At War with the Classics: H.D.'s Rewritings of Euripides

Bertrand ROUBY Université de Limoges H.D., born Hilda Doolittle, was one of the most European of American poets. After moving to London at 25, she helped define European modernism when she launched Imagism with her former fiancé Ezra Pound, and also made friends with Sigmund Freud in the 1930s, which infused her work with a new outlook on Greek mythology. Her personal research in Greek thought serves two purposes, prominently as a reservoir of images and metaphors, and simultaneously as a thinly veiled disguise for autobiographical concerns, a direction which this paper will not examine, having largely been covered by critics of H.D.'s work. In the course of three decades, H.D. published several poetic works based on the tragedies of Euripides, all aiming at recovering the traces of archaic texts, so that the distinction between translation, adaptation and rewriting often appears to be flimsy. Her Hippolytus Temporizes (1927) is the reinvention of Hippolytus Veiled, a play by Euripides only known through a fragment said to have displeased the audience, while Ion (1939), a translation interspersed with comments 1 , and Helen in Egypt (1961) 2 , a 300-page rewriting of a fifty-page fragment, include experiments in rhythm, tonality and form which hark back to ancient dramatic forms. Thus, much of her work consists of adaptations, translations and rewriting of classical Greek texts which she compounded with a singular vision of the psyche. However, for one so well versed in all things psychoanalytic, her poetry is remarkably free of the related parlance. That is because H.D. viewed psychoanalysis as a platform for multiple interpretations and new imagery, not as a dogma. In this as in several other matters, she was never likely to go by the book, judging the Viennese school to be male-dominated and reductive. Accordingly, instead of falling back on conventional figures like Oedipus, she turned to other myths, not so much for symbols as new questions. A Freudian poet rewriting Greek tragedies from a feminine standpoint -one could be forgiven for expecting such familiar tropes as the return of the repressed or the voicing of alterity, and H.D.'s writing does include that dimension, but she ultimately proposes a different pattern for interpreting palimpsests. While duly paying lip service to the Freudian model of id, ego and super-ego, H.D. suggests an alternative reading of the psyche, one that is based on the twin figures of weaving and stitching. Bearing in mind that a "text" is so called with reference to the Latin verb "texere", which means "weaving", one can posit that the relation of palimpsest to text is similar to that of patchwork and cloth. H.D.'s poetry bears traces of darning and mending, and contrary to well-executed embroideries, the seams are meant to show through. This paper will demonstrate how H.D. uses several interlacing metaphorical strands (archaeology, labyrinths, hieroglyphics, tapestry…) to define poetry as a process of gradual disclosure with overlapping meanings, and how those concurrent meanings relate to the interplay of measure and excess (restraint versus passion, cadence versus rhythm, formal speech versus invective).

Sophrosyne and the passion for analysis

In Hippolytus Temporizes, a furious Phaedra voices her hatred for Greece, its "icy fervour", "high enchantments" and passion for analysis. In her words, Greece has lost all "impetuousness of speech", favouring "particular graces", "peculiar ardours", "separate flowers" and "particular prayers". As opposed to the Greek sense of measure, Phaedra's fury is like all Hell let loose, or Hades, for that matter 3 . Hippolytus Temporizes is based on a lost tragedy composed by Euripides, Hippolytus Veiled, in which an emboldened Phaedra confessed her love and made sexual overtures, leading Hippolytus to cover his face in shame. The original play was about the contrasting demands of desire and decorum, with Phaedra standing for furious desire, though such a crude portrayal of passion was shocking in the context of Athenian polity: the City represents values of moderation, temperance and restraint, so that the voicing of desire was perceived to threaten the very fabric of political life. To Athenian audiences, Phaedra showed no civic concern, rejecting the values of the polis 4 . After that play failed to win the favours of the public, reported to have expressed its displeasure at the performance, Euripides wrote a second version, in which a more modest Phaedra combats her sexual appetites. Thus, H.D.'s Hippolytus Temporizes is the rewriting of a lost text, a text which was itself rewritten; her endeavour consists in re-imagining a lost play, using scant and uncertain evidence from Aristophanes of Byzantium. Hippolytus Temporizes appears as the staging of absence -not even that, as H.D.'s poetic text was not intended for the stage. It is in more senses than one a shadow play. H.D. chose a form intended for verbal, not visual rendition, grounded in the reconstruction of a text which we have come to know mostly through the reactions of the spectators.

Of course, that the original text of Hippolytus Veiled was lost strengthens its credentials as an outrageously scurrilous play and a possible blueprint for contemporary performances featuring nude bodies on the stage. All that remains of the original play is the reaction of Hippolytus, who covers his face in shame on hearing Phaedra's speech, thereby cementing the status of the Ur-text as one of the most shockingly crude exhibitions of female desire ever committed to the stage. Interestingly, when Phaedra propositions him, Hippolytus covers his face with a veil instead of, say, stopping his ears: the immodesty of Phaedra's advances takes on a visual dimension. Phaedra's impudent speech horrified not just Hippolytus but Athenian audiences too, all sense of propriety or decorum having been thrown overboard. Thus, Phaedra's monologue in H.D.'s rewriting addresses that Greek sense of restraint which caused Hippolytus to cover his face and the audience to frown on the original play. The naked expression of Phaedra's desire was decidedly un-Greek, and was bound to offend audiences accustomed to seeing actors behind masks. In that respect, Hippolytus Veiled was an offence against the Greek sense of restraint known as "Sophrosyne". "Sophrosyne", originally a Goddess or spirit of moderation who escaped Pandora's box, implies restraint, moderation and emotional control, and could be summed up as "everything in moderation and nothing in excess". Sophrosyne, a direct expression of the Greek sense of propriety translated in Latin as "Continentia" or "Sobrietas", entails self-control and the containment or suppression of vehemence 5 .

In H.D.'s text, Phaedra attacks not only Greek modesty and self-censorship, but also the Greek mentality at the time of Euripides and Plato, characterized by excessive reliance on rationality and analysis. In the second Act, Greece is said to be "cold and drear" because it values restraint over passion and self-expression. This turn of mind is linked with a Weltanschauung also conveyed in religious practices, and when Phaedra condemns the Greek propensity for logical deduction, she also laments the decadence of the sacred into a bland, watered-down form of polytheism with a host of minor deities for each particular place and "each separate flower". In her view, Greek polytheism has degenerated into metaphysics, breaking down the oneness of being into discrete entities, like so many specimens displayed for inspection. The Greek bent for classification has substituted a tame, domesticated version of religion for the larger mysteries of the Divine, much in the same way as household gods in the Roman world. The oxymoron "icy fervour" refers to the ethics of moderation in ancient Greece which consists in finding the middle way, rejecting Hubris and valuing temperance instead. In Phaedra's words, the Greek sense of measure consists in yoking together the polar opposites of fire and ice without ever achieving harmonious integration. The implication is that Greek metaphysics, by emphasizing specifics and particulars, tends to freeze the ever-flowing stream of Being. In Hippolytus Temporizes as in her poetry, H.D.'s vision is infused with a Heraclitean view of being as flux as opposed to latter-day rationalism, a thread running from Plotinus to Heidegger through medieval Neoplatonism, Schelling and modern Gnosticism.

It would thus seem that Hippolytus Temporizes might be read along the lines of Romantic, quasi-mystical opposition to Platonic dualism. H.D. was certainly not the first to blame the Greek mind for breaking down reality into particulars, and several of her comments echo Heidegger's indictment of Athenian paideia, which substitutes logical correctness (Richtigkeit) for the discovery of truth (aletheia, best translated as "Unconcealedness 6 "). Greece appears as a realm of "particulars" which has no use for "impetuousness of speech", a civic, urbane and desiccated world. "I ache with some old savagery", Phaedra exclaims, and longs for the shores of Crete ("imagine we were back in Crete", the text continues); Crete, the realm of the Minotaur, is a land of organic beauty, a land of magic and "enchantment 7 ". In H.D.'s version, Myrrhina, Phaedra's servant-lady, voices their common nostalgia for organic beauty and "dance" as opposed to frozen, stately Greece 8 , a distinction to be read as part of a modernist mood which envisions metre as a form of dance, not cadence [START_REF] See | Michael Robartes and the Dancer[END_REF] . Similarly, woods and forests are defined as a space of "strange fantasies 10 " blessed with an overall sense of harmony, while the Greek mind cannot see the forest for the trees, or the diadem for the pearls.

The ethics of rhythm

A similar attack on Greek coldness is voiced in H.D.'s translation of Ion, with several significant stylistic consequences. Her version is interspersed with the comments of a chorus achieving a rhythmic, hypnotic effect. In one of those interventions, the choral voice draws a parallel between "that shifty, analytical, self-critical, experimental race of the city of Athens" and "the excess of our logical deductions 11 ". Learning Greek with a dictionary is insufficient, the chorus claims; it is first and foremost a language of the body and should be perceived as such so as to reconcile "emotional fervour" and intellect. This leads the poet to plead for a reconciliation of reason and passion, a process which finds its apex in Helen in Egypt with the interaction of Greek metaphysics and Egyptian thinking. The emblem of this attempted synthesis is the mysteries of Eleusis, which H.D. views as a surfacing of the cult of Osiris in that of Demeter and Persephone. Thus, she believes in an undercurrent of Egyptian mysticism all but buried in the Greek mind. In terms of style, many readers find Helen in Egypt to be somewhat cumbersome as the author makes extensive use of near-synonyms and questions left unanswered, dotting her work with cryptic statements pronounced by a changing cast of characters, so that the unsuspecting reader may quickly lose track of who says what to whom. What H.D. values is not the sifting of historical evidence, not the careful assessment of facts, but an abundance of riddles, for which the figure of the Sphinx provides a template. Should one perceive Phaedra, the choral voice in Ion and Helen as so many mouthpieces for H.D., she apparently blames the Greek ethos for stifling the voice of the Other. On the contrary, H.D. favours open questions and serial differences.

Though it would be tempting to ascribe reason and passion to gender differences, H.D.'s outlook is more astute than a mere opposition of wild nature and unbridled fervour posited as feminine and Cretan while cold reason is masculine and Athenian. That would merely come down to using the old familiar tropes which justified the subordination of women, and falling back on such tropes, if only to invert them, remains a form of acknowledgement since it lends them credit as a valid dichotomy. Besides, the example of Hippoytus Temporizes clearly shows that excessive emphasis on rationality and restraint can be a form of passion, while Phaedra's fury appears as the result of containment, therefore not as an innate characteristic. Far from such easy polarities, H.D. explores the undercurrents which have shaped present culture, and gives them stylistic expression. What Phaedra hates about Greece is the veins frozen into the marble of Doric columns, the Academy (and as Plato made clear, no one ignorant of geometry should enter the Academy), and metre itself, the proper measure and the tame iambic alternation of short and long. Conversely, what she loves about Crete is the quickening pulse and the fever, the wild forests and the high priestesses at strange altars, the throbbing of desire outracing the neat cadence. Metric regularity is another figure for Sophrosyne, the principle of restraint and containment, as expressed by Hippolytus, according to whom the power of song is supposed to "contain the ecstasy and the heat [START_REF]Artemis: No craftsman may imprison / my swift feet-/ Hippolytus: Nay, wild and sweet, / but song may yet entrap you, / fire and rhythm / may yet contain the ecstasy / and the heat / cold like white lightning-/ Artemis: O what, / what, / what, Hippolytus, / do you seek? / Hippolytus: I seek as a wood-lover, / O wild heart, / the very pulse and passion of your feet…[END_REF] ". Hippolytus himself ponders on the ambiguities of metre, which contains but does not suppress desire. Sophrosyne, not so much erasure as containment, takes on a poetic dimension, substituting logical detachment for vehemence and invective.

While Hippolytus suggests that metre and rhythm "may yet contain the ecstasy", he is also first to denounce "senile Greek urbanities 13 ", so that metre appears both as a bulwark against chaos and an inhibiting device threatening to stifle creativity. In his dialogue with Hyperides, he defines poetry as that which should "contain" and "drown out our mortal terror", claiming that the formal rules favoured by Hyperides are but a "mockery of set and stated time, of word and metre 14 ". As those words ring out, the implied audience is faced with a sense of mystery-the terror is contained within the song but still present, preserved and sublated in the song as in a dialectic process. In his view, successful poetry does exactly that, hinting at the destructive effects of passion by means of poetic form, neither giving it free reign nor stifling it altogether. At that stage in the poem, Hippolytus is in hot pursuit of Artemis and voices a form of ars poetica, trying to capture "the very pulse and passion of [her] feet" in the thrill of the chase. Hippolytus pursuing Artemis becomes a figure for the attempt to capture beauty in song, with irregular footsteps as the representation of poetic rhythm. This is conveyed by his insistence on "framing", "imprisoning" and "drown[ing] out / our human terror [START_REF]What is song for[END_REF] "-poetic metre is meant to "contain" the sublime, in both senses of the word "contain", enclose and restrain. The author also rejects the "mockery of set and stated time" in her translations, moving from "suave metres" to shorter, broken lines, with alternating half-lines as opposed to the "sustained narrative" of the original [START_REF]The broken, exclamatory or evocative vers-libre which I have chosen to translate the twoline dialogue[END_REF] . As Hippolytus is intoxicated with the thrill of the chase, he rejects the "set and stated time" of urbane, polite dances in favour of "sudden rhythm" and frenzy, and accordingly, H.D. introduces caesuras, interruptions, overlapping voices, giving the text a staccato rhythm which sounds like a quickening pulse. In those lines, H.D.'s vision is rooted in The Birth of Tragedy since, according to Nietzsche, Euripides had a sobering influence on Dionysian intoxication [START_REF] Nietzsche | The Birth of Tragedy[END_REF] . The wariness of Hippolytus and H.D. towards the Apollonian is contained in the word "metre", as opposed to "feet"-while metre is essential to poetry, it constantly runs the risk of becoming a formalized, ossified parody of "living footfalls". In the words of Hyperides, the iambic form should merely be used "to beat out / the tune / for feet to move by", only striking shallow cadences which do not engage the heart. This form of metre is associated with the lyre, an instrument which has degenerated from the attribute of Orpheus to a polished, genteel, harmless accessory, shedding all vestigial traces of lyricism in the process [START_REF]The opposition of measure and rhythm is also tackled by Gilles Deleuze and Félix Guattari in A Thousand Plateaus, measure being viewed as[END_REF] .

Iambos and invective

Hippolytus dismisses the lyric chorus as a mere "mockery", a conventional form without any commitment to expressing beauty. Hyperides, on the contrary, celebrates the forms and patterns of Greek songs as a proper accompaniment to set people dancing at festivals, explaining that "we patterned [the form] / on the iambics brought / but late, / by way of Cos / to Attica 19 ". The word "iambics" refers not so much to metric alternation of short and long or stressed and unstressed syllables as to a poetic genre known as iambic poetry (iambos), as indicated by the reference to Demeter in Hippolytus' reply. Iambos originated in the cults of Demeter and Dionysus and aimed at blaming unsuitable behaviours, mixing insult, scathing invective and moral outrage. The little evidence we have suggests that the original iambus as practiced by Archilochus was just as shocking to Athenian audiences as Euripides's Hippolytus Veiled [START_REF]See Greek Iambic Poetry[END_REF] . The public reportedly felt aggravated at hearing Phaedra's advances and Archilochus's insults, though H.D. is not so much preoccupied with matters of semantic content as with the very pattern of outrage and disappearance, and the fact that such texts and traditions have been nearly blotted out of memory. In Hippolytus Temporizes, the iambic lyre has become a harmless instrument divested of all satirical or Dionysian purpose. However, desire lives on under the veneer of decorum, and similarly, the old poetic forms are still alive. Body and text are palimpsests in which the archaic is not so much erased as contained.

The motif of the palimpsest is repeated in those lines about the original function of verse. In the same way as Euripides' Hippolytus Veiled is left for us to reimagine, so the primary role of iambos is something that we can only reinvent from the few sources available. Writing is comparable to an archeological process, but it is just not sufficient to dig into the past significance of poetic forms; once uncovered, those layers should be woven into a new text. Intertwining is the dominant figure, more so than just excavating. Historically, those primitive layers uncovered in H.D.'s poetry were never banned or censored; Hippolytus Veiled was not lost because of the outrage it provoked, and iambos was never outlawed. Instead, both productions merely faded into oblivion. Whether we are dealing with Phaedra's passion or the original iambic poetry, these twin figures of savagery were censured but not censored, not banned, simply written over with new signifiers. The gesture that defaced and obliterated those ancient texts is one of tacit cultural suppression more than deliberate repression, and so, exactly as in a palimpsest, the object of H.D.'s adaptations is to look past later superscriptions and inquire into that strange alloy of terror and outrage forming the original text.

Recovering, weaving and stitching

Reaching past the veneer of neat cadences and salvaging the ancient sense of ecstasy-that endeavour culminated in H.D.'s masterpiece, Helen in Egypt, published in 1961, thirty-four years after her first adaptations from Euripides. Like her other magnum opus, The Walls Do Not Fall, published in 1944, Helen in Egypt is concerned with issues of cultural redefinition in troubled times, namely after World War II. While The Walls Do Not Fall refers to the bombing of London, Helen in Egypt tackles the male heroic tradition inscribed in epic and tragedy. In H.D.'s version, brawny, bellicose heroes are merely waiting in the wings. However, she eschews the binary opposition of male warmongering and female domesticity in favour a series of open questions, inconclusive statements and aporetic reflections. One section of that book-long poem ends on the questions "are you Hecate? are you a witch? a vulture, a hieroglyph 21 ?", inscribing the figure of the hieroglyph as one more item in a series of riddles. The hieroglyph refers to the central riddle of the text-what if Helen had never been in Troy? What if, as the early Greek poet Stesichorus claims in a fiftyline fragment [START_REF] See | Greek Lyric Poetry from Alcman to Simonides[END_REF] , she had been abandoned to Egypt? Helen in Egypt is the imaginative reconstruction of a myth claiming that only the image of Helen reached Troy while the real Helen was in Egypt. That vision is recorded in Dio Chrysostom's Discourses: "You say, too, that Stesichorus in his palinode declared that Helen never sailed off to any place whatsoever, while certain others say that Helen was carried off by Paris but came to us here in Egypt. Yet with all this uncertainty and ignorance surrounding the matter you cannot even thus see through the deception [START_REF] Chrysostom | Discourses 1 -11[END_REF] ."

One implication is that Greeks and Trojans fought over a shadow, a mirage, but H.D. goes even further than the version attributed to Stesichorus, asking "Did her eyes slant in the old way? was she Greek or Egyptian [START_REF]Helen in Egypt[END_REF] ?". The text works as a hieroglyph with two sets of associations, Greek logic and Egyptian magic, which it attempts to blend together seamlessly. Helen in Egypt becomes a figure for Egypt in Helen, the Egyptian substratum of Greek culture. This may conjure up reminiscences of misguided Afrocentric claims involving black Cleopatra and Aristotle looting the library of Alexandria [START_REF] George | Stolen Legacy : Greek Philosophy is Stolen Egyptian Philosophy[END_REF] , but that is not H.D.'s perspective. Here, Egypt stands for the part of magic and mystery left untended in Greek culture. Egyptian civilization is represented by the image of the labyrinth and the pattern of the mystery, perpetuated in ancient Greece via the Minotaur and the mysteries of Eleusis. According to the poet, "Crete inherited the Labyrinth from Egypt 26 ", and the poem certainly owes its labyrinthine structure to the same tradition. To summarize matters, H.D.'s poem originates in a fragment mentioned by an Egyptian priest to Greek orator Dio Chrysostom; it develops the idea that Helen may have been in Egypt, a land of magic and mystery whose rituals were revived in Cretan beliefs, and that perception of Crete links Helen in Egypt to H.D.'s adaptation of Hippolytus, itself the reconstruction of a lost play. Helen's story is one tangled tale-a hieroglyph and yet one more open question, so that each "translation" points to more riddles, and the poem itself becomes a Rosetta stone providing bridges from one system to another but yielding no final meaning. To quote from the middle section of the poem: "do the mysteries untangle / but to re-weave 27 ?"; "can you read the past / like a scroll 28 ?" Writing thus consists in "spinning the infinite thread 29 " connecting every story, and it is probably the motif of the loom which has inspired the line "meanderings back and forth 30 ", an apt representation of the poem. Metaphorical series proliferate and play off one another -labyrinths, hieroglyphics, archaeology, weaving -in order to convey the many facets of one underlying statement: that poetry is meant to uncover the layers of myth and memory, not in one defining moment of revelation, thus running counter to the poetics of epiphany, rather as a slow process whereby latent contents are reached by means of concurrent and sometimes shifting metaphors. This marks a departure from Imagism, as gradual disclosure is favoured over the immediacy of poetic insight, and testifies to the influence of psychoanalysis on H.D.'s later work.

Long before Helen in Egypt, H.D. had resorted to the metaphor of weaving in her adaptation of Ion. The structure of Ion is a dialogue between the chorus-like speaker and the protagonists, who speak in single alternating half-lines, bringing to mind the image of a shuttle darting back and forth. Commenting on the function of the servant in the original play, H.D. writes that he "picks up threads that have already been woven and re-woven, finds loose ends, unravels here and there and re-weaves, till there can be no possible loose-stitch, no blur in the out-line, no rough seam, no hint of clumsy handiwork [START_REF][END_REF] ". This results in poetry that fuses traditions into a new seamless text, like syncretic beliefs in spiritual matters, and H.D. does go in the direction of syncretism in Helen in Egypt, with such comments as "it is the same Amen-temple, at all times, in all places, on all planes of existence, whether they are symbolized by Athens, the intellect, or by Eleusis, the mysteries 32 ". Given that the word "Amen" refers not only to Christian worship, also echoing Egyptian deity Amon, all this reeks of closet pantheism, New Age philosophy before its time or pantheism cloaked in the garb of Nature worship. However, it should be remembered that H.D.'s work is anything but a platform to propagate ideas, as its form is ultimately aporetic.

The mysteries of Eleusis sprung from the cult of Demeter and Persephone, and H.D. likens them to the mysteries of Osiris, which also address the regeneration of Nature. The cult of Isis and Osiris, based as it is on dismemberment and reintegration, provides the second metaphor for rewriting: the past is "remembered again, assembled / and re-assembled in different order 33 ", dismembered and re-membered, patched and stitched together in a way that is not so seamless after all. Weaving and stitching, the seamless working of the loom and the "clumsy handiwork" of the needle-H.D.'s poetry oscillates between those two metaphors, so that rewriting may result either in a neat tapestry of symbols or in a loose fabric fraying at the seams. The kind of surfacing that is proposed has little to do with the return of the repressed, since there is no such thing as a "censoring agency" denying conscious representation. The pattern that best describes H.D.'s palimpests is not the return of the repressed or the surfacing of a long stifled voice; a more appropriate depiction of the process of recovery and rewriting according to H.D. would rely on polyrhythm, or the weaving together of several conflicting rhythms.

H.D.'s poetry deals with post-conflictual recovery in more senses than one. On a personal level, rewriting the classics was a means to ease away the stress of her troubled domestic life, as her husband Richard Aldington, with whom she was estranged, was then trying to get over the trauma of his experience in the trenches during the First World War [START_REF] Richard Aldington | Their Lives in Letters[END_REF] . Little wonder, then, that issues of emotional recovery should be so thoroughly enmeshed with larger historical questions. Retrieving the Greek sense of vehemence and the fervour of ancient Crete amounts not just to shoring fragments against her personal ruins, to paraphrase The Waste Land, but also to redeeming the past, like the Angel of History in Walter Benjamin's theses on the concept of History [START_REF] Benjamin | Theses on the Philosophy of History[END_REF] .
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