistence 

that words dispose the mind in a way that r n a k c s  it 

acPer;.r;ible to their text's dispensation of mean i r ~ q ,  

is s iqnif i-cant. l8 Like H.D., Margoliouth finds words 

to be operative on both sides of the arras. 



Memory and Love in H.Dels Writinq. 

It is impossible to establish how much H.D. knew 

about the ancient mnemonic with which Margoliouth is 

concerned. This mnemonic was originated in Ancient 

Greece, persisted through the Roman civilisation (in 

which it was closely associated with the technique 

of rhetori-c), and reappeared, modulated once again, in 

the quasi-occult thought of Rennaissance thinkers like 

Camillo, Bruno, Lull, and Fludd. There was no book 

on the subject (in English at least) until after H.D.'s 

death when Frances Yates published The Art of Memory (1966). 

Yet there can he no doubt that H.D. was familiar with 

some of the material which concerned Frances Yates 

in The Art of Memory and, more particularly in her 

later books Theatre of the World and The Rosicrucian 

Enljqhtenment. There is evidence of this familiarity 

in H.D.'s essay on the English Rennaissance, "The 

Guestw (in By Avon River), and especially in her partially 

published novel, The Mystery. In the scholarship available 

to her H.D. could only have come across scattered 

references to the mnemonic, But the classical texts 

from which modern knowledge of the mnemonic derives 

were available, and it is conceivable that H.D. had 

read Cicero's De Oratore or the Ad Herennium from 

which Frances Yates summarizes and quotes in the following 



passage : 

The art of memory is like an inner writing. 

Those who know the letters of the alphabet can 

write down what is dictated to them and read 

out what they have written, Likewise those 

who have learned mnemonics can set in places 

what they have heard and deliver it from memory, 

'For the places are very much like the letters, 

the arrangement and disposition of the images 

like. the script, and the delivery is the 

reading, 19 

I beqan this chapter by remarking that HOD. evidently 

felt that the act of writinq was of a significance special 

to itself. Subsequently I have remarked that--in terms 

of Cornfordts argument--Physis and Moira are the operative 

principles enabling language to provide the revelation 

of a love: a regathering love which restores thought 

and world to confluence with one another, HOD. also 

associated writing with love: a love which in turn is 

related to memory. 

In a poem called "Nossisn (first published in 

1924) HOD. translates a passage from one of the Greek 

poems gathered in Meleaqerts Antholoqy, The passage 

tells how Love melted the wax on Nossist writing tablet, 

It is, in fact, Richard Aldington's translation which 

tells of 'melting.' *' H.D. quickens the process and 

has Love tburninq' the wax, But for HOD. the relation 



between love and writing was not simply that love com- 

pelled the poet to compose. She suggests that the very 

act of writing participates in a love which is the revealed 

condition of textuality. 21 The power of the love that 

H.D. associated with her writing enabled it to return 

discrete words to the continuity of relational inter- 

action. This love is a gathering, a comprisinq, which 

brings, in H.D,'s phrase (a translation of the Greek 

word 'anthology' which derives from words meaning 

'flower' and 'gathering'), "all flowering things 

together," 22 It is an Empedoclean love revealed in the 

comprising movement of the text which gathers and opens 

the psyche of the writer around its own activities. 

But this textual gathering of the psyche cannot 

be described unless the memorial nature of H.D,'s writing 

is also taken into account. Whether or not she had read 

the Ad Herennium, whether or not she was aware of the 

classical mnemonic with its memory theatre and 'inner1 

script, there can be no doubt that HOD, linked writing 

and memory in her own mind, In "A Note On Poetryw 

H.D. describes her early poems as "the poems of memory - 
suppressed memory maybe," and then goes on to name the 

various geographies which underlie her early naturalism: 

the coasts of Pennsylvania and Maine, the Greek ~slands, 

Italy, and England, She also suggests a literary (if 



not especially textual) relation between memory and 

Atlantis: "The lost world of the classics and the neo- 

classics is the world of childhood," 23 The link between 

writing and memory is most evident in Bid Me To Live 

which HOD. wrote just after the Second World War ("1 

was in a villa near Vevey when suddenly everything 

came back to mev), and which treats her life during the 

First World War in a manner which is directly auto- 

biographical: "it is just that, word for word , , , 

It is a roman a clef and the keys are easy enough to - -9 

Love in the text returns discrete words to the 

continuity of meaningful interaction, and in H.D.'s 

extraordinarily twriterly' experience of life something 

like it can do the same for estranged and therefore 

'atomistic' and 'discrete' people, Thus in Bid Me 

To Live textual love (which is here correlative with 

the collectivity established in the world by language 

which, because it can only be meaningful given a shared 

understanding, declares people inter-related) and H,D,*s 

memory of her early life in wartime London combine in a 

writing which realizes what HOD, calls the "gloirew. The 

"gloire" consists of illuminated traceries @f relation which 

HOD, discovers between herself and the people she associates 

with her room in Mecklenburgh Square. Writing Bid Me To 

Live was an act of remembrance, and it enabled H.D, - 



t o  t r a n s f o r m ,  w i t h o u t  f a l s i f y i n g  or  g l o s s i n g ,  t h e  

t o r t u r e d  a n d  e s t r a n g i n g  r e l a t i o n s  b e t w e e n  h e r s e l f ,  

h e r  h u s b a n d ,  a n d  h e r  f r i e n d s  i n t o  a p a t t e r n  w h i c h  s h e  

c a n  a c c e p t  as  f i t t i n g .  H.D. s u b t i t l e d  B i d  M e  T o  

L i v e  ''a m a d r i g a l , "  a n d  w r o t e  o f  l i f e  d u r i n g  t h e s e  - 
y e a r s  as i f  i t  w e r e  a l y r i c ,  a n d  e a c h  p e r s o n - a  s u n g  

word .  T h e  " g l o i r e n  i s  p r o p o s e d  as  t h e  h a r m o n y ,  t h e  

r e l a t i o n a l  o r d e r  w h i c h  a p p e a r s  i n  w h a t  h a d  a t  t h e  

t i m e  s e e m e d  u n r e l a t e d  a n d  d e s u l t o r y .  I n d e e d ,  i t  i s  

a n  o r d e r  w h i c h  i n c l u d e s  t h e  u n r e l a t e d  a n d  t h e  d e s u l t o r y ;  

t h e  o r d e r  of a t e x t  w h i c h  a p p e a r s  i n  t h e  w o r l d  o f  a n  

e x p e r i e n c e  re-membered. 

T h e  a c t i v i t y  o f  l o v e  a n d  memory w h i c h  H.D. e v i d e n t l y  

a s s o c i a t e d  w i t h  w r i t i n g  i s  revealed i n  t h e  movement  o f  

t h e  t e x t :  a r e l a t i o n a l  movement  w h i c h  is  d e p e n d a n t  u p o n  

t h e  i n t e r p l a y  of t h e  c o n t i n u o u s  a n d  t h e  discrete. I n  

h i s  d i s c u s s i o n  o f  esoteric m e a n i n g  a n d  i t s  r e l a t i o n  t o  

t h e  c l a s s i c a l  mnemonic ,  M a r g o l i o u t h  d i r e c t s  h i s  r e a d e r  

i n t o  a c o n s i d e r a t i o n  o f  t h e  way i n  w h i c h  t h e  t e x t  p e r f o r m s  

i tself .  I n  d o i n g  s o  h e  e m p h a s i z e s  t h e  i n t e r p l a y  b e t w e e n  

w o r d s  a n d  t h e  r e l a t i o n a l i t y  w h i c h  i t  is  my c o n c e r n  t o  

describe i n  H.D.*s  work .  B u t  M a r g o l i o u t h  g o e s  f u r t h e r  

t h a n  t h i s ,  f o r  i n  h i s  a t t e m p t  t o  d e s c r i b e  esoteric 

m e a n i n g  h e  i m p l i e s  t h a t  t h i s  i n t e r p l a y  i s  a c t u a l l y  c o n -  

s t i t u t i v e  of t h e  p s y c h e ,  t h a t  i t  l i t e r a l l y  i n f o r m s  t h e  



p s y c h e ,  How c a n  t h e  w o r d s  of a t e x t  assemble a t h e a t r e  

i n  t h e  mind  of o n e  who h a s  memorized i t? T h i s  q u e s t i o n  

c a n  be r e p h r a s e d  a n d  a d d r e s s e d  t o  H , D . ' s  n a r r a t i o n a l  

w r i t i n g :  how is  it t h a t  t h e  w o r d s  of a t e x t  i n  t h e  p r o c e s s  

of b e i n g  w r i t t e n  w i l l  so  d i s p o s e  H . D , @ s  mind  as t o  d r a w  

t h e  f u t u r e  d e v e l o p m e n t  of t h e  t e x t  f r o m  i t ,  

W h i l e  i t  may n o t  be s p e c i f i c a l l y  h e l p f u l  t o  t h i n k  

of t h e  w o r d s  of a t e x t  b y  HOD, as i f  t h e i r  w o r k  w a s  

t o  c o n s t i t u t e  a p s y c h o l o g i c a l  t h e a t r e  i n  w h i c h  t h e  t e x t  

p e r f o r m s  i t s e l f ,  s o m e t h i n g  of t h e  s o r t  is  t h e  case, I n  

h e r  n a r r a t i o n a l  w r i t i n g  H O D ,  d e l i b e r a t e l y  e x p l o i t s  t h e  

f a c t  t h a t  w o r d s  are  known--each as  t h e  a r t i c u l a t i o n  ( t h e  

' p r e s e n t a t i o n *  p e r h a p s )  of a n  u n d e r s t a n d i n q  d e r i v e d  from 

p a s t  e x p e r i e n c e - - b e f o r e  t h e y  c a n  be m e a n i n g f u l l y  u s e d ,  

A s  a w o r d  is  w r i t t e n  i t  o p e n s  i n t o  t h e  p l a y  of t h e  t e x t  

t h o s e  memories a n d  a s s o c i a t i o n s  w i t h  w h i c h  i t  i s  l i n k e d .  

It w i l l  be u s e f u l  t o  d e s c r i b e  how t h i s  w o r k s  w i t h  r e f e r e n c e  

t o  o n e  w o r d ,  a n d  as a n  e x a m p l e  I t a k e  f l i s l a n d s "  from t h e  

s t a n z a  of " A l l  M o u n t a i n s f 1  w h i c h  I h a v e  a l r e a d y  d i s c u s s e d  

(see p. 1 1 6 . ) .  I n  t h e  i m m e d i a t e  terms of t h e  s t a n z a  l f i s l a n d s f l  

a re  s n o w - c o v e r e d  p e a k s  w h i c h  t h r u s t  u p  above t h e  d a r k  

fo res t  w h i c h  resembles t h e  sea when t h e  w i n d  s w e e p s  

across it .  H. D, w r i t e s  "Marble of i s l a n d s  , I v  p r e s u m a b l y  

t h i n k i n g  of P e n t e l i c u s ,  a m o u n t a i n  j u s t  o u t s i d e  A t h e n s  

w h i c h  t h e  a n c i e n t s  q u a r r i e d  f o r  t h e  w h i t e  marble f a v o u r e d  



hy t h e i r  s c u l p t o r s ,  B u t  H, D o t s  u n d e r s t a n d i n g  o f  l t i s l a n d s n  

i s  o f  much g r e a t e r  e x t e n t  t h a n  t h i s .  I t  c a n  b e  g a t h e r e d  

f r o m  h e r  e a r l y  work  t h a t  s h e  a s s o c i a t e d  v i s l a n d s l t  w i t h  a 

l o s t  u n i t y  ( A t l a n t i s ) ,  a n d  w i t h  a b e a u t y  w h i c h  was set  

a p a r t  f r o m  l i f e  a n d  c o n s e q u e n t l y  b o t h  d a n g e r o u s  a n d  

a l l u r i n q  ( t h e  S i r e n s ) ,  T o g e t h e r  w i t h  a s s o c i a t i o n s  s u c h  

as t h e s e ,  t h e  word  s t i r r e d  N.D.*s memories of s p e c i f - i c  

i s l a n d s  w h i c h  h a d  f i q u r e d  i n  tier p a s t ,  T h e  f i r s t ,  f r o m  

c h i l d h o o d ,  was C a l y p s o ' s  I s l a n d  i n  t h e  L e h i q h  R i v e r ,  

P e n n s y l v a n i a .  Then  t h e r e  w e r e  t h e  C a s c o  Bay I s l a n d s  

o f f  t h e  c o a s t  of M a i n e ,  C o r f u ,  C a p r i ,  t h e  A e q e a n  I s l a n d s ,  

a n d ,  f i n a l l y ,  E n g l a n d .  2 5  T o g e t h e r  w i t h  n u m e r o u s  a s s o c i a t i o n s  

t h a t  o n e  c a n n o t  h o p e  t o  t a b u l a t e ,  H . D . * s  memories of t h e s e  

a c t u a l  i s l a n d s  w e r e  e n g a g e d  b y  t h e  w o r d   island^.^ If o n e  

h a d  access t o  a l l  t h e  memories a n d  a s s o c i a t i o n s  w h i c h  t h e  

! lord  " i s l a n d s t 1  c o m p r i s e d  f o r  H O D . ,  i t  w o u l d  be p o s s i b l e  

t o  map t h e  d i s c r e t e  p sycho-mnemonic  l t s p a c e t t  o r  w d i m e n s i o n M  

which w a s ,  i n  h e r  e x p e r i e n c e ,  s p e c i f i c  t o  t h e  w o r d .  A l t h o u g h  

n o  s u c h  access i s  a v a i l a b l e ,  we d o  h a v e  s u f f i c i e n t  i n -  

f o r m a t i o n  a b o u t  H , D . * s  u n d e r s t a n d i n g  o f  l t i s l a n d s W  t o  

r e c o g n i z e  w h a t  i t  i s  t h a t  w o r d s  i n  t h e i r  d i s c r e t e n e s s  

b r i n g  i n t o  t h e  p l a y  o f  t h e  t e x t .  I n  e f f e c t  t h e y  b r i n q  

t h e  " i n n e r  t u r m o i l "  o u t  i n t o  t h e  s i g n i f i e d  p r e s e n c e  o f  

t h e  t e x t ,  b u t  t h e y  d o  so w i t h o u t  n e c e s s a r i l y  r e i f y i n g  

i t :  t h e  w o r d s  are c a ~ ~ q h t ,  t h e m s e l v e s  l i . k e  " i s l a n d s , "  



i n  p e r p e t u a l  " s h i f t  a n d  c h a n g e n  (see p. 116.). 

T h e  w o r d  i s  t h e  m u r e x - f i s h e r  so  d e a r  t o  H.D.. 26 

It p l u n g e s  down i n t o  t h e  d e p t h s  of w h a t  H.D. f r e q u e n t l y  

d e s c r i b e s  as  t h e  i n n e r  o c e a n  a n d  r e - s u r f a c e s  w i t h  t h e  

s h e l l s  from w h i c h  i s  made t h e  s e a - b l u e  d y e  w h i c h  t i n c t u r e s  

t h e  f a b r i c  of t h e  t e x t .  C o n s i d e r i n g  how i m p o r t a n t  t h e  

I p s p a c e t t  of t h e  word  i.s f o r  H.D., i t  i s  n o t  s u p r i s i n g  t h a t  

s h e  h a s  a name f o r  it.  I n  h e r  e s s a y  "The  C i n e m a  a n d  t h e  

C l a s s i c s n  s h e  w r i t e s  of t h e  l p w o r d - r e a c t i o n . n  2 7 

I n  "A Note On P o e t r y v  H.D. w r i t e s :  l l 'What  are  t h e  

i s l a n d s  t o  m e ? '  T h e y  a r e ,  I s u p p o s e ,  a n  i n n e r  r e g i o n  of 

d e f e n c e ,  e s c a p e O t p  28 C o n s i d e r i n g  t h a t  H . D . l s  w o r k  is  a n  

e n d e a v o u r  t o  e s c a p e  a n d  t o  p r o p i t i a t e  t h e  m a d d e n i n g  

s u r g e  of t h e  " i n n e r  t u r m o i l , "  we m i g h t  t h i n k  o f  t h e  

discrete w o r d s  o f  a poem a s  i f  t h e y  w e r e  t h e  i s l a n d s  

of a n  a r c h i p e l a g o  b r e a k i n g ,  m o d u l a t i n g ,  a n d  r e d i r e c t i n q  

t h e  c u r r e n t s  of t h e  i n n e r  o c e a n .  A v e r i t a b l e  G a l a p a g o s  

i n  f a c t :  e a c h  i s l a n d  w i t h  i t s  own d i s t i n c t  ( p s y c h o -  

m n e m o n i c )  f a u n a ,  e a c h  f a u n a  i n t r i c a t e l y  re la ted t o  t h e  

o t h e r s ,  a n d  m e a n i n g  t o  be f o u n d  i n  t h e  r e l a t i o n  b e t w e e n  

them- - the  e v o l u t i o n  o f  t h e  t e x t .  

R u t  if t h e  w o r d s  of a t e x t  resemble t h e  i s l a n d s  

of a n  a r c h i p e l a g o ,  w h a t  is  t h e  r e l a t i o n a l  a c t i v i t y  d i s -  

c o v e r e d  i n  t h e  i n t e r v a l s  b e t w e e n  them.  What  is t h e  

c o n t i n u o ~ ~ s  order  of t h e  t e x t ,  t h e  order t h a t  I l i k e n e d  

t o  P h y s i s ?  I n  H.D. ' s  own terms it i s  t h e  i n n e r  o c e a n :  



t h e  sea w h i c h  t h r e s h e s  a r o u n d  a n d  s h a p e s  t h e  i s l a n d s  

as  i t  b r e a k s  a g a i n s t  t h e m ,  I t  i s  t h e  sea from w h i c h  

l o v e  a n d  d i v i n i t y  w e r e  b o r n e  as A p h r o d i t e ;  t h e  sea of 

w h i c h  A r t e m i s  i s ,  i n  H , D . ' s  w o r d s ,  "Mistress of t h e  

t i d e - l i n e . "  *' P e r h a p s  H.D. a c t u a l l y  w a s  t h i n k i n g  of 

- t h e  w o r d s  of h e r  t e x t  when s h e  w r o t e  t h e  s t a n z a  of " A l l  

w h i c h  " s h i f t  a n d  c h a n g e u  as  t h e  s u r f a c e  o f  t h e  s t a n z a  

ebbs a n d  f l o w s .  Edward  S a p i r  n o t i c e d  t h i s  e b b i n g  a n d  

f l o w i n g ,  a n d  i n  h i s  r e v i e w  of T h e  C o l l e c t e d  Poems  of 

H.D. h e  c o m p a r e d  t h e  w p s y c h o l o g i c a l  c a d e n c e t t  o f  " T h e  - 
Helmsman" a n d  "The  S h r i n e u  w i t h  t h a t  of t t H o l y  S a t y r n  

a n d  c o n c l u d e d  : 

T h e r e  i t  w a s  t h e  f u l l  r u s h  a n d  i m p a c t  of t h e  

w a v e  - b r e a k e r  a n d  s p r a y ;  h e r e  i t  i s  t h e  same 

w a v e  o n  t h e  recoil:  s m o o t h e d  a n d  f o a m i n g ,  
30 

T h i s  i n n e r  o c e a n  i s  t h e  u n c o n s c i o u s  as  i t  is  e n g a g e d  

i n  t h e  a c t i o n  of w r i t i n g ,  I t  is t h e  sea i m p r i s o n e d  

i n  t h e  " s o n g "  of w h i c h  H y p e r i d e s  a n d  H i p p o l y t u s  s p e a k  

i n  H i p p o l y t u s  T e m p o r i z e s :  

H y p e r  ides. You c a n n o t  c a t c h  t h e  sea 

w i t h i n  a s o n g .  

H i p p o l y t u s .  What  is  s o n g  f o r ,  

w h a t  u s e  is s o n g  a t  a l l  

i f  i t  c a n n o t  i m p r i s o n  a l l  t h e  sea, 



if it cannot beat down 

in avalanche of fervour even 

the wind, 

if it cannot drown out 

our human terror? 31 

St is also the sea of Aphrodite: the relational 

meaning in which, as the Surrealists also said, words 

make love. 

I have given an inevitably partial description 

of the psycho-mnemonic complex which was, for H.D., the 

"spaceu of the word We can assume, I think, 

that H.D. experienced every word with a concrete signification 

as being the articulation, the 'presentation,' of a 

similar nspace.w The unconscious stirs in the intervals 

between these wspaces.ll It is engaged as the relationality 

discovered among words, and, remaining as it were 'between' 

words, and therefore outside the phenomenology of the 

text, it remains beneath the threshold of the con- 

sciousness realized by writing. Considering the com- 

plexity of each word's "spacew one must expect this 

relationality to be an extremely intricate network of 

continuous traceries which run from "spacew to vspaceyt 

and involve psycholoqical activities which are not 

cauqht and contained in either. These traceries are 

always on the seaward side of Artemis* "tide-line" (a 

"tide-linen which replaces the shoreline of Sea Garden 



and becomes the focus of the narrational writing). 

They are defined as the nspacesw intersect in H.Dofs 

awareness of writing, and while they are never trans- 

lated into the conscious terms of the text, they are, 

nevertheless, inteqral to its development. Thus, for 

example, if H.D. has written two words the intersectional 

activity between them is likely to propose a third to 

follow them. But even as the third is written the 

the traceries remain outside the conscious realm of 

its ~lword-reaction.tv For the moment the word is written 

the intersections change. Here again, one might think 

of Artemis as the ecstatic dance of perpetual distance. 



I1 UNDERWRITING; TEXTUALITY IN FREUD. 

"1 can't blow everybodies' noses for 'em 
Have felt yr 
vile Freud all bunkw (Ezra Pound to 
in a letter from St, Elizabeth's, 1954). 

tqIt is in the dimension of a synchrony that 
you must situate the unconsciousw (~acques Lacan). 33 

"Reality and desire are borne together 
at the entrance into languagett (J-F. Lyotard), 34 

In 1938 HOD, described her earliest poems as 

automatic writing: 

I let my pencil run wild in those early days 

of my apprenticeship, in an old-fashioned school 

copy-book--when I could get one. Then I would select 

from many paqes of automatic or pseudo-automatic 

writing the few lines that satisfied me . , . I 
cannot give actual dates to these early finished 

fragments, but they would be just pre-war and at 

latest early-war period. Finished fragments? Yes 

I suppose they are that--stylistic lashings, 

definitely self-conscious, though as I say 

impelled by some inner conflict. 35 

Considering the delicate and carefully contrived nature 

of many of the early poems, this description is likely 

to suprise, ~ u t  in actuality Sea Garden does corrohoratc t h c  



d e s c r i p t i o n .  W h a t ,  f o r  e x a m p l e ,  p r o v i d e s  t h e  c o h e r e n c e  

of "The  G i f t , "  or  " S h e l t e r e d  G a r d e n f f ?  B o t h  poems  a p p e a r  

t o  h a v e  b e e n  ' a n t h o l o g i z e d 1  i n  t h e  s e n s e  t h a t  some o f  

t h e i r  s t a n z a s  bear n o  s i g n  o f  d e l i b e r a t e d  r e l a t i o n  w i t h  

e a c h  o t h e r .  I t  seems l i k e l y  t h a t  a t  l e a s t  some o f  t h e s e  

s t a n z a s  w e r e  w r i t t e n  a p a r t  from o n e  a n o t h e r ,  a n d  s u b s e q u e n t l y  

g a t h e r e d  t o g e t h e r  o n l y  when H.D. n o t i c e d  t h a t  t h e y  t e n d e d  

t o w a r d s  o n e  a n o t h e r ,  o r ,  i n  t h e  case o f  "The  G i f t , "  when 

s h e  f o u n d  a n  o c c a s i o n  i n  w h i c h  t o  j o i n  t h e m  as  if t h e y  

w e r e  p e a r l s  a n d  s h e  h e r s e l f  t h r e a d i n q  a n e c k l a c e .  T h e  

same l a c k  o f  d e l i b e r a t i o n  c h a r a c t e r i z e s  t h e  g e o g r a p h y  

o f  S e a  G a r d e n  w h i c h  I h a v e  a l r e a d y  d e s c r i b e d  as  a s t r u c t u r e  

w h i c h  rises o u t  o f  t h e  i n d i v i d t ~ a l  poems  w h i c h  i t  c o m p r i s e s  

a n d  s i t u a t e s  w i t h i n  i t s c l f .  T h e r e  i s  q o o d  r e a s o n  t o  

t h i n k  t h a t  H.D.  o n l y  d i s c o v e r e d  a n d  f o r m a l i z e d  t h i s  

q e o g r a p h y  a s  s h e  w a s  c o m p i l i n g  t h e  b o o k .  

I n  t h e  p r e c e d i n g  p a r t s  of t h i s  s t u d y  I h a v e  t r i e d  t o  

e s t a b l i s h  t h a t  H . D . l s  n a r r a t i o n a l  w r i t i n g  is  d e m o n s t r a t i v e  

o f  t h e  way i n  w h i c h  it w o r k s ,  a n d  t o  s h o w  t h a t  t h i s  f a c t  

i s  c l e a r l y  r e l a t e d  t o  a n o t h e r :  n a m e l y  t h a t  t h e  w r i t i n q  

f u n c t i o n s  w i t h i n  H.D. 's  e n d e a v o u r  t o  b r e a k  t h e  b o u n d s  

o f  a w r e t c h e d  c o n s c i o u s n e s s .  C o n s i d e r i n q  t h e s e  p o i n t s  

t o g e t h e r  I t h i n k  i t  is  j u s t i f i e d  t o  assert t h a t  H . D . ' s  

l a t e r  n a r r a t i o n a l  w r i t i n q  is  a l s o  * a u t o m a t i c . '  C e r t a i n l y  

i t  f u n c t i o n s  p a r t i a l l y  o u t s i d e  or  @ b e y o n d 1  t h e  c o n -  

s c i o u s n e s s  o f  a u t h o r i a l  c o n t r o l ,  and i t  d o e s  so  in 



order to fish up what H.D. identified as the murex from 

those fundamental psychic activities which are necessarily 

occl~lted from consciousness. But how can H.D.(s writing 

be called 'automatic' when it so obviously reveals the 

conscious purpose directing it (even if it is directing 

it into a range of psychic activity where all directions 

change)? H.D. herself allows for this apparent in- 

consistency when she modifies her claim: the writinq is 

automatic, pseudo-automatic," and "definitely self- 

conscious." But the question remains, and it will allow 

me to discuss the relation between conscious and un- 

conscious processes that H.D.'s writing proposes. 

As I have tried to show, H.D. exploits the fact 

{:hat words wjll declare their own intentionality and 

affinities, and that in so doing they will engaqe psychic 

functions which could never be assembled into a purpose- 

ful consciousness presiding over the development of 

the text, and which could never be simply expressed, 

We can derive from this that in composi.ng her narrational 

writing H.D. balances authority with obeisance. She 

consciously djrects her writing into the operational 

activity which enables it to penetrate beyond con- 

sciousness, and at the moment of penetration she becomes 

attentive to what is fed-back into the conscious play of 

the text. H.D. speaks in her writing, but she also 

listens. And it is the operational--the 'automatic1 



--nature of her writing that enables her to do both. In 

this respect automatism provides the pulse of the text, 

In her essay "The Cinema and the  classic^^^ HOD, 

wrote: "we must work self-consciously and at the same 

time leave vast areas of the mind and spirit free, 

open to idea, to ill~mination,~ 36 H.D. knew that 

writing will inevitably remain a conscious activity, 

and worked to find a textuality which would take her 

through the consciousness of writing into more fundamental 

psychic activities. When HOD. writes (again in "The 

Cinema and the Classicsv) that I1it is preconceived 

ideas that destroy all approach to real illuminati~n,~ 3 7 

she suqgests that consciousness only becomes problematic 

when it becomes distinct and isolate--a single-spaced 

interiority encircling itself in preconception, Working 

against preconception, H.DO9s narrational writing gal- 

vanizes the various functional levels of the psyche, and 

gathers them (once again like "all flowering things 

togetherv) into the relational coherence of the text 

in which they also encounter the signified experience 

of world, and are thus realized, While this writing can 

be understood to be automatic, the understanding must 

include the recognition that wautomatism is a feature of 

the maturity not the infancy of a rule governed practice." 38 

Writing, obviously enough, is a rule governed practice. 

Words are discrete, and the rules governing writing are 



largely the measure of this discreteness. H.D., as I 

hope to establish, was particularly attentive to these 

rules. 

While it was known before in association with both 

occult and artistic imaginative practice, automatic 

writing has, since the beginning of the twentieth 

century, been most closely associated with psychoanalysis. 

In The Interpretation of Dreams Freud quotes a letter in 

which Schiller claims that the imaginative writer must 

diminish rational control over the pen. 39 Later, in 

1920, Freud remarks that automatic writing holds a 

significant place in the prehistory of psychoanalysis, 40 

That H.D. calls her writing 'automatict reflects her 

interest in Freud. 

Textuality in Freud. 

A poem like "Sea Rosell with its evident participation 

in a displaced sexuality (see p. 2 7 )  works like a Freudian 

dream. This is not to say that H.D.*s writing can be 

reduced to the expression of unconscious sexuality, for 

just as Freudts case studies in hysteria work like short 

stories, his dreams operate like modernist texts. There 

is two-way traffic on this road. 

~reudt-s The Interpretation of Dreams served I-1.D. as 



a source. The palimpsest--H.D.'s most important structural 

metaphor--plays a significant part in Freud's book where 

it serves to describe the different layers of inscription 

and reinscription that Freud believed to compose the 

psyche. Similarly, H.D. makes her own use of Galton's 

composite photographs which Freud refers to quite 

frequently. 41 The Interpretation of Dreams 

that H.D.'s poem The Flowerinq of the Rod owes its textual 

instance, Indeed, unless it is understood how Freud 

ties pre-existing symbolizations into the mnemic (and 

therefore textual) character of the dream-work in his 

interpretation of a dream called "the language of flowers" 4 2  

The Flowerinq of the Rod is unlikely to appear as anything 

more than a brittle exercise in iconoloay. 

I have proposed that the siansficance of H.D.'s 

narrational writing lies in its textual operation. This 

has lead me to pay little attention to the manifest content 

of particular texts. In this I have taken my cue from 

HOD* herself, and particularly from that passage of 

The Walls Do Not Fall in which H.D.'s poem mocks and 

effaces its critical content. The significance of 

H.D.'s writing lies in what it - 9  does and this is not the 

same as whatever it miqht say. The terms in which this 

situation can be understood belonq to Frct ld  as mrlch  as 

to the classicists--to the Freud who insisted that the 

manifest content of a dream is merely a distorted trans- 



cript of the dream-thought, and therefore not a ground 

sufficient to bear the weight of analysis and inter- 

pretation, 43 The dream and the narrational poem are both 

demonstrative of psychic activities which could never be 

brought into line with a presiding consciousness with a 

meaning to express, and Freud's discussion of the dream- 

work is highly suggestive of the interpretative method 

which H.D.ls narrational texts demand of their reader. 

Freud remarks as follows about the dream-thought: 

It must not be forgotten, however, that we 

are dealing with an unconscious process of 

thought, which may easily be different. from 

what we perceive during purposive reflection 

accompanied by consciousness (Interpretation 

of Dreams, p ,  315). 

He later remarks that the dream-thought may not even 

be represented in the dream-content, and goes on to 

show how it may be traced out in an interpretation which 

considers how various parts or elements (Freud likens 

these parts to the words of a sentence - the relation 
with H.D,*s work is obvious) of the dream intersect in 

the psyche, It is of fundamental importance to realize 

that the dream-work "does not think, calculate or judqe 

in any way at all, it restricts itself to giving things 

a new form" (P .  5431, As Freud describes it, the dream- 

work involves a wide range of intelligent activity which 



is unconscious, and which is purposive only in the 

sense that it is functional and therefore specific. 

It condenses the dream thought, displaces it, represents 

it in such a way that each word-like part of the dream 

may be determined in different ways by the dream-thought 

(over-determination), Freud describes the dream-work as 

a process involving both transcription and translation. 

He talks in terms of two different languages (pa 311). 

There are even occasions where he likens the formation 

of a dream to the formation of a poem (p. 3 7 5 ) .  Freud 

proposes that words are integral to the structure of 

the psyche revealed in dreams. Words are "the nodal 

points of numerous ideasw (p. 3 6 7 ) ,  and the over- 

determined elements of the dream behave like words in 

a text: 

Dreams carry this method of representation down 

to details. Whenever they show us two elements 

close together, this guarantees that there is 

some specially intimate connection between what 

corresponds to them among the dream thoughts, 

In the same way, in our system of writing, 'st 
means that the two letters are to be pronounced 

in a single syllable. If a gap is left between 

the 'a* and the 'b*, it means that the *a' is - - - 
the last letter of one word and the 'bW - is the 

first of the next one. So too, collocations in 

dreams do not consist of any chance, disconnected 

portions of the dream-material, but of portions 

which are fairly closely connected in the dream- 



thoughts as well (p. 349). 

Simultaneity and proximity, therefore, are never without 

significance. They replace logical conjunctions (Freud's 

examples are 'if,' 'because,' 'just as,' etc. p. 347 1 

which fall beyond the dream-work's power to represent. 

H.DOvs narrational poems work like the dreams of 

Freud's description. Crucial words are 'overdetermined' 

in the sense that they obviously engage psychic activities 

--within what H.D. called the "word reactiont*--altogether 

more complex than their literal meanings necessarily imply. 

It is noticeable that as H.D. sounds out the nouns, verbs, 

adverbs, and adjectives of her narrational poems she tends 

to free them from logical relation, and to emphasize instead 

the psychological response engendered by their 'free' 

interaction. She uses conjunctions and shifters not 

so much to subordinate words to a logical organization 

as to direct them into a psychological interaction 

which takes her beyond the conscious terms of any purpose 

she may have started with. Because the activity of 

thought engaged in the narrational poems is inevitably 

of greater complexity than the literal surface of the 

poem necessarily entails, the poems themselves may be 

called condensations. 

The similarity between H.D.'s narrational poems and 

Freud's dream-process can be laid to the account of the 

fact that both engage and bear witness to psychic activities 



w h i c h  are n o t  s i m p l y  c o n s c i o u s .  A c c o r d i n g  t o  F r e u d  

t h e  d r e a m  i s  a p r o c e s s  of r e m e m b r a n c e  a n d  t r a n s c r i p t i o n  

w h i c h  d e m o n s t r a t e s  t h a t  " n o t h i n g  w h i c h  we h a v e  o n c e  

m e n t a l l y  p o s s e s s e d  c a n  e v e r  be e n t i r e l y  lost1* ( p .  5 4 ) .  

B u t  b e c a u s e  memory a n d  c o n s c i o u s n e s s  a re  m u t u a l l y  e x -  

c l u s i v e  ( i n  Beyond  t h e  P l e a s u r e  P r i n c i p l e  F r e u d  w i l l  

s u g g e s t  t h a t  c o n s c i o u s n e s s  arises i n s t e a d  of m e m o r y ) ,  

t o  c o n s i d e r  t h e  r e l a t i o n  b e t w e e n  t h e m  is  t o  c o n f r o n t  

t h e  u n c o n s c i o u s .  I n  t h e  l a s t  c h a p t e r  of T h e  I n t e r p r e t a t i o n  

of Dreams F r e u d  a t t e m p t s  t o  d e r i v e  a w o r k i n g  model of 

t h e  p s y c h e  from t h e  i n f o r m a t i o n  r e v e a l e d  i n  h i s  i n v e s t i g a t i o n  

of d r e a m s .  H e  r e t u r n s  t o  t h e  i d e a  of l l f a c i l i t a t i o n  ( B a h n u n q ) "  

w h i c h  h e  h a d  f i r s t  p r o p o s e d  i n  h i s  e a r l i e r  m a n u s c r i p t  

P r o j e c t  F o r  a sc ient i f ic  ~ s y c h o l o ~ ~ , ~ ~ ~  t h i s  t i m e  m a k i n "  

i t  q u i t e  c l ea r  t h a t  t h e  f a c i l i t a t i o n  i s  t o  h e  c o n c e i v e d  

as  a q r o o v e  i m p r e s s e d  i n  t h e  s u b s t a n t i a l  t e x t u r e  of t h e  

m i n d ,  a memory trace: 

A t race  i s  l e f t  i n  o u r  p s y c h i c a l  a p p a r a t u s  o f  t h e  

p e r c e p t i o n s  w h i c h  i m p i n g e  u p o n  it .  T h i s  we may 

d e s c r i b e  as a m e m o r y - t r a c e ;  a n d  t o  t h e  f u n c t i o n  

r e l a t i n g  t o  i t  we g i v e  t h e  name of memory ( p .  567) .  

A t race c a n n o t  be e r a s e d ;  i t  c a n  be r e p r e s s e d - - i n d e e d  i t  

a l w a y s  is ; b e c a u s e  memory a n d  c o n s c i o u s n e s s  are rni i tua 1 l y  

e x c l u s i v e  t h e  trace is b o u n d  t o  r e m a i n  u n c o n s c i o u s  (p.52U).  

A p e r s o n ' s  ' c h a r a c t e r '  c o m p r i s e s  a l l  t h e  traces. ~t i s  



written, like an hieroglyphic character built up over 

a period of time: 

What we describe as our 'characters' is based 

on the memory-traces of our impressions; and, 

moreover, the impressions which have had the 

greatest effect on us--those of our earliest 

youth--are precisely the ones which scarcely 

ever become conscious ( p .  5 7 8 ) .  

As Freud's work develops, the relation between memory 

and 'writing' or language becomes increasingly central 

to his thinking, In The Eqo and the Id Freud writes: 

The question 'How does a thing become conscious?' 

would thus be advantageously stated: 'How does a 

thing become pre-conscious?' And the answer would 

be: 'Through becoming connected with the word- 

presentation corresponding to it.' 45 

He goes on to remark that "these word presentations are 

residues of memories," and that "in essence a word is 

after all the mnemic residue of a word which has been 

heardv The Eao and the Id, pp. 20 & 21) .  But the word- 

presentation is not identical with the memory-traces 

because it is conscious and they unconscious, Freud 

says as much in the following passage from his essay 

"The Unconsci~us~~ : 

We now seem to know all at once what the 



difference is between a conscious and an 

unconscious presentation. The two are not, 

as we supposed, different registrations of 

the same content in different psychical 

localities, nor yet differenct functional 

states of cathexis in the same locality; 

but the conscious presentation of the word 

belonging to it, while the unconscious presentation 

is the presentation of the thing alone, 46 

Freud's description of the relation between Conscious 

and Unconscious in these last two passages is precisely 

consonant with the textual activity of H.D.'s narrational 

writing. For H.D,'s narrational writing evidences her 

interest in the way a word will make conscious the 

memories comprised in what H. D. called its llword-react ion." 

Fre~~dqs suggestion that the comparable "word-presentationu 

works as the conscious presentation of the unconscious 

llthing-presentationsw relating to it provides a con- 

textual understanding of the activity of H.DOts 

narrational texts, This is especially true considering 

that for Freud nword-presentationslt are confined to a 

conscious mode of psychic activity which in itself is 

formed by the discreteness of these presentations, 

whereas the "thing-presentations" constitute z- 
conscious activity which is more continuous, This 

proposal of-Freud's accords with H.D.'s evident con- 

viction that the unconscious stirs in the intervals 



between words. 

Freud's work makes it possible to conceive of 

the act of writing as a conscious reiteration of 

unconscious traces: an act which spells out the present 

in a character derived from the past, and which thereby 

opens the unconscious within what may be called a 

consciousness of itself. So conceived, writing is 

an act which evades the repressive and censorious 

borderguard stationed between Conscious and Unconscious, 

and brings the goods through. This corroborates H.D. 

who considered that writing, as an act of remembrance, 

could restore a tawdry present experience to the 

vividity of the remembered past, and that by writing 

she could break up the ideology with which a repressive 

and discursively organized reality principle tamed 

her experience and muted the world, 

Whether or not H.D.'s early years were idyllic, 

whether or not they were periodically quickened by 

moments of immediate and immanent experience (moments 

such as those underlying many of her earliest poems), 

it was as such that memory delivered them into the 

troubled experience of her later life. But they 

returned as miqht a foundinq member return to a housc- 

hold after many years away to find that in the ahsencc 

the household had submitted to ennervating codif' ication 



a n d  c o n s t r a i n t ;  t o  f i n d  t h a t  a l t h o u g h  l i f e  w e n t  o n  

i t  w a s  v i t a l l y  d i m i n i s h e d ,  a n d  t h a t  t h e r e  w a s  n o  p a r t  

t o  p l a y  e x c e p t  t h a t  of t h e  g u e s t  p e r p e t u a l l y  a d j a c e n t  

t o  t h e  p r e s e n t  l i v i n g ,  p e r p e t u a l l y  d e s i r i n g  t o  restore 

t h a t  d i m i n i s h e d  l i v i n g  t o  t h e  p l e n i t u d e  o f  remembered 

d a y s ,  a n d  y e t  r e s p e c t f u l ,  a n d  t h u s  b o u n d  b y  t h e  p r o p r i e t y  

d u e  of t h e  g u e s t  t o  s i l e n c e .  A s  a d j a c e n t  g u e s t  t h e  

r e m e m b e r e d  p a s t  i s  e i t h e r  p o l i t e l y  m u t e  o r  a s u b v e r s i v e  

m e n a c e ,  a n d  w h i l e  H.D. i s  c e r t a i n l y  p r e p a r e d  t o  b r e a k  

t h e  s i l e n c i n g  p r o p r i e t y  s h e  r e m a i n s  s c a r e d  of s u b v e r s i o n .  

T h e r e  is  a p a s s a g e  i n  P a l i m p s e s t  ( 1 9 2 6 )  i n  w h i c h  H.D. 

r e v e a l s  how t h e  remembered p a s t  w i l l  i n v a d e  p r e s e n t  

c o n s c i o u s n e s s  a n d  r e d u c e  i t  t o  a n  i n t e r l a c i n g  m e s s  of 

memorial bric-a-brac : 

Memory i n  h e r  t h o u g h t  w a s  a l l  a b o u t  h e r .  T h e  

v e r y  p l a c q u e s  of t h e  f l o o r  marble s h e  h a d  t rod  

o n  ( a  s l i g h t  f o o t  c u r l i n g  u n d e r  a t  i t s  s u d d e n  

i m p a c t )  w e r e  s q u a r e  u p o n  s q u a r e  of b e a u t i f u l l y  

p l . a c e d  f l o w e r i n g .  Memory w o u l d  s e r v e  t o  p l a n t  

s q u a r e  o n  s q u a r e  of e x a c t  p r o p o r t i o n  a n d  c o l o u r  

o n  t h e  f l o o r  s h e  h a d  l a s t  s t e p p e d  o n ,  w a n d e r i n g  

i n  h e r  w r a i t h - l i k e  a n d  d i s e m b o d i e d  e c s t a c y  (some 

h o u r s  s i n c e ? )  t o w a r d s  a s i l v e r  f l o o d  t h a t  h a d  

t h r e a t e n e d  t o  s h u t  down o n  h e r ,  t o  p r i s o n  h e r ,  

t o m b - l i k e  in some E g y p t i a n  c o f f i n .  Memory w o u l d  

p a i n t  o v e r  a p p r e h e n s i o n ,  l o t u s  v i s i o n ,  w i t h  

a c t u a l  i m a g e  ( p .  39) .  

C o n t r a r y  t o  H.D., I s u g g e s t  t h a t  as i t  t u r n s  marble 



i n t o  q a r d e n  a n d  b r i n g s  c o l o u r  t o  t h e  c o l o u r l e s s ,  "memory 

I n  h e r  t h o u g h t "  l e a d s  t o  t h e  l o t u s  v i s i o n  from w h i c h  

t h e r e  i s  n o  r e t u r n ,  I t  d i s r u p t s  t h e  p r e s e n t = - t i m e  is 

a t  s t a k e  i n  t h i s  p a s s a g e ,  "(some h o u r s  s i n c e ? ) " - - a n d  

d i s t u r b s  t h e  r e a l  (marble  i s  n o t  g a r d e n ;  t h e  c o l o u r l e s s  

h a s  n o  c o l o u r ) .  T h e  r e m e m b r a n c e  w h i c h  leads t o  I t a c t u a l  

i m a g e n  i s  a l t o g e t h e r  d i f f e r e n t ,  a n d  i t  is  t h i s  r e m e m b r a n c e  

t h a t  H.D. e x p l o r e s  i n  h e r  n a r r a t i o n a l  poems.  I t  i s ,  as 

t h e s e  poems  s u g g e s t ,  i n  t h e  a c t  of w r i t i n q  t h a t  H . D .  

f i n d s  t h e  r e m e m b e r e d  p a s t  a v o i c e  t r u e  t o  t h e  p r e s e n t :  

a v o i c e  w h i c h  i s  n e i t h e r  n o s t a l q i c  n o r  m e r e l y  a c q u i e s c e n t  

t o  a n d  a f f i r m a t i v e  o f  t h e  p r e s e n t .  I n  t h i s  v o i c e  s h e  

b i d s  t h e  ad j a c e n t  q u e s t  t o  r e - e n t e r  t h e  p r e s e n t  l i f e  of 

t h e  h o u s e h o l d .  T h e  r e a d m i t t a n c e ,  h o w e v e r ,  is s t r i c t l y  

q o v e r n e d  by t h e  r u l e  of t h e  word .  I n  o r d e r  t o  i l l u s t r a t e  

t h i s  g o v e r n a n c e  I t a k e  a s  a n  e x a m p l e  t h e  w o r d  lfmarblew 

( w h i c h  is t o  be f o u n d  i n  t h e  p a s s a g e  from P a l i m p s e s t ,  t h e  

s t a n z a  from " A l l  M o u n t a i n s , "  a n d  a poem ca l l ed  " T r a n c e t *  

w h i c h  I s h a l l  be d i s c u s s i n q  i n  my f i n a l  c h a p t e r ) ,  

T h e  w o r d  'lmarble'v b r i n g s  t h e  r e m e m b r a n c e  of marble 

i n t o  t h e  p r e s e n t  p l a y  o f  t h e  t e x t  i n  w h i c h  i t  is w r i t t e n ,  

b u t  i t  w i l l  n o t  so  e n g a g e  t h e  r e m e m b r a n c e  of " g a r d e n . "  

T h i s  i s  a n  i m p o r t a n t  d i s t i n c t i o n ,  f o r  i t  is o n l y  when  

t h e  a c t i v i t y  of r e m e m b r a n c e  is  f o r m a l l y  o b e d i e n t  t o  t h e  

d i s c r e t e n e s s  of w o r d s  t h a t  i t  h a s  t h e  p o w e r  t o  restore 

H . D . * s  e x p e r i e n c e  t o  t h e  v i v i d i t y  w h i c h  i n  h e r  la ter  



years she felt it had lost. In this regard *remembrance 

through the word* stands distinctly apart from what 

H.D. calls "memory in her thought." "Memory in her 

thought" abstracts H.D. from the marble floor and 

ushers her into geometrical consideration of the floor's 

shape--ltsquare on squaret1-- and it is in this geo- 

metrical ranqe that marble and garden become confused. 

But while H.D. formali-zes memory by working it 

within the discrete order of words, she is also attentive 

to inter-relations which memory establishes between 

distinct "word reactions." It is in these inter-relations 

that the gods find their textual identity, The line 

ItMarble of islandsw from the stanza of "All M~untains,~~ 

for example, centres on an inter-relation of H.D.*s 

understanding of the three words, ttmarble,w umountain,tl 

and llsnow.n This inter-relation derives from H.D.'s 

knowledge that the Greeks used to Quarry the white 

marble ("snowft) favoured by their sculptors from Mount 

Pentelicus just outside Athens. The inter-relation 

becomes Artemis at least partly because Euripides' 

Hippolytus, and thence H.D.*s own Hippolytus Temporizes, 

situates Artemis in the wild and forested mountains 

outside and above Athenets city. The inter-relation 

of "marble," vmountain,w and "snowt1 is not of the same 

kind as the abrasive and unreal collage which follows 

from the mediation of "marblett and llqardentl by the 



unacknowledged mediator llsquarew in the passage just 

quoted from Palimpsest. It differs in being a subtle 

inter-relatedness which reveals the pattern of H,D.'s 

'character1 within her experience of the world, As 

such, Artemis is part of the synchrony that H.D. strugqled 

to achieve. 

When the remembered past speaks throuqh the word 

the diminished present is illuminated by the light of 

which it tells. As the aqent of this illumination 

remembrance is vital to the task which H.D. set her 

writinq: a task which I have identified as the re- 

opening of experience to that which H.D. finds enduring 

within it: the the "Realityn which Hedylus says 'remains1 

within it (see p. 82) .  In the re-opening, which is 

also a synchronizing of "the inner turmoil and the 

outer," H.D.'s writinq becomes wclassic't in the sense 

which she gives to that word, and which I discuss in 

my next chapter. 

Beforehand, however, I want to discuss the way 

Freud locates time in his functional model of the psyche, 

and to suggest that H.D.1.s narrational writing is, in 

being demonstrative of its own textual operation, attentive 

to the way time serves as the vehicle of consciousness. 

Accordinq to Freud the difference between conscious 

and unconscious processes can be expressed in terms 



o f  t h e  d i f f e r e n c e  b e t w e e n  t h e  t e m p o r a l  a n d  t h e  t i m e -  

less : 

T h e  p r o c e s s e s  o f  t h e  s y s t e m  U c s .  a re  timeless; 

i.e. t h e y  are  n o t  o r d e r e d  t e m p o r a l l y ,  a re  n o t  

a l t e r e d  b y  t h e  p a s s a g e  o f  t i m e ;  t h e y  h a v e  n o  

r e f e r e n c e  t o  time a t  a l l .  R e f e r e n c e  t o  t i m e  

i s  b o u n d  u p ,  o n c e  a g a i n ,  w i t h  t h e  work  o f  t h e  

s y s t e m  C s .  
4 7  

From t h i s  r e a l i z a t i o n  F r e u d  moves  t o  s u g g e s t  t h a t  t i m e  

i s ,  i n  a c t u a l i t y ,  a n e c e s s a r y  mode o f  t h o u g h t  w h i c h  

o r i g i n a t e s  i n  t h e  i n t e r a c t i o n  o f  c o n s c i o u s n e s s  a n d  un- 

c o n s c i o u s  p r o c e s s e s .  I n  Beyond  t h e  P l e a s u r e  P r i n c i p l e  

F r e u d  w r i t e s :  

A s  a r e s u l t  o f  c e r t a i n  p s y c h o - a n a l y t i c a l  d i s -  

c o v e r i e s ,  w e  a r e  t o d a y  i n  a p o s i t i o n  t o  e m b a r k  

o n  a d i s c u s s i o n  o f  t h e  K a n t i a n  t h e o r e m  t h a t  

time a n d  s p a c e  a r e  " n e c e s s a r y  f o r m s  o f  t h o u g h t . "  

W e  h a v e  l e a r n t  t h a t  u n c o n s c i o u s  m e n t a l  p r o c e s s e s  

are i n  t h e m s e l v e s  'timeless.' T h i s  m e a n s  i n  

t h e  f i r s t  p l a c e  t h a t  t h e y  a re  n o t  o r d e r e d  temp-  

o r a l l y ,  t h a t  t i m e  d o e s  n o t  c h a n g e  t h e m  i n  a n y  

w a y ,  a n d  t h a t  t h e  idea  o f  t i m e  c a n n o t  be a p p l i e d  

t o  them.  T h e s e  a r e  n e g a t i v e  c h a r a c t e r i s t i c s  w h i c h  

c a n  o n l y  be c l e a r l y  u n d e r s t o o d  i f  a c o m p a r i s o n  

i s  made  w i t h  c o n s c i o u s  m e n t a l  p r o c e s s e s .  On t h e  

o t h e r  h a n d ,  o u r  a b s t r a c t  i d e a  o f  t i m e  seems t o  

be w h o l l y  d e r i v e d  f r o m  t h e  m e t h o d  o f  w o r k i n g  

o f  t h e  s y s t e m  Pcpt . -Cs .and  t o  c o r r e s p o n d  t o  a 

p e r c e p t i o n  o n  i t s  own p a r t  of t h a t  m e t h o d  of 

w o r k i n g .  T h i s  mode of f u n c t i o n i n g  may p e r h a p s  



constitute another way of providinq a 

shield against stimuli. I know that these 

remarks must sound very obscure, but I must 

limit myself to these hints. 48 

Later ( 1 9 2 5 ) ,  in "A Note on the Mystic Writing Padw Freud 

returns to this idea and gives it slightly fuller ex- 

pression : 

On the Mystic Pad the writing vanishes every time 

the close contact is broken between the paper 

which receives the stimulus and the wax slab 

which preserves the impression. [freud has 

likened the wax slab to the trace-retaining Ucs. - 
and the layer which receives the stimulus--the 

writing-- and which can be separated from the 

wax to Pcpt.-Cs. This agrees with a notion which I 
I have always had about the method by which the 

perceptual apparatus of our mind functions, but 

which I have hitherto kept to myself. My theory 

was that cathectic innervations are sent out and 

withdrawn at rapid intervals from within into 

the completely pervious system Pcpt.-Cs. So 

long as that system is cathected in this manner, 

it receives perpeptions (which are accompanied 

by consciousness) and passes the excitation on 

to the unconscious mnemic systems; but as the 

cathexis is withdrawn consciousness is extinguished 

and the functioning of the system comes to a 

standstill. It is as though the unconsci.ous 

stretches out feelers, through the medium of 

the- system Pcpt.-Cs., towards the external world 

and hastily withdraws them as soon as they have 



sampled the excitations coming from it. Thus 

the interruptions, which in the case of the Mystic 

Pad have an external origin, were attributed by 

my hypothesis to the discontinuity in the current 

of innervation; and the actual breaking contact 

which occurs in the Mystic Pad was replaced in 

my theory by the periodic non-excitability of 

the perceptual system. I further had a suspicion 

that this discontinuous method of functioning of 

the system Pcpt,-Cs. lies at the bottom of the 

origin of the concept of time. 49 

In these two passages Freud suggests, very tentatively, 

that the concept of time miqht derive from the rhythmical 

pattern established by innervations passing from the 

Unconscious to consciousness and ceasing the moment 

contact is made, Accordingly, and in this regard very 

much like repression, time is understood to derive from 

the flow of cathectic energy as it is punctuated by 

necessary periodic moments of discontinuity, 

If one considers this description of time in con- 

junction with Freud's attempt to differentiate conscious 

and unconscious processes in terms of tfword-presentations" 

and vthing-presentations,w then it sheds li-qht on the 

operational nature of H.D.'s narrational texts, I 

have stated that these wrikinqs work as they realize 

a conscious-ness specific to the textual activity which 

they establish among words. In her narrational writing 



HOD, is especially attentive to the way her text develops 

in time, The narrational poems (especially those in -- 
Red Roses For Bronze) are intensely rhythmical, and 

their rhythm is implicit in H.D.'s discovery of the 

relational coherence in which interlacing continuous and 

partially unconscious activity finds conscious articulation 

in discrete words. In these narrational poems, then, one 

finds consciousness being realized in direct relation to 

the temporal sequence which serves as its vehicle, The 

poems derive consciousness by deriving the time of their 

own occurrence, According to Freud discrete Itword- 

 presentation^^^ are the conscious presentations of 

necessarily unconscious "thing-presentations," a n d  time 

derives from the interaction of the two, It would be 

reductive and mechanistic to insist that H.D,(s poems 

use words as discrete "presentationstt of continuous and 

inter-related ttthing-presentations,lt but nevertheless, 

and under this censorship, I allow the thought to stand 

in the gap which it occupies between H.D, and Freud, 

Likewise, the similarity between time and repression 

evident in the passage quoted from "A Note on the Mystic 

Writing Pad" suggests a way in which H.DoWs especially 

rhythmical narrational poems might be considered to 

work with repression. Here again, however, there can 

be no precise connection. 



WRITING I N  THE WORLD. 

" T h e  f r a g m e n t s  of letters le f t  n o t h i n g  b u t  

g a p s .  T h e  d o c u m e n t a t i o n  w a s  p o o r ;  many m e s s a g e s  

h a d  d i s a p p e a r e d , "  - -Per  ~ S s t b e r g .  50 

I n  t h e  p r e v i o u s  t w o  c h a p t e r s  I h a v e  t r i e d  t o  

s h o w  t h e  e x t e n t  t o  w h i c h  H.D . ' s  r e a d i n g  is l i k e l y  t o  h a v e  

corroborated h e r  w o r k  as  a w r i t e r ,  a n d  a t  t h e  same 

t i m e  t o  p r o p o s e  a p s y c h o l o g y  of t e x t u a l  o p e r a t i o n .  

B u t  a p s y c h o l o g y  i s  n o t  e n o u g h .  H.D. set h e r  w r i t i n g  

t h e  t a s k  of s y n c h r o n i z i n q  t h e  " i n n e r  t u r m o i l  a n d  t h e  

o u t e r , "  a n d  t h i s ,  as  I h a v e  a l r e a d y  s u g g e s t e d ,  m e a n s  

t h a t  s h e  m u s t  f i n d  a t e x t u a l  o p e r a t i o n  w h i c h  w i l l  n o t  

m e a s u r e  ' I t h e  l i m i t s  of t h e  i n d i v i d u a l  as a g a i n s t  s o c i e t y ,  

n o r  y e t  of s o c i e t y  as a g a i n s t  n a t u r e , "  b u t  w h i c h ,  l i k e  

w h a t  C o r n f o r d  c a l l s  " t h e  p r i m i t i v e  b o u n d a r i e s  of R i g h t t 1  

w i l l  " r a d i a t e  i n  u n b r o k e n  l i n e s  from t h e  c e n t r e  of 

s o c i e t y  t o  t h e  c i r c u m f e r e n c e  of t h e  cosmost1 (see p a s s a g e  

q u o t e d  o n  p. 72 ) .  

S o ,  h a v i n g  s u g g e s t e d  how t e x t u a l  o p e r a t i o n  d i s p o s e s  

t h e  mind  t o w a r d s  s y n c h r o n y ,  I now i n t e n d  t o  s h o w  how 

it f u n c t i o n s  i n  r e g a r d  t o  t h e  " o u t e r  t u r m o i l . "  T h i s  

c h a p t e r  i s  n o t  g o i n g  t o  r e a c h  o u t  t o  " t h e  c i r c u m f e r e n c e  

of t h e  cosmos,lt b u t  i n  s h o w i n g  how H.D. c o u l d  u n d e r s t a n d  

t e x t u a l  o p e r a t i o n  t o  be c a p a b l e  o f  p i c k i n g  u p  t h e  

h i s t o r i c a l  w o r l d ,  of b r i n g i n g  i t  t o  m i n d ,  i t  s h o u l d  



a l s o  i n d i c a t e  how H.D. m i g h t  h a v e  c o n s i d e r e d  s u c h  a 

r e a c h  t o  be w i t h i n  h e r  g r a s p .  

I s h a l l  b e g i n  w i t h  a d i s c u s s i o n  o f  a poem c a l l e d  

" T r a n c e  ," f i r s t  p u b l i s h e d  Red Roses F o r  B r o n z e  

The  f l o o r  

of t h e  t e m p l e  

is  b r i g h t  

w i t h  t h e  r a i n ,  

t h e  p o r c h  a n d  l i n t e l ,  

e a c h  p i l l a r ,  

p l a i n  

i n  i t s  s i l v e r  s h e e t  o f  metal;  

s i l v e r ,  

s i l v e r  f lows 

f r o m  t h e  l a u g h i n g  G r i f f i n s ;  

t h e  s n o w s  of P e n t e l i c u s  

s h o w  d r o s s  b e s i d e  

t h e  K i n g  of E n y d i c u s  

a n d  h i s  b r i d e ,  

L y c i d o e ,  

o u t l i n e d  i n  t h e  t o r c h ' s  f l a re ;  

b e w a r e ,  I s a y ,  

t h e  l o v e r  less, 

t h e  s a d ,  

t h e  l o s t ,  

t h e  c o m f o r t l e s s ;  

I care 

o n l y  f o r  h a p p i e r  t h i n g s ,  

t h e  bare ,  bare o p e n  c o u r t ,  

( g e o m e t r i c ,  

w i t h  c i r c u m s p e c t  w i n g )  

t h e  n a k e d  p l i n t h ,  

t h e  s t a t u e ' s  ra re ,  



i n t o l e r a n t  g r a c e ;  

I am e a c h  of t h e s e ,  

I s tare  

t i l l  my e y e s  a r e  a s t a t u e c s  e y e s ,  

set i n ,  

my e y e - b a l l s  a re  g l a s s ,  

my limbs marble, 

my face f i x e d  

i n  i t s  marble m a s k ;  

o n l y  t h e  w i n d  

now f r e s h  f r o m  t h e  sea, 

f l l ~ t t e r s  a f o l d ,  

t h e n  le ts  f a l l  a f o l d  

o n  my k n e e .  51 

"Trance1 '  f o l l o w s  M . D . c s  p a s s a g e  t h r o u g h  a G r e e k  t e m p l e  

w h i c h  is  "bare ,"  a n d  " n a k e d , "  a n d  w h i c h  f e a t u r e s  

n o t h i n g  w h i c h  is n o t  i n t e g r a l  t o  t h e  e x h i b i t i o n  of 

c o n s e q u e n t l y  p e r f e c t  p r o p o r t i o n  a n d  s p a c e .  T h e  poem 

s h o w s  H.D. h a r d e n i n g  i n t o  a s e l f - d e f i n i t i o n  w h i c h  t h e  

t e m p l e  makes a v a i l a b l e  t o  h e r .  E v e n t u a l l y  s h e  m e r q e s  

w i t h  t h e  t e m p l e ,  a n d  becomes s t o n e .  Ilow d o e s  t h i s  

f i n a l  t r a n s f o r m a t i o n  come t o  be more t h a n  a t u r n  of 

p h r a s e ?  

T h e  r a i n  is c r u c i a l  t o  t h e  w o r k  of t h e  poem. I t  

r u n s  over t h e  s t o n e ,  f o r m i n g  a l a y e r  of m e r c u r i a l  f l u i d  

w h i c h  f l o w s  a t  t h e  c o n t a c t  s u r f a c e  b e t w e e n  H.D. a n d  t h e  

t e m p l e .  It c o v e r s  t h e  t e m p l e ,  b u t  does n o t h i n g  t o  oh- 

s r u r e  i - t .  It t a k e s  t h e  s h a p e  of t h e  t e m p l e ,  f o l l o w i r ~ q  

c o n t o u r s  of s t o n e  a n d  s t a t u a r y ,  a n d  q i v e s  i t  a certain 



a p p e a r a n c e  of f l u i d i t y  a n d  ( b r i g h t n e s s . '  T h e  r a i n  

b r i n g s  t h e  t e m p l e  i n t o  H . D . ( s  p e r c e p t i o n  of it. I t  

b i n d s  h e r  t o  t h e  s t o n e ,  a n d  b r i n g s  t h e  t e m p l e  t o  l i f e .  

A s  t h e  poem p r o g r e s s e s ,  t h e  b r i g h t n e s s  of t h e  r a i n -  

w a t e r  d r a w s  H . D . ( s  t h i n k i n g  i n t o  s y n c h r o n y  w i t h  t h e  

s u b s t a n c e  of t h e  t e m p l e  i t se l f .  T h u s  H.D. sees t h e  

w a t e r  s h i n i n g  o n  t h e  f l o o r  a n d  g l i s t e n i n g  as  i t  r u n s  

down p i l l a r  a n d  s t a t u e .  It  resembles, a n d  by r e s e m b l i n q  

becomes, a " s h e e t  of metal t t  c o v e r i n g  t h e  p i l l a r s :  a 

metal w h i c h  i s  q u i c k  a n d  g l e a m i n g ,  t h e r e f o r e  n s i l v e r f '  

w h i c h  t ' f l o w s "  from t h e  s c u l p t e d  g r i f f i n s .  H.D. t h i n k s  

t h e  r a i n  t h r o u g h  t h e s e  t r a n s f o r m a t i o n s ,  a n d  i.n d o i n g  

so  s h e  t h i n k s  t h e  t e m p l e  i tself .  

So t h a t  when t h e  r a i n  g i v e s  rise t o  t v s i l v e r w  f l o w i n g  

f r o m  t h e  s t a t u a r y ,  we h e a r  t h a t  " t h e  s n o w s  of P e n t e l i c u s  / 

s h o w  dross b e s i d e  / t h e  K i n g  of E n y d i c u s  / a n d  h i s  

b r i de ,  / L y c i d o e . "  A s  I h a v e  a l r e a d y  s t a t e d ,  P e n t e l i c u s  

is  a m o u n t a i n  o u t s i d e  A t h e n s  from w h i c h  t h e  G r e e k s  q u a r r i e d  

t h e  w h i t e  marble u s e d  b y  t h e i r  s c u l p t o r s .  T h e  K i n g  of 

E n y d i c u s  a n d  L y c i d o e  are f i g u r e s  carved i n  t h e  s t a t u a r y .  

A s  t h e  r a i n  g i v e s  rise t o  " s i l v e r w  f l o w i n s  from t h e  s t a t u a r y  

i t  becomes e v a l u a t i v e  of P e n t e l i c u s  w h i c h  a p p e a r s  "dross t t  

i n  r e l a t i o n  t o  t h e  w s i l v e r . n  T h i s  e v a l u a t i o n  ar ises d c e p  

w i t h i n  H . D . ( s  e x p e r i e n c e  o f  t h e  t e m p l e ,  a n d  i t  i n v o l v e s  

much more t h a n  t h e  f a c t  t h a t  " t h e  s n o w s  o f  P e n t e l i c u s f l  

l o o k  l u s t e r l e s s  i n  r e l a t i o n  t o  t h e  w s i l v e r n  w h j c h  f l o w s  



from t h e  " l a u g h i n g  G r i f f i n s o f t  It  is  i m p o r t a n t  t o  p e n e t r a t e  

t h r c u g h  t h i s  a p p e a r a n c e  a n d  c o n s i d e r  t h e  r e l a t i o n  b e t w e e n  

w s i l v e r w  a n d  " d r o s s t f  i n  i t s  own terms. T h e  m e t a l l u r g i s t  

p r e c i p i t a t e s  s i l v e r  o u t  from a  compound ore,  a n d  d r o s s  

i w  w h a t  r e m a i n s  of t h a t  ore a f t e r  t h e  s i l v e r  h a s  b e e n  

e x t r a c t e d .  T h e  a c t i v i t y  o f  t h e  s c u l p t o r  c o r r e s p o n d s  t o  

t h a t  of t h e  m e t a l l u r g i s t .  T h e  s c u l p t o r  r e m o v e s  r o c k  

from m o u n t a i n  a n d  r e v e a l s  t h e  f o r m - - t h e  t emple - -which  

is  m e r e l y  l a t e n t  i n  r a w  r o c k .  T h u s  t h e  e v a l u a t i o n  of 

P e n t e l i c u s  i s  i m p l i c i t  i n  t h e  t e x t u r e  of t h e  t e m p l e  

i t s e l f ,  a n d  t h e  r e a d e r  i s  l e a d  t o  t h i n k  t h a t  t h e  t e m p l e  

is  made of w h i t e  m a r b l e  ( w s n o w ~ v )  from P e n t e l i c u s .  

As t h e  f i l m  i n  w h i c h  H . D . t s  t h i n k i n g  a n d  t h e  t e m p l e  

become c o n f l u e n t ,  t h e  r a i n  e n a b l e s  H.D. t o  e x p e r i e n c e  a n d  

recreate i n  h e r  poem t h e  o r i g i n a l  a c t i o n  from w h i c h  t h e  

t e m p l e  d e r i v e s .  I f  t h e  w o r d  is  d u l y  w e i g h e d ,  t h e  poem 

m i g h t  be c a l l e d  ' r e a c t i o n a r y . '  I t  is H.D. ' s  r e - e n a c t m e n t  

of a n  a n c i e n t  t e m p l e .  

T h e  K i n g  of E n y d i c u s  a n d  L y c i d o e  are f i g u r e s  s c u l p t e d  

i n  t h e  s t a t u a r y .  B u t  w h a t  a b o u t  t h e  t o r c h  o u t l i n i n g  

L y c i d o e ?  Is i t  c a r v e d  i n  t h e  r o c k ,  or  i s  it p l a c e d  w i t h i n  

t h e  t e m p l e  i l l u m i n a t i n g  t h e  s c u l p t u r e  as H.D. l o o k s  a t  

it? T h e  poem rejects t h i s  q u e s t i o n  as i n a d e q u a t e .  T h e  

q u e s t i o n  d e p e n d s  u p o n  a d i s t i n c t i o n  w h i c h  t h e  poem w o r k s  

t o  o v e r c o m e  as it s y n c h r o n i z e s  a n d  i n t e r f u s e s  H . D . t s  

e x p e r i e n c e  w i t h  t h e  t e m p l e  i tself .  T h e  t o r c h  i s  e x c l u s i v e l y  



n e i t h e r  h e r e  i n  t h e  v i e w i n g  n o r  t h e r e  i n  t h e  s t a t u a r y .  

I ts  f l a r e  s u b l i m a t e s  t h e  d i f f e r e n t  terms as it  f u s e s  

HOD,  a n d  t h e  t e m p l e  i n t o  w h a t  t h e  poem p r e s e n t s  as  a n  

i n t e g r a t i o n  of l i f e  a n d  s t o n e ,  I n  t h e  l i g h t  of t h i s  

s u b l i m a t i o n  HOD. remembers " t h e  l o v e r l e s s ,  / t h e  s a d ,  / 

t h e  l o s t ,  / t h e  c o m f ~ r t l e s s ~ ~ :  f o r l o r n  a n d  g r a c e l e s s  

f i g u r e s  of e s t r a n g e d  a n d  d i s l o c a t e d  e x p e r i e n c e  w h i c h  H.D. 

m u s t e r s  w i t h i n  h e r s e l f  ( p e r h a p s  r e c o u r s i n g  t o  t h e  e x p e r i e n c e  

w h i c h  I d e s c r i b e d  i n  r e l a t i o n  t o  "The G i f t w ) ,  a n d  w h i c h  

are  h a r s h l y  j u d g e d  b y  t h e  " i n t o l e r a n t  g r a c e w  o f  t h e  

s t a t u a r y  before w h i c h  t h e y  p a s s .  F i n a l l y  H.D. raises 

w h a t  t h e  t e x t  h a s  a c h i e v e d  i n  i t s  o p e r a t i o n  u p  t o  t h e  

l i t e r a l  s u r f a c e  of t h e  poem. S h e  h o l d s  t h e  i n t e g r a t i o n  

- - the  " s u b t l e  i n t e r - r e l a t e d n e s s t t - - o f  h e r s e l f  a n d  t h e  

t e m p l e ,  o f  t h e  v i t a l  a n d  t h e  i n e r t ,  w i t h i n  t h e  u n e a s y  

t r a n s f o r m a t i o n  w i t h  w h i c h  t h e  poem c o n c l u d e s .  T h i s  

t r a n s f o r m a t i o n  c a n  be s e e n  as t h e  w o r k  of t h e  t e m p l e  

g o d ,  And c o n s i d e r i n g  t h a t  t h e  poem br :ngs  t h e  t r a n s -  

f o r m a t i o n  a b o u t  b y  p l a y i n g  o n  t h e  i n t e r - r e l a t i o n s  

b e t w e e n  "marble," a n d  t h e  i m p l i e d  

t h i s  g o d  may be i d e n t i f i e d  as  A r t e m i s .  However ,  a 

r e m a r k  f r o m  t h e  e s s a y  "The Cinema a n d  t h e  C l a s s i c s H  

s h o u l d  a l s o  be t a k e n  i n t o  a c c o u n t .  T o w a r d s  t h e  e n d  

o f  t h i s  e s s a y  H.D. w r i t e s  " U n d e r s t a n d i n g  w a s  t h e  d e i t y  

o f  A t h e n s .  n52  I n  " T r a n c e w  t h e  t e m p l e  comes t o  , u n d e r -  

s t a n d t - - i n  t h e  s e n s e  o f  s t a n d i n g  u n d e r - - ~ . D . t s  r e s p o n s e  



t o  it .  It forms h e r  r e s p o n s e  i n  s t o n e ,  f i n d i n g  i t s  

r e a l i z a t i o n  i n  h e r  r a t h e r  as  a m e t a l l u r g i s t  f i n d s  s i l v e r  

among d r o s s ,  r a t h e r  as  t h e  o r i g i n a l  s c u l p t o r s  r e a l i z e d  

t h e  t e m p l e  s l u m b e r i n g  i n  r a w  r o c k ,  

It i s  e a s y  e n o u g h  t o  s i t u a t e  " T r a n c e w  w i t h i n  t h e  

c o n t e x t  o f  H , D , * s  desire t h a t  h e r  w r i t i n g  w i l l  w o r k  t o  

s y n c h r o n i z e  " t h e  i n n e r  t u r m o i l  a n d  t h e  o u t e r , "  a n d  t h e r e -  

b y  t o  overcome h e r  e s t r a n g e m e n t .  B u t  i t  is  i m p o r t a n t  

t o  n o t i c e  a l s o  t h a t  t h e  t e m p l e  i s  h a r d l y  a n  o u t e r  

m t u r m o i l . w  It i s ,  r a t h e r ,  a p l a c e  of l t g r a c e U  w h i c h  

h a s  a l r e a d y  b e e n  w o r k e d .  T h e  t e m p l e  is a n  e n d u r i n g  

i n t e g r a t i o n  of m i n d  a n d  r o c k ,  of " t h e  i n n e r  t u r m o i l .  

a n d  t h e  o u t e r . "  It i s  a p l a c e  i n  w h i c h  HOD. c a n  sur- 

r e n d e r  h e r s e l f  t o  t h e  o u t s i d e  w i t h o u t  t h e  r i s k  of b e i n g  

' m i s - u n d e r s t o o d , '  S u c h  a c q u i e s c e n c e  is  c l e a r l y  n o t  

p o s s i b l e  i n  many c i r c u m s t a n c e s ,  Had H.D, s u r r e n d e r e d  

t o  h e r  s u r r o u n d i n g s  i n  L o n d o n  3916, f o r  e x a m p l e ,  s h e  

w o u l d  h a v e  become t h e  t o y  of g r o t e s q u e  c i r c u m s t a n c e s ,  

Is o n e  t h e n  t o  c o n c l u d e  t h a t  H.D. o n l y  f e l t  a t  

home i n  t h e  w o r l d  when  s h e  w a s  w i t h i n  t h e  a l r e a d y  

w o r k e d  e n v i r o n s  of a G r e e k  t e m p l e ,  o r ,  f o r  t h a t  mat ter ,  

a museum, a n  a n t h o l o g y  of e a r l y  G r e e k  l y r i c s ,  a b o o k  

of c o n t e m p o r a r y  t h e o r y ,  a circle of l a r t i s t i c , l  w e l l -  

e d u c a t e d ,  a n d  p e r h a p s  w e a l t h y  f r i e n d s ?  A s  a way of 

g i v i n g  a n e g a t i v e  a n s w e r  t o  t h i s  q u e s t i o n  I s h a l l  a r q u e  



that HoDo'S development of a narrational mode of writing 

provided her with a way of working in the world, It 

may well be that her writing considered as tlworkw 

compensated H.D. for a life lived largely without the 

efficacy of what H.D. considered to be ltwork," but it 

opens a range which is of more interest than any such 

biographical lack which it might be seen to fill. 

When HOD, calls her writing "automatic" she suggests 

a relation between her work and the S~rreal~st endeavour. 

The Surrealists publicized and practiced automatic 

writing during the 1 9 2 0 s ,  and H.D. who was living in 

Switzerland Zor much of this decade, and who could read 

both French and German, was certainly famillar with their 

work , 53 Both Breton (who I take as a representative 

Surrealist) and H.D. conjoined interest in Freud and 

occultism with the automatic writing which they practiced 

in order to discover grounds on which consc:ousness and 

experience might be re-constituted after the deracination 

of the First World War. Breton wrote: "we reduce art to 

its simplest expression, which is love.It 54 The love 

revealed in automatic writing is a Itmad lovew (F3rcton8s 

term)s5--"rnsdw because opposed to the s ictl y sanity of 

a diseased reality principle and discor~rse--which appears 

in the text as irreducible, incalculable, and mil lt ivalent 

relational activity discovered among words wildly conjoined. 



It is this "love," this relationality, which draws 

what Breton called "the actual functioning of thoughtw 

into the signified experience of the text. 

Like H.D., Breton used words as murex-f ishers. In 

his automatic writing he plunged into the unconscious 

realm of the dream in search of figurations recessed 

sufficiently far back into the psyche to have escaped 

the contemporary deracination. But once he had gained 

access into the unconscious activities which interested 

him Breton faced the same difficulty as N.D.: how was 

he to bring what he engaged out into the conscjous world 

of his experience. No more than H.D. was Breton interested 

in splicing (arbitrarily, and perhaps lyrically) the 

psychic and phenomenal aspects of his experience together. 

Flowever, there is no need to construct an impasse here where 

neither Breton nor HOD. found one. It is, as both knew, 

of the very nature of imaginative, and especially of 

automatic, writing to suggest that the relation already 

exists, and that thought and phenomenal experience are 

co-founded, and therefore inherent in one another. 

Breton, as his work makes clear, felt that the further 

he penetrated into the unconscious the further he 

simultaneously penetrated into the fundamental structure 

or the real which he experienced around him. It was 

this simultaneity and what comes with it-an implied 

preconscious synchrony of "the inner turmoil and the 



outertt--which is fundamental to both Breton's and H.D.'s 

interest in the occult. 

There is a passage in Eliphas Levifs The Key of 

All Mysteries which will assist my discussion as it 

moves towards describing the grip which H.D.'s nar- 

rational texts take on the world. Levits books were 

of significant influence on Rimbaud, subsequently on 

Breton, and were probably read by H O D .  56 The passage, 

which I shall quote shortly, follows Levi's discussion 

of the esoteric nature of the writings of Paracelsus, 

Robert Fludd, and others of that ilk. L,ike Gilbert 

Murray, Levi claims that esoteric writing is a deliberately 

veiled expression of a truth which the 'initi-sted' 

reader alone can hope to grasp. Like Murray, Levi 

denies esoteric writing any meaning or siqnificance 

specific to its own textual activity, and implies that 

it must be deciphered (in fact he himself reciphers 

Paracelsus, translating him back into discursilre ex- 

positive language) before it will make sense. I have 

already suggested that in the light of H.DO1s work 

this understanding of the esoteri-c 'style' must be 

deconstructed, Occult writing tends towards the 

demonstrative rather than the expressive, and as I 

have argued with reference to Margoliouth, it does so 

because what it wo:lld demonstrate underlie? the vcry 

act of expression. Like many occultists, L,e~.-i claims 



t o  h a v e  " d e c i p h e r e d t t  P a r a c e l s u s ,  a n d  t h e n  goes  o n  t o  

d e s c r i b e  w h a t  h e  f o u n d :  

Now h e r e  i s  w h a t  P a r a c e l s u s  reserved f o r  

i n i t i a t e s  a l o n e ,  a n d  w h a t  we h a v e  u n d e r s t o o d  

t h r o u g h  d e c i p h e r i n g  t h e  q a b a l i s t i c  c h a r a c t e r s ,  

a n d  t h e  a l . l e g o r i e s  of w h i c h  h e  m a k e s  u s e  i n  h i s  

w o r k .  

T h e  human s o u l  is  mate r ia l ;  t h e  d i v i n e  - mcns  

i s  o f f e r e d  t o  i t  t o  immortalize i t  a n d  t o  make  

i t  l i v e  s p i r i t u a l l y  and  i n d i v i d u a l l y ,  b u t  i t s  

n a t u r a l  s u b s t a n c e  i s  f l u i d i c  a n d  col lect ive,  

T h e r e  a re ,  t h e n ,  i n  man t w o  l i v e s :  t h e  

i n d i v i d u a l  o r  r e a s o n a b l e  l i f e ,  a n d  t h e  common 

o r  i n s t i n c t i v e  l i f e ,  It i s  by  t h e  l a t t e r  t h a t  

o n e  c a n  l i v e  i n  t h e  b o d i e s  of o t h e r s ,  s i n c e  t h e  

u n ' v e r s a l  s o u l ,  of w h i c h  e a c h  n e r v o t r s  o r g a n i s m  

h a s  a s e p a r a t e  c o n s c i o u s n e s s ,  i s  t h e  same f o r  

a l l ,  

W e  l i v e  i n  a common a n d  u n i v e r s a l  l i f e  i n  

t h e  e m b r y o n i c  s t a t e ,  i n  e c s t a c y ,  a n d  i n  s l e e p ,  

I n  s l e e p ,  i n  f a c t ,  r e a s o n  d o e s  n o t  ac t ,  a n d  

l o g i c ,  when i t  m i n g l e s  w i t h  o u r  dreams,  o n l y  

does so  b y  c h a n c e ,  i n  a c c o r d a n c e  w i t h  t h e  

a c c i d e n t s  of p u r e l y  p h y s i c a l  r e m i n i s c e n c e s .  

I n  dreams, we h a v e  t h e  c o n s c i o u s n e s s  of t h e  

u n i v e r s a l  l i f e ;  we m i n g l e  o u r s e l v e s  w i t h  w a t e r ,  

f i r e ,  a i r ,  a n d  e a r t h ;  we f l y  l i k e  b i r d s ;  we a r e  

i n t o x i c a t e d  w i t h  a s t r a l  l i g h t ;  we p l u n g e  i n t o  

t h e  common r e s e r v o i r ,  as  h a p p e n s  i n  a more 

c o m p l e t e  m a n n e r  i n  d e a t h .  5 7 



According to this passage (which is a fine example 

of the late 19th century mystification that Freud 

had to ftqht his way through) the psyche, like every- 

thing else ("water, fire, air, and earthu), participates, 

most evidently in dreams, in "the universal life." 

Esoteric writing, as Levi (the "initiatew who as 

"decipherer" is prepared to spill the beans--a common 

stance for 19th century occultists) claims, demonstrates 

the ltindividualV life as it occurs in common w i t h  " t h e  

universal life," There is a correspondence between 

this mystifying description of esoteric writinq and 

r what I have described as the fundamental condition 0- 

the lyrSc; namely that it seeks to artjculste a 

specificity (often personal) within the collectivitv 

of language (see pp, 46-47). Certainly, an insistence 

fundamental to most occultism is that what HOD, called 

"the inner turmoil and the outerw already - are synchronized, 

and that there is no final disjunction between person 

and manifold experience: no necessary qualitative 

difference between the patterns of thought and desire, 

societal patterns, and the patterns of natcre, Occ~~ltism, 

in its most rigorous (whjch is to say 17th century) 

form proposes fiqurations which persist throughout the 

psychic, social, and natural realms, It was in search 

of figurations such as these (figurations like cornford's 



"primitive boundaries of Right ," see p. 7 3 )  that H.D. 

turned to "automatj.cM writing. With regard to H.D. * s  

work the macro-microcosmical relations insisted upon 

by Rennaissance occultists appear as a fundamental 

refusal of the distinction I have already described 

in terms of arbitrary lyricism (see p. 107). The esoteric 

writings of Rennaissance occult texts suggest that early 

occult writers (who, let there be no mistake, are not 

to be confused with the more contemporary likes of 

Blavatsky, Levi, Zoaistro etc.) knew that it is words 

which establish multivalent relation rather than difference 

between mind and phenomena, between 'suhjectivel and 

*ohiective,l and between people, 

In a late and rather desperate poem called "The 

Revelationu ( 1 9 5 7 )  H. D. describes how occult f iqurations 

merge with the real and disclose a world which is thought- 

ful: 

The alchemy and mystery is this, 

no cross to kiss, 

but a cross pointing on a compass-face, 

east, west, south, north, 

the secret of the ages is revealed, 

the book unsealed, 

the fisherman entanqled in his nets 

felled where he waded 

for the evening catch, 

the house-door 



s w i n g i n g  o n  t h e  b r o k e n  l a t c h ,  

t h e  woman w i t h  h e r  b a s k e t  o n  t h e  q u a y ,  

s h a d i n g  h e r  e y e s  t o  see, 

i f  t h e  l a s t  boat  

r e a l l y  i s  t h e  l a s t ,  

t h e  h o u s e - d o q  l o s t ,  

t h e  l i t t l e  h e n  e s c a p e d ,  

t h e  p r e c i o u s  h a y - r i c k  scat tered,  

a n d  t h e  e m p t y  c a g e  

t h e  b o o k  o f  l i f e  i s  o p e n ,  

t u r n  a n d  read:  

t h e  l i n n e t  p i c k i n q  a t  t h e  w a s t e d  seed, 

i s  h o l y  g h o s t ,  

t h e  w e e d ,  

b r o k e n  by i r o n  a x l e ,  

is  t h e  f l o w e r  

m a g i c i a n s  bar tered  f o r ,  5 8  

W h i l e  t h i s  poem s u g g e s t s  t h a t  w h a t  H,D, v a l u e s  is  t h e  

w o r l d  as i t  comes t o  m i n d ,  a n d ,  m o r e o v e r ,  t h a t  t h e  

w o r l d  t a k e s  o n  s i g n i f i c a n c e  as  i t  comes t o  m i n d ,  i t  

i s ,  n e v e r t h e l e s s ,  a messaqe s e n t  f r o m  a t h r e s h o l d  t h a t  

I d o  n o t  care t o  d e f i n e  ( t h e  poem i s  p r e f a c e d  b y  t h e  

p h r a s e :  " D e a t h  v i o l e n t  a n d  n e a r v 1  1. "The  R e v e l a t i o n 1 *  

m e r e l y  s a y s  w h a t  ear l ier  poems  d e m o n s t r a t e ,  a n d  o n e  

m u s t  l o o k  e l s e w h e r e  i n  o rde r  t o  u n d e r s t a n d  how t h e  

w o r l d  c a n  be b r o u g h t  t o  mind .  

N e i t h e r  t h e  f i g u r a t i o n s  of o c c u l t i s m  n o r  t h e  

p r i m i t i v e  b o u n d a r i e s  of C o r n f o r d ' s  " R i g h t w  (see p, 7 3 )  

a r e  a c t u a l l y  i n s t r u m e n t a l  t o  H . D . ' s  w o r k  of b r i n q i n g  



the world to mind, Both might be considered to have in- 

terested her because they paralleled what she discovered 

to be the operation of narrational writing, For it is, 

in actuality, the narrational patterns of textuality (pat- 

Serns deriving from the interplay of discrete words and 

the continuous relational activity discovered amongst 

them) which bring the world to H,D.'s mind, thereby 

synchronizing the inner turmoil and the outer, The 

question that remains to be answered is: how does the 

narrational text work in the world? It is to H.D,*s 

writings on the cinema that I now turn in order to answer 

this question. 

Datinq from the late 1920s and the early 1 9 3 0 ~ ~  these 

writings (of which the most extensive are the essays "The 

Cinema and the Classicsv and Borderline) can be read as 

H,D.'s attempt to define what she understands by the 

"classicft in art, As HOD. defines it the wclassicff is the 

perfect and fit state of art, and the artist who would 

achieve it must "sweep away the extraneousv and seek out 

a realization in which beauty and good coalesce as truth. 5 9  

Initially this terminology rings hollow, but it beqins 

to resonate as HOD. goes on to leave no doubt that the 

coalescence is integrally related to the "synchr~ni~inqf* 

activity which she attributes to writinq in the passage 

previously quoted from Borderline (see p, 112). 
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HOD. c o n s i d e r e d  G.W. P a b s t ' s  f i l m  " J o y l e s s  Streettt 

t o  be wclass icw f o r  r e a s o n s  a k i n  t o  t h o s e  w h i c h  lead 

o t h e r s  t o  p r a i s e  i t s  soc ia l  realism, David R o b i n s o n ,  

f o r  e x a m p l e ,  w r i t e s  t h a t  n J o y l e s s  S t r e e t w  v s h o w e d  t h e  

r e a l i t y  of i n f l a t i o n  G e r m a n y  i n  h a r d ,  d o c u m e n t a r y  terms, 

w i t h  i ts  m i s e r y ,  p r o s t i t u t i o n ,  a n d  b r e a d - q u e u e s , "  60 

" J o y l e s s  S t r e e t w  i n i t i a t e d  a new s c h o o l  of f i l m ,  t h e  

Neue  S a c h l i c h h e i t  (New O b j e c t i v i t y )  s c h o o l .  H O D .  des- 

cribes i t  a s  f o l l o w s :  

N o  a p p e a l  t o  p i t y ,  t o  b e a u t y ,  t h e  d i s t i n g u i s h e d  

m i n d  t h a t  c o n c e i v e d  t h i s  o p e n i n g  s a i d  s i m p l y ,  t h i s  

is  i t ,  t h i s  is  u s ,  n o  g l o r y ,  n o  p a t h o s ,  n o  

g l a m o u r ,  J u s t  a l o n g  F r e u d i a n  t u n n e l - l i k e ,  d a r k  

street.  N o t h i n g  w i t h i n  s i g h t ,  n o t h i n g  t o  d r e a m  

of o r  p o n d e r  o n  b u t  . . , t h e  b u t c h e r ' s  s h o p  w i t h  

i t s  a t t e n d a n t ,  t e r r ib le ,  w a i t i n q  l i n e  o f  f r e n z i e d  

women. L i f e  i s  g e t t i n g  s o m e t h i n g  t o  e a t  s a i d  t h e  

p r e s e n t e r  o f  t h e  " P e t i t e  Rue S a n s  Joie." 61 

T h i s  d e s c r i p t i o n  c a n n o t  be r e c o n c i l e d  w i t h  Walter Ben- 

j a m i n ( ~  h a r s h  w o r d s  o n  t h e  s u b j e c t  of "New O b j e c t i v i t y . l t  

B e n j a m i n  c o n d e m n e d  P a b s t  as  o n e  of t h o s e  who " t u r n  t h e  

g a p i n g  v o i d  i n t o  a feas t , "  a n d  d e c l a r e d  t h a t  t h e  "New 

O b j e c t i v i t y "  t u r n e d  " t h e  s t r u q q l e  a q a i n s t  misery i n t o  a n  

o b j e c t  o f  c o n s ~ ~ m p t j o n .  1t62 B u t  I m u s t  b e g  i m p o r t a n t  q u e s t i o n s  

r i s i n q  from R e n j ; l m i n v s  r e m a r k s  f o r  a s  l o n q  , IS i t  t a k e s  t o  

e s t a l .  l i s } )  t tie terms of l I , L l ,  I s  w o r k ,  I n  H.D. 1s u n d e r s t a n d i n g  

f o r m  ant? c r ~ n t e n ?  m e t  o n  t h e  " P e t i t e  Iiue S a n s  Joie , l t  a n d  i t  



w a s  t h i s  m e e t i n g  w h i c h  h e l d  h e r  i n t e r e s t  i n  t h e  f i l m .  

S h e  admired P a b s t  f o r  c h o o s i n g  t o  p o r t r a y  p e o p l e  s t r i p p e d  

of I t t h e  e x t r a n e o u s , I 8  a n d  * c l a s s i c a l l y *  s i t u a t e d  i n  t h e  

d e s p e r a t e l y  s i m p l e  a c t i o n s  w h i c h  l i f e  t a k e s  o n  t h e  b r i n k  

of s u r v i v a l .  S h e  a l s o  a d m i r e d  P a b s t  f o r  p r e s e n t i n g  t h i s  

c o n t e n t  i n  a form w h i c h  s h e  c o n s i d e r e d  t o  be c o r r e s p o n d i n g l y  

s t a r k  a n d  s i m p l e .  Form a n d  c o n t e n t  w i t n e s s  o n e  a n o t h e r  

i n  a n  a r t  w h i c h  i s  ~ c l a s ~ i c . ~  And t h e  l tc lass ic ,v  as 

H.D. m a k e s  c lear ,  is  a form of flrealism.v 6 3  l n  H.D.'s 

v i e w ,  t h e n ,  P a b s t  traced o u t  t h e  e t e r n a l  s c r i p t  of w h a t  

is  q e n e t i c a l l y  human i n  t h e  h i s t o r i c a l  w o r l d .  T h i s  

s c r i p t  c a n  be i d e n t i f i e d  w i t h  w h a t  H e d y l u s  d e s c r i b e d  

as  t h e  " R e a l i t y v  t h a t  l t r e m a i n e d l l  (see p. 8 2 ) .  

F o r t u n a t e l y ,  t h o u g h ,  t h e  nc lass icw i s  n o t  i d e n t i c a l  

e w i t h  d e s p a r a t e  r e d u c t i o n  ( " L i f e  i s  g e t t i n g  s o m e t h i n g  t o  

e a t n ) ,  a n d  i n  ItThe C i n e m a  a n d  t h e  C l a s s i c s w  H.D. describes 

i t  d i f f e r e n t l y .  O p p o s i n g  t h e  s t r u c t u r e  of t h e  w o r l d  t o  

t h e  crass a n d  n o i s y  o p u l e n c e  of e a r l y  H o l l y w o o d  s c e n i c  

d e s i g n ,  H.D. s u g g e s t s  t h a t  t h e  t lc lassicw r e s i d e s  i n  

t h e  way 

A bare s q u a r e  room is t o d a y  w h a t  it w a s  i n  

P o m p e i i ,  w h a t  i t  more o r  less w a s  i n  A t h e n s ,  

i n  S y r a c u s e ,  A g a r d e n  r e m a i n s  a q a r d e n ,  a rose- 

b u s h  a r o s e b u s h .  L a u r e l  trees s t i l l  e x i s t  o u t -  

s i d e  s u b u r b i a .  64 



S u g g e s t i n g  t h a t  t h e  h i s t o r i c a l  w o r l d  is  m o r p h o l o g i c a l ,  

H.D. i d e n t i f i e s  "bare s q u a r e  room," " g a r d e n , "  a n d  "rose- 

b u s h v  as p r i m a l  f o r m s  of a g e n e t i c  e a r t h  w h i c h  p e r s i s t  

t h r o u g h  t h e  p a s s a g e  of t i m e  a n d  are  r e v e a l e d  as  t h e  

v i r t u a l i t y  i n  w h i c h  p a r t i c u l a r  rooms, g a r d e n s ,  a n d  rose- 

b u s h e s  are s p e c i f i e d ,  It i s  a v i r t u a l i t y  o f  t h i s  k i n d  

w h i c h  gives t h e  y e l l o w  m e l o n  f l o w e r  a " s p a c e t t  or  I td imen-  

s b o n t t  b e y o n d  t h e  r u i n o u s  a n d  d e r a c i n a t i n g  r e a c h  of w a r  

(see p. 8 9 ) .  An a r t  w h i c h  reveals  t h i s  v i r t u a l i t y  i n  

t h e  w o r l d  w i t h o u t  a b s t r a c t i n g  from c o n c r e t e  h i s t o r i c a l  

p r e s e n c e  i s ,  i n  H.D, 's u n d e r s t a n d i n q ,  ttclassic.fl I n  

a w o r l d  w h i c h  is o t h e r w i s e  m e r e l y  a n  ' o u t e r  t u r m o i l , '  

uclassicll a r t  traces o u t  t h e  f u n d a m e n t a l  a n d  o r i g i n a l  

s c r i p t  of w h a t  H e d y l u s  c a l l e d  t h e  ' r e m a i n i n q  r e a l i t y . '  

T h e s e  p r i m a l  forms are  n o t  t o  be l a i d  t o  t h e  a c c o u n t  

of a c o n v e n t i o n a l  P l a t o n i s m  i n  H . D e l s  u n d e r s t a n d i n g ,  T h e y  

a r e  e l e m e n t s  of a n  u n d e r s t a n d i n g  w h i c h  i s  closer t o  t h e  

Hebraic t h a n  t h e  G r e e k :  closer t o  t h e  ' r e m a i n i n g  e a r t h '  

of t h e  Book of G e n e s i s  t h a n  t o  P l a t o n i c  ~ d e a s . ~ ~  H o D o ' s  

p r i m a l  forms are n o t ,  a f t e r  a l l ,  e n d u r i n g  a n d  p e r m a n e n t  

b e c a u s e  t h e y  s t a n d  o u t s i d e  t h e  p a s s a g e  of t i m e ,  a n d  a re  

i d e n t i f i a b l y  o t h e r  t h a n  h i s t o r y .  F o r  i t  i s  o n l y  b y  

v i r t u e  (from t h i s  v i r t u e  d e r i v e s  t h e  v i r t u a l i t y  w h i c h  

p e r v a d e s  H.D. ' s  l a t e r  w o r k )  of w h a t  does n o t  c h a n q e  t h a t  

o n e  c a n  r e c o g n i z e  h i s t o r i c a l  c o n t i n u i t y  i n  c h a n g e ,  It 

w i l l  be u s e f u l  t o  c o n s i d e r  H.D. ' s  v e r s i o n  of t h e  "classic" 



i n  t h e  l i q h t  o f  i ts r e s e m b l a n c e  t o  t h e  e x p e r i e n c e  G e o r g  

Lukacs a t t r i b u t e s  t o  " i n t e g r a t e d  c i v i l i s a t i o n s w  i n  h i s  

e a r l y  b o o k ,  T h e  T h e o r y  o f  t h e  Novel ( f i r s t  v e r s i o n  pub-  

l i s h e d  i n  1 9 2 0 ) :  

Happy  a r e  t h o s e  a g e s  when t h e  s t a r r y  s k y  i s  

t h e  map of a l l  p o s s i b l e  p a t h s - - a q e s  w h o s e  

p a t h s  a r e  i l l u m i n a t e d  b y  t h e  l i q h t  o f  t h e  s tars .  

E v e r y t h i n a  i n  s u c h  a q e s  i s  nec: a n d  y e t  f a m i l i a r ,  

f u l l  of a d v e n t u r e  a n d  y e t  t h e i r  own. The w o r l d  

i s  w i d e  a n d  y e t  i t  i s  l i k e  a home,  f o r  t h e  f i re 

t h a t  b u r n s  i n  t h e  s o u l  is o f  t h e  s a m e  essential 

n a t u r e  as  t h e  s ta rs ;  t h e  w o r l d  a n d  t h e  s e l f ,  t h e  

l i q h t  a n d  t h e  f i r e ,  a re  s h a r p l y  d i s t i n c t ,  y e t  

t h e y  n e v e r  b e c o m e  p e r m a n e n t  s t r a n g e r s  t o  o n e  

a n o t h e r ,  f o r  t h e  f i r e  is t h e  s o u l  o f  a l l  linht 

a n d  a l l  f i r e  c l o t h e s  i t s e l f  i n  l i a h t .  T h u s  

e a c h  a c t i o n  o f  t h e  s o u l  becomes m c a n i n q - f l l l  a n d  

r o u n d e d  i n  i t s  d u a l i t y :  c o m p l e t e  i-n m e a n i n g - - i n  

s e n s e - - a n d  c o m p l e t e  f o r  t h e  s e n s e s ;  r o u n d e d  

b e c a u s e  t h e  s o u l  rests w i t h i n  i t se l f  e v e n  w h i l e  

i t  a c t s ;  r o u n d e d  b e c a u s e  i t s  a c t i o n  s e p a r a t e s  

i t se l f  f r o m  i t  a n d ,  h a v i n g  b e c o m e  ; t . r ; e l f ,  f i n d s  

a c e n t r e  o f  i t s  own and  d r a w s  s closed c i r c u m -  

f e r e n c e  r o ~ ! n d  i t s e l f .  66 

C o n s i d e r i n g  L u k a c s  soes o n  t o  s u g g e s t  t h a t  t h e  t r a n s l u c e n t  

w n r l d  e x p e r i e n c e d  w i t h i n  " i n t e g r a t e d  c L v i l i s a t i  on t1  i s  

-rested i n  t h e  m o d e r n  a g e  when A n c i e n t  G r e e F :  t e x t s  a r e  

r e a d  as o l d  w o r l d s  r a t h e r  t h a n  o l d  t e x t s ,  i t  i s  r e m a r k a b l e  

t h a t  as H O D o  describes t h e s e  p r i m a l  f o r m s  of h e r s  s h e  

p r o p o s e s  a n  o p e r a t i v e  r e l a t i o n  b e t w e e n  t h e  p e r m a n e n t  



( o r  ' t i m e l e s s 1 )  a n d  t h e  t r a n s i e n t  ( o r  ' t e m p o r a l ' )  w h i c h ,  

a l t h o l ~ q h  t a k i n g  p l a c e  as t h e  h i s t o r i c a l  w o r l d ,  i s  - 
s t r i k i n g l y  s i m i l a r  b o t h  t o  t h a t  w h i c h  F r e u d  describes 

i n  terms o f  u n c o n s c i o u s  " t h i n g - p r e s e n t a t i o n s t 1  a n d  c o n -  
5 

s c i o u s  q l w o r d - p r e s e n t a t i o n s , w  a n d  t o  t h a t  w h i c h  I h a v e  

c l a i m e d  orrurs i n  t h e  r e m e m b e r i n g  m i n d  e n q a a e d  i n  nar- 

r a t  ion& I w r  i t j ncr, "Bare s q u a r e  r o o m ,  l1 l l r l a r d e n ,  " and 

f " r o s e b u s h q 1  p e r s i s t  i n  a n d  i n f o r m  t h e  h t s t o r i r a l  w o r l d  
k 

j u s t  as w o r d s  p e r s i s t  i n  a n d  i n f o r m  w h a t  F r e u d  s u g g e s t s  
r 

is t h e  w r i t t e n  ' c h a r a c t e r '  of t h e  w r i t e r .  I h a v e  des-  

c r i b e d  t h i s  l a t t e r  p e r s i s t e n c e  a l r e a d y ,  a n d  s u m m a r i z e  i t  

a g a i n  f o r  t h e  s a k e  o f  t h e  p a r a g r a p h s  t o  f o l l o w .  

T h e  w o r d  l ' q a r d e n , l q  f o r  e x a m p l e ,  does n o t  i n  i t s e l f  

c h a n q e .  It i s  p e r m a n e n t  i n  r e l a t i o n  t o  t h e  c h a n q i n q  

e x p e r i e n c e  w h i c h  i t  o r g a n i z e s .  T h e  q q w o r d  react i o n q q  

w h i c h  i t  a r t i c u l a t e s  i n  t h e  s u b  i e c t  1s c o n s c i c , t ~ s n c s r ,  

becomes i n c r e a s i n q l y  c o m p l e x  as  i t a c c u m u l  a t - c s  t h r o u q h  

time. T h e  "word  r e a c t i o n w  i s  a g a t h e r i n q ,  a r e m e m b r a n c e ,  

a c o m p r i s i . n g  o f  p e r m a n e n t  ( a n d  t h u s ,  a c c o r d i n q  t o  F r e u d ,  

u n c o n s c i o u s )  memories. When a w o r d  i s  w r i t t e n  i t s  

"word r e a c t i o n q q  is o p e n e d  i n t o  t h e  presence of t h e  

t e x t ,  I h a v e  t r i e d  t o  e x p l a i n  how t h e  w r l  t i n q  of w o r d s  

c a n  be u n d e r s t o o d  t o  restore t h e  v i v i d i  ty of t h e  re- 

membered  p a s t  t o  a f a l l e n  a n d  l u s t e r l e s s  p r e s e n t  c o n -  

i n  1 1  seems t h a t  i n  1 I . n . ' ~  c x p c r  ic-ncc. t t l  i :  



r e s t o r a t i o n  w a s  n o t ,  f i n a l l y ,  a m e r e l y  p s y c h o l o g i c a l  

p r o c e s s ,  S h e  c o n s i d e r e d  t h a t  t h e  s y n c h r o n y  s h e  h a d  

s t r u g g l e d  t o  a c h i e v e  i n  h e r  w r i t i n g  became  classic^ 

( a n d  d o u b t l e s s  a l s o  ' s w e p t  away  t h e  e x t r a n e o u s q )  o n l y  as 

i t  closed t h e  d i s t a n c e  b e t w e e n  w o r d s  w h i c h ,  i n  t h e i r  

d i s c r e t e n e s s  a n d  p e r m a n e n c e ,  e n g a g e  a n d  o r g a n i z e  t h e  

" i n n e r  t u r m o i l , q q  a n d  t h e  s i m i l a r l y  p e r m a n e n t  p r i m a l  forms 

of w h a t e v e r  t h e s e  w o r d s  may s i g n i f y  i n  t h e  " o u t e r  t u r -  

moilw: b e t w e e n ,  f o r  e x a m p l e ,  t h e  w o r d  " g a r d e n , "  e n g a g i n g  

as  i t  d o e s  t h e  p s y c h o - m n e m o n i c  "word r e a c t i o n w  s p e c i f i c  t o  

i t se l f ,  a n d  t h e  p r i m a l  form " g a r d e n , "  associa ted  as i t  is  

w i t h  t h e  p a r t i c u l a r  g a r d e n s  known i n  r e l a t i o n  t o  i t s e l f .  

T h e  s y n c h r o n y  is a t h i r d  realm ( s p e c i f i c  t o  t h e  n a r r a t i o n a l  

t e x t  i n  w h i c h  i t  is  de r ived :  t h e  l a y e r s  "word r e a c t i o n "  / 

w o r d  / p r i m a l  form s y n c h r o n i z e  i n n e r  a n d  o u t e r  r a t h e r  a s  

G a l t o n ' s  c o m p o s i t e  p h o t o g r a p h  creates o n e  i m a g e  o u t  of many)  

i n  w h i c h  i n n e r  a n d  o u t e r  become c o n f l u e n t ,  a n d  w i t h  r e g a r d  

t o  w h i c h  p s y c h i c  time, t e x t u a l  t i m e ,  a n d  h i s t o r i c a l  t i m e  

a re  c o n s i d e r e d  t o  c o r r e s p o n d  w i t h  o n e  a n o t h e r ,  It i s  w i t h i n  

t h i s  t e x t u a l  s y n c h r o n y ,  w h e r e i n  t h e  p s y c h o - m n e m o n i c  * s c r i p t g  

of h e r  own g r o w i n g  ' c h a r a c t e r '  a p p e a r s  t o  corroborate t h e  

g e n e t i c  s c r i p t  of t h e  h i s t o r i c a l  w o r l d ,  t h a t  1I.D.  e s t a h l  i s h e s  

I t t h e  b o o k  o f  l i f e t t  m e n t i o n e d  i n  "The  R e v e l a t . i o n n  ( q u o t e d  o n  

pp .  212-31,  

B u t  a t  w h a t  cost does o n e  " t u r n  a n d  r e a d n  a s  H.D. 

s u g g e s t s ?  I n  w h a t  s e n s e  is t h e r e  w r i t i n g  i n  t h e  w o r l d ?  



Is the temporal movement of the historical world actually 

the time of a text attributable to a quasi-cosmic unconscious 

which may occasionally (the lyric moment as revelation) be 

glimpsed, or, to use H.D,'s word, "witnessedw (see p. 801, 

in the 'gapst or intervals between discrete and word-like 

primal forms? 

First, and to avoid confusion, it should be said that 

whatever else it may be, H,D.Qs llclassicn synchrony is not 

empiricist even though it is proposed as an essential 

tlrealityu accessible within reality. It is not empiricist 

because pre-conscious synchrony between tsubjective' and 

'objective' is necessary before the "reality" within reality 

can enter the subject's consciousness. Far from being 'out 

there* to be understood from a distinct and autonomous 

'subjective' position, the "realityq1 within reality is 

actually reality - as it is understood: it is both a product 

and a producer of consciousness. The primal forms--elements 

of the "realityv within reality--are related to the words 

which they resemble, and they derive their apparent time- 

lessness, their 'remaining' quality, from the way words en- 

dure through the temporal growth of the subject which they 

both constitute and articulate. The primal forms are not 

simply out there to be known: as discrete elements they are 

related to the discrete words which provide the symbolic 

field of both expression and knowledge, Anyone who at- 

tempted to derive empirical status for 14.D. ' s "real j ty" 



w i t h i n  r e a l i t y  w o u l d  h a v e  t o  d e n y  t h e  c o n s t i t u t i v e  ro l e  

t h a t  t h i s  " r e a l i t y v  p l a y s  i n  t h e  p r o d u c t i o n  o f  h i s  own 

c o n s c i o u s n e s s .  H e  w o u l d  e n d  u p  s p e a k i n g  l i k e  t h e  a p h a s i a c  

who d e c l a r e d :  " w i t h  m e  i t ' s  a l l  i n  b i t s .  I h a v e  t o  jump 

l i k e  a man who jumps  f r o m  o n e  t h i n g  t o  t h e  n e x t ;  I c a n  

see t h e m  b u t  I c a n ' t  e x p r e s s e f t  
6 7 

H . D . ' s  w o r k  d o e s  n o t  t e n d  i n  t h i s  d i r e c t i o n ,  T h a t  

H.D. a s s o c i a t e d  h e r  8fclassicn " r e a l i t y w  w: t h i n  r e a l i t y  

w i t h  t h e  process o f  u n d e r s t a n d i n g  is  e v i d e n t  i n  t h e  way  

s h e  o f f e r s  i t  u p  t o  F r e u d  i n  T r i b u t e  t o  F r e u d .  Here s h e  

writes G o e t h e ' s  poem lfMignonlt  i . n t o  h e r  t t l . i n k i n q  - ~ 1 ) o u k  

F r e u d .  " K e n n s t  d u  d a s  L a n d  wo d i e  - - -9 - 
/ J 2 :  

y o u  know t h e  l a n d  w h e r e  t h e  07 b l o s s o m s ? )  s h e  

writes i n  h e r  t r i b u t e  t o  t h e  man who h a d  e n a b l e d  h e r  t o  

u n d e r s t a n d  how w o r d s  c o n s t i t u t e  a n d  a r t i c u l a t e  t h e  s u b j e c t .  
6 8  

T h e  " s p a c e w  o r  " d i m e n s i o n v  o f  t h e  y e l l o w - m e l o n  f l o w e r ,  t h e  

psycho-mnemonic  " s p a c e w  o f  t h e  d i s c r e t e l y  m e a s u r e d  "word  

r e a c t i o n , "  t h e  s y n c h r o n i z i n g  " s p a c e l l  of t h e  n a r r a t i o n a l  

t e x t s  i n  w h i c h  HOD, was ab le  t o  d i s c o v e r  e n d u r i n g  v i r t u a l i t y  

w i . t h i n  t h e  p r o c e s s  of h e r  w o r l d l y  e x p e r i e n c e :  a l l  t h r c e  

o f  t h e s e  r e l a t e d  " s p a c e s v  a re  cast  i n  t h e  f o r m  of t h i s  

l a n d  w h e r e  G o e t h e ' s  o r a n g e - t r e e  b l o s s o m s .  The p r i m a l  

T o r m s  o f  H . D . ' s  l f r e a l i t y v  w i t h i n  r e a l i t y  a re ,  as  t h e y  

a re  r e l a t e d  t o  w o r d s ,  c o m p r e h e n s i b l e  v e r s i o n s  o f  t h e  

p r i m a l ,  a n d & t h e r e f o r e  i n t e l l i g i b l e ,  p l a n t  t h a t  G o e t h e  

w a s  so  e a g e r  t o  f i n d :  t h e  e n i g m a t i c  U r p f l a n z e  i n  w h i c h  



mind  a n d  matter, i d e a  a n d  s e n s a t i o n ,  w o u l d  c o i n c i d e .  69 

B u t  t o  i n c l u d e  G o e t h e  a t  t h i s  p o i n t  is n o t  t o  p r o v i d e  

a n s w e r s  t o  t h e  q u e s t i o n s  t h a t  I a s k e d  t w o  p a r a g r a p h s  b a c k  

(pp.  221-2).  A s  a way of a n s w e r i n g  t h e s e  q u e s t i o n s  I w a n t  

t o  s u g g e s t  t h a t  i n  b r i n g i n g  h e r  reader t o  t h e  p o i n t  w h e r e  

l a n g u a g e  s t a r t s  t o  p a s s  i t se l f  o f f  as  w o r l d ,  w h e r e  t h e  

s y m b o l i c  t e x t  s t a r t s  t o  p r o p o s e  i tself  a s  a l u m i n o u s  a n d  

y e t  t r a n s p a r e n t  e a r t h l y  s u b s t a n c e  ( f o r  a t  t h i s  p o i n t  w o r d s  

a re  windows  o n t o  n o t h i n g  o t h e r  t h a n  t h e m s e l v e s ) ,  H.D. b r i n g s  

h e r  reader t o  t h e  l i m i t s  of d i s c o u r s e .  T h i s  is  n o t  t h e  f i rs t  

t i m e  t h a t  I h a v e  descr ibed  d i s c o u r s e  as i t  d e n i e s  i t s e l f  a n d  

a s s u m e s  t h e  w o r l d l y  a s p e c t  o f  e x p e r i e n c e .  F o r  t h e  G r e e k  

l l l N a t u r e l w  of C o r n f o r d ' s  From R e l i q i o n  t o  P h i l o s o p h y ,  

m e a s u r e d  as i t  is  i n  terms of c o n t i n u o u s  P h y s i s  a n d  d i s c r e t e  

Moira i s  o r g a n i z e d  l i k e  l a n g u a g e  i n  a t e x t .  C o r n f o r d ' s  b o o k ,  

a s  I h a v e  s a i d ,  d e p e n d s  f u n d a m e n t a l l y  u p o n  t h e  t h e o r y  o f  

l a n g u a g e  a r t i c u l a t e d  w i t h i n  i t :  a t h e o r y  t h a t  c n n f ~ t s e s  

l a n g u a g e  a n d  d i s c o u r s e ,  a n d  t h e  ' f u l l n e s s '  (see p. 8-11 of 

d i s c o u r s e  w i t h  w h a t  i t  c la ims  is t h e  p l e n i t u d e  of l l ' n a t u r a l u *  

e x p e r i e n c e .  B o t h  C o r n f o r d  w i t h  h i s  G r e e k  " ' N a t u r e Q * '  a n d  H.D. 

w i t h  h e r  "book of l i fe" c o n f u s e  d i s c o u r s e  a n d  w o r l d .  B u t  

i n  H . D . ' ~  case I s u g g e s t  t h a t  t h e  c o n f u s i o n  is b o t h  n e c e s -  

s a r y  a n d  u s e f u l .  

F o r  when H.D. declares t h e  w o r d  t o  be a n  a m u l e t i c  

- - p e r t l a p s  e v e n  ' p i c t t ~ r e s q u e ' - - m o m e n t  of s y n c h r o n y  bcl  wccn 

I ant1 o u t c r  r ; l rc  i n v o l v e s  h e r  work  i n  d (-orif 11s i ( ) t i  W ~ I  i ( - 1 1  



w a s  a l s o  t h e  s t u m b l t n g  b lock of e a r l y  t w e n t i e t h  c e n t u r y  

s e n s a t i o n a l i s t  t h e o r i e s  of l a n g u a g e ,  C a s s i r e r  d e s c r i b e s  

t h e  s e n s a t i o n a l i s t  n o t i o n  of l a n g u a g e  as  f o l l o w s :  "The  o l d  

m e t a p h o r  o f  t h e  t a b u l a  r asa  r e a p p e a r s :  H e n s c h e n ,  f o r  e x a m p l e ,  

i n  e x p l a i n i n g  how we l e a r n  t o  r e a d ,  d e c l a r e s  t h a t  c e r t a i n  

let ters o r  e n g r a m s  a re  s t a m p e d  o n  o u r  b r a i n  ce l l s ,  ' v e r y  

much a s  t h e  form of t h e  seal  r i n g  i s  i m p r i n t e d  o n  t h e  w a x , f t l  70 

W h i l e  t h i s  e n q r a m  c o n c e p t  may h a v e  a ( p e r h a p s  i n c r i m i n a t i n q )  

p l a c e  i n  thc p r e h i s t o r y  of F r e u d ' s  memory-tract>, i t  docs 

n o t  s u r v i v e  t h e  r c c o g n i  t . i o n  t h a t  " t h e r e  is n o  road le(3d i nq 

' I  1 
f r o m  s e n s a t i o n a l  i - s m  t o  t h e  c e n t r e  o f  t h e  s y m b o l i c  p rob le rn , l t  

T h e  m e t a p h o r i c a l  t e n d e n c y  of C o r n f o r d ,  M a r q o l i o u t h  (who  

s p e a k  o f  "ears" a n d  memory t h e a t r e s ) ,  a n d  t o  some e x t e n t  

HOD* ( c - o l o u r e d  j e w e l s  a n d  " t h e  secret w i s d o m u )  c a n  be u n d e r -  

s t o o d  a s  a n  a t t e m p t  ( w i t h  roots  i n    om antic ism) t o  close 

t h e  d i s t a n c e  b e t w e e n  s e n s a t i o n a l i s m  a n d  "the s y m b o l i c  

p rob le rn l t  b y  i n v e s t i n g  r e c e i v e d  s y m b o l i s m  w i t h i n  l a n g u a g e  

of a s e n s a t i o n a l i s t  f r a m e w o r k .  A s  f o r  H.D., t o  t h e  e x t e n t  

t h a t  h e r  w o r k  p u s h e s  d i s c o u r s e  t o  t h e  p o i n t  b ~ h e r e  i t  

d e c l a r e s  i t s e l f  - as d i s c o u r s e  ( e v e n  as i t  t h r e a t e n s  t o  

e n g u l f  t h e  w o r l d l y  a s p e c t  of e x p e r i e n c e  in t h e  p r o c e s s ,  

d i s c o u r s e  m e r e l y  r e v e a l s  t h a t  e x p e r i e n c e  a l r e a d y  Is 

e n g u l f e d  i n  a d i s c u r s i v e  o r g a n i z a t i o n )  i t  a l s o  d e m a n d s  

r e f o r m u l a t i o n  o u t s i d e  t h e  terms of s e n s a t i o n a l i s t  t h e o r y .  

O n c e  d i s c o u r s e  is  r e c o g n i z e d  as s u c h  it becomes 

p o s s i b l e  t o  ~ i n d e r s t a n d ,  a n d  t h e r e b y  t o  d e m y s t i f y ,  ( 2 )  t h e  



u n c o n s c i o u s  w h i c h  H.D. a p p e a r s  t o  d i s c o v e r  i n  t h e  move- 

m e n t  o f  t h e  h i s t o r i c a l  w o r l d ,  a n d  ( 2 )  t h e  way i n  w h i c h  

t h e  n a r r a t i o n a l  t e x t  d e n i e s  i t s e l f  as  t e x t ,  a n d  p r o p o s e s  

i t s e l f  i n s t e a d  a s  w r i t i n g  i n  t h e  w o r l d .  On t h e  f i r s t  

p o i n t  o n e  c a n  t u r n  t o  L a c a n ' s  s t a t e m e n t :  "It i s  i n  t h e  

d i m e n s i o n  of a s y n c h r o n y  t h a t  y o u  m u s t  s i t u a t e  t h e  un- 

c o n s c i o u s w  ( q u o t e d  o n  p ,  1 7 9 ) .  C o n s i d e r i n g  t h a t  F r e u d ,  

bcth w i t h i n  a n d  w i t h o u t  t h e  L a c a n i a n  r e f o r m u l a t i o n ,  p r o p o s e s  

t h e  u n c o n s c i o u s  a s  i t  is  a r t i c u l a t e d  w i t h i n  s p e e c h ,  a n d  

c o n s i d e r i n q  t h a t  t h e  s u b j e c t ' s  s p e e c h  s y n c h r o n i z e s  p s y c h e  

a n d  e x p e r i e n c e ,  i t  i s  t o  be e x p e c t e d  t h a t  u n c o n s c i o ~ r s  

a c t i v i - t i e s  w i l l  h e  e v i d e n t  i n  t h e  w o r l d  as  i t  is e x -  

p e r i e n c e d  i n  t i m e .  T h i s ,  o f  c o u r s e ,  does n o t  mean t t l c ~ t  

u n c o n s c i o u s  a c t i v i t i e s  e x p e r i e n c e d  i n  t h e  w o r l d  are  

a t t r i b u t a b l e  t o  g o d h e a d .  On t h e  s e c o n d  p o i n t  I q u o t e  

a l o n g  p a s s a g e  from C o l i n  M a c C a b e ' s  e s s a y  " T h e o r y  a n d  

F i l m :  P r i n c i p l e s  o f  Realism a n d  P l e a s u r e n :  

T h e  c i n e m a  c o n s t a n t l y  p o s e s  m e  as t h e  c o n s t a n t  

p o i n t  o f  a f i x e d  t r i a n g l e  a n d  i t  c o n s t a n t l y  

o b s c u r e s  a n d  e f f a c e s  t h e  c o m p l i c a t e d  p r o g r e s s  

o f  t h e  s h o t s ,  t h e  i m p o s s i b l e  m o v e m e n t s  o f  t h a t  

p o i n t  b y  t h e  l o g i c  o f  e v e n t s  o n  t h e  s c r e e n .  T o  

a n a l y s e  t h i s  p r o c e s s  we n e e d  t h e  c o n c e p t s  

e l a b o r a t e d  b y  B e n v e n i s t e  ( P r o b l e m s  of G e n e r a l  

L i n q u i s t i c s ,  C o r a l  G a b l e s ,  F l o r i d a  1 9 7 1 ,  P a r t  

V) t o  d i s t i n g u i s h  b e t w e e n  t h e  s u j e t  d e  l Q 6 n o n -  - 
c i a t i o n  a n d  t h e  s u j e t  d e  l ' d n o n c 6 .  B e n v e n i s t e  - 
s u g g e s t s  t h a t  t o  a r r i v e  a t  a l o g i c a l  u n d e r s t a n d i n g  



of t e n s e s  a n d  t o  u n d e r s t a n d  f u l l y  t h e  i m p o r t a n c e  

of l a n g u a g e  f o r  s u b j e c t i v i t y ,  t h e  s p e a k e r  a s  t h e  

p r o d u c e r  o f  t h e  d i s c u r s i v e  c h a i n ,  le s u j e t  d e  - - 
l ' G n o n c i a t i o n ,  m u s t  be d i s t i n g u i s h e d  f r o m  t h e  

g r a m m a t i c a l  s u b j e c t ,  le  s u j e t  d e  l 'bnoncc!, t h e  - - 
'1,' j u d g e  o f  t h e  c o r r e s p o n d e n c e  b e t w e e n  w o r l d  

a n d  l a n g u a g e ,  a n d  t h e  p s y c h o a n a l y t i c  s u b j e c t  , t h e  

s u j e t  de l ' G n o n c i a t i o n ,  t h e  ' i t , '  u n a b l e  t o  d i s -  

t i n g u i s h  b e t w e e n  w o r d  a n d  w o r l d  a n d  c o n s t a n t l y  

t h r e a t e n i n g  and u n m a s k i n g  t h e  s t a b i l i t y  of t h e  '1.' 

A p p l i e d  t o  f i l m  t h i s  i s  t h e  d i s t i n c t i o n  b e t w e e n  

t h e  s p e c t a t o r  a s  v i e w e r ,  t h e  c o m f o r t i n g  'I,' 

t h e  f i x e d  p o i n t ,  a n d  t h e  s p e c t a t o r  a s  h e  o r  s h e  

is  c a u g h t  u p  i n  t h e  p l a y  o f  e v e n t s  o n  t h e  s c r e e n ,  

a s  h e  o r  s h e  ' u t t e r s , '  ' e n o u n c e s , '  t h e  f i l m ,  

H o l l y w o o d  c i n e m a  i s  l a r g e l y  c o n c e r n e d  t o  make  

t h e s e  t w o  c o i n c i d e  so  t h a t  we c a n  i g n o r e  w h a t  

i s  a t  r i s k .  B u t  t h i s  c o i n c i d e n c e  c a n  n e v e r  be 

p e r f e c t  b e c a u s e  i t  i s  e x a c t l y  i n  t h e  d i v o r c e  

b e t w e e n  t h e  t w o  t h a t  t h e  f i l m ' s  e x i s t e n c e  i s  

p o s s i b l e ,  T h i s  b r i n g i n g  i n t o  p l a y  of t h e  p r o c e s s  

o f  t h e  t e x t ' s  p r o d u c t i o n  t a k e s  u s  o u t  of t h e  

c l a s s i c a l  f i e l d  of semiotics, t h e  field o f  t h e  

d n o n c 6  i n  w h i c h  t h e  t e x t  i s  t r e a t e d  a s  t h e  a s s e r t i o n  

of a se t  of d i s j u n c t i o n s  p e r m u t e d  t o  p r o d u c e  a c t i o n s ,  

a n d  i n t o  t h e  q u e s t i o n  o f  t h e  p r o d u c t i o n  of t h e s e  

v e r y  d i s j u n c t i o n s .  T h e  s u b j e c t  i s  n e i t h e r  t h e  

f u l l  p r e s e n c e  o f  t r a d i t i o n a l  ' a u t e u r '  crit icism 

n o r  t h e  e f f e c t  o f  t h e  s t r u c t u r e  i n  t r a d i t i o n a l  

s t r u c t u r a l i s m :  i t  is  d i v i d e d  i n  t h e  movement  bet-  

ween t h e  two ,  T h e  c o n t r a d i c t i o n  b e t w e e n  G n o n c i a t i o n  

a n d  d n o n c 6  i s  a l w a y s  t h e  c o n t r a d i c t i o n  b e t w e e n  

n a r r a t i v e  a n d  d i s c o u r s e .  Narrat  i v c  i s  a l w a y s  

p r o p e l l e d  b y  b o t h  a h e t e r o g e n e i t y  a n d  a s u r p l u s  



--a h e t e r o g e n e i t y  w h i c h  m u s t  be b o t h  o v e r c o m e  

a n d  p r o l o n g e d .  T h e  n a r r a t i v e  b e g i n s  w i t h  a n  - 
i n c o h e r e n c e  b u t  a l r e a d y  p r o m i s e s  t h e  r e s o l u t i o n  

of t h a t  i n c o h e r e n c e .  T h e  s t o r y  i s  t h e  p a s s a g e  

from i g n o r a n c e  t o  k n o w l e d g e ,  b u t  t h i s  p a s s a g e  

is  d e n i e d  as p r o c e s s - - t h e  k n o w l e d g e  is  a l w a y s  

a l r e a d y  t h e r e  a s  t h e  c o m f o r t i n g  r e s o l u t i o n  of t h e  

b r o k e n  c o h e r e n c e  ( e v e r y  n a r r a t i v e  is a l w a y s  a 

s u s p e n s e  s t o r y ) ,  N a r r a t i v e  m u s t  d e n y  t h e  t i m e  

of i t s  own t e l l i n g - - i t  m u s t  r e f u s e  i t s  s t a t u s  

as d i s c o u r s e  ( a r t i c u l a t i o n ) ,  i n  f a v o u r  of i t s  

s e l f - p r e s e n t a t i o n  as s i m p l e  i d e n t i t y ,  c o m p l e t e  

k n o w l e d g e ,  72 

M a c C a b e t s  s t a t e m e n t  m a k e s  i t  p o s s i b l e  t o  b r i n g  t h e  

t w o  w r i t e r l y  s t a n c e s  e v i d e n t  i n  H . D , Q s  e a r l y  w o r k  

i n t o  a c o n s i d e r a t i o n  o f  t e x t u a l  p e r f o r m a n c e  w h i c h  m a k e s  

u s e  of a more p r e c i s e  t h e o r e t i c a l  g r o u n d  t h a n  w a s  a v a i l a b l e  

t o  H.D., What MacCabe d e s c r i b e s  as " n a r r a t i v e "  resembles 

t h e  t t f a l sew w r i t i n g  of H , D . * s  " b a n a n a s  o r  g r a p e f r u i t f t  

n o v e l i s t  ( s e e  p,  8.1, w h e r e a s  h i s  ( w h i c h  

c a n  be r e l a t e d  t o ,  a l t h o u g h  it is  n o t  i d e n t i c a l  w i t h ,  

w h a t  I h a v e  d e s c r i b e d  as  t h e  c u l t u r e d  a n d  s h a r e d  d i s c o u r s e  

of p r e - W o r l d  War 1 s o c i e t y  (see p ,  87)  ) resembles t h e  

n a r r a t i o n a l  t e x t s  i n  w h i c h  H-D, is p a r t i c u l a r l y  a t -  

t e n t i v e  t o  h e r  t e x t  = a r t t c u l a t i o n .  F u t h e r m o r e ,  w h a t  

MacCabe c a l l s  t h e  l l c o m f o r t i n g  B e n v e n i s t e t s  s u j e t  

d e  I t 6 n o n c i a t i o n ,  c a n  be re la ted t o  t h e  d i s t i n c t  a n d  - 
,+t-nrni s t  i c .  : . ( . I F  vrh ic-11 J d e s c r i b e d  w i t h  reference t o  t h e  



e s t r a n g e d  p a s s a g e  from "The  G i f t w  a n d  W i l l i a m  James' 

d e s c r i p t i o n  o f  " t h e  s i c k  s o u l t 1  (see P a r t  One ,  1 1 1 ,  w h i l e  

w h a t  h e  c a l l s  t h e  g r a m m a t i c a l  l t ' i t , ' l t  t h e  s u j e t  de 

l ' & n o n c k ,  c a n  be r e l a t e d  t o  t h e  s h i f t i n g  s u b j e c t i v i t y  

of l l d i s c o u r s e l l - l i k e  poems  s u c h  as " S e a  Rosew a n d  " A l l  

M o u n t a i n s , l 1  "The  book of life1' r e s u l t s  when t h e  llcom- 

f o r t i n g  'I 'lt h o l d s  i t se l f  away  from t h e  t e x t  a n d  o b s e r v e s  

t h e  g r a m m a t i c a l  s u j e t  de 1 ' 6 n o n c 6  a s  i t  a p p e a r s  i n  t h e  

a r t i c u l a t i o n s  o f  t h e  t e x t .  I f  i t  !.s t o  m a i n t a i n  i t s  

own d i s t i n c t i o n  a t  t h i s  p o i n t ,  t h e l t c o m f o r t i n g  '1"' 

m u s t  r e a d  ( l l t u r n  a n d  r e a d t 1  as  H.D, w r i t e s  i n  *lThe 

R e v e l a t i o n " )  t h e  s u j e t  de 1 ' 6 n o n c g  as  if i t  w e r e  o t h e r  

t h a n  i t se l - f ,  a n d  c o n s e q u e n t l y  t h e  s y n t a c t i c  o p e r a t i o n s  

of t h i s  g r a m m a t i c a l  s u b j e c t  a re  a t t r i b u t e d  t o  t h e  

w o r l d  i n  r e l a t i o n  t o  w h i c h  t h e  t e x t  a c h i e v e s  s i g n i f i c a n c e ,  

L i k e  M a c C a b e ' s  l 1 n a r r a t i v e , l 9  t h e  t e x t  d i s a p p e a r s  i n t o  t h e  

w o r l d ,  a n d  t h e  u n c o n s c i o u s  g o e s  off  i n  s e a r c h  of a home 

b e t w e e n  w o r d s  become ' p r i m a l  forms' of a g e n e t i c  e a r t h ,  

S o  t h e  q u e s t i o n  of w r i t i n g  i n  t h e  w o r l d ,  of " t h e  

b o o k  of l i f e , "  b r i n g s  u s  b a c k  t o  t h e  a m b i v a l e n c e  of 

H , D , ' s  e a r l y  w o r k :  a n  a m b i v a l e n c e  w h i c h  is e v i d e n t  i n  

H . D , ' s  o s c i l l a t i o n  b e t w e e n  ' s u b j e c t s '  ( b e t w e e n  t h e  

u n i f i e d  s u j e t  de l 1 & n o n c 4  a n d  t h e  i ~ n i t a r y  s u j e t  - d e  

l f d n o n c i a t i o n ) ,  a n d  a l s o  i n  t h e  r e l a t e d  d i f f e r e n c e  



i n  wh ich  H.D , ,  l i k e  H e d y l u s  i n  t h e  b i r t h  p a s s a g e  d i s -  

c u s s e d  o n  p. 8 3 ,  lets h e r s e l f  down i n t o  t h e  o p e r a t i o n s  

o f  h e r  t e x t ,  a n d  t h e  less i n h a b i t e d  l a n g u a g e  o f  p o e m s  

( " n a r r a t i . v e s l ' )  l i k e  "The  G i f t n  a n d  "The  R e v e l a t i o n n  i n  

w h i c h  HOD, s p e a k s  f r o m  a r e s e r v e d  d i s t a n c e ,  s a y i n g  w h a t  

s h e  m e a n s  t o  s a y .  R e t u r n i n g  t o  L a c a n ,  w h o s e  w o r k  p l a y s  

a n  i m p o r t a n t  p a r t  i n  M a c C a b e ' s  e s s a y ,  i t  is p o s s i b l e  t o  

i d e n t i f y  t h e s e  t w o  ' s u b j e c t i v e '  s t a n c e s  i n  r e l a t i o n  t o  

w r i t i n g  w i t h  the o r d e r s  t h a t  L a c a n  h a s  f o r m u l a t e d  a s  t h e  

i m a q i n a r y  a n d  t h e  s y m b o l i c .  MacCabe s u m m a r i z e s  L a c a n  as 

f o 1 J . o ~ ~ :  

F o r  L a c a n ,  v i s i o n  o f f e r s  a p e c u l i a r l y  p r i v i l e g e d  

b a s i s  t o  a n  i m a g i n a r y  r e l a t i o n  o f  t h e  i n d i v i d u a l  

t o  t h e  w o r l d ,  T h e  i m a g i n a r y  r e l a t i o n s h i p  is  

c h a r a c t e r i s e d  b y  t h e  p l e n i t u d e  i t  c o n f e r s  o n  b o t h  

s u b j e c t  a n d  o b j e c t ,  c a u g h t  as t h e y  are  o u t s i d e  

a n y  d e f i n i t i o n  i n  terms o f  d i f f e r e n c e - - g i v e n  i n  

a f u l l  s u b s t a n t i a l  u n i t y ,  T h e  i m a g i n a r y  is  c e n -  

t r a l  t o  t h e  o p e r a t i o n s  of t h e  human p s y c h e  a n d  i s  

c o n s t i t u t e d  as s u c h  i n  e a r l y  i n f a n c y ,  S o m e w h e r e  

b e t w e e n  t h e  s i x t h  a n d  e i g h t e e n t h  m o n t h ,  t h e  s m a l l  

human i n f a n t  d i s c o v e r s  i t s  r e f l e c t i o n  i n  t h e  

mirror;  a n  a p p r e h e n s i o n  of u n i t y  a l l  t h e  more 

s u p r i s i n g  i n  t h a t  i t  n o r m a l l y  o c c u r s  b e f o r e  motor 

c o n t r o l  h a s  e n s u r e d  t h a t  u n i t y  i n  p r a c t i c e ,  T h e  

s p e c u l a r  r e l a t i o n  t h u s  e s t a b l i s h e d  i n  t h i s ,  t h e  

mi r ro r  p h a s e ,  p r o v i d e s  t h e  basis Tor p r i m a r y  

n a r c i s s i s m ,  a n d  is  t h e n  t r a n s f e r r e d  o n t o  t h e  rest 

of t h e  human w o r l d  w h e r e  t h e  o t h e r  i s  s i m p  l y seen 

as a n o t h e r  ver:;  i o n  o f  t h e  same--(-)I !-he '1' w t ~  i c h  

is t h c  c e n t r e  0 1  the w o r l d .  I t  is o n l y  w i t 1 1  the 



apprehension of genital difference that the 

child leaves the comfortable world of the 

imaginary to enter into the world of the symbolic, 

The symbolic is understood by Lacan (after ~6vi- 

Strauss) not as a set of one-to-one relationships 

but as a tissue of differences which articulate 

the crucial elements within the child's world. 

It is the acceptance of a potential lack (castration) 

which marks the child's access to the symbolic 

and to language. Language in the realm of the 

imaginary is understood in terms of some full 

relation between word and thing; a mysterious 

unity of sign and referent, In the symbolic:, 

language is understood in terms of lack and absence 

--the sign finds its definition diacritically 

through the absent syntagmatic and paradigmatic 

chains it enters into. As speaking subjects we 

constantly oscillate between the symbolic and the 

imaginary--constantly imagining ourselves granting 

some full meaning to the words we speak, and 

constantly being suprised to find them determined 

by relations outside our control. But if it is 

the phallus which is the determining factor for 

the entry into difference, difference has already 

troubled the full world of the infant, The 

imaginary unity has already been disrupted by 

the cruel separation from those objects originally 

understood as part of the subject--the breast and 

the faeces. The phallus becomes the dominating 

metaphor for all these previous lacks, Lacan 

defines the centrality of the phallus for the 

entry into the symbolic and language when he 

describes the phallus as 'the signifier destined 

to designate the effects, taken as a set, of 

signified, in so far as the signif ier conditions 



these effects by its presence as signifier'(Ecrits, 

Paris 1966, p 690). The signified hewis exactly 

the imaginary full meaning constantly contaminated 

by the signifier9s organization along constituting 
7 3  
I .J and absent chains. 

MacCabe himself correlates "narrativev and the sujet de 

with the imaqinary, and and 

the sujet - de l'&nonc& with the symbolic, The contra- 

dictions between H,D,*s mysticism and her material i-sm, 

hetween the two 'subjectivities' evident in her work, 

between the supposedly transparent lanquaqe o! "The 

Revelationw and the resonant and opaque language of 

texts such as "All Mountains," can be read as versions 

of the the inevitable contradiction between the imaginary 

and the symbolic, Indeed, at a more particular level, 

H . D , * s  Hedylus can be read as a text which works at the 

intersection of the imaqinary and the symbolic, In the 

passage discussed on pp, 82-3,, Hedylus is borne from 

the specular and mirror-bound world of his mother, Hedyle 

(his own feeling is one of displacement), and enters the 

shifting experience of a subjectivity which seeks t.o 

find itself as it is articulated withln a poetic 

"discoursew (in MacCabe's sense) associated, if not 

explicitly with the phallus, then in at least two 

different ways with the father, Firstly, HOD,, whose 



of E u r i p i d e s t  P h a e t h o n ,  i d e n t i f i e s  H e d y l u s  w i t h  P h a e t h o n .  

P h a e t h o n  w a s  t h e  s o n  of Helios,  a n d  t h e  f i rs t  poem 

t h a t  H e d y l u s  r e a d s  o n  t h e  l e d g e  a b o v e  t h e  sea is  c o n -  

c e r n e d  w i t h  Helios. S e c o n d l y ,  a f t e r  b u r n i n g  t h e  m a n u s c r i p t  

poems  w h i c h  h e  h a s  j u s t  read as i n s u f f i c i e n t  t o  h i s  n e e d s ,  

H e d y l u s  i s  a p p r o a c h e d  b y  a n  a t t e n d a n t  of D o u r i s 1  who  

h a s  o v e r h e a r d  h i s  r e a d i n g ,  D o u r i s ,  who w a s  H e d y l e l s  

lover  a t  t h e  t i m e  of H e d y l u s *  c o n c e p t i o n ,  r e p r e s e n t s  

t h e  q u e s t i o n  of f a t h e r h o o d  f o r  H e d y l u s ,  a n d  when t h e  

a t t e n d a n t  b r  i n g s  h i m  t o  meet D o u r i s ,  t h i s  f a t h e r - f  i g u r e  

e n c o u r a g e s  h i m  t o  l e a v e  t h e  i s l a n d  w o r l d  o f  h i s  m o t h e r ,  

a n d  t o  set o u t  o n  t r a v e l s  w h i c h ,  as  H O D ,  p r e s e n t s  t h e m ,  

a re  c e r t a i n l y  r e l a t e d  t o  P h a e t h o n l s  j o u r n e y  t-o t h e  h o u s e  

of t h e  s u n  ( ~ e l i o s ) .  E f f e c t i v e l y  t h e n ,  l a n g u a g e  ( t h e  

m a n u s c r i p t  p o e m s )  b r i n g s  H e d y l u s  i n t o  a mobile s u b j e c t i v i t y  

- - t h e  e x p e r i e n c e  of v o y a g e - - w h i c h ,  l i k e  t h e  s y m b o l i c ,  is 

c o n s t i t u t e d  by l a c k ,  H,D.ls b o o k  closes as H e d y l u s  

s a i l s  of f  i n t o  t h e  b l u e ,  C o n s i d e r i n g  t h e  r e l a t i o n  

b e t w e e n  H e d y l u s  a n d  P h a e t h o n ,  h o w e v e r ,  o n e  c a n  g a t h e r  

t h a t  H e d y l u s *  t r a v e l s  h a d  better n o t  e n d ,  T h e r e  w a s  

o n l y  d e a d l y  r e s o l u t i o n  f o r  P h a e t h o n  who  j o u r n e y e d  i n  

order t o  m e r q e  w i t h  h i s  f a t h e r ,  a n d  t h u s  t o  f i l l  t h e  

, y a p '  o r  ' l a c k '  o c c a s i o n i n g  h i s  m o v e m e n t ,  H o l d i n q  

reluctant Welios t o  t h e  let ter of a p r e v i o u s  o a t h ,  P l i a e t h o n  

is p e r m i t t e d  t o  r i d e  t h e  s u n  c h a r i o t  r o u n d  t h e  e a r t h .  

T o o  w e a k ,  h e  loses c o n t r o l  of t h e  c h a r i o t ,  s c o r c h e g  



the earth, and brings about his own disintegration. 

Woven into H.D.'s Hedylus, the story of Phaethon and 

Helios can be read as a mythical account of an attempt 

to resolve the necessary (because fundamentally human) 

contradiction between the imaqinary and the symbolic. 

H.D. specifies her own work in the unstable and 

liminal place--"somewhere"--of a late poem entitled 

"Sigiln (first published in 1952): 

Now let the cycle sweep us here and there, 

we will not struggle; 

somewhere, 

under a forest-ledge, 

a wild white-pear 

will blossom; 

somewhere, 

under an edge of rock, 

a sea will open; 

slice of the tide-shelf 

will show in coral, yourself, 

in conch-shell, 

myself; 

somewhere, 

over a field-hedge, 

a wild bird 

will lift up wild, wild throat, 

and that song heard, 

will stifle out this note. 
74 



The word h a s  become a * * s i g i l , l l  a llclassicw moment o f  

s y n c h r o n y ,  a n  a m u l e t i c  moment of  * f u l l c  p h e n o m e n o l o g i c a l  

p r e s e n c e .  B u t  b e c a u s e  t h e  c r u c i a l  a m u l e t i c  word "some- 

w h e r e w  is  s p e c i f i c a l l y  u n s p e c i f i c  t h i s  ' f u l l n e s s * - - t h e  

d i s c o v e r a b l e  f u l l n e s s  t h r o u g h  w h i c h  H O D .  j u s t i f i e s  t h e  

a c q u i e s c e n c e  a d v o c a t e d  i n  t h e  f i rs t  t w o  l i n e s - - b r e a k s  

i n t o  t h e  c o n t r a d i c t o r y  a n d  moving s e n s e  of s e a r c h  a n d  

a b s e n c e  w h i c h  p e r v a d e s  t h e  rest of t h e  poem, The poem 

j o i n s  p r e s e n c e  w i t h  a b s e n c e ,  d i s c o v e r y  w i t h  s e a r c h ,  t h e  

s u b j e c t i v e  t e n d e n c y  t o  s p e a k  from a r e s e r v e d  d i s t a n c e  

( s a y i n g  w h a t  is  m e a n t ,  as i n  t h e  f i rs t  t w o  l i n e s )  w i t h  

t h e  s u b j e c t i v e  t e n d e n c y  t o  d e s c e n d  i n t o  t h e  s e l f  con-  

s t i t u t i n g  a n d  d i v e r s e  a r t i c u l a t i o n s  of t h e  t e x t ;  i t  

c o n j o i n s  e m p h a s i s  o n  t h e  a p p a r e n t  t r a n s p a r e n c y  o f  t h e  

* f u l l *  word w i t h  e m p h a s i s  o n  t h e  way w o r d s  i n e v i t a b l y  

arc  i n t o  e a c h  o t h e r ,  t h e r e b y  e s t a b l i s h i n g  c o n t i n u o u s  

c h a i n s  of movement ( w h i c h ,  as  H . D , * s  poem s u g g e s t s ,  o n l y  

e n d  when t h e y  are  b r o k e n  o f f ,  d i s c o n t i n u e d ) ,  a n d  s h r e d d i n g  

t h e  ' f u l l n e s s '  w h i c h  a s  d i s c r e t e  e n t i t i e s  t h e y  a l s o  i m p l y ,  

I n  s u g g e s t i n g  t h a t  l t S i g i l , "  as d e s c r i b e d  a b o v e ,  b r i n g s  

t h e  i m a q i n a r y  a n d  t h e  symbolic i n t o  c o n c r e s c e n c e  w i t h  o n e  

a n o t h e r  I d o  n o t  mean t o  r e d u c e  t h e  poem t o  t h e  terms o f  

L a c a n t s  a n a l y s i s  ( w h i c h  is p r o b l e m a t i c  t o  t h e  e x t e n t  

t h a t  i t  is a r t i c u l a t e d  t h r o u g h  t h e  i d e a  of c a s t r a t i o n ) ,  

b u t  i n s t e a d  t o  i n d i c a t e  t h e  g e n e r a l  c o n s i s t e n c y  of t h e  

p a r t i c u l a r  c o n c e r n s  w h i c h  i t  d r a w s  t o g e t h e r ,  



The liminal ffsomewherew in which H.D.*s work is 

situated can only in part be defined as the space which 

the writing opens between "numbn moments of normalized 

consciousness (see p. 17.). For it is also the threshold 

between H.D. and the world which is raised into the 

writing as the phenomenology (imaqinary) within which 

the texts set about their work (symbolic). Thus, by 

the time of Hermetic Definition (published posthumously, 

1 9 7 2 )  H.D,'s angels, having flown from their function as 

figures through which H.D. sought to articulate the symbolic 

nature of her writing, are presented as co-ordinates of a 

systematization of experience which is both teleological 

and eschatological. The shift is easy enough to under- 

stand. Having worked so hard to comprehend and accomodate 

the unconscious activity evident in the intervals between 

words at what I have discussed as a psychological level, 

H.D. moves outward--via (1) the recognition that it is 

words which make realities of things and (2) an imaqinary 

identification of textual time with historical time--and 

proposes that an organized and guiding unconsciousness 

exists in the intervals between things and events in the 

historical world. Instead of recognizing this unconscious- 

ness as her own appearing in the world as a result of the 

synchrony which she had struggled to br in? almut: in her 

writing, insteati of recoqnizing it as a condition of tlle 

(shared) discourse in which history and experience are 



collectively understood, she attributes it to a godhead, 

to the author of a llclassicll world in which substance and 

mind are synchronized by their mutual participation in 

divinity. The con jurings of Hermetic Definition recall 

Adorno's description of occultist abracadabra (see p, 13 1 ,  

but they are more suggestive of what ~uk6cs says happens 

to the world when the lyrical llrelationship between soul 

and nature1' is extended beyond its proper domain in the 

moment : 

At the lyrical moment the purest interiority 

of the soul, set apart from duration without 

choice, lifted above the obscurely-determined 

multiplicity of things, solidifies into sub- 

stance; whilst alien, unknowable nature is 

driven from within, to agglomerate into a 

symbol that is illuminated thr-ouqho~~t. Yet 

this relationship between soul and nature can 

be produced only at lyrical moments. Other- 

wise, nature is transformed--because of its 

lack of meaningo-into a kind of picturesque 

lumber-room of sensuous symbols for literature; 

it seems to be fixed in its bewitching mobility 

and can only be reduced to meaningfully animated 

calm by the magic word of lyricism, Such moments 

are constitutive and form-determining only for 

lyric poetry; only in lyric poetry do these 

direct sudden flashes of the substance become 

like lost original manuscripts suddenly made 

lcqihlc; only in lyric poetry i s  the slltr i c c t ,  

the l r eh  ; c l e  of such experiences, transf prmed 



i n t o  t h e  so le  carrier of m e a n i n g ,  t h e  o n l y  

t r u e  r e a l i t y .  75 

I f  H , D , ' s  l a te  r e v e r s i o n  t o  m y s t i c i s m  is  c o n n e c t e d ,  as  

I t a k e  it t o  be, w i t h  h e r  e n d e a v o u r  t o  b r e a k  t h e  d e p e n d e n c y  

of h e r  w r i t i n g  o n  t h e  " l y r i c a l  momentrt of n a i v e  ( b e c a u s e  

a p p a r e n t l y  u n r n e d i a t e d )  c o n s c i o u s n e s s - - e n c o u n t e r s  w i t h  

f l o w e r s  e t c , - - t h e n  i t  is  a l s o  r e l a t e d  t o  h e r  e n d e a v o u r  

t o  u n d e r s t a n d  how human ' s u b j e c t i v i t y '  a n d  e x p e r i e n c e  

a re  c o n s t i t u t e d  as t h e y  are o r g a n i z e d  w i t h i n  d i s c o u r s e ,  

Only when t h i s  c o n s t i t u t i v e  f u n c t i o n  o f  s y m b o l i c  d i s c o u r s e  

is u n d e r s t o o d  w i l l  it be p o s s i b l e  t o  f i n d  a p l a c e  f o r  

t h e  i m a q i n a r y  v o c a b u l a r y  of " s o u l s , r f  " i n t e r i o r i t y , "  

a n d  ' f u l l  s u b j e c t i v i t y '  w h i c h  ~ u k a c s  associates w i t h  

t h e  l y r i c  a n d  s h a r e s  w i t h  H O D , ;  o n l y  t h e n  w i l l  it be 

p o s s i b l e  t o  know " u n k n o w a b l e  n a t u r e m  ( a  c o n c e p t ) ,  t o  

u n d e r s t a n d  " t h e  o b s c u r e l y - d e t e r m i n e d  m u l t i p l i c i t y  o f  

t h i n g s , I t  a n d  t o  r e c o n c i l e  t h e  i d e a  of t r a c i n g  o u t  " l o s t  

o r i g i n a l  m a n u s c r i p t s w  w i t h  t h e  material  c o n d i t i o n s  o f  

human l i f e  o n  e a r t h .  
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