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Abstract

This thesis speculates on how the intimacy of yhe tan incorporate the vastness of
ocean. It takes an interdisciplinary approach,rstgédetween poetry, philosophy and
marine science. Section one is a eco-critical egpilan, where a phenomenological
posthumanist lens inspired by the philosophers derPonty and Deleuze is used to read
marine-sited poems of Jorie Graham, chiefly fidaver(2002),Sea Chang€008) and
Fast(2017). Working through perspectival approacheslwdt is seen, blurred and
unseen, the three chapters of this section conGiddram’s poetic handling of the
shoreline, the marine ecosystem and offshore wadatsvise a framework for what | term
a ‘marine lyric’. In chapter one, | consider thelmdied, protean dynamic between human
and ocean, working through the phenomenology afggion to experience the marine
lyric as an emergent imaginative force of poet simare. In this conception the white
space of the marine lyric has as much a role tp ipl@mbodying imagination as its
language. The second chapter introduces the Dalegpincept of ‘the fold’ to
decentralise a humanist perspective and illustrate multiple subjectivities can unfold
across a marine lyric. This poetic immanence idarpd through a myopic blurring of
certainty; | show how the marine lyric uses a ditian of syntax to communicate the
ongoing uncertainty that is ocean. The final chaptdolds the marine lyric's mode of
phenomenological posthumanism to speculate oolgésm mediating unseen futures and
offshore pollution to promote a sense of wonder gppulied affirmation. The marine lyric
seeks a response-ability for an alternative petsgewhich promotes endurance over
endings and a potential for experiencing transfdionaas inevitable and continuous.

Section two is an original portfolio of poetry afndgmented prose written in tandem with
the critical thesis. It plots a course from thehrSea to Arctic Ocean, seeking possible
new ecological niches for its human protagonis ime of marine and climate
catastrophe. The application of the fold is maddieit within the structure of the
portfolio, enveloping global currents to convey Hagious narratives, poetic sequences
and clusters as interwoven processes of intra-stilgeenrichment. The creative portfolio
demonstrates a new methodological approach arisingthe entanglement of
philosophical theories with a hands-on creativefca that included the making of
artistbooks, writing on the shore and at sea, afeldirip to the Arctic.
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Part One | Critical



Rocking against a slight swell, a small fishing tiedied to the stone jetty. It is an
old Lune whammel, used by fishermen of Morecambg, Bdade beamed and
sturdy under strong winds. Its dry bilge offerseafect place to write. | climb in,
lie down and lean against the hull so all | canisamottled sky encompassed by
the boat's rim. A slow oscillation turns over thg/thm of my thinking, easing it,
rewinding and unspooling it forward. No words rismm the tongues of water, but
a gurgling at the whammel's ribs, and my spine @& in different directions
under grey cloud. The long swell ends in abruppslagainst the boat, each
pushing my vision further into the salty air anghli, until the wind pulls at the sea
and the boat bucks at the extent of its mooring. My head smacks against the
transom. Then the line must slacken because theshagys free, sloshing through
various angles before cracking into the jetty. Awdber blade crunches a wooden
rib. The thwart punches my shins. Then we bounanadightfooted, aerated
bouncing until the boat jerks at its line’s limBea is more solid than water ought
to be. Lines of rope, boat and flesh scribble agdstomach roils. | lodge my feet
against the topsides, sit up to grab the end ofdpe to drag us to the jetty. Sea is
all white veins and bulging. A slow co-ordinateceagth of hand over hand on the
rope brings us close enough for me to jump offg&rring boat, hammering onto
wall. My legs buckle against the immobility of seorBoat does not splinter but
rears against its containment, tossing my notebmuk pencil case overboard,
between boat and jetty wall. | do not risk reachiogthem, for fear of the boat
crushing my fingers, so watch as waves enfold theatyrating the papers until,
smudged dark, they disappear.



Introduction

I live in an old lighthouse keeper’s cottage intharest England, overlooking the mouth
of one of the four estuaries that feed Morecambge Béth a tidal range of up to ten
metres at spring tides, my immediate surrounditigsreate between the mud flats of low
tide and waves of high water. A glassy, windles$ase can transform to turbulent swells
that transgress the border of saltmarsh and sed@®eitire | lived by the sea | sailed it, as
crew, then later as skipper of a syndicated yadiitexperience of the sea, spanning thirty
years as sailor and coastal inhabitant, is oneltdlmration. To sail is to be part of a
dynamic cluster of forces that include other criw, boat, the weather and ocean. To live
metres away from the edge of high water is to kmt¢wen and how high that tide will be. |
watch the weather roll in from the horizon and wgs its power in relation to shipping,
rock, or marsh. Living on or alongside the sea detaa state of alert reflexivity, a
constant reading and re-reading of the changing@sndings that impact on where | can
go, how | function, and the possible consequentasyaction. It is a life in which | am
stripped of any intermediary shield from the eletaemd am ensured an awareness of the
ocean’s agency, unfolding histories and power. d¢ean, not only uninhabitable to
humans, is often inhospitable to us. | have ananggrespect for it and a fascination with

what | can and cannot perceive of the ‘mind-strieigivastness of sed’.

This thesis arises from my phenomenological engagémith ocean and each chapter is
introduced by a foregrounding of marine encounténgse interstices intend to frame the
ideas of the ensuing chapter, through an autophenolwogical lens. Both critical and
creative parts of the thesis explore how the oceght be enveloped within the occasion
of a lyric poem. From intertidal zone to unseentde@nd distance, it navigates an eco-
critical immersion into the lyric’s capacity for amtimate commitment with the more-

than-human ocean.

The project’s concerns exceed my personal expegmoming at a time when the ocean

has absorbed ‘abott of the CQ produced by the burning of fossil fuels and assalt

! Steve Mentz, ‘Toward a Blue Cultural Studies: Tlea,SMaritime Culture, and Early Modern English
Literature’,Literature Compas$.5 (2009), 997-1013 (p.1008).



[is] currently around 0.1 pH units more acidic thampreindustrial times”It has soaked

up more than 80% of the heat added to the climatem since 19631 Throw in almost

10% of the annual production of the world’s plaghiat has already entered the ocean and
it is undisputable that marine ecology is undereasing pressure from human terrestrial
activity.* Ocean temperature rise, acidification, toxificatfoom chemical contamination
and microplastic waste, depletion of fish populasiand off-shore industrialisations are

all elemental to the disruption of our marine estsy. | seek to highlight the literal and
material ocean which occupies 71% of the worldidasie in a ceaseless circumnavigation
that connects continents and micro-ecologies irradically-changing world.| believe in

a continuing need for new perspectives on whateSkdentz describes as ‘the unstable and
destructive environment in which we live now [thau¢reasingly resembles the dynamic

sea rather than stable larfd.’

The Blue Humanities project, engaging a culturatdry of our relationship with the
ocean, offers a discourse around the involvemehtiofans in marine destruction. It also
ensures the discussion moves beyond humanist jp#ksgse recontextualizing the human
as one of many species. It questions previousbéshed borders of selfhood, politics,
culture and the marine environment to acknowletigeuncertainty and flux of where we
find ourselves is disorientating and on-going. Aligg myself with the Blue Humanities
project, | have coined the term ‘marine lyric’ irder to explore the aptitude of marine
poetics for communicating a co-constitutional wortdof the embodied lyric ‘I’ and the
ocean’s uninhabitable-to-human nature. These cddmgs are collaborations between
the human and more-than-human bodies, sited imtihr@nent occasions of any give
moment’ | do not have the space in this thesis to engatieelements of the Blue

Humanities such as the Atlantic Slave trade orragbeio-political issue.

2 Michael Dobson and Chris Frificology of Aquatic Systent®xford: Oxford University Press, 2009),
p.16.

*R. K. Pachauri and A. Reisinger. ‘Climate chan§87 Synthesis report. Contribution of Working Grsu
I, Il and 1l to the fourth assessment report.’ 8

* Carlo Giacomo Avio, Stefania Gorbi, Franceco RegBlastics and microplastics in the oceans: From
emerging pollutants to emerged threltarine Environmental Researd?28 (2017), 2-11 (p.2).

®> Dobson & Frid, p.2.

® ‘Blue Humanities’,The Posthuman Glossangd. by Rosi Braidotti & Maria Hlavajova (London:
Bloomsbury, 2018), p.71. It is Braidotti's defimiti of posthumanism | am following; that of a norlikig
view of the body, rethinking the potential of wila¢ human can be and do in our ecologically disuetra.
"I have chosen the term ‘more-than-human’ over ‘haman’ that designates its signifier in negative
relation to the human. ‘Earth-other’ is a populéermative, but feels too terrestrially based fas thesis. |



Even in the 2% century, the ocean is a relatively unknown pl&te.see its surface yet
only 15% of the seabed has been mapped to a 1G@rutien? | intend, then, to offer, as
Jorie Graham puts it, ‘a possibility of encountgranreality which is more paradoxical, or
contradictory, or complex or simply surprising tHahought | had gleaned through ‘mere’
experience or thought® Graham is a philosophical poet and has been thiectof many
studies of how she interacts with the world. Thesgiwn of where the lyric ‘I’ fits within

the self, culture and environment is one Grahanbleas asking since her first collection,
Hybrids of Plants and Ghos($980). Thirty nine years later and her environtakethics,
exploring the intersection of memory and self,asfjuage and thought, of self and selves,
and the human and more-than-human, have beconeasicgly complex. Championing
Graham from the outset, Helen Vendler has writteieaham’s attempts to marry
language with physicality, and William Speigelmaatoss several essays and reviews, has
focused on the visual and aural ambiguities adBrakiam’s work. Building on their
analyses, and those of many others, | will focisttesis on Graham’s poems that inhabit
the intertidal and abyssal zones, framosion(1983),Never(2002),Sea Changé2008)

andFast(2017); using them as infrastructure for this staflg marine lyric’s potentiaf:

Through an analysis of a selection of her marirenps | will explore how Graham'’s use
of language, form and syntax can generate a nesvskty of oceanic forces. Her poetic
engagement with an embodied subjectivity in retatathe ocean offers a route to
exploring how the marine lyric might highlight thi@derdependence of human and marine
life. Graham’s work provides an interesting moaetasisting easy linguistical sense-
making, and highlights the paradox of language system for connecting us to and

am still reaching towards a satisfactory alterreatW/ithin the framework of this thesis, the term
‘posthuman’ applies to human potential, while ‘méman-human’ is applied to those elements of our
planetary ecology that are not human.

8 Although the creative portfolio begins to open ot preliminary thinking around my whiteness inaety
to the ocean that was ignited by reading Sara Afsrexsay ‘The Phenomenology of Whitenesg=@minist
Theory,vol. 8.2 (2007), pp.149-168.

° Dr. Tim Le BasModern Mappingonline video recording, Futureleabimiversity of Southampton, 2014
<https://www.futurelearn.com/courses/exploring-oaeans/3/steps/3648Faccessed 7 September 2015].
19 Jorie Graham in interview with Sharon BlacKarthlines2 (2012), 36-41 (p.41).
<http://www.joriegraham.com/system/files/Jorie+Gnatdnterview.pd$ [accessed 20 April 2016].

! In keeping with a posthumanist perspective, myireaof these poems will not always keep to their
chronology.




separating us from our being-in-the-wotfd=or this thesis | intend to use a selection of
Graham’s poems as models for what a marine lymcachieve. My aim is for an in-depth
analysis of their poetics to illustrate the philpiizal underpinning of a marine lyric; as
such this thesis will balance close reading of ppemth wider philosophical concepts.

| take a phenomenological posthumanist perspediigning myself with Merleau-
Ponty’s view of ‘the subject of perception neveinigean absolute subjectivity’ and
Deleuze’s views on perception, evidenfime Fold(1988)* Bringing together the
thoughts of these philosophers allows me to exaliued experience alongside lived
potential. | find Merleau-Ponty’s writings on whad terms ‘flesh’, the site of embodied
exchanges between human and other worldly bodiesrpreally useful way of
understanding how to bring the oceanic body in& df the perceiving bodY.Deleuze’s
theory of the fold is an aspect of his view of therld as a unitary whole. To envelop his
concepts into Merleau-Ponty’s allows me to feelembodied experience while situating
it within the processes of oceanic, biological, pemal, and other ontological modes of
experience. This way | can acknowledge my humdanitywithout privileging it beyond

the intertwinement of the immanent bodies of self aea.

Graham, in interview, has described her readingefeau-Ponty as ‘passionate’, and
much of her work can be read as a poetic respanisis theories® She also provides
evidence of engaging with Deleuze as notes to bempThe Guardian Angel of the
Swarm’ attest to it using ‘fragments ditje Fold - often rewritten - to review, and in
spots to argue with, his brilliant intuition. Buoyed by Astrida Neimanis’ discourse on
‘hydrofeminism’ (2016), where she writes of thendoustion’ of the space between
Merleau-Ponty and Deleuze as fuelling her femirggard for the difference and

connections between the individual body and theemmbdy in which she is situated, |

12 This phrase, while originating with Heidegger iisthis thesis, drawn from Merleau-Ponty’s usage.
'3 Phenomenology of Perceptidnans. by Colin Smith (London: Routledge, 1962240. Merleau-Ponty
also describes this as ‘the undividedness of theisg and the sensed’ in his 1964 essay ‘Eye amd/'Mi
“The Visible and Invisiblerans. by Alphonso Lingis, ed. by Claude Lef@vérston: Northwestern
University Press, 1968), p.84.

'3 Interview with Thomas Gardner, ‘Jorie Graham: Alteof Poetry’in Paris Review, 1652003)
<https://www.theparisreview.org/interviews/263/jegeaham-the-art-of-poetry-no-85-jorie-gratram
[accessed 22 February 2019] (para. 57 of 174) pdem ‘Solitude’ fronNever(2002) uses direct, if
fragmented, quotes from Merleau-Pontylse Visible and Invisible)

'® The Errancy(Manchester: Carcanet, 1998), p.112.

10



have made my own topological flows between thegsiophers that eddy through these
theories towards a marine lyri€l aim for a reorientation of the self so the sedamger is
distant or peripheral but drawn into and out ofdkeasion of a marine lyric; providing it
with a sense of resilience through its unprediditsand scale. It is Rosi Braidotti’s
‘radical immanence’ that includes ‘the notions ofifical passions, affirmative ethics, and
the rigorous vision of affectivity’ that drives nyterest to communicate these theories

both critically and creativel}?

In any hundred litres of seawater there are asynhieaforms as there are stars in our
entire Milky Way Galaxy’, life forms that for theast part are microscopt¢.Two thirds

of the planet’s oxygen is produced through its mscopic marine planfS.Every second
breath | inhale draws on the oxygen produced bsetipdants. The carbon dioxide |
breathe out is absorbed by the same plants. | alodically entangled with the marine
ecosystem, and recognise our intra-subjectivitys fibtion of intra-subjectivity is used
throughout the thesis to highlight the ethical dyw@of our relational and reciprocal co-
existence; and to embed this position into theuagg and theories of the thesis | will not
hyphenate the word from here on. To actualizeribh@subjectivity that arises from my
phenomenological posthumanist perspective | widlrtkhe transformation of the notion of
the lyric ‘I' to a nomadic ‘I', while acknowledginthe ‘I’ operates from a body, and its
place in history, society, geography, biology antitizs.?* The marine lyric is an
engagement with this entanglement. It understamelsalue of an embodied existence that
phenomenologically locates oneself in the physieald, while tracing a posthumanism
that allows an engagement with what Braidotti dessras the ‘flow of relations with
multiple others’ beyond the single experiencingy&drhe marine lyric is an occasion of

" Bodies of Water: Posthuman Feminist Phenomendlbgydon: Bloomsbury Academic, 2016), p.6. Other
new materialists, such as Jane Bennett, whose Mwitkdraw upon in chapter three, also couple tiive
philosophers’ thinking. My bringing together of seephilosophers has also been inspired by FredsEvan
article ‘Unnatural Participation: Merleau-Ponty,|Bgze, and Environmental Ethics’ Rhilosophy Todap4
(2010), pp.142-152.

'8 Rosi BraidottiNomadic TheoryNew York: Columbia University Press, 201/1)272.

19 Jon CopleyA Living Souponline video recording, Futurelearn, UniversifySouthampton, 2014 <
https://www.futurelearn.com/courses/exploring-oueans/3/steps/3652Jaccessed 14 Sept 2015].

“ vadigar Sekerci, Sergei V. Petrovskii, ‘Mathematiklodelling of Plankton—Oxygen Dynamics Under the
Climate ChangeBulletin of Mathematical Biology7-12(2015), 2325-2353 (p.2325).

% This is a similar personal pronoun as the oneRiainwood describes as exceeding its ‘solipsistic
hyperbolised individual’ irenvironmental Culture: The ecological crisis of sea(Abingdon: Routledge,
2002), p.227.

%2 Rosi Braidotti,The PosthumatOxford: The Polity Press, 2013), p.50.
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body folding into body: human, ocean and poempdistic intimacy is of a proximity that

is not necessarily geographical or temporal.

The marine lyric occurs as a shared world-unfoldihthe embodied ‘I’ and the ocean’s
uninhabitable-to-human nature. This necessarilyadels what Neimanis calls the
divestment of phenomenology’s ‘humanist commitmefits hrough its engagement with
the physicality and ecology of the oceambodying its material flux, a marine lyric does
not reinforce a sense of human exceptionalism tileghcontrol over the ocean - viewing
the ocean as resource. Rather it highlights theptmxity and unfamiliarity of the new, on-

going marine orientation it offers.

The marine lyric is a process: an embodied occasndolding in a space felt as deep or
distant ocean, a practice of Braidotti’'s nomadgwotly that embraces ‘transition,
hybridization and nomadizatiofi*.It offers an on-going, fluid encounter between
language, imagination, corporeality and the unkndvperceive the marine lyric as a
hybrid modernist lyric, and will explore how Grahamodernist inheritance includes
intertextual layering and references to Wallace/&ts as a touchstone to her poetics and
philosophical engagements. Stevens’ poetic pre@taupwith the relationship between
imagination and reality links the projects of MadePonty and Deleuze, both of whom
build their respective arguments from a couplinghef virtual and actual.

The interdisciplinary nature of the thesis’s caticomponent places it within the larger
Blue Humanities project. Recognizing the oceanrasltaneously essential and remote, |
will draw upon marine biology and oceanographynforim part of the convergence that is
the marine lyric. Scientific findings will be evidein both the critical and creative
sections of the thesis. While science, describellégreau-Ponty as a ‘second-order
expression’is distinct from direct, embodied experience, feos access to the ocean’s
microscopic entities, deep-dwelling creatures amsbible future scenariédIndeed it is

the technological development of sub-aquatic optit®m pearl-divers’ polished shell

eye-goggles to the modern scuba kit of masks ar@mks — that has enabled us humans

% n.31. The gendered perspectiveHytirofeminismswims beneath the surface of my reading of Grasam'’
poems, as it is rarely explicit in her marine Igritt surfaces more explicitly in my creative work.

4 Nomadic Theoryp.14.

%5 Phenomenology of Perceptigmix.

12



to spend longer periods underwater. Alongside gpodunity to witness that which is
beyond my immediate perception, science bringdlaative ontology into the poem, so
what is learnt through others becomes decipheredigh the poem’s sensory experience.
This intermingling acknowledges the multiplicity #lves that exist, through what Stacy
Alaimo calls ‘trans-corporeality’, occurring withinetworks that are simultaneously
economic, political, cultural, scientific, and starttial.”® Alaimo also writes of how
science ‘offers no steady ground’, a pleasing #ffito the fluid on-goingness of ocean.
This perspective of the ever-shifting natures odrsce, sea, subjectivity and other
networks ensures the realization of a convergehtieeanulti-vidual that forms a marine

poetic voice.

A marine lyric follows Teresa Shrewytsope at Se42015), where she analyses Pacific
marine literature’s response to marine change piwes the marine world as central to a
reworking of our ontological understanding requimnethe resource-centric world of
capitalism that seeks to exploit rather than engatgeothers. Hers is a position that
refutes separatist standpoints and works to embeadhtertwinement with ocean. The
hope Shrewy explores is a posthumanist one risomg & porous nature of subjectivity.
This more objective sense of hope is found in fga¢he unknown, where nothing is fixed
and everything is in process. This form of optimiginquishes familiar Western
narratives of human endeavour and conquest, alkg se@romote non-hierarchical

modes of engagement.

Underpinning these poetical, philosophical andrgdie considerations is recognising the
marine lyric as assemblage — of forces includimglege, white space, form and the
intersection of imagination, emotion and corpotgalf writer and reader. Into this
theoretical understanding | will enfold the senseaean as assemblage: an ecosystem
enveloping and responding to pollutants to becopmeething beyond its original self. In
the methodology chapter | detail my investigatiohextending the materiality of the
marine lyric into the physical entities of artistks?’ This practice enabled me to apply

the concept of the fold into an immersive expergewdh tactile dimensions. The

% Bodily Natures: Science, Environment, and the Malk&elf(Bloomington: Indiana University Press,
2010), p.20.
2" My deliberate conflation of the term ‘artistboa&’explained in-depth in the methodology chapter.
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artistbooks also encouraged my understanding ofthewnarine lyric could be as
concerned with form as with non-linguistical expece. Because of this, the critical
section of the thesis touches on contemporary v@ctions of the ocean. These visual
depictions intend to affirm the phenomenologicatlenge between the forces of art and

the forces of oceaff.

My critical investigation intermingles with my crt@ége process of writing my own marine
lyric, from folded page poetry to the flat pagesho# creative portfolio in section two. The
creative portfoliomelt has an internal pagination system where its pagesers start
afresh, indicated as M1, M2. M3 etc. for clarith€elcreative section has been deliberately
printed as double-sided to present the work as# ariginally envisioned. Throughout
both sections of the thesis, the marine lyric islesed as a process that begins with an
embodied occasion enfolded by the shore to unfolispace felt as deep or distant ocean.
This is an im/personal marine cartography. | livegfirst five years with undiagnosed
myopia, experiencing the world with extreme shagttedness. This experience has
fuelled an interest in how embodied perceptionnimi® our relationship with the world

and has shaped my commitment to fuse mind and witlin the language and form of a
poem. This line of perception provides a frameworkhe thesis: carrying the critical
inquiry from what can be seen to what can’t, trgdime role of imagination as a mode of
perception alongside the phenomenological and posthist enquiry.

Chapter oneThe See-able Seangages with the flux of coastline and sea-sarfac

explore how a sense of self can be informed araimedd by a sense of placelessness.
Focusing on poems iNever(2002) this chapter reads them through the leMdasfeau-
Ponty’s phenomenology of perception to explore timevpolitics of location play between
poet, sea and lyric. It follows the recalibratidrtlee relationship between embodied self in
relation to ocean body. Merleau-Ponty’s conceptesh, as the ‘means of
communication’ between perceiver and perceivedhlesa deeper understanding of the

embodied nature of perception at work in Grahamsnps®® Selected marine poems of

It is also worth noting that both Merleau-Pontyldeleuze explored their theories through visugl ar
(Cezanne and Monet for Merleau-Ponty and Franct®Bdor Deleuze).

% The Visible and Invisiblgy.135. The full context of this thought, in a ctepentitled ‘The Intertwining’,
is ‘It is that the thickness of flesh between thersand the thing is constitutive for the thingteivisibility
as for the seer of his corporeity; it is not antable between them, it is their means of commuitnat

14



Wallace Stevens are drawn upon to trace the matdimeage of Graham’s work and the
marine lyric, in which the imagination is drawn as an active element of synaesthetic
perception. Merleau-Ponty’s ‘chiasm’, as a metaaysnediation of flesh, is employed
to explore the relationship between perceptionlanduage, and will be explained further
in this chapter. As this phenomenology of percepsopports the marine lyric to become
an occasion of intimate, reversible exchange inefbe poetic consciousness to the
mutability of self in the world. This restlessnésglemental to the marine lyric itself and
encourages the relinquishing of an anthropocentempoint for an ecocentric one where
the potential of white space is examined as a na&t@anifestation in its own right. It is
analysed as a realm of the unsayable, unknowableserauthority is unbounded and we

begin to recognise more-than-human agency.

Chapter twoThe Blurred Lyricuntethers the poem from shoreline for the subéttor
ecosystem, and so too from the single experienmnaly to an intrasubjective experience.
It focuses predominantly on poems fr&@aa Chang€2008). This chapter incorporates the
proximity forged through reversible perception itite concept of the fold where bodies
do not lie outside of each other, rather are peeceas matter, folding and unfolding. This
decentralises the experience of the human bodgianates it as a fold within many

others. | will trace these folds through food clsaim probe the relational dynamic between
species and the changing nature of the ocean.dlthefdinctioning as another plane of
Deleuze’s becoming, is a two-way process expereitée emergent marine lyric. The
phenomenology of perception that enabled me togagéth ocean is applied to the
phenomenology of myopia and offers a springboaialtime ‘zone of indiscernibility’
between two folds of subjectivifi). The unfolding of ocean as language is chartered
through Deleuze’s theories of de- and re-territ@ion. These processes, by which
things can no longer be attributed to their origing have not yet become something else,

are illustrated through examples of Graham’s syntax

Chapter threeThe Unseenprobes ways of exploring the unseen through tatenality of
the sea, through poems frdrast(2017). It asks how the temporally and spatiai$taiht

can be encountered and embodied within a marimne lyrit | look at how ocean

** Gilles Deleuze and Félix Guattaf, Thousand Plateaus: Capitalism and Schizophreméams. by Brian
Massumi (London: The Athlone Press Ltd, 1996), §.28
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circulation can provide an entry point for explagritne field of presence: the incorporation
of past, present and future temporalities withppam, and how this might enable an
imagining and embodying of possible future scersalitope is embraced as a mode of
activism, and this is expanded to consider hovhfaitd wonder can unpin the ethics of the
marine lyric in relation to the challenges of climahange. Finally | ask how the lyric’s
consideration of sea as a polluted assemblageicamige to the notion of the marine lyric

as assemblage and the response-ability of its niorfiad
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Four miles off the west coast of the Rhins of Galy on a windless June
afternoon and land, with its scattered white casadield boundaries and small
woods, is clearly visible in the sharp sunlight. \&fe sailing north at five knots,
five miles an hour. It feels we are moving in theection the boat points, into the
wind whipping my face, sea spraying across the dsals tight with wind, our
faces cold and stomachs getting emptier. But |Is®e we remain parallel to a
squat white cottage on a hill, making no progr&ss.the next six hours we will
travel against the current running south at fivetknThis negates our speed over
ground until the current turns to carry us northe dbuld switch the engine on,
plough faster than the current and northward, beithave to arrive at Portpatrick
on the rising tide to avoid Half-Tide Rock that,ewhthe water is low, protrudes in
the middle of the harbour entrance. This decisigisping with the cirrus, is
delayed by the hourly log: notating our lat/longotinates, course direction,
speed, wind, current, visibility, barometer andudaover. The top of every hour
becomes a hook in an otherwise seamless day ofiftglsail trimming, making
tea, snacking, watching gannets dive into the seand us, listening to herring
gulls call. The pitching of the bow in and out chter is a soporific metronome |
do not want to cut by starting the engine that wli#lp the tide hard against us. |
read again about the entrance procedure for thigobar best tidal heights for
arrival, look at photos of the harbour wall, thiellioat station, the rock-tip. The
tide that is slowing us down is a factor in whaslahead. | slosh between the thrill
of the gannets’ lemon yellow necks piercing wayesstration at it being the same
square cottage we do not pass, a growing anxietgrfoval, and accepting | will
need to go below, into the rocking hull, pore otlee chart and navigate by
abstraction.
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“The ocean kisses every inch of the seeable” | TBee-able Sea

I. The Perceiving Body as World

In a poem, one is always given, | would argue,rss®f a place that matters—a place
one suffered the loss of, a place one longs fortagesupon which the urgent act of
mind of this particular lyric occasion (be it memodescription, meditation, fractured
recollection of self, or even further disintegratiof self under the pressure of history,
for example) “takes place.” And although it is, mvaditionally, a literal place ... [it]

is felt as a location that compels action, reagtaon the sort of re-equilibration which a
poem seeks.”

Jorie Graham'’s reflection of place being insepadtdm the ‘act of mind’ that is a poem
appeared a year before the publicatiolNeVer.The collection dwells within woods and
on the coast. This observation reinforces Wallaegehs’ belief that ‘reality is not that
external scene but the life that is lived irfiBoth the work of Stevens and Graham
illustrate a sense of place that arises from awfactentionality, where the mind comes
into a relationship with whatever it observes. ting so, place becomes lived. Merleau-
Ponty describes a similar view: ‘there is no inmam, man is in the world, and only in the
world does he know himsell.In this chapter | seek to read poems to illustiiage
relationship between the self and the world thag themselves in, and how the poetic
sense of selfhood rises from the place they'réam expressly interested if the poem’s
occasion is sited somewhere overtly moving, undaggoonstant change. The ocean is
flux: be it tidal rise or fall and currents. Itsriace light varies according to wind, weather,
terrestrial interventions, sun or moonlight. At gé&ce and temporality are clearly
entwined, illustrating Doreen Massey’s claim thiaice is ‘open and porous’: we cannot
be in any single place in relation to ocean becafiits constant mutability A sense of
oceanic place is momentary - either at sea or eshiore with its ebbing or flooding tide.
The sea is both conceptual - in determining whezeawe on it, or when exactly is high tide

- and experiential - the nausea of our stomactvetness of paddling foot. Any search for

Y “Introduction: Something of MomentPloughshare$6, Vol. 27/4 (2001) <
https://www.pshares.org/issues/winter-2001-02/uhiiciion-something-momerfaccessed 23 April 2019]
(para. 3 of 7).

 Necessary AngélLondon: Faber and Faber, 1951), p.25.

% Phenomenology of Perceptigmxi.

“ Space, Place and Gend@hichester: Polity Press, 1994), p.5.
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a ‘re-equilibrium’ between the emotional focus lo¢ poem and the location at which it

occurs must be on-going, moving with the water.

This chapter uses examples of marine poems frore8s¢eas springboards into the marine
lyric’s world-making of Graham’s workHer marine lyrics can be experienced as up-
welling from his philosophical inquiry into the Bobf perception in how we inhabit or
make our worlds. Stevens’ ‘Sea Surface Full of @8un Harmonium(1923) illustrates

his ideas on the interplay between the externalesead the life lived within it. Five
sections depict the same sea voyage off the Mexitaiof Tehuantepec. Each repeats the
event of observing the sea, but switches detaitietentral images: so, after a long
‘slopping’ night, the deck is seen first througle tiue of ‘summer’, before being recast as
‘jelly yellow’, then as ‘pale silver’, then to whefa mallow morning dozed’, until finally
the day ‘[clame, bowing and volubl&These various images, distinct in texture, shade o
composition in their separate section, each refleztincurrent moment of light moving
across and off the sea’s surfdcEhe poem’s experiencing perception shifts with the
ocean’s motion. The scene of ocean, and how it &sae think’ of the various images, is
repeated so each section conjures an alteredyrgadihe of which is absolute, illustrating
what Stevens later states as ‘no fact [being] a faot, no individual fact is a universe in

itself.’®

The ‘fact’ of the sea can only be presented thrahgHilter of how it is seen, which
becomes inseparable from the sea itself. So theidebe summer morning light, infused
with memories of food then plants before becomimignated as a clown, suggests each
glancing moment that makes up the sea of the pdbmactivity of Stevens’ poem
rewrites and re-engages with its subjectivity, nmeggnconsistent memories with the
world, to become the unpredictable world of themokight fluctuates, displacing the

perceiver's memories and present moment througkewvaokince to certainty to

® While | agree with Matthew Griffiths ifthe New Poetics of Climate Chan@g@ndon: Bloomsbury, 2017)
that modernist aesthetics are well suited to deteluthe complexities of climate change, | hopartjue the
case for enfolding them with a lyric subjectivignd the phenomenological experience of the lytic ‘I

® Collected Poem@_ondon: Faber and Faber, 2006), pp.85-8.

" Monet's similar project, his series of paintingsRmuen cathedral, explore a similar fascinatiothviiow
varying light conditions and times of day affeat treated world of the art form. The crucial difiece is
that Monet’s project (and his haystacks) studiesgls occurring across days rather than in subbra s
durational period as Stevens'.

8 Necessary Angep.69.
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thoughtfulness to indolence and more, while alsxdeing the varying states of ocean.
The sense of place in this poem manifests as aateutaradependent field that is the
poem, narrator’s perspective and sea simultaneolisymovement is alluded to, but
destination is unknown. The sea-ness of the seatiiés destination but its movement.

This intermingling of perception, place and poewates the ‘one’ Stevens identifies as
perceiver within this poetic event as part of égppening. This ‘one’ is not merely
documenter but also a contributor within the noereated episode of the poem. The
relationship between poet and poem is made actesgilicit, and embodied, by Graham

when she explains her terminology:

You are not the narrator but the protagonist ofrymaem. You undergo it. It is an
encounter with the so-called subject — | prefev&te’ word ‘occasion’.*

Calling a poem an encounter suggests a new experadrthe initial ‘so-called subject’,
hence the poem becoming an ‘occasion’ in its oghtriBoth James LongenbachTihe
New York Timeg008) and Sarah Howe BN Review2009) similarly describe Graham'’s
writing as ‘constructing’ and ‘constituting’ experice* To uphold this view of a poem as
an occasion experienced by the writer (rather thdisembodied voice recounting an
experience), | shall henceforth refer to the ‘pgotaist’ of poems. In this way the poem
becomes its own phenomenological event, the ‘antiol’ the poet ‘undergoes’ in the
writing out of the ‘so-called subject’. The poetigorotagonist, it seems, can both be

viewed as elements of the ‘fractured recollectibsaif’, or the ‘disintegration of self’.

A poetic occasion’s ‘re-equilibrium’ could be thenstant balancing of protagonist with
place. This balance is under increasing load incaarent environmental crisis, and the

collision of our marine and climate crisis is apgdrin many of the poems biever On

° Hondartza Fraga’s ‘It Turned Me to Admire the Magimity of The Sea Which Will Permit No Records’
(2013), a pen and ink image of a choppy sea ageblng cover of a closed book, wordlessly givés th
sense of sea as surface container of more; sezgaming and end, as a story in its own right. $ea Full
Stop (Manchester: Manchester City Art Gallery, 2pt@mber 2015 —25 September 2016)

1% |nterview with Sharon Blackie iBarthlines
http://www.joriegraham.com/system/files/Jorie+Gnakdnterview.pdflaccessed 20 April 2016], p.41.

1 “The Wasted land’ kttp://www.nytimes.com/2008/04/06/books/review/Lenbach-t.htn# [accessed 5
February 2019] (para.l of 7). ‘To Imagine the FetiReview of Sea Chang®N Review/ol. 35.3 (Jan/Feb
2009), 22-25 (p.22).
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one level this crisis is made manifest in the rengrappearance of plastic across some
poems, but perhaps more profoundly it comes thrdigltollection’s preoccupation with
the incursions of body into sea and vice versa,thagense of precarity arising from that.
The shoreline is a boundary described by Grahawhase ‘the ineffable erodes the
known, and the known makes inroad into the ine&alfiThe collection coalesces around
how where we are and what we perceive affects aating, unfolding sense of self.
Throughout, the protagonist’s act of mind is ins#gd with the emotional sensibility of
the body, and explicitly engages with Merleau-P@ntjaim of ‘perception as a re-
creation or re-constitution of the world at evergmrent.*® While the on-going dialectic
between the perceiver and the world she percesvas inseparable as that of Stevens’
poem, Graham makes more explicit the embodied aatithis perceptiofi: Through the
embodied use of the ‘I’ in her poems she remindgsfiderleau-Ponty’s focus that we
must see from somewhere; our body is always fiadidched to the world, providing a
perspective for what we see. We are as much bautiektworld as we are to our body;
situated by bott® This phenomenological experience is stated diréstthe poem ‘Gulls’
where the red of sun is seen shining in water ankdev body before into her vision:

[Or onto my feet, then into my eyesf.

The protagonist’s whole body, then, is presenteal i@Eeptor for perception. Focusing on
the feet infers the impact made with their nexp s@raham’s work is constantly asking us
to feel our situatedness in the world. In this ke occludes sun and sea onto the body

before the protagonist appears to register itlatalally.

The embodied reality of Graham’s marine lyric opepsa dialogue between protagonist,

their sense of place and temporality in relatiotheoknown terrestrial, and the less known

12¢Jorie Graham & Thomas Gardner in ConversatiomfRegions of Unlikeness: Explaining Contemporary
Poetry.(Lincoln: University of Nebraska Press, 1999, Gkap)
<http://www.joriegraham.com/interview_gardner_188@ccessed 17 January 2019] (para. 100 of 14&). Sh
is describing Elizabeth Bishop’s poetic sense atglhere but could equally be speaking of her own.

13 Phenomenology of Perceptiqn207.

1 While using the term ‘dialectic’ here, | am mucbnin favour of thinking of this in terms of ‘exahge’,
which reduces the emphasis on dialogue, or a twpeeaversation, and incorporates a recognitiornef t
elements that support us.

!5 Both Braidotti and Neimanis reference AdriennetRi¢Notes towards a Politics of Location’ in their
exploration of a feminist embodied subjectivitydamhile Graham writes from an embodied situatian, a
Kirstin Hotelling Zona writes, her work ‘resistssydabelling’, such as a feminist reading, in ‘@éc@raham
and American PoetryContemporary Literature46.4 (2005), 667-687, (p.669).

16 Never(New York: Ecco, 2002), p.27. Further referencepdems fronNeverwill, in this chapter, will by
identified by page number only
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oceanNevefs epigraph, Keats’s exclamation at his first viefahe Lake District, sets the
tone of the book: ‘How can | believe in that? Syiecannot be?’ Keat's concept of
negative capability lays a foundation of hesitaang the limitation of language in
capturing sensations of the body. The questionfrizglbef in what is seen is furthered by
three poems entitled ‘Prayer’ where the contemgeits of open-eyed scrutiny and an
unspeakable knowledge located in physical sensaltoese are secular prayers, where
bodies (of fish, human or tree) move in tandem whthmind'’s thinking. Their fringes of
foliage are tree branches and sea weeds, and hoesbdatween forests and coast cross
and overlay between the poems. The doubt of thgragph has shifted from the beauty of a
scene to questioning how much can be seen, omfletin the perceived world is being re-

created every moment, and with it the perceiver.

This fluctuation increases with a focus on whatesgpp to be distant. Drawing on Merleau-
Ponty’s phenomenology of perception, the poenisdanerbring the world into the body,
and us into the world, in an ever-fluid loop ofdrdependence where the sensations of
sight and touch become indivisible once within ieely” Rather than the ‘grasping’ of
sight that Merleau-Ponty describes, sight lapsresgdhe protagonist’s body, from within
and without, igniting an interdependent affect veh'spatiality [is] inseparable from
sensation® This experience is explicit in the poem ‘The CoexpMechanism of the
Break’, which begins with a spondee that implidgdgy, sure as feet:

From here, ten to fourteen rows of folding and bhamng.
Up close, the laving in overlapping that pool sidge/as well as suck back.
Filamentary green-trims where the temporary futthes

comifaggward is lost. (p.33)

As soon as a distance is established, ‘here’ stggethere’, the second line reduces it
with ‘Up close’, then, as more movement occurs intiple directions, words repeat and

phrases reverse to give a sense of simultanediasdésand proximity. Sentences

7 Nick Selby writes about the ethical positioninghi liminality in relation to climate change atie
reaching for new horizons. He also claims Grahamains suspicious of the imagery of depth, and the
rhetoric of corporeal space, that Merleau-Pontypélaon ‘Mythologies of ‘Ecstatic immersion’: Amera,
The Poem and the Ethics of Lyric in Jorie Grahanhlaea Jarnot’, fronAmerican Mythologies: Essays on
Contemporary Literaturegd. by William Blazek and Michael Glenday (Liverpddverpool University
Press, 2005), 202-225 (p.220). | am not sure leagtteen the poems are taken in relation to othettsein
collection, shifting between woodland and sea, thed engagement with white space, as explored ilate
this chapter.

' Monika LangerMerleau-Ponty’s Phenomenology of Perception: A @uidd Commentarft ondon:
MacMillan, 1989), p.77.
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contained in single lines overspill as the movenuanties on into the poem, extending
sense with the perceived water, opening up thelmbigsof tumultuous human space. The
images (and concepts) of ‘folding’ and ‘branchiagpear throughout the collection,
across poems of the shoreline and those rising froods. Both words balance between
visual, tangible things we can hold and feel -1d,fa branch - and as actions we are part
of - folding, branching - taking us into and awayrh their appearance. Here the thing is

experienced as process.

References to eyes recur throughout the colleclibroughout this poem they are
mentioned ten times. At one point in the poem tléggonist becomes engulfed by the

action she is watching in reflections at her feet:

Lifting the eyes away one sees
in the near / far distance large upwallings
in which sometimes fish calmly ride sideways
above one,
high above, while close-up, the sky unfolds, déepe at our
feet—
(the eyes look down to see up)—(then, squinting, tousee
the see-through slow uprising
holding its school). (p.33-4)

By seeing near and far, high and low, the protagjdmings the fish, the sky, her eyes and
feet together in one sentence and upturns themnsseiins the fish are above and the sky is
at her feet. As the sea is ‘see-through’ the egeepate the apparent boundary of water
surface, drawing the perceiver further into theld/ddmom which she cannot be completely
separate, and yet is distinct enough to view aodrckit. It is this ‘break’ between object
and subject, between what is seen and how it is, §&tween the eye and mind, that is
being sought with the crashing waves. Just astiwélenmeshment of sea with sky, the
two cannot be separated. The wave motion interswnetaphysically and physically with

the mind and perceiving body:

The mind do'es
want it to break—unease where the heart pushes thet+ind
wants only to keep it coming (p-34)

That the heart is syntactically encased withinrtiied’s activity binds the body and mind,
desire and intellect. What is being perceived bexpmdistinguishable from treect of

perceiving. The heart ‘pushes out’ to meet the agting wave, while the acts of mind
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wave break like surf around the body. This illusathe reversibility of perception,
smudging what Fred Evans describes as the pointawbeeing ends and being seen
begins'’® The waves go on to ‘not-yet breaking’ then ‘jusedking’. This scrutiny brings
us back to the scientific concept alluded to intttie. A complex mechanism refers to the
transfer of electrons involved when one thing beestnansformed to another. Here the
wave becomes energy, vapour, gas as well as ptre @ferceiver. In the act of perceiving
the waves breaking the protagonist records thisham@sm, while also ‘surrendering’, to
use Merleau-Ponty’s term, a part of the body tovibeating world around it°

Merleau-Ponty uses the concept of flesh to desthiewhich connects the
phenomenological body with other world phenomemae lfielt through the vibrations of
crashing waves. This flesh thickens the spaceargensibility that functions as circuitry
between bodies, so each fuses into the other iayathat is continuous and unfix&duThe
point at which such a fusing is felt, as when thaggonist experiences her mind and heart
relating to the wave motion, is described as by Toddvine as ‘the moment where the
being of nature and of the human crd&sThat the crossing is two-way is integral to the
flesh felt between them, and this exchange betweeman and sea is felt throughout the

poem:

What is force? My love is forced from me as ingatr
from love. My gaze is forced back into me as itaats
from thought. Sometimes the whole unravelling attiv
for just an instant
pools, all its opposing motions suddenly just patten these briefly
lakelike flats— (p-34)

As love cannot escape love, sight cannot retreat thought: sensibility and emotion and
thought all act as equivalent forces unravellimpfrthe body and into it simultaneously.
Countering this sentence length (which continues tive next fifteen lines) are the words
‘instant’, ‘suddenly’ and ‘briefly’, piling up in@extended moment experienced as this
force; the same force through which the sea pessdive body of the protagonist, whose

‘gaze is forced back’. This intertwining betweerottodies informs both, given that the

9 ‘Unnatural Participation: Merleau-Ponty, Deleuard Environmental Ethics’, p.144.

2 phenomenology of Perception246.

2L Merleau-Ponty writes ‘a reversibility [is] alwaysiminent and never realized in facthe Visible and
Invisible p.147.

22 Merleau-Ponty’s Philosophy of Natu¢Evanston: Northwestern University Press, 2009)09.
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ocean can be affected by the legs of a standing @sdnuch as the sensations of that body
can been affected by the buffeting ocean. Jamegdrdrach writes ‘[i]f we know the

place intimately, we do so not in spite of our amte from it but because of the

distance ® This could be because, as Merleau-Ponty suggesiis, the body opens on to
the world, the world opens to the body, becomipgtntially never-ending realm of
sensations. If the force of this opening needsdavdo incorporate the seemingly distant
body, the force of the reciprocal experience groiss can be used, within a marine lyric,
to draw the pervasive, yet still apparently dis{@nta Western perspective), impacts of

climate chaos into the body of the poem.

The reversibility of perception that constitutesesng-in-the-world is further described, by
Merleau-Ponty, as ‘a sort of folding back’ of theotsurfaces upon each otfféThe

folding, be it unfolding, folding back or enfoldingives a physical depth to the act of
reversibility. The brackets, discussed in detdérdacould be seen as a manifestation of this
folding back of the moment. As hands unfold to ed\beir palms, so an object unfolds
itself before our perceiving. The constant happgwiithe world — not just that motion of
sea, but the cycle of seasons and other terregtiaésses — ensures this reversibility is

unremitting.

Throughout the poem waves and sky fold and unfotd the ‘whole unravelling activity’
stills. But only for an instant before the poemnaflg concludes - with ‘seven kinds of
sound’. Sound, more than sight, is felt within boely cavity, in modulating vibrations
that ‘crash’, ‘rise’, ‘soften’ and ‘lull’, as thd’*of the poem becomes the second person
‘you’, altering the protagonist’s bearing towardsdelf. This shift could allude to the
unfolding selfhood, the displacement of a fixeatieihal sense of self that comes from a

deep engagement in a place of ceaseless movenmentin@l image is of ‘tiny patterns

% ‘The Place of Jorie Graham’, ilorie Graham: Essays on the Poeteg. by Thomas Gardner (Madison:
The University of Wisconsin Press, 2005), 201-21.212). He is referring to the title poem®ifarm but it
is applicable here too.

4 The Visible and Invisiblgy.152. ‘Solitude’ includes these lines: “(it iseddy the flesh of things that
speaks to us of our own / flesh, and that speals @f the flesh of the other)” - which Graham
acknowledges as from Merleau-Pontytse Visible and Invisible
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which /seen from above’, suggesting the gaze, tbbaek into itself, has become an

imaginative extending into the worfd.

Responding to the restless sea, Graham'’s protagonadify accordingly. The ‘I', while
situated physically, shifts with the movement @ tiorld around her, defying anchorage
to anything as fixed or known as biogragfjhe introduction to th¥enofeminist
Manifestodeclares the ‘right of everyone to speak as namparticular’, and Graham’s
resistance to categorisation - as protagonist armmbat - ensures such an occasion of
watching waves on a shore does not become reduotibe individual, but potentially
folds back the flesh between the protagonist andee’ This resistance to autobiography

leads back to Merleau-Ponty’s thoughts on depetzatian:

‘Every sensation carries within it the germ of aan or depersonalization such as
we experience in that quasi-stupor to which weradeiced when we really try to
live at the level of sensation ... Sensation canrtm@gmous only because it is
incomplete’.?®

The incompleteness of witnessing the ocean cragheoshore, waves rolling and shining
their patternings that will not stop, ensures e l'lI' of this poem is not a fixed subject.
This ‘I' is of a body without predefined or explidiography, who in some sense is
depersonalized, and could open to become the bodily sensation. The anonymizing of
the protagonist serves to balance the emergenoetiofoodies of human and of ocean;
reminiscent of that search for a ‘re-equilibriunetlween place and protagonist Graham
spoke of in this chapter’'s opening quote. She hiésew elsewhere of the disintegrating

sense of self:

Somewhere between the "I" that takes its authéniy an apparent act of confessional
"sincerity," and the "I" that takes its authoritpiin seeing through to its own socially
constructed nature, there is still the "I" thatsah love, falls out of love, gives birth,
loses loved ones, inhales when passing by a fragvaabush--the "I" that has no
choice but mortality®®

* This potentially transcendental aspect of Grahamuek is not of interest to me in regard to the meri
lyric. My interest is in how an engagement with tharine enables a monistic view of the world, aslll
explain later.

% Speigelman writes dflever ‘Like the ocean, the music of Graham’s poetryoigrs normal signatures of
key and tempo; her most radical experiments mafase in which she both signals and eschews cldsure
in ‘Jorie Graham Listening’, iEssays on the Poefrg19-237 (p.232). This applies to what she doekim
poem.

2" <http://www.laboriacuboniks.net/20150612-xf_layouehapdf [accessed 18 January 2019], p.2.

8 phenomenology of Perceptignp.215-6.

29 “The Glorious Thing, Jorie Graham and Mark Wunigérin Conversation’American Poef1999)
<http://www.joriegraham.com/interview_wunderlilfaccessed 17 January 2019] (para. 6 of 31).
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What disintegrates in this description is the baghself, a contained self that could be
seen to inhabit the lyric ‘I'. A bounded sense @iflsood unfolds through the act of
observance, a knowing compliance to be witness iBhdistinguished from being
enfolded by social influences and from the ceasekmotional folds of time passiAgln

the same interview, Graham goes on to describ® the ‘simultaneously illusory and
essential’, which could be, as seen, said of thelses this ‘I' found throughouteverthat
interests me: the ‘I that stretches the boundasfdseing-in-the-world in any one moment.
Observing a relationship to place, as dependethisrmutable interaction between the
force of perception and what might be consideratefmal’, enables an awareness of our
co-existence with place. This opens us up to adibit must be accepted as uncertain or

tumultuous, as a continual issuing forth of events.

The marine lyrics, situated in sites of such fld@mand a reciprocal protean subjectivity.
The urgency conveyed in these poems blasts ang séistiore as a place of meditation;
just as the slow accumulation of climate chaos deeades is now evident in extreme
weather eventdeveroffers Graham'’s first extended reckoning of theaiyic explosion
between human and sea. The protagonist, througtotivse of a poem is, in the words of
Merleau-Ponty, ‘indivisibly demolished and remagette course of time** The overt

and violent passing of time in these poems sigia@svider urgency that was felt in 2002,
that is even more so now. The titles througheewverpress on with this ephemerality
through tidal states and other notions of tempiyrdkebbtide’, ‘High Tide’, ‘Afterwards’,
‘Evolution’ and ‘The Time Being'. The ‘sensation dfiration’ is referenced in ‘Exit
Wound’ (p.53). ‘Hunger’ follows clock time, from 134 to 12:02, as bracketed
announcements delineating sections of the poerfitsAit jumps three minutes, then
pauses at the same time over four sections, tottilhe final three sections of the poem,
the precision of a clock becomes simply ‘later'séems even the passing of clock time
cannot be objectified by an expected sequencermtrals, but brought into a personal

%9 While Graham does not address her whiteness ékplitthese poems, her phenomenology does carry
resonances of the orientation of whiteness tha 8amed discusses in her ‘Phenomenology of Whitnes
Feminist Theoryyol. 8.2 (2007), pp149-168. In this essay Ahmedlted-ranz Fanon’s writing of the
historic-racial schema in which we all function. Weéhthe shoreline might be considered a neutral
environment, it only so because the protagonistentation is not interrupted by her race or howraee
inhabits the shoreline. In many ways hers is aybadhome’ (p.153) on the beach.

%1 The Phenomenology of Perceptip219.
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experience of time passing. Repetition here ardle$ (four mention ‘Prayer’, and there
are two ‘Evolution’s in the collection) punctuatesd thus highlights changes occurring
between them. Each repeated moment marks a retsontething that is now different.
As the self is demolished, so to, through the mecipy of perception, is the shoreline.

One ‘Prayer’ openBleverand another closes its first section. The firstuos@t a dock,

where the protagonist watches them from above:

(turning, re-
infolding,
entering and exiting their own unison in unison) (p-3)

By watching, the protagonist is changed, ‘[m]ord amore by / each glistening minute’, by
being enfolded into the unison of the minnows, &yssng their current and by listening
and being aware the moment of their movement heseplafor ever, and can never be
returned to. The momentary self also cannot benmetuto, unfolding from each
encounter; she is an intra-active being, alivéneoreversibility of her perception,

responding and reacting to the enfolding world.

| am free to go.
I cannot of course come back. Not to this. Never.
Itis a ghost posed on my lips. Here: never. 3)(p

The place in time can’t be returned to. It will bashanged as the protagonist has changed.
The repetition of ‘never’ at the lines’ ends acesraeditional weight by also being the
collection title. It alludes both to an end pointlahe suspension of one. Simultaneously
they acknowledge the endless movement forwardshatstoppable, ultimately, as
Graham says, to where there is ‘no choice but fity'tal his prayer does not appear to be
a transcendental spirit or deity, but a prayehtodnergetic collective motion of fish.

The second ‘Prayer’ seems to exist as the opermemis ghost. It comes after several
poems within or around woods, and alludes backedight and textures of the first, as an
echo, a relay, or delay in the action of the minsokv this ‘Prayer’ the fish are shadowed
and implicit in the ‘flickering’, ‘transparencieand ‘trembling’ (p.16). The woods of this
poem cast a similar light to that which strikes ¢laglier underwater weeds. This
reoccurrence of images, echoing various senselsaod phroughout the collection, makes

%2 |n the 2005 collectiorQverlord, Graham has several poems entitled ‘Praying (Atesfi...) - the act
being less successful than the thing of this poem.
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tangible the interconnectivity that’'s more appai@rgea than on land. In the opening
poem currents, made visible by the movement of owsor kelp, are cut by the wake of
an earlier boat, which disperses the creaturesvaed in the present; nothing is static or
becomes truly past in the co-worlding of this oa@asA monostitch line in “The Time

Being’ states it overtly: ‘Nothing can be singleat'qp.44)3

In ‘Covenant’ this mutable, intertwined self becansxplicitly involved with what often
recurs through the collection: pollution, waste gnéstions of resilience. The reference to
a ‘Covenant’ suggests another agreement, or plefitie self. This self at one point feels
‘unprotected’ and gives thanks for that, beforétta¢ voices are suddenly one voice’

(p.73). Here is the revelation of rocks at low tide

The always-underneath excitedly exposed to hegit, livind, the
being-seen. Who could have known a glance could be
so plastic. (p.74)

A ‘plastic glance’ is both mutable and pollutindheél'protagonist’s inseparability to place
brings her culpability into question. The poem’aseof intertwinement grows with its

light and layers of colours, until the covenamnteigealed as there being plenitude ‘but only
as a simultaneous emptying’. This filling and ennpgy that echoes the abundance of
plastic that in turn destroys the ecosystem, isth#lict carried by the poem. The ethical
dimension of the reversibility of perception adddhe exchange between inner and outer
worlds, as the interdependence between the twanesandisputable. The Western
attitude that plastic pollution and other climatisasters are things that happen elsewhere,
to affect other lives, is eroded by these poemisdieav the remote into and out of the
body>* The immediacy of flux as evidenced in the tide shdre gives a sense of urgency

to the marine lyrics that cannot be ignored.

The poem follows the incoming tide, darting betwedrat seems to be a loud motor and

the abstract engine of life which disrupts any ccfgagression of thought or action within

¥ The interconnectivity of objects is a recurringrtieeof Merleau-Ponty; ‘Let us therefore consider
ourselves installed among the multitude of thirfgsm The Visible and Invisiblg.160)is also quoted in
‘Solitude’.

3 Interestingly, recent research has found cormiatietween plastic production and use with rising
greenhouse gas emissions. Lisa Anne Hamilton &laktic & Climate: The Hidden Costs of a Plastic
Planet’,The Centre for International Environmental L&2019)< https://www.ciel.org/wp-
content/uploads/2019/05/Plastic-and-Climate-FINA119.pdf [accessed 17 May 2019].
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the poem. Everything is approaching, layer oveetayf sky, humming, love and listening
add to the porosity of the occasion. There is aes®eff creative confusion. The covenant,
perhaps, is also to a not-knowing, a pledge to@dbe chaos around oneself. This
collision of knowing and being (more words thateapthroughout the poem) questions
our accountability, when ‘the full selfishness ...tlhé being’ might be ‘so full of
innocence’. Love mesmerises, ‘big enough to higectige’ - is this the cage of delusion
we trap ourselves in? The clauses shingle into ett@dT in a spacing that is not lucid in its
approach but insistent. The cacophony of thoughtidies into the silence of sensation.

This intermingling of request and thought createsfinal action of the poefii.

This complex, ragged poem fuses a shifting selithe incoming tide and a larger, less
definable threat. The sense of being filled anohraubaneous emptying brings a same
tension that comes with human presence: the agpi@tiand understanding of our

polluting the ocean:
the
context, ongoingness,
and how it does go on regardless of the strangmlgen coming un-
done of
its passing away.
Silence is welcomed without enthusiasm. (piY5
The images and ideas that reissue thrdugberas ‘silence’, ‘current’, ‘glance’,
‘gleaming’, ‘love’, and many more, immerse the relaish the poetic co-worlding, not just
of each poem, but of the collection as a whole. [algering of repeated images provokes,
initially, a physical response, the sense of a wasbver of things and events. This
immersion in the world is a sensation that candogdtten in the normative, terrestrial
experience of surface dwelling and spatial distoms. It might be when the wind is
blowing strongly against or with us, we feel thésise of being within an environment
when on land, but the constant currents of oceaudrerthis same envelopment cannot ever

be overlooked in the marine. To be immersed remirsdsow each movement of our body

% It reminds me of Tania Kovats’ sculpture ‘Where@ Seas Meet’, glasdffshore: Artists Explore the
Sea curated by Invisible Dust (Hull: Ferens Art Gajlé Hull Martime Museum, 1 April-28 August 2017)
In this piece three round bottomed flasks hal&dliwith water and connected by glass pipes have the
semblance of womb and ovaries, both substanti@klpresence and shape and made insubstantia by it
transparency. This sense of materiality and imnedisr seems to capture the nature of water, aqygion
of it and how that feeds into a sense of fluid:s&fe, who can now be neither wholly here nor disegr’.
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in the world will ripple out, having clear repersians on those which are both near and

far, ‘how old-fashioned: distance:’ states the @goinist in ‘Covenant’ (p.74).

ii. Poem as Emergent Body

Often inNeverit seems a line could be extracted from one paeantavould speak within
or from any number of the collection’s poems, giviha different tone or texture,
embracing it within its own locale. For examplé:seemed to furl-out, as from an opening
|/ a gesture of mind geometric in its widening’ t&ary’, pp.58-9) speaks directly to (or
alongside) ‘the crystalline green risings of jusfdye furling, / then the furling’ of “The
Complex Mechanism of the Break’ (p.33). This enegahe oceanic ecosystem. Kelp can
live in a rock pool or attached to a rock off sharefloat miles having been torn from its
holdfast. It behaves differently in each place, sugerficially appears the same; similarly
the individual who, day to day, adjusts her intéoacwith the world and its opening to
her. The reciprocity of this co-worlding is fundame to the ecopoetical ethics found
within a marine lyric. The kelp, human and see like extracted line, clause or image,
exhibit how the same body moves through differégties. In this section | will explore
how the changes arising within the bodies of watet human (or of water and kelp) can

emerge within the body that is a marine lyric.

In the poems oleverreversible synaesthetic perception enables afleseto interact
within body and admit the sensations of the woFlie intercausal dynamic between
perceiver and perceived that Graham tracks betweed, eye and wave illustrates what
Stevens wrote of imagination as ‘a violence frorthimi that protects us from a violence
without. It is the imagination pressing back agathe pressure of reality® Stevens’
violent force conflates the wave with the humampoese. It is not simply water that
makes the wave, but the motion of water that mékesvave’s force, so in imagination’s
case, the process of thinking is the force. Grahaites of a similar exchange in ‘Exit
Wound’:

The presence [only the mind can do
this] of

% The Necessary Anged.36.
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inner feelingup againstiving force,
(p.-52)

Aligning Graham’s ‘feeling’ with Stevens’ ‘imaginah pressing back’ includes the
imagination as an element of embodied, synaesthetieptior’’ More than just
belonging to the human body, the imagination oaesihe collision that charges the
circuitry that connects two bodies. This force atiies in “The Complex Mechanism of
the Break’ as the mind ruffles alongside the waares eyes, so conjuring the mind’s eye
(as distinguished from the ‘watching-eye’). Thederi imagination enables the perceiver
to feel both part of the world and be apart fromnbugh to witness her experience, and

document it.

This balancing of being enfolded and unfolded islimoited to the one poem, and my
exploration of it might benefit from moving beyoheverfor a moment. Images from
Graham’s ‘Wanting a Child’ ifcrosionand Stevens’ ‘Sonambulisma’ Transport to
SummeK1947), can also illustrate how imagination isaieel within the world as much as

the perceiver themselves. In ‘Wanting a Child’” Guathpartially enters the sea:

Sometimes I'll come this far from home

merely to dip my fingers into this glittering, aeib
sea that renders everything

identical, flesh

where mind and body

blur. The seagulls squeak, ill-fitting

hinges, the beach is thick

with shells.

Here the sea’s ‘flesh’ is the location of the bilngrmind and body. Its visceral nature
obscures the sense of which body is being bluriéd tive mind; creating instead a
sensatiorof both human body and watery body, from wherdifallonce originated®

Gulls ‘squeak’ as hinges, ill-fitting between sea deach, another body (of land) for the

poem to hold. They also articulate between soudsdance, between life and death.

3" This was touched upon at the end of my readiri§leé Complex Mechanism of the Break'.

% Erosion (Princeton: Princeton University Press, 1983)9p.2

¥ That, as Alana Mitchell claims, ‘has the same deahtomposition to early stage embryonic fluid’ in
SeasicKOxford: OneWorld, 2009), p.22.
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The image of seagull as hinge echoes the gull@iabulisma’ that rises from Stevens’
‘old shore’ (as Graham'’s is an ‘archaic sea’). tevens’ poem the ocean resembles ‘a thin
bird / That thinks of settling, yet never settléehe creature is both of and from the sea,
flying as imagination beyond its physical spacethMit the bird, the poem goes on to
speculate, ‘[tlhe ocean, falling and falling on ti@low shore, / Would be a geography of
the dead’, a place that lacks interconnectivitppeavasive being’, from where man can no
longer activate meanin@06llected Poem%.266). This place is the sleep-walking state of
the title. The seabird, as an imaginative dynanses from an environment in flux,
making visible connections between things we migfitbe able to s€8 These could be
the molluscs in Graham’s poem and the depths o& gpdl can reach as a diver that we
physically can’t. To set Steven’s use of a gullaagyible imagination-in-process, rising
from the world, alongside Graham'’s gull as hindjefi(ting but audible) allows a means

of regarding the imaginative act of mind that {gc@m as a hinge. As such it can be seen
as a manifestation of the flesh unfolding betweenldvand poet, its circuitry sustained by
both bodies. These are the ‘kinaesthetic unfoldiNgsleau-Ponty describes as
experiencé! The materiality of imagination, rising in and aitthe perceiving body and
the body perceived, becomes embodied as a distimct here, the phenomenological

occasion of a marine lyric.

‘Covenant’ illustrates this, as the imagination basn superseded by the written word:

This in an age in which imagination

is no longer all-powerful. Where if you had

to write the whole thing down, you could.

(Imagine: to see the whole thing written down) (p.73)

The intertwined dynamic of reversible perceptioaldas seeing ‘the whole thing’ written
down as well as to have written it down. Writingperiencing and imagining have
become inseparable. AlsoNever in ‘By the Way’, Graham writes, ‘Now you can ente
your clearing: dazzling / imagination’ (p.87). Tlgaring has, in the same poem, been
described as something ‘that folds inside itsblbdy upon body that has traversed’, and is

kept cleared by the wind, which provides the fasténhinking of the waves in ‘“The

“°This is as opposed to fancy, which Stevens claimiBhe Necessary Angés unrooted in the physical
world.
“1 The Phenomenology of Perceptipr362.
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Complex Mechanism of the Break’. How the immanesdybof a marine lyric

accomplishes its emergence is what | want to egptext.

In his unfinished workThe Visible and Invisibl€l968), Merleau-Ponty identifies the
‘metaphysical structure of our flesh’ as the ‘chiaé® The chiasm mediates the
metaphysical aspects of flesh, and in this se@mables an unpacking of the relationship
between perception and language. ‘Solitude’, alsmNever presents a dialogue
between ‘editor’ and ‘speaking subject’. It is poéoccupied with the marine, so | won't
read in detail here but it does illustrate whatt@ra has spoken of about the relationship
between text, author and reader. In a recent rewpsie asks, perhaps herself, perhaps

the audience:

‘What is the first person? ... Who's speaking? g exactly me, it's natot me. It uses
a part of me. When you write a poem and then ywisedt, you're a different you
every time you revise it.**

These successive writers and editors ensure tha’pd®dy remains as mutable as the
original occasion that the poem rises from. Thasmi then could be felt twccur between
poet’s temporal selves within the poem and thedagg of the poem. It crosses the on-

going incarnations of self recorded in elementghefpoent’

In ‘Dusk, Shore, Prayer’ a
more implicit distinction between the multiple sefvoccurs in a response to will and

perception of wave action:

the moving of the
waters
(which feels tugged)(the rows of scripting
[even though it’s a trick] adamantiwi
self-unfolding)(wanting the eye to catch ...

(p-31)

The sensation of being tugged by water and thaialuo their ‘scripting’, as writing or a
manuscript, are separated and connected by beacgglvith the multiple sets of
parentheses. The distinguishing of body and mimdoised later in the poem by the desire

to ‘feel’ and ‘wrap’ the ‘waterlipped / scriptingThe sound of language, a ‘true speech’ of

“2 Alphonso Lingis, in the translator’s prefaceTdfe Visible and Invisiblep.xl. It is perhaps worth noting, in
the context of a thesis framed by the seen andennseat Merleau-Ponty took the warkdiasmfrom poet
Paul Valéry’s ternthiasma which “refers to the X formed where the opticweecross at the base of the
brain, allowing for images from the right visuadlfi to be processed in the left visual system efatain and
vice versa” Toadvine, 2009, p.110.

“3In conversation with Poetry Eashitps://www.youtube.com/watch?v=90xZr_7NzSNaccessed 21
January 2018].

4 Merleau-Ponty also writes of the chiasm as a “sppeglistening, seeing-being seen, perceiving-being
perceived circularityThe Visible and Invisiblg).265.
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moving waters, is not ‘known’ in an intellectuahse, yet is inserted into what is seen.
The protagonist then struggles to balance hersatfigoapartrom while beingin-the-

world: intellectually, or imaginatively recordinge sensational experience. This develops
into a threat of being ‘emptied by the wound of mieg’:

The stump iptetation.
Spelled from the living world. (p.31)

The struggle seems to come from rendering the autas poem, making manifest the
chiasm between the imagining selves (writer antbedi whom | also identify as
protagonist (as the embodied perceiver within tbedvof the poem) - and the language at
their disposal. Graham’s use of brackets seemgmate struggle into an attempt to
balance the body of waves (sensation) with the lwddlge poem (language). ‘Spelled’
could be literally how a word is constructed, aoajuring, or both. The protagonist
admits to grow ‘sharper by / this sighting’, ashiére is benefit in the interpretation, the
translation of co-worlding as emergent poem. Shpears to be attempting to participate
in it as she unveils her questioning of it. Thehgadck from this inquiry is at the end of the
poem ‘barely findable’, but, ultimately, the finabrd is ‘findable’. Such questioning is the
dynamic within the exchange of protagonist, hen@en-the-world and of her language
that makes meaning of it. This fragmentation of isethe attempt to feel and interpret a
presence offers no straightforward path into okldeamm. The meaning of this co-
worlding is potentially unfindable, just as we midgfecome lost if we are unable to

understand ourselves within it, or how the operihg poem expresses itself.

To understand the imaginative space of the chiasmetaphysical, despite it feeling as
‘ill-fitting’ as the squeaking gulls, it might besaful to fold Merleau-Ponty’s thoughts,
across the years of his writing, back into themseknd consider the intertwinings of
physical world, protagonist and imagination withis writings on language. In ‘Indirect
Language and Voices of Silence’ (1964), MerleautiPangues it is the difference in
language that makes its meaning, distinguishifrgih the babble of babies. What if, he
asks, ‘language expresses as much by what is betwerels as by the words

themselves?® He suggests that it is the difference betweerabldb, or words, that holds

“5 FromSigns trans. by Richard C. McCleary (Evanston: NortheesUniversity Press, 1964), p.45. His
argument builds from Saussurean linguistics.
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what they attempt to codify. It is the gaps in sbtimat make meaning, the distinction
between a plosive and soft consonant, the shapesiafls. Once a thing is ‘spelled from
the living world’ and enters language it is tramefed from the original experience. It
might also be useful here to recall Graham’s oleterm of Stevens’ ‘gap, the crack in the

sensibility that compels the action of the poero n¢ing’*°

This gap could refer to larger one arising betwiaenunfamiliar union of words or line
break. While the gaps remind us of the limitatiémibempting to put into words what is
essentially incommunicable, the gaps could be wtierembodied sensibility lie, the
chiasm that occurs between the imagination of gantest and their language. As Graham
says, ‘Listen: between the words’ (‘Where: The Be1sp.78). The embodiment of the gap
- the chiasm made tangible by the words aroundgsifeundation for the poem’s
immanence. In it lies the vibrations created betweerds that enable an opening of
being, as experienced earlier in the flesh betvegnan and the waves. The interval is
what Merleau-Ponty claims makes the ideas fouriierature couple to the sensibility
that provoked them. Ideas, he writes, are only kmbwour corporeality: ‘it is the

invisible of this world, that which inhabits this world, sussit, and renders it visibl&’.
The invisible Merleau-Ponty is referring to herg¢hie same force that forms the
attachment between body and ocean, as betweerotis what unfolds in the current of a
marine lyric, driving the rhythm, pace and struetof it. The experience made immanent
with a poem offers a far stronger visceral imphentscientific abstraction. It is Graham’s
knotting of scientific terminology and conceptshiit an embodied experience, providing
enough gaps that could be described as ‘ill-fittitigat enable the poem to emerge as a

body of its own co-worlding®

“% In conversation with Thomas GardneiRrgions of Unlikeness: Explaining Contemporary Boet
<https://www.joriegraham.com/gardner_interview_ 19%98ccessed 20 November 2015]. Thomas, M. Wynn
in ‘Full fathom five’ in The Guardian(2008) cites Graham as saying her writing is @érea of gaps’
<https://www.theguardian.com/books/2008/may/03/fesreviews.guardianreview2Jaccessed 5
February 2019].

“"The Visible and the Invisible,151.

“8 Louise Westling, in ‘Merleau-Ponty and the Eceitry Imaginaryfrom Handbook of Ecocriticm and
Cultural Ecology ed. by Hubert Zapf (Berlin Walter de Gruyter, 8)1p.66, comments that Merleau Ponty
describes modern art as ‘a wild Being of visibld &visible meanings that are dynamic and emergeis.
writings on the impressionists explore how thenaahifests the intersection of artist and world, rising
imaginary.
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How language is levered apart through Graham’s gadarthe tension between line unit
and sentence, the use and inversion of compoundsvasrd the interleaving of parenthesis
and square brackets, and their resistance to stfarg/ardly consumable meaning, will be
considered further in chapter two. In the remairafehis chapter | want to explore how
the reversibility of the chiasm occurs between paah its protagonist; and how this
exchange might lead to understanding the marine &% a phenomenological occasion
that informs and reforms her and its own on-goopgen nature. The marine lyric, as with
the perceiving of the waves, is both external amernal of the protagonist’'s imagination.
Its co-worlding emerges between the occasion amahgoing imaginative process with

the protagonist as she writes and edits the méaniite

The chiasm here is maintained and kept vital bgreses of depth felt between both
phenomena. Jean-Paul Sartre’s exploration of tlagimation is referenced throughout the
Phenomenology of Perceptiand | want to draw upon his thinking to help deepe
understanding of how the marine lyric, working &srthe chiasm, maintains an on-going
emergence of occasion. Sartre claims the imagmege is ‘marred by an essential
emptiness’ and can be quickly exhausted by theimeag limited knowledge of the
imagined thind” If | was to imagine the seashore | am limited tpreconception of it
that comes from empirical and learnt knowledgerrot be surprised by a conjured
image, because | am its conjurer. However, if thiéirvg of the shore encompasses the
internal and external moment, as Graham does,ishendture between the poem’s
language and the perception that drives it woud@nt Sartre’s argued limitation of an
imagined thing. If meaning is held in these intésytheir lack of language ensures any
meaning cannot be entirely known or fixed. Thenmeassignifier for what is not said,
therefore a protean sense of meaning is frametidopaem’s language. The greater the
gap between words, by which | mean the intrusiowlife space, the less familiar
coupling of two words, or a more disruptive syntidne possibility of meaning created by
them widens. Through embodying her imaginatiorhanlanguage of a poem (highlighting
its gaps), the protagonist activates the imagihedytand the occasion of the poem from

herself. This creates the chiasm between hersdlft@poem.

9 The Imaginarytrans. by Jonathan Webber (London: Routledge4Rq0141.
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This chiasm creates a dynamic reversibility forhbloddies. The opening lines of ‘Ebbtide’

highlight this reversibility:

| am a frequency, current flies through. One has
to ride
the spine. (p.36)

Frequency in physics is a vibration or transmissimis this frequency the protagonist, or
poem, or some as yet unidentified phenomena? Tihe spa human or the metaphorical
spine of an idea, or poem, is created by the ‘deftihere® The subject of the poem is a
frequency. This is identified as surf in the siktte, which codifies the appearance of the
outrides, short phrases or images set as the ébr@evave. In another poem, ‘Surf’, a
mind bends ‘into those waves’s waves'. The ‘one€Bhbtide’ seems to straddle mind and

surf. Four lines on:

Making one’s way one sees the changes.
What took place before one
looked.
Snakeskin of darker sands in with the light.
(p-36)

Process is perceived before the phenomena ofdédinies. A snake is evoked later when
the protagonist has made her own mark, in the saiinda stick that ‘snakes towards /
thought.” As the sands change colour so the proiagmakes her own changes, both in
marks to the beach and the words on the page #egtie ‘scripting’ of ‘Dusk, Shore,
Prayer’, and in ‘Evolution’ where ‘long sentence$kelp are ‘brought forth / and left-off,
phrases of gigantic backing-off’ (p.22). The imrting of writing made by surf and poet
emphasizes how language could be seen as risimgtfre circularity of the two bodies to
create a new embodied force of the imagination.gdieg back and forth through the
language of shore and of poem ensures the imagmtitat crosses between the two is
never static and keeps both fluid. The affectiatesbetween poem and protagonist
develops unpredictably and spontaneously as lotigealnguage remains open, in motion

as the surf. A marine lyric, therefore, enables@uring of what Sartre calls the

% | have borrowed the term ‘outride’ from Vendledsscription of the ‘small piece-lines dropping doatn
the right margin of their precursor-line’ the Breaking of Style: Hopkins, Heaney, Grai{@ambridge:
Harvard University Press, 1995), p.79.
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‘inexhaustible depthof the occasion that provokes the poem, makinghgwa occasion, a

new body, beyond that of poet or plate.

This intertwining between writer and that whichwistten, maintaining the unfolding

nature of the poem-as-occasion, is perhaps enb@gl&aham writing many of the poems
in Neverin situ at the shore. As she moved between wrdimgj observing, she found
herself trying to expand the poem to hold that eotéel moment. She describes this way of

working as

an attempt to change the power ratio of witnessadd, to give the world—the
subject—more power. To get one’s self to whereismmpen to being “corrected” by
the given...". >

Here | could rephrase Merleau-Ponty to say, iyitehding her body to the world that the
poet changes the world into poerighe poems, then, are charged by the encounter
between world and human. Through this exchangéehpmena, perception and
imagination the co-worlding of the marine lyric enges. It is, what Merleau-Ponty calls,
‘the imaginary texture of the real’ that is conveynd draws in the reader (in the case of a
poem), to re-create a similar sense of immersidhiwihis new phenomena of the distinct

poem>*

This force-in-the-world that is activated by thésibecomes the active subject that

‘corrects’ or affects the artist during her processe-enactment. This transition is made
explicit in the examples of circuitry between pagtl shore, and protagonist and poem,
such as ‘the pebbled wordlike pulling down’ of “TBemplex Mechanism of the Break’,

and the ‘nouns of large clamshells’ in ‘Evolutidhat the seagulls (those hinges of flesh)

*1 The Imaginaryp.144.

*2The Paris Review65 (Spring 2003xhttps://www.theparisreview.org/interviews/263/jeggaham-the-
art-of-poetry-no-85-jorie-grahanfaccessed 1 December 2016] (para 53 of 174). leaninded of painter
Joan Eardley’s giant canvases of the east co&taifand. She also composed outside where bottasanv
and she are dwarfed by the sea and sky aroundreeting a similar ‘power’ in the subject of thewsa that
tumult across the canvas to cause the viewer’skibtysto rise up into the force of the wave anel b
engulfed by it simultaneously.

%3 He actually writes ‘It is by lending his body twetworld that the artist changes the world intopags.’
He goes on: ‘To understand these transubstantsati@nmust go back to the working, actual body —thet
body as a chunk of space or a bundle of functianghat body which is an intertwining of vision and
movement.’ (‘Eye and Mind’ pp.123-4). Merleau-Pofiiguses these observations on the work of Cezanne,
but has also stated the act of expression by thentis not very different from the painter’'sS{gns p.45).

% ‘Eye and Mind’, trans. by Michael B. Smitihe Merleau-Ponty Aesthetics Reader: Philosophy and
Painting (lllinois: Northwestern University Press, 1991)26.
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are ‘dragging and retrieving’ (p.23). Such instancan be found througholeverof the
process of poem-making being at the heart of tleend® co-worlding where everything is
being re-made, re-scripted and re-formed. The gootist and her writing activates rather
than closes the gaps between herself and the whedvrites of by making explicit the
attempt to give language to what is wordless. Atéting the fluctuating relationship
between the waves, selfhood and poetry comessmithnifestation of imagination that
creates sensation as patterns made in one poereraade in another. The transformation
that arises from this ongoing engagement with imaigon - observations of changes in
self and the sea - is what Neimanis calls ‘raditagination’. What keeps it original and
vital is for the imagination - here as a marinedyrto be ‘continually engaged and
reengaged, negotiated and renegotiated@hie gaps seem to be crucial in this dynamic, not
just between the words but as the white space drthem. They help the reader and
protagonist to decentralise their experience, tendtand deepen their attunement to the
nonhuman world. This positioning encourages thvagarticipation in a meaning-

making that is embodied and non-language based.

iii . The Ecology ofVhite Space

So far | have explored how embodied perceptiorvates a reversible space between
perceiver and perceived and how this can maniegtaforce of imagination unfolding in
the gap between protagonist and the language oéipNow | will explore the
relationship between reversible perception andatger gap or white space that unfolds
around a poem. While Merleau-Ponty claims that \tinger works on the wrong side of
his material. He has to do only with language, iamglthus that he suddenly finds himself
surrounded by meaning’, this disregards how muckerttte poet has at her disposal to
work with than simply the space between wofdshe white space around a poem, that
locates (or dislocates it), builds on the gap betwwords to open the attentive reader up
further to a pre-linguistic sensation, the mutabieayable that language fails to expréss.

This section will attempt to fold back the meanmgking aspect of language into the

> Hydrofeminismp.175.

% Signs,p.41.

*" Toadvine describes silence as being ‘the key wiffee between the sensible and sense, that iseértw
the world of perception and the world of meanir&f09, p.128.
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amorphous space around a poem to discover hownijgist help us to decentralise the
humanist experience of language. Like followingeatuary to sea, awareness of the space
between words can lead us to experiencing the thiatesurrounds and rubs against the
poem. As sea and shore shape and affect eachsothteqgral force, it could be that the
white space running through and around a poemsé&eecalibration of the force between

words on a page and humans in a more-than-humadd.%or

My readings so far have attempted to reconfigueeréfationship between what is
traditionally seen as fore- and backgrounds. Theerttee poem’s white space is felt to
underpin the energetic dynamic of which it reststshapes, the less it can be sidelined as
a site of placelessness, forming a new ‘environalex@unterethics’ within the marine
lyric.>® Such counterethics emerging through this focus/loite space depend on viewing
the white space and language as being in a cohpnoeess of interdependence, un- and
en-folding into the other. The ineffability of thehite space affects the language it erodes.
It offers a phenomenological experience beyondémiotic limitation of language; just

as seeing land from sea offers a new perspectitheorelational dynamic between what

the land contains and how it is formed.

Observing land from sea brings a new, almost umg@zable perspective. Landmarks
transit differently in relation to one another, meggly further away or at odd angles. At
night, the throng of lights (of traffic, streetsjilolings) rises in an indistinguishable glow.
The uniform plane of water, despite the cuttingte/evaves and shadow of wind on
surface, seems to bring the distant closer. Everytis more immediate. Focus lies in the
sea state around the boat, the clouds, and whaherghey might hold. Being at sea is an
active ever-shifting state of not-knowing, surrandieanticipation, giving rise to an

pressing scrutiny of other life, or suggestion$ifefor causal forces around me.

8 Maggie Nelson makes an interesting observatiomvehe writes ‘Space is distinct from alienatioris |t
fundamentally about volume, rather than about distg inThe Art of CrueltyfNew York: WW Norton &
Co, 2011), p.107. This section is attempting taioedthe distance between protagonist and sea bgrasg
the volume of the white space around a poem.

% Christopher Manes, ‘Nature and SilenceTime EcoCriticism Readed. by Cheryll Glotfelty &

Harold Fromm (Athens: The University of Georgia$,e1996), p.16. Manes wants to counter the edffics
exploitation that has flourished around ‘our gasud human subjectivity’.
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Rather than seeing this as disorientating, as TignGlark describes what he calls ‘wild
nature’ as a space outside of ‘given cultural idiest, the occupation of the poetic white
space needs to be regarded as an opportunitgdaentation. It offers a new engagement
with what lies behind, beyond or within the langaggesented, valuing the white space as
having agency within the poetfiThe potential of white space where truth, as opgde
meaning, lies offers a site in which the readernjeys with a felt sense as much as
intellectually. This way she can connect imagegthins or sounds that might not, at first
sight, be aligned. Another way of describing tkigi$ a bringing into action our peripheral
sense, which enables a wider view, less fixed ers#if, a softer, more integrated
absorbing of the buffeting language. Meaning da#dold the same imperative, time is
not linear, but there is a gathering of impressitias will, ultimately, provoke a response.
The language of the body might be slower thandh#tte mind, but ultimately it

permeates our consciousness more deeply.

The dynamic between white space and word, as wadhaad shore undergoes the same
slow erosion Graham identifies in Bishop’s shoreljpoems. This section focuses on how
the ineffable makes inroads into the known; théhparsd pull of the inexpressible
alongside the language of a marine lyric. My saeal self at sea undergoes a
transformation, abraded by the salt wind and watethe poem ‘Erosion’, from the
collectionErosion the protagonist enacts another act of disintemrdhat begins,

metaphysically and physically, through handlinglgeb on a beach:

[ run them
through my fingers. Each time
some molecules rub off
evolving into
the invisible. Always
| am trying to feel
the erosion— Hrosion,p.56)

The erosion is of both protagonist and the pebflbe.protagonist is ‘always’ trying to
sense this act of transubstantiation, which reke#ssm into molecules, and the white
space beyond the liffé The dispersal of these into space and silence mimte®duce their

agency. It is something to be felt, that has a ety as much as the flesh of stone and

% Timothy Clark,The Cambridge Introduction to Literature and thevEanment(Cambridge: Cambridge
University Press, 2001), p.25.

®1 Gardner writes of Graham'’s ‘touching what escapeech’ in Accurate Failures: The Work of Jorie
Graham'’ inHollins Critic, 24.4 (1987), p.1.
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woman, as the flesh between them now fills witHiples of both. The particles, while
invisible, will form something else - this maringit, for example, emerging from the

pebbles and on to her dying grandfather, ageingrlamd

the erosion
of the right word, what it shuts,
or the plants coming forth as planned out my window

The ‘right word’ alludes to mortality, already tdwed upon with the grandfather, a
dissolution of mind, and the poem itself. Whatsisut’ is not made explicit, the hard line
end stops the thought abruptly, as abruptly perhags‘right word’ might fix meaning
that is in the same process of erosion as the hameupebble. Nonetheless the sentence
runs onto a new line to offer new life in the foafnplants on a window sill. The
possibility of there not being a ‘right word’ ringsit later in the poem with glasses of

water, where:

The less full the glass the truer
the sound. Erosion,p.57)

If the right word closes the possibility of meanidiges the poem suggest that the sound of
an open-mouthed wine glass is somehow ‘truer’?efsri “The Complex Mechanism of

the Break’ sound is brought into the body by itsration and made physical, material,
against the eardrum. This sense of vacuum as iohrhtings us back to the erosion of
words and the materiality of the space around wadtfidse the vibration of sound holds a

truth that can be felt rather than the explicit meg of language.

Many of the poems ikrosionhave short line lengths, less employed in Grahdaés

work. Of this, and the greater white space shoedigenerates, Graham writes: ‘[t]he
voice in that book was, in fact, so aware of therading presence of the white space that
it just tried to mash words into that spa¥%Extending and foreshortening the lines,
enabling the poem speak into and be rubbed by ke wpace, suggests a greater
engagement with bearing the ‘weight’ of it. Ackneaging the white space the poem
emerges from is the first step in sensing its agamc the pressure it places upon the

language and poem.

%2 Jorie Graham & Thomas Gardner in Conversation fRegions of Unlikeness: Explaining Contemporary
Poetry.<http://www.joriegraham.com/interview gardner_18qdccessed 23 April 2019] (para. 79 of 148).
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In “The Time Being’ (fromNever) sunds such as ‘bird-chatter’ and ‘dog-bark’, subjec
and their sound compounded into one word, areaihjtat the centre of a ‘supreme
unfolding’ of the poem. When the poem focuses shdimen casting a net it catches the
previous sounds of the poem as the whiteness @in@anny’ light whose shadows also

share the protagonist. The whitening (that is ‘wiedlly’):

juts wild through

all stranof
the netting (sash, grout, palmfrond) and is, aidden, made to let up, slow
dows, the
caught fish must.
(p.46)

This interjection into the white space emphasigeadtion, catching the ‘juts wild
through’ which then vibrates into the space beyihredine. The poem’s second section,
located explicitly on Palm Beach Todos Santos,isgirhe whole of the unfolding like a
skin / coming-off’. What was sound and light, theoks of sensation, are now like sand,
tiny molecules of eroded land. The line break ersges the unfolding, the ‘coming-off’
as a peeling back, impelled by the white spaceekbles and words were coupled in
‘The Complex Mechanism of the Break’ and ‘Erosidahguage might also be felt as skin
of the poem’s body, touched by the vibrating wkpace, the invisible that sustains the

marine lyric®

The ethics of the dynamics between human, nonhamdrheir more-than-human
worldings are encapsulated in the ethics of howemaé or listen to the white space. As
Graham has said, ‘[i]t is as if that silence — wisah that silence — were asking a
guestion. You have to hear the question the sileroewnhat is in the silence — is asking
of you.”®* White space does more than simply allow a revettmsr or extension of
meaning. It offers a lack of authority or certairyrealm of imaginative unknown and
unsayable. In contrast to the imperfect precisiolarmguage, the expansiveness of the
white space needs to be heard alongside the visikldt, like the potential consequence

of our actions, has a scale that Timothy Mortoitscalhyperobject: a phenomenon so

® This fusion also appears in ‘The Complex Mechara$ne Break’: ‘the pebbled wordlike pulling down
and rolling up'.

% JP O’'Malley, ‘Interview: Jorie Graham'’s poetryd, The Spectatof2012)
<https://blogs.spectator.co.uk/2012/06/interviewgairahams-poetry#[accessed 23 January 2019] (para.
6 of 16).
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extended in space and time that it exceeds deiseri§f White space challenges the sense
of human exceptionalism held through use of langu@ge more it intervenes in the form
of the poem - through outrides, the diversity oéliength, indentations and other
mechanisms Graham uses - the more it asks to lod. heaEvolution’ the protagonist

asks:

What good is my silence for, what would it hold
inside, kewpit free?

Sing says the folding water on stiller water (p-25)
This is one of many of the shoreline poemb&leferthat speaks to Stevens’ ‘The Idea of
Order at Key West’ fronideas of Ordewhere ‘the water never formed to mind or voice’.
On the page Stevens’ poem appears not to introgiguilarly into the white space, keeping
to pentameter line units, it describes how thesseahpty sleeves’ mimic the constant
song of a woman singing on its shore. It is ‘natsdthis strangely ‘understandable’,
‘inhuman’ cry. What she sings is what she hearstenthe sound heard by the poem’s

narrator is more than the spirit of sea or of skgre than the singer’s voice among

Theatrical distances, bronze shadows heaped
On high horizons, mountainous atmosphere
Of sky and sea.
It was her voice that made
The sky acutest at its vanishing. Collected Poemg.110)

Everything around the singer provides the circumsgor her voice. Without the sky and
sea there would be no origin, or framing, of hecgpand yet she is also the maker of ‘the
world / In which she sand® The images of the above lines overreach the poem’s
pentameter, the end words of ‘heaped’ and ‘atmagpladude to the unseeable distance
which continues beyond the poem’s visual form. ¥4®ce accentuates how the
environment vanishes, the tautology of creatiorsa@sething is made it simultaneously
disappears. When the singing stops, by the endegbdem, the night becomes ‘mastered’
by boat lights that apportion the sea in an impaséeéring of it. But within, or beyond

this, is the swelling of words that are of ‘ours=hand of our origins’, in a ghostly,
affecting echo of what rises from the sea.

% This definition is by James Bradleyyriting on the Precipicein Sydney Review of BooR4, February,
2017 <https://sydneyreviewofbooks.com/writing-on-the-ppée-climate-change/[accessed 20 January
2019] (para. 28 of 40).

% Merleau-Ponty describes speech as ‘a fold infiraénse fabric of language’ 8igns,p.42.
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The only shortened/indented lines in the poem caimere white space interjects between
the images of sky and sea and the voice, as s@e.abhis sense of voice being part of
and apart from the flowing environment is a remmafehow imagination enables both a
witnessing and documentation. The receiving andimgadf this world is analogous to the
co-worlding of the marine lyric. Like the words tireir page, the singer animates her
environment to the extent of obscuring it. The watever form[ing] to mind or voice’,
vanishes; the singer becomes more than it and&asformed it, ‘like a body wholly
body’®” If white space corresponds to a sea that surroandsonnects landmasses,
shaping the continents of our planet, it could denbe influence the climate and
atmosphere exerts on land. In a marine lyric I'teested in understanding what ‘truer

sound’ this sea of white space can give to thangsatmosphere of the poem.

Graham’s use of outrides are a good place to bé&ge.second ‘Prayer’ dieveris
longer, overlaying elements of shoreline with wawdl. Throughout is a searching for a
sense of place within a historical sweep. Theralatails of birds, fringes of weeds or
trees that make allusions to a larger story théagamist is part of. Many of the lines are
punctuated with a word or two, attached to the ijoteline through sense but
accentuating a sensation of space by their singutam the page. For example, in
‘Prayer’:
For better [she said] or for worse [he said]
taking their place alongside the thirst
in line, something vaguely audible about
the silence
(aroar
actually)(your sea at night) but not as
fretful not as monstrously tender
as the sea wind-driven was

earlier on
in “creation.” (p.15)

The ‘roar’ hanging in open parenthesis on thattdimoe suggests for the instant of the line

the space is roaring, expansive, energetic. Teac®! here is also a roar, as the séa is.

®" This has resonances of Graham’s hinged bodieseaofisd woman in ‘Wanting a Child’.

% Reminiscent of WS Graham’s ‘we two go down / Reaibetween the lines’ in ‘Letter V' from ‘Seven
Letters’, Collected Poem@_ondon, Faber and Faber, 2004), p.132. As areatlidis line was used as the title
of Adam Piette’s "Roaring between the lines’: W&Bam and the White Threshold of Line-Breaks\its.
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And is closed on the following line with the ‘acliyathat also closes the parenthesis. This
word closes the sense of animated space, turnintpit civilised space, a grammatical
foreshortening, commenting on itself. Another dgtarenthesis follows immediately, so,
despite their enclosing the words, they also contiecspace of the previous line to the
image of the sea at night. Its blackness, spaee amd silence are all contained and
uncontained. These paradoxes are what make thysrpraith its ‘grip of / in-

betweenness’ (set in the preceding outrides) afevand lips, silence, inner voice, thought,
of what may or may not actually be spoken or embbtfore being spoken. The spatial
physicality of the poem/prayer plays off the certaiof what is and isn’t evident:

It's like a trance, this time unspooling in
hig telling.
Like land one suspects must be there, but where?
The ocean kisses every inch of the seeable. 7Xp.1

Time unspools in the silence of prayer, as lanabess invisible offshore or under water.
What is seeable is kissed by the white space thagrs, or silences, it. Who, after all,
speaks while being kissed? Whatever sense of injimmecurs at this liminal edge also has
the potential to overwhelm language and the safetlye known by its enormity. There is,
too, a nice paradox within the ‘seeable’ where whabtentially seen is also
overwhelmed by the sound of the word: the bubblages arriving on shore, covering the
land. This ambiguity of sound, defining what MargoPerloff describes as the ‘opposite of
meaning and the essence of meaning’, adds to stegnd pull of language within the
white spac&’ | am reminded of the saltmarsh at high tide wienland is submerged and
all that can be seen is water and the sharp needles of grass blades jutting upwards,
suggesting land lies somewhere, if no longer sdlitlen read alongside the white space,

words no longer can be taken with certainty.

This uncertainty hangs elsewhereNiaver In the outrides of ‘Gulls’ the white space acts
as wind as well as sea, physically knocking baekwibrds on their lines. There is, in this
poem, the same overwhelming space as there isaivbere wind is unobstructed. The
poem appears to struggle to keep up, the breattdss®f the description of gulls, of

Graham: Speaking Towards Yad. by Ralph Pite & Hester Jones (Liverpool: LivaypUniversity Press,
2004); the use of ‘threshold’ echoing the liminalitccurring at the shoreline.

%9 Marjorie Perloff and Craig Dworkin, ‘The SoundRbetry / The Poetry of Sound: The 2006 MLA
Presidential Forum’ iPMLA, Vol. 123.3 (2008), 749-761 (p756).
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watching the gulls, is amplified by the changinglas of movement and sound. The
reversibility of touch is made explicit. Gulls gyeessed in their flight by the wind and

words buck back beneath the line they are inhgratithched to.

The wind swallows my words one

by
one. The words leaping too, over their own

staying.
Oceanward too, as if being taken

away
into splash—my clutch of
words (p-28)

The act of reading is affected by the wind inherernthe white space. As silence can roar,
so tenderness can be monstrous. Everything is poasaAll must be attended to
carefully, even the silence, the white space, oidvand ocean beneath the waves.
Following just the outrides in this poem offersaternative reading: ‘by staying away
words saying no out there grows peated design&tigetting me as if unspeakable
inwardness of meanings...”. | love this enigmatiaugigking, the near unspeakablity of
sensation: almost as if the words are pebblesamibuth. This alternative reading doesn’t
exactly make sense but alludes to something jaraling, that is as yet unknown to the
protagonist. At this threshold of land and sea, elsea-wind erodes into our known
language, we are given spits of communication shahta required reorientation. What we

know to be true changes, if we engage with ourkmaiving.

This resistance to meaning-making moves us away the anthropocentric management
of our world, where it is viewed as a thing to bad then mined. Rather, the marine lyric
embraces white space as sea as an agency thatesgdegond the authority of the poet, or
protagonist. It provides the open flow of possil@h to be felt by the body of experience
and absorbed into a wider body of relations. Héteeend of the poem, the realized body
Is not alone, she is entangled in word as sheusoitd, as listener as reader. Longenbach
writes eloquently on how these poems inhabit thddwehen he says, ‘[t]o recognize that
place becomes unspeakable as it is spoken isagmiee that we habit the world because
we inhabit languag€® The body of the poem is used by the body of tiéagonist in

navigating the unknown.

0“The Place of Jorie Graham’, p.217.
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The white space of a poem is not merely an extansithe printed poem but a place of
activity and movement that encourages awarenetbege gforosity of boundaries between
language and its silence, form and its environmiagttyeen different modes of being. This
trans-corporeality continues and is suspended dpétween-ness of these different
bodies, a fluidity maintained by the reversiblegmingness we have explored between
perceiver and place, poet and poem, language Eamtai The protagonist’s ‘I' extends
the poet’s original experience and moves throughsfiatial and temporal dissolutions a
marine co-worlding creates. This co-worlding readizhe locatedness of being and the
being in the location that opens the perceiveh&x tresponsibility for being in and
creating the world. | shall explore further dissmuos between perceived boundaries in the
next chapter, “The Blurred Lyric’.
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Fear, thigh deep in large white rollers destabitizmy attempt to remain standing,
crashes away as | plunge into deeper water. | awgdmnt. Horizontal, face down
in the water, | need do nothing but float, buffebgdthe crumbling waves, caught
in the glossy stream that pushes them onward. Hterws clear enough for me to
see the seafloor, more than three meters beloweTlagge volcanic boulders,
rounded by the force of tide and currents, stretshfrom the shore, falling away
in to deeper waters. Small shoals of oval fisheligneen and turquoise, flit below
me. Atlantic wrasse. They gleam ultra violet, imdlis but for their muscling. |
truss with them. My hair, tendrils on the sea’s proent, swims in front of my
face. Lines of sunlight cut through the swash ofegain penetrating sheets that
angle this way and that. Bream, one moment brovainagthe rock, turn into a
daze of flashing silver and nibble at the outcragm trying to tether myself to.
The propulsion streaming me backwards is easieelioquish to. Elongated, my
arms reach over my head, hands, whitened by the Ilght, are wafted by cold
currents, while my feet flipper in warmer watersti-shimmy past and beneath me,
treating me as a driftwood trunk. | have never sgermuch time so close to such
large creatures so indifferent to my presence. fitmng and whooshing of
oxygen over the rocks, bubbling through my fingéss,as immersive as the
thrusting current that carries me. | have no vdieee, nothing but muscle and
gesticulation. And to come out, staggering, | amgta by waves slapping my
calves. And how dizzy | am, now I'm upright withabe water to bear me aloft.
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‘Blurring, yes, but alive with separateness?’ | Thélurred Lyric

I. The Unfolding Self

Deleuze’s concept of the fold offers a mode of pption that carries the felt experience
between bodies through what he calls ‘microperoagtor representations of the world’.
His project is committed to a monistic philosophlyese an infinity of tiny folds,

vibrations, folds within folds, within every thingre being imperceptibly released, at
‘diverse and indiscernible rhythmSHis idea of the fold encompasses a single force
within which all things unfold and enfold. See staniverse, consciousness or ocean this
monism is in a state of process. It is a meanstiigiwa marine lyric can unfold the
phenomenology of perception explored in chaptertomards a widened subjectivity
within the body of a poerThrough the application of the fold there is neak between
perceiver and perceived, rather the interest tidsoow and where they relate to each other.

The reciprocity of being-in-the-world as exploredNeverare built upon irsea Change,
where the world is undergoing growing environmeatad political upheavafsThe title

of the collection refers back ithe Tempestith its themes of metamorphosis, conquest
and violence. Doubt and transformations recur thihout the collection’s poems,
dislodging the protagonist from the shoreline aadgerspective. The sea change of the
growing climate crisis, coupled with war and poapitalist economics, is embodied
within the poetic occasion, as protagonist tussiés the spindles of hope and despair. |
want to use poems from this collection to delvepgeénto this complexity of an unfolding

being-in-the-world, in a world becoming increasingtratic. By navigating a more

! The Fold trans. by Tom Conley (London: Continuum, 200698p

2 |bid, p. 99.

% Evans, on this coupling of philosophical conceptstes: ‘Merleau-Ponty becoming-Deleuze transforms
‘flesh’... into just one couple or block of becomiamong the many others that emerge in Being’s lfne o
continual variation ... Deleuze becoming-Merleau-Raenders us personal and gives us the status of
agents in our own becoming. Moreover, it turnsnis phenomenologists insofar as we must admitwieat
cannot escape ourselves’, p.148.

* The intervening years were a turbulent time fdreme weather events. 2004 saw the Indian Ocean
earthquake and ensuing tsumani. In 2005 the US¢@alt was hit by Hurricanes Katrina, Rita and Veilm
and in 2007 an IPCC report, for the first time geld the responsibility for climate change on human
activities. Catherine Brahlew Scientis(2 February 200R”https://www.newscientist.com/article/dn11088-
blame-for-global-warming-placed-firmly-on-humankirdaccessed 16 April 2019].
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turbulent realm what appears chaotic brings fonthose intermingled ontolog¥/This is

not non-sense, nor is it a clearly defined sensible

For Deleuze the fold both differentiates betweengs and connects them. It enables a
perception of planes - geological, historical, bgital, and so on - unfolding from other
planes of perception in ‘fold over folds... of miccopic and macroscopic processesi.
‘Underworld’, fromSea ChangeGraham illustrates this as each line unfolds fitsm
predecessor.

The lesson carves
a tunnel through
an occupied territory. Great beaches come intdende, are laved for centuries, small
play where the castles are
built, the water carried up for moats, the buchkess at the end of the exciting
day, then even the dunes go under, it takkesgwhile but then
they are gone
altogether, ocean takes place, as today vyherev&mass revealed the fields gone
under &

The ampersand, featured through8at Changecan be seen as a visual expression of the
folds, folding, enfolding and potential unfoldindgat populatéNeveras verbs, nouns and
adjectives. Its use, rather than the word ‘andsuees it stands out from the words
surrounding it. Graham speaks of how ‘the ampergeeep|[s] the poems accumulative’,
building resonance between seemingly distinct agajes® At the end of ‘Underworld’

there are five in five lines. The symbol, foldingand on itself, accentuates the enfolding
of the ‘and’ and what it symbolizes. Here, howewerpmes as the lines unfold from war

to play to history to geology to agricultural lo3$ie poem continues to unfold across
these planes of perception. Even the line lengilugh discussed in reviews of the book,

give a sense of this folding and unfoldihBeleuze makes the point that unfolding is ‘not

® As Caroline Williamson notes, ‘[a]ny sense ... & thody as reliably engaged with the mind,

has been displaced into the violence of wind ar@nt in ‘Dissecting the Apocalypse: Jorie
Graham’sSea Change’, Cordite Poetry ReviedMay 2017 <
http://cordite.org.au/scholarly/dissecting-the-agdgpse? [accessed 28 January 2019]. It is
interesting that in her analysis, Williamson alsadhes on the complexity of the writing self

who re-engages with her work as editor. This coripleevident in the poems dfever is also

a feature of thesBea Changpoems.

® The Fold p106.

" Sea ChanggManchester: Carcanet, 2008), p.12. Further eefszs to poems fro®ea Changeill, in this
chapter, will by identified only by bracketed pagenbers

8 Katia Grubisic, ‘Jorie Graham: Instructions foriling the Arc’ Fiddlehead Issue 244, (2010)
<http://www.thefiddlehead.ca/Backlssues.html#FH2{faceessed 5 February 2019] (para.9 of 19)

® James Longenbach ithe New York Timg2008) describes them as a ‘release from constrain
<http://www.nytimes.com/2008/04/06/books/review/Lenbach-t.htn# [accessed 5 February 2019].
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the contrary of folding, but follows the fold upttee following fold’, which is how |
experience these lines of Grahar?&he images bank up, as particles of sand fornfiag t
dunes, to circle back, as if in wind, to continue further in the poem, to be re-imagined
as a dance-floor, amputation, souls, and the deaarof a God.

Folds, then, contract or extend distances betweentg. They also cross-hatch, unfold and
enfold in any direction, any linearity of time is-presented haphazardly, or in a circular
fashion'! As Deleuze writes, ‘these are the minute, obsamefused perceptions that
make up our macroperceptions’ as seen in the mgtatind unfolded through the lines
above® There is no predefined sequence to where the faillsnfold, as quickly as

‘great beaches’ can be compressed into bucketddgr The world is made up of folds
vibrating constantly. Each fold reveals a ‘planénafnanence’ as it occufé.The

importance of the fold lies in its movement, itsitouous trajectory towards another fold.
Each fold draws one plane into - or out of - annthe easily as the poem turns the

protagonist from considering the sweep of histarthie beach to its fence-posts to:

maybe one is
inside a seashell, one iatwh
another force
is hearing— (p.12)

Experiencing the world as folds requires a decéné@ subjectivity on the part of the
poem’s protagonist, where separation and integriisk simultaneously? Gone is the
tentative sense of being separate enough from ¢hkel wo document it as “The Complex
Mechanism of the Break’ presses to feel the aao/desh between subject and object.

This protagonist is immersed within the world’s imament unfolding. She is, in the fold of

Vendler describes them as creating a ‘montageAiRowerful, Strong TorrentThe New York Review of
Books(2008)<https://www.nybooks.com/articles/2008/06/12/a-pdwlestrong-torrentt [accessed 5
February 2019]. Garth Greenwell makes the critidisat the line ‘overflow with prolixity’ in ‘Beautg
Canker: On Jorie Grahanyest Branch/ol. 63 (2008)
<https://www.bucknell.edu/Documents/StadlerCentez&BivellEssay63.pef[accessed 5 February 2019]
pp.115-135, p.122. More will be said on the lineatin the final section of this chapter.

®The Fold p.6.

! Deleuze contrasts chronic, or clocktime, thairiedr, with what he calls ‘indefinite’ time where
everything happens at onck Thousand Plateaup.262). More on that cross-hatched unfoldinghapter
three.

2 The Fold,p.99.

13 A Thousand Plateaus, p.255.

4| isa Jarnot'sSea Lyric§San Francisco: Situation, 1996) are unrelentinipéir protean subjectivities
between each ‘I', from being the waterfront to lgeim the freezer, to being wind, being blown sidgsva
This, as Marcella Durand writes, ‘breaks’ the down into an equality with the objects with whith i
defines itself.” ‘The Ecology of PoetryT,he Eco Language Readed. by Brenda lijima (New York:
Nightboat Books, 2010) p.120.
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one line, ‘being handed over to another force’pbethe shell, in the following line, is put

to another ear. The scrolling pleats ‘the lastrfirdo the same short line as ‘your ear’ and
the two listeners become a ‘we’ who then occupwracd floor, a dance-step, which is felt
more like an amputation before unfolding the lio@h image of coal bursting with

sunlight underground. And so the unfolding contgiue

Each iteration of the fold is different. Smalleatha fold, creases offshoot, ‘forever
agitating the background’ as Deleuze describEsJitist as each drop of water is different,
either in its tempo-spatial occupation, or size speled, so too is a fold captured in
another, different fold. ‘Underworld’ begins: ‘Aftgreat rain’ which unfolds as carving

tunnels of water, as water that washes away fqustben as a Biblical flood:

& themas falling chattering pearling completely turniing turning, lost
& all the words that midtave held it, it now
flows through,
& the rim of the meaning crumblest it is the new world you wanted

(p.13)

The fold is an act of creation. In its interplaystimulus and ensuing response it marks
change. It casts shadows, conceals and revealsthegpth and distance in order to move
towards the immanence of any moment. Yet the aesistto a single dimension in the
unfolding, that creases and pleats in multiple engind relations, ensures an on-going
vitality between things. These things are different overlap in the indiscernible way we
experience in this poem. The fold’s movement cabeattopped. There is no hierarchies
or binaries within the fold. The emergence that esmwith each fold is not a distinct
object but a subject of the original. In this waggething is enfolded into another thing,
depending how you view it. The marine lyric teagesthese folds, into an unfolding, like
waves folding out of and back into the larger botlyese waves, while travelling on the
reverberation of an offshore storm to the shore carried by deeper currents circling the
globe unaffected by surface winds. So while theand®as been superficially divided for
navigational and cultural ease into the Atlantiacific, Indian, Arctic and Southern

Oceans, and each of these oceans have seas, li&/singl straits, named after explorers,

*The Fold p.106.
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the abutting land, and so forth, it is still annterrupted mass. The marine lyric is

committed to this sense of wholeness, through waigrything unfold<®

Because of this sense of world as unified one irchvall things interact, Deleuze and
Guattari dispute the notion of metaphor, and makdristruction to ‘Kill metaphor’,
preferring instead to see things in combinatioheathan comparisofi.Their project
argues that the virtual, imagined world is the @uiynworld of experience. For them the
idea of metaphor is false, a label fixing two badieat are unified through their unfolding.
As such, for Deleuze the fold is not a metaphorabpitocess that expands the single
subjectivity of any thing. The lyric ‘I’ of a manilyric follows this concept to take ‘I
beyond its experiencing body and recognise it addld between external world and the
internal power of imaging that is in constant fl®erceiving what constitutes ‘world’
underpins the unfolding of a marine lyric into aweo-worlding of all the folds vibrating
in that occasion. Boundaries in the ocean, aswamne lyric, are not fixed. The fold
celebrates this. Graham'’s claim: ‘I really do no¢ak for others — it is not useful’ makes
a case for poems Bea Changeand later irFast, to be heard as an emergent process

between the mutable interaction between interndlessternal force&®

Poems throughoea Changenfold through the embodied protagonist and otloglies

in the world she co-creates. The ocean offers thiena lyric an interestingly mutable
environment. For example, wrasse, not the only mednermaphrodite, change sex in their
lifetime to aid survival of the group. When theganmale wrasse dies the eldest female of
the group will turn male to continue reproductidi:he protagonist of a marine lyric
similarly unfolds with the immanence of the occasider unfolding can be felt to occur

'8 Irma Boom’s book on fashion designers Viktor araif ffers an interesting take on this sense of
unfolding from a unity, in which pages fold out ey the central architecture of the book form in a
theatrical and three-dimensional recreation ofwhek contained within the book.
<https://uk.phaidon.com/store/fashion-culture/vikémd-rolf-cover-cover-9780714876054/> [accessed 21
February 2019].

" Deleuze and Guattafafka: Toward a Minor Literaturetrans. by Dana Polan, (Minneapolis: University
of Minnesota Press, 1986), p.70. As Joe Hugh&hilosophy After Deleuzgoints out, this imperative,
lifted from Kafka’'s journal, is a metaphor itsalfiaking the assumption to murder a metaphor. (London
A&C Black, 2012), p.102.

18 Katia Grubisic ‘Jorie Graham: Instructions for Biing the Arc’,Fiddlehead |ssue 244 (2010)
<http://www.thefiddlehead.ca/Backlssues.html#FH24dccessed 15 January 2017] (para. 21 of 24).

Y Robert R. Warner and Stephen E. Swearer, ‘Sociatrél of Sex Change in the Bluehead Wrasse,
Thalassoma Bifasciatum (Pisces: Labrida®iological Bulletin181.2, (1991), 199-204 (p.199).
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between what she imagines and what she perceitiesold between them is

indiscernible.

ii. Myopia as Indiscernibility

In a reversal of deep sea divers equipping therasetith optics to direct their vision in
the oceanic realm, | go underwater when | removeragcription glasses and the world
blurs. As a newly-diagnosed myopic child | wouldhave my glasses to revert to a world
of blended edges, where everything melded intotsegadf light, colour and patternings.
To perceive phenomena as distinct might have redquan effort | wasn’t always prepared
to make, a strain that perhaps felt unpleasardt wast unrewarding. | don’t remember
exactly. To reject my prescription and remain inliared world where | chose to retreat
inwards might seem illogical, but it did allow ne &s Donna Haraway describes it, ‘keep
the edges open and greedy for surprising new ahdasinections..?” | would stare at the
wallpaper to see creatures rather than flowersaway’s call for the reshaping of
traditional stories to reconfigure the hierarchiween people and their wider environment
underpins this appraisal of the marine lyfibe blur of myopia offers a mode by which to
explore the schema of what is seen, what it mighard the perceiver’'s subsequent
engagement with it. It offers an alternative, polgsimore creative, mode of perception,
where the role of imagination is magnified and steeds the potential of being-in-the-

world 2!

When experienced through the phenomenology of sésderperception, myopia not only
pushes through surfaces in an engagement with ahle vibut barely recognises it has
penetrated a surface. | have already explored hwgination flourishes in the perceived
circuitry between phenomena, keeping the exchaatyeden things active and on-going.
My hearing, although not brilliant, becomes momrtalithout glasses. My focus swivels
from directionally narrow, to a wider peripherahse. This expanded mode of perception
acknowledges the pores covering the body maketkkitwo-way membrane it is. Rather

than giving prominence to a perception convergirtpa orifices - eyes, ears, mouth -

2 Staying with the TroubléDurham and London: Duke University Press, 20p6)Q1.
21 This phenomenological experience depends on tief bee holds about their perception, not reatizin
they are myopic. If one became myopic later in lligispect the experience would be different.
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which leads to a process of interpretation, a perigl vision encourages a felt-sefse.
The felt-sense of peripheral vision also opensvear@ness to how the surroundings are

unfolding as the body responds to them.

Being uncertain of what is perceived ensures thatdefinition is loose and incomplete.
Haraway's desire to keep the edges open enablewameness of ‘gathering up the
complexities’ that contributes to any given occasmmplexities occurring at
microscopic and macroscopic levels or along tem@ord spatial folds. Reversible
intertwinement between perceiver and perceivedarertikely to lead to an ontological
destabilization if the perceiver is unable to discgomething accurately. If | don’t know
what | perceive, | cannot be sure how to respoathaps going closer, recoiling, or
remaining suspended, waiting, depending on thenud®lding circumstances. Unless
I’'m in a known safe place, this wheeling of resgnrings up an uncertain sense of self,
an unsteadiness made more acute by a bodily aterteaching for sensory information.
Dismantling a certainty of familiar self throughcbuan event divests the self further from
her stable position. There is no starting poirgrimde from; no defined self responding to a
delineated occasion. Haraway goes on to argueéftivatare truly shaped by who or what
we encounter, it becomes inevitable that the stilbgexperience is decentred. The
extended engagement of a myopic experience, tloeild be said to make indistinct what
is self and what isn’t. The subjective encounteiliages with the interaction of each
moment of perception. | have few memories from tefavas prescribed glasses aged
five. Those | do are of being securely containaded, in a sandpit, with my security
blanket. | wonder if the lack of memories arisesira diffused sense of self. How could |
remember if | wasn’t sure of the position | was eenbering from? The phenomenology
of this unfolding self proposes an intimacy witle thhore-than-human realm of the ocean.

If the self is mutating, then its variance is poiaty endless.

If there is criticism of Merleau-Ponty being toccaored to the human body in his
dialectal exploration of perception, then lessertivgcertainty of what is being perceived
offers the opportunity to increase the uncertaoftywho is perceiving. The ‘zone of

indiscernibility’ is a useful concept in perceivingnnections between that which isn’t

2 Graham says, ‘peripheral vision is an incredibirument ... It apprehends totally different tisinglorie
Graham & Thomas Gardner in Conversation’ (para.df268).
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local or seen clearly; where two points, distintiew viewed at one level, can at another
be swept into a proximity of each otiféfThis proximity does not need to be a
geographical proximity, but ‘something shared alisgernible’, on a molecular levéf.

This extends my imaginative engagement with thiesiehse through which Merleau-
Ponty has guided me so far. Graham'’s use of stictdrms has already brought into
question the distinction between perceiver andgreed along folds that incorporate
geographical and political movements. These diffgplanes of perceptions of the world
ensure a continual unfolding of relations that ,ew@nd modify; and are necessary when

engaging with climate chaos from a position of pared security in the West.

The zone of indiscernibility occurs within the fplk a process of becoming. Like the fold
it can operate across different scales. It is anlli of years in duration between mussels
and the limestone walls that define fields andsidis in the north of England. The shells
of mussels, and other molluscs such as oysterslants, are made from calcium
carbonate which when sedimented down is compantediimestoné> The limestone

rises to become exposed as the level of the laadgds over millennia. Once appearing as
huge swathes of rock, it is cut into walls, to kestved and eroded by wind and rain so
eventually the lime finds its way back into the aceo contribute to shells of more
creatures and back to sedimé&hat the opposite end of the temporal scale, the
indiscernibility occurs immediately: when the disted aspirin bottle becomes shell to a
hermit crab, or polythene carrier bags float dyfish to be eaten by sperm whales or

other toothed cetaceans.

2 Gilles Deleuze and Félix Guattafi, Thousand Plateaus: Capitalism and Schizophrenéms. by Brian
Massumi (London: The Athlone Press Ltd, 1996), .28

4 A Thousand Plateaup.273. On writing about Moby Dick and Ahab, Dedeland Guatteri state they
‘simultaneously loosen up the other’s molar preseartd convert it into a molecular existence as Hregr
the zone of indiscernibility (p.306—-07). In this®oMoby Dick becomes the writing of the novel and
Melville's words take on the rhythm of the whale/alis writes interestingly about this point: ‘Melgil
becomes not just Moby Dick, but a multiplicity, teetire whale pod. Similarly, and simultaneouslyhbiy
Dick becomes the multiplicity of the anomalous mirioritarian’ group of writers and readers for whom
Melville and his book serve as a ‘threshold,’ ‘berithe,” or ‘doorway’ to becoming- animal’, ‘Unnatl
Participation: Merleau-Ponty, Deleuze, and Envirental Ethics’ p.146.

% British Geological Survey
<https://www.bgs.ac.uk/discoveringGeology/geology@tn/limestoneLandscapes/whatlsLimestone/home
.htmb> [accessed 25 February 2019] (para. 1 of 4).

It is interesting to note Louise Westling usesshme process to describe how music and art (auedid
add literature) ‘become sedimented parts of thepimenal world which is full of intersubjectivitynhiher
essay ‘Merleau-Ponty and the Eco-literary Imagihtipm Handbook of Ecocriticm and Cultural Ecology
ed. by Hubert Zapf (Berlin: Walter de Gruyter, 2p1671.
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The zone can exist spatially. Within an ecotonegmhiwo habitats such as shoreline and
sand dunes meet, diverse populations often coetedamore intimate, indiscernible blur is
between algae and its host coral. The algae, ztloskae, photosynthesise and pass
nutrients to the coral colony, whose waste thedddke algae. As it grows the algae
impregnates the coral with its colour and expanids thie colony?’ To look at coral such
as dead man’s fingers, you see brown and orangleyalgps rather than a white skeleton
and distinct microplants covering its surface. Tdusworlding of algae and coral,
‘carrying one into the proximity of the other’, ike the millions of years of ocean
circulation and land rising of calcium carbonasegompressed in a microscopic width
along the length of coral polyp&Coral bleaching is the rejection of the algaet®ydoral

stressed by warming waters.

In positioning the concepts of Deleuze alongsideldaei-Ponty’s it is worth
acknowledging Merleau-Ponty’s work is unfinishdd,edges incomplete, but for notes
he’d yet to write ug’ The open-ended nature of a marine lyric, thea,jes/fully, perhaps
wilfully, creative occasion in which these two msbphers can be instrumental in its co-
worlding, especially when we consider them witliait own zone of indiscernibility.

Their use of common language such as the fold mfakes interesting opening into this
zone. A marine lyric provides a site for the bldrrediscernibility of embodied
imagination, what Braidotti describes as ‘the emivaeht of the mind and the
embrainment of the body’ where the indistinct carfdit as connected to the distinct as to
another distant bodf}.

Much of Sea Changeesists a sense of clarity. Clarity, Graham shgs,the tendency to
‘want to rip things apart into the singular, thetiict, the now®* Rather than overly
focusing on certain things to the exclusion of ahéhe poems of the collection unfold

into a peripheral expanse. AsNever there are many references to seeing and eyes. In

#" Catherine Zandonella ‘When corals met algae: Sgtithielationship crucial to reef survival dategtie
Triassic’ Princeton University (2016).
<https://www.princeton.edu/news/2016/11/02/when-lssnaet-algae-symbiotic-relationship-crucial-reef-
survival-dates-triassic[accessed 25 February 2019].

% A Thousand Plateayg.293.

# Toadvine argues persuasively that Merleau-Pomyéan-ended study of the exchange between human and
the more-than-human ‘anticipates’ Deleuze’s wriitig009), p.93.

%0 Nomadic Theoryp.2.

%1 Katia Grubisic (para. 16 of 24).
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this collection the gaze is diffused. Things angrtdd, and the trustworthiness of sight is
under scrutiny. The opening lines from ‘Futuresi t& read as playing out within the
biological plane that unfolds between human andince
| own you says mindh Own what, own
whom. | look up. Own the looking at us
say the cuttlefish branchings, lichen-black, moléso
the seeing, which wants to feel more thaeds.
Also, in the glance, the feeling of owning, according out and up,
seafanning,
& there is cloud on the blue ground up there, &dwrhich the eye loves so deeply it
would spill itself out and liquefy
to pay for it —
(p.14)
The question of who possesses whom, recurs thrilgghoem, expanding from the
looking here, to the ownership of water, land, alsth education. The complexity of what
we see is emphasized in the distinguishing betwWeeking’, ‘a glance’ and ‘seeing.
Looking, as an act of intellectual interpretatiendirected, whereas the seeing is an
embodied experience, ‘which wantsfé@lmore than it sees’ (indeed there is a ‘eye-
thinking heart’ later in the poem, where sight,ubbt and felt experience are conflated
into one). Cuttlefish are credited with being highitelligent creatures. Their mesmerising
chromatic display is one way they communicate st and respond to their
environment, changing colours both instantanecastyincrementally? The description
of the movement of cuttlefish’s limbs smudges whkethis the protagonist’s mind or the
cuttlefish that is doing the seeing. This blendsititerior and exterior imperceptibly. In an
earlier poem irSea ChangeGuantanamo’, Graham writes ‘you are asking miese
myself. / In the overflowing of my eye, / | do’ {f1).The looking/seeing has become more
mutable than in earlier poems, less fixed to orgilp@erspective. This zone of

indiscernibility echoes the roaming mind of Steveédgiscus on the Sleeping Shore’,

32| watched a cuttlefish at the Musée de Oceanigiddnaco shifthrough pale yellow, green browns, and
black to white filigree across its body from ongef its frilling mantle, over half an hour. The
transformation was so gradual | couldn’t quite éedi it was changing colour until its whole body weck
with white filigree markings. At that point thereas/no doubt the cuttlefish was not the limey yeltdfwny
first sighting. Who was owning whom in that excha®d hroughout its metamorphosis the cuttlefistestar
at me, or in my direction through the one-way gl&isen | didn’t believe what | saw | could hardgel |
was owning my looking. | tried to explain the deplto other visitors, but whether my French was
inadequate or no-one else had the patience, | okasvitness. As the cuttlefish was deterritorialissy the
aquarium, my lack of fluency created an intereséngctment of deterritorialising language expldeger in
this chapter.
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from Harmonium which meanders moth-like across the stultifigdrafbon shore. In these

poems mind, eyes and world intertwine to createtftasion and cannot be disentangled.

In ‘Futures’, the protagonist’s glance, ‘accordmmpiout and up, / seafanning’, brings the
reader back to the cuttlefish’s muscular and chtarmaovement. Working to see
necessitates a deeper engagement with that whigesyeyond a proprietorial
perspective to the point where the ‘feeling of awgiidisorientates the world so there is
‘cloud on the blue groundThis is not a world where the human can easilytbarself,
let alone dominate. The spilling and liquefyingloé eye in wind pulls it into a zone of
indiscernibility with the salt water of ocean. Wau& out of the ocean body in wind,
and the brininess of our fluids is found not jusbur eyes but in blood and early stage
amniotic fluid. The eye’s salinity and corporeaktypersede it as intellectual apparatus.

This liquefying of sight, reminiscent of the blurrayopia, does not dismiss how we exist
as an individual body. In ‘Embodies’ the protagdrtgannot / go somewhere/ else than
this body’ (p.6). And in ‘Futures’ the eye and sea drawn into a molecular proximity so
intense it overlaps animal cell with plant, braithagrowth and sea with sky into a
common biological plan@.he imperative tone increases the sense of urgersse the
situation clearly. Fifteen lines on in ‘Futuresltfeugh still the same sentence) there is
a scouring ‘from inside the /glance’. Here the pnoiky of eye and ocean is a reminder
of how we operate from within the world as mucHrasn within ourselves. There is no
surface here, no clear division between the blugkgfand the blue of spears, roots,
waste, the cuttlefish branchings and then later lbg/heart branches with its wild
arteries’ (p.15).

Deleuze offers an analysis of how this indiscelityodoccurs between two bodies in his
writings on the paintings of Frances Bacon, wh#re blur is obtained not by
indistinctness, but on the contrary by the operatiat “consists in destroying clarity by
clarity”.”*® Graham’s images are clear, using a level of det&lng from acute sensations
felt within the protagonist’s body and transmittedhe poem’s phenomenological body. It

is the number of images used that overwhelms theesef clarity. The poem opens with

% Gilles DeleuzeFrances Bacon — The Logic of Sensatimans. by Daniel W Smith, (London: Continuum,
2004), p.19. With this end phrase, he is quotingr&rBazin’s discourse on Jacques Tati.
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the cuttlefish and goes on to include crops, rativa waste, human waste, a drying river,
a swan, and more. The blur is created, and experikmy the piling up of images. This
paradox adds to the tension apparent in the poésaoChangewhere climate
breakdown, the force of ocean, consequence of mahausing credit hammer into and

through the lines of protagonist’s felt-sense.

Deleuze links ‘imperceptibility, indiscernibilitand impersonality’ as being present at
‘the dawn of the world®* This creative thrust that begun the world as wakit unfolds
in every immanent moment of his project. Transfdramaand creativity provide
alternative modes of perceiving the nexus of irdiiai, society and the environmént.
Allowing a witnessing of what we see and a simwdtars understanding bbwwe see
activates a non-attached subjectivity that operts tise possibility of a collective
subjectivity. In ‘Futures’ that intrasubjectivitgmges across all that is presented as
looking: the cuttlefish, the first body, a falc@mother body swinging from a rope, eyes
plucked out for food, the eyes watching a swandinied out riverGraham’s lines move
from physical to intellectual self, disrupting antfaority of a singular seff®

Graham initiates this experience of intrasubjettitaly incorporating the cuttlefish into the
act of looking: they appear to know more than thetggonist, or enable her to see through
them, so creating new knowledge of the $&lfhe pain in these images of ‘Futures’ are
not an overt violence; rather they offer a mordatmirative sense of proximity, an

exchange cycle of how we affect each other. The @bpoverty and oppression forms a

3 A Thousand Plateaus: Capitalism & Schizophrepi@80. I've already touched upon how Graham’s
protagonists remain impersonal, without a detadletbbiography, | shall explore the imperceptibkette
unseen, in chapter three.

% The three ecologies explored by Félix Guattathmessay of the same name.

% Kirstin Hotelling Zona, writing on the authority Graham'’s lyric ‘I’ suggests the ‘I’ emerges ‘inet play
between.. presence and absence, desire and dislocatianile ‘Graham and American Poetry’, in
Contemporary Literature 46.2005), 667-687 (p.670).

%" The sense of reaching created by the long linéseopoem reminds me of Martina Amati’s voiceover i
her performative free dives, followed in film asiagle shot descent into darkening blue wateranin
accompanying audio to the footage, Amati talksalthe free fall, after around 13m deep, doesjuire
movement, but simply for you to fall with the watto resist the desire to swim and hold your bre@thing
deeper, wanting to hold her breath for a furthemiButes, she reminds herself that dolphins cait, émnd
asks, why not herself? The mammalian overlay beatviee flippered human and diving dolphin, espegiall
in the shadowy blue of the film-light, is resonarite creative potential, rendered in the film, imati's
pushing of her limits, is echoed by her commergwfacing: ‘every time you take your first breafteaa
dive, it's like your first breath. So for me it'&é being born again and the water is very muah ltiking in
the womb'. <sttps://wellcomecollection.org/articles/\WgqVnNnCAAAGA 790> [accessed 7 February 2019]
(para. 8 of 10).
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thematic strand in this poem, of those who are maisterable to the breakdown of society
as a result of climatic breakdown. Soon after angimig noose there is the possibility of

being no food, conflating the inequalities of power

& thereis a
sequence in which feeding takes
place—the body is owned by the hungrpne is waiting
one’s turr—one wants to own one’s
turn—

(p.15)

The question of power and inequalities that upwethughout the poem turn to a personal
dynamic of love and intimacy. There is no hierarohgffect. Recycling comes in the
form of a rebirth found at the end of the poem, ighadespite the drying river, dry, as
money is also dry, the protagonist ‘has begun thiem of beauty again’. Beauty, which
by its nature is temporary, has been re-ignitedef cycle begins. A swan is counted, as
‘one’ suggests the search for a second, perhdpedart this cataloguing of the world. The
advance of protagonist to riverbed, offering antaf a burning river, money, lily of the
valley and pond water, moves beyond precise ddsoripAmong the details is ‘your
speck’, an indistinct mark in contrast to othermiraena in the poem. This falters the
sense of authority in the rest of the cataloguirige poem ends with the protagonist
beginning to count ‘again’. This attempt to lisindps acknowledges their existence and

leads to the poem'’s final, if speculative act.

one could bend down close to it
and drink.

(p.15)

Its final short line renders the act as definitiyet it is only a possibility. All sense of
polluted waters and polluted bodies, is, if tempbraeradicated. The counting has
happened before, and could again. It is a creatvethirst quenching, revitalising.

Doubt ultimately lies with the human, and foreshasldSundown’ fromP L A C E(2012)
in which the protagonist, overtaken by a horsehenleach, visualises - or actually sees,
it's not made explicit - thousands of sandfleaseapimg in the ‘newly released beach’.
The shedding of reliance on vision is unambigudubeaend of the poem:

and when | shut my eyes now | am not like a blisdspn
walking towards the lowering sun
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the water loud at my right,
but like a seeing person
with her eyes shut
putting her feet down
one at a time
on the earth®

Having been occupied by the light of sunset playfighe sea, ‘red foam’, the ‘reddish
luminosity’ and ‘sparks’ contributing to the protagst being ‘light-struck’, she now
chooses to close her eyes. Here the poem’s dasaripkes a radical turn. The blackness
of her closed eyes makes the world solid, realigrdodily focus to her contact with it.
Through this process, her interiority creates aaraness at a remove. The beach,
previously ‘oozing’, full of ‘microscopic life’, henow turned to the solid ‘earth’ founded

on a detached observation.

Her lack of sight, temporary and voluntary, offarsimaginative intervention, as with
myopia, enabling the self to become unbounded. pdiential of inner sight is explored
later in the same collection in ‘Of Inner Experiehavhich takes place entirely with the
protagonist’s eyes closed. Both these poems, &s'Mitures’, offer an imaginary that
isn’t limited to the focusing individual, but redagures the authority of perception to
embrace the blur, the intertwining of seeing wittagining, to welcome a lack of

distinction that comes from engagement within atrdss planes of perception.

‘Positive Feedback Loop’ illustrates an unfoldindpgctivity across these multiple planes
of perception. Its title refers to the unstable hfigation of ocean and climatic
temperature rise, preparing the ground for the peéaversing through various seas
around the world - from Labrador to the Great BarReef - within five lines. The
scientific plane on which the poem is founded engasses the tipping point, flash point,
convective chimneys, the Age of Extinction, thelsiaf which we now ‘are entering'’. It is
almost impossible to keep up with the terminoldgwtthew Griffiths calls the use of such
terms a ‘necessary poetic and conceptual difficgityen that understanding climate
change itself is fraught with difficul§ That the poem doesn’t attempt to unpack the
terminology offers the blur of clarity overlaid lolarity, rising to a disorientation that pulls

the protagonist and reader to feel the loop otittes concept that leads to accumulative

%P L A C E(Manchester: Carcanet, 2012), p.5.
%9 The New Poetics of Climate Changel,67.
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warming. The enfolding of meteorological, chemigatl embodied planes enables a

tangible feeling of concepts: a rethinking of ba@ahd a rebodying of thought.

The poem’s immanence rises in this co-worldingrotggonist and ocean. The protagonist
is not physically at sea, but in a garden thatrBgun the poem as soil, porch and grass.
The chaos that is happening at sea and in our t&jnsabeing brought into her daily life
rather than been treated as, what Teresa Shrewgyilus ‘a primary singular settifi§’

The sea is not exceptional, a resource, or backgrdaut materializes in the poem in
particles, molecular terms, spread throughout thep as its climate. As such the
protagonist appears to struggle to keep up witrsbese of self amongst all these

elements, when she asks, ‘Who is one when onearadiself / one?’ and later:

—Can you ever
enter the strange thing, the name thabisg that
“is” you—
(p.43)
Both questionings of self appear to make an attémgttep into something, a body, an
identity that is an awkward, testing fit, a blureehse of self. If one doesn’t inhabit a
clearly identifiable body, either on the macro acr scale, then it might be impossible to

attach oneself to a particular naffie.

The poem’s zone of indiscernibility spreads from ginotagonist to where carbon occurs in
its global cycle:

feather, invisible bog,
positive feedback loops& the chimneys again, & how the ray of sun is taken

(p.43)

Here the convective chimneys have been absorbedhist litany as simply ‘chimneys’,
set amongst bog and sunshine. The list of enetiggdpopulate the atmosphere are named
as the poem’s own ‘thin air’, or ‘host’, that we dot necessary indentify individually but

breathe in the elements of it, as words, as imagegie do the air without consciously

““Hope at Sea: Possible Ecologies in Oceanic Litam{Minneapolis: University of Minnesota Press,
2015), p.18.

“l Graham talked about ‘the multiple forms of conssivess one has in oneself’ when suggesting emotions
such as grief and wonder were not discrete evBeiscomms, John Rylands Library, Manchester, 17
November 2017.
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naming each particle in it. This marine lyric adizes the particulars to make us conscious

of our enfolding of them and unfolds the indischiiity further:

till your feet themselves are

weary not just your

heart-the
skins, the flesh, the heat, the soil, the graia,abund of each birdcall heard over the
millennia,

Skin in the plural is confusing, it could be aghe skin of each foot, or of different bodies,
of many weary things, weary together? The lineage knfolds those ‘skins’, along with
soil, grain and birds into a unifying whole in th@me breath that distinguishes feet and
heart in their own fold of one line. Still the pagbnist does not attempt to fix herself to
any one thing, rather she allows herself the gegtof the fold to connect to all and more,
loosely, before coming back to herself, intelletifuat least:
thénah
finds itself uncertain again, it calls, somethirambs up on it, just like that, you hear

the receiver go down, power and its end,
something else smiling elsewhere on arotforld,

(pp.43-4)
The poem tracks the personal pronoun through ‘tm&hy’ to ‘you’ and here in a further
disassociating move to ‘the mind’. The next pronauthe first person plural, 'we’, that
could be a group of people or collective consciessnThe folds of this poem are smaller,
creases of the vibrations. Could this agitatiorirbm the sensing of the multiplicity
within? In the oceanic frame of the marine lyriegh creases could be seen to operate
through a planktonic mode. Some plankton fuse nétighbouring cells to create colonies,
long spirals of growth that eventually break offéom new chains: a model with no
specific origin or end? Salps even have the appearance of a folding comeefhese
microscopic creatures feed on algae and bactegasting large amounts of carbon, and
are, as part of the marine food chain, fed upoorhgtaceans, who are eaten by squid, and
S0 on, in trophic transfer. Alternatively they stiokthe ocean floor, so sequestering the
carbon into the sedimefit.

“2 Salps are an example of such plankton. ‘The Watéoyld of Salps’ 4ttps://www.whoi.edu/know-your-
ocean/ocean-topics/polar-research/polar-life/théeryaworld-of-salps# [accessed 25 April 2019].
“3 Christian Sardet, p.198.
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The ingestion of plankton up through the food claunld be interpreted as a gesture
towards the ineffability of consciousness. | takis is a non-hierarchical trans-species
model for thinking how any one of us might fit isgstem transplanting Deleuze’s
concept of non-linear, multiplicitous engagementhi® oceart? This model enables a
description of the marine lyric as a becoming-oc&dre term is inspired by Braidotti’s
‘becoming-earth’ which she describes as a ‘recamiingy [of] the relationship to our
complex habitat [with] the earth ... our middle amanemon ground®® Becoming-ocean
brings to the fore a place that traditionally i¢ seen as ‘middle’, ‘common’ or ‘ground’,
and reconfigures our relationship to ocean withmtrajectory of a marine lyric, as an

occasion of unfolding between the forces of ockaman, language and form.

iii. The Deterritorialization of Language

Deleuze and Guattari describe music as ‘a deteaiization of the voice, which becomes
less and less tied to languad®A similar deterritorialization of ocean could ttfto

occur through the marine lyric where the physicaté of ocean is captured through the
forces of imagination. It is in the gaps and wisii@ce of my earlier exploration | can
locate the zone of indiscernibility between imagimaand ocean. In the
deterritorialization of ocean as a marine lyri@ foem is becoming-ocean by taking on its
pace and force and the ocean is becoming-poemghianguage, lineation and rhythm.
When the poem is read, both it and the ocean tegiterialized, encouraging a

becoming-ocean in the imagination of the redder.

An example of the two-way nature of deterritoriatinn can be seen in the establishment
of an offshore windfarm, where the installatiortabines disturb the seabed and localised
set and drift of current. The maintenance vesselease fuel, sound and light pollution
levels in the sea, deterritorializing it. Indusisydeterritorialized by being located offshore.

4 Rather than referring to a rhizomatic mode ofkhig we might call it a planktonic mode.

4> The Posthumam.81.

6 A Thousand Plateaup,302. Earlier they write ‘the book assures thewiorialization of the world’ p.11.
“"Robert J.C. Young asks ‘can languages be disied@htind goes on to argue that a language is a
conceptual construction. This section explores faova language can be dismantled and reinventerkttie
a new, pervasive force of sensation that of a &sa-we can inhabit. ‘That Which Is Casually Caded
Language'PMLA 131.5 (2016), 1207-1221 (p.1207).
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Simultaneously, the sea is reterritorialized a$srea the concrete base of each turbine,
with molluscs, coral and algae growing here; amigtry is reterritorialized by
transforming wind to reuseable energy. The two-watyire of the fold occurs when
something is deterritorialized, in becoming othent itself, displaced by another thing,
and vice vers&® This exchange of deterritorializations, unfoldamg enfolding each
body, occurs because of their co-existence. Asriene lyric opens to the ocean, the

ocean opens to the marine lyffc.

The deterritorialization of a poem can occur thiotle disruption of language. This
short-circuits the intellectual pathways that laaggel serves to codify, feeding into the
embodied proximity between the various subjecthefbecoming-ocean. Certainly
Graham (like Wallace Stevens before her) is intetks language’s capacity for this:

...it was the resistance of the poetits occlusion, or difficulty—that was

healing me, forcing me to privilege my heart, myition—parts of my

sensibility infrequently called upon in my everydagperience in the marketplace

of things and ideas. | found myself feeling, asgbem ended, that some crucial

muscle that might have otherwise atrophied frork lafcuse had been exercised.

Something part body, part spirit.
This ‘part body, part spirit’ suggests an interplbegween the protagonist and the ineffable
imaginary, which lies at a remove from logic, aganl sight, not making sense on an
intellectual plane, rather intuited or felt. Deleuarites about this resistance to sense in art,
when he claims, ‘it is not a matter of reproduaimgnventing forms, but of capturing
forces.? The ocean does not inherently have meaning, llaeis have a force. The forces
Graham reaches for Bea Changare the dynamics between individual and the wider
ecologies. There is manifestation of the indisd#eninterface of the protagonist
attempting to situate herself in the precariouslavtirat results in the blurring of how she

sees herself and the world.

“8 A Thousand Plateayp.10.

“9 Deleuze and Guattari write, MThousand Plateayshe book assures the deterritorialization of weeld,
but the world effects a reterritorialization of theok’, p.11.

* Jorie Graham, ‘Introduction’ tBest American Poetry, 1990.
<http://www.joriegraham.com/prose_american_poetryoi> [accessed 6 November 2016] (para. 4 of 41).
*1 Frances Bacon — The Logic of Sensatip/56.
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In the poem ‘Sea Change’ these forces of submetsiarake fields and trees, ‘everything
at once undoing / itself’, blurring distinctionshd wind is strong enough to bend bodies of

news and personhood into each other:

trails, they are blown over, grasses shoot updigeurbing life, & it
fussing all over us, like a confinathgone
insane, blurring the feeling of
the state of
being. Which did just exist yesterday,

(p-3)
The ‘life disturbing life’ of grasses, of human lypdields and trees, locates a zone of
indiscernibility in a biological field where the hecules of vegetable and animal are
superimposed to the point of incoherence. The wamdfinement’ here might reference
pregnancy, where reproduction could cross betwpeaiss. The sovereignty of the
protagonist no longer ‘exists’ as it did the daydoe. Graham has spoken of her desire to
convey a human life considered in relation to otivémg things with whom we co-exist -
‘living but non-human, living but non-mammalianodegic, molecular, sub-atomic, and
so on.? While the poem’s protagonist struggles with hertsdrs in the wind she also
references the Atlantic where the wind originated the plankton heading north leaving

cod larvae without food.

Overfishing and a change in sea surface temperafig@egatively affected cod
populations in the North Atlantic, specifically theorth Sea> While the temperature
might not directly affect the cod, the planktontret bottom of the food chain, are
vulnerable to surface dynamic change. The pathwaegslifficult to trace because of the

nonlinear and unpredictable responses to climaitations>* This nonlinearity is

captured in the physical destabilisation of Gralslnes

... here it is now, carrying its North
Atlantic windfall, hissing Consider
the body of the ocean which risesrgwestant into
me, & its
ancient e-
vaporation, how it delivers itself
to me, how the world is our law, this indrifting o$
into us, a chorusing in us of elense&t how the

%2 Katia Grubisic, (para. 11 of 24).

%3 RichardKirby and Gregory Beaugrand. ‘Trophic amplificatiohclimate warming.Proceedings of the
Royal Society of London B: Biological Scien2&§.1676 (2009), 4095-4103, p.4095.

* Richard Kirby, p.4102.

69



intermingling of us lacks in-
telligence, makes
reverberation, syllables untranscribable, in-climgg, & how wonder is also what
pours from us...
(p.4)

Just as seas cannot be contained by the namearthgiwen, words, here, are spread
across line breaks. The alternating line lengtrghpand pull against each other, refusing
to settle between the long lines of Whitmanesqadition and shorter lines of
modernist experiment. They drive the reader thrabglpoem to track the enormous
leaps of scale in an almost giddying fashion adities extend into and are compressed by
the white space. Their interruption, disjointednasd stress on unexpected syllables re-
makes sense that rises from sound rather thateicttel he line containing only ‘me, &

its” illustrates a compression of the sea with @gonist. While the following line ‘ancient
e-’ doesn’t hold an immediate sense, but foreshadbe ‘untranscribable’ (a word which
alludes to ‘babble’ by its sound). The longer nne allows the evaporation to be
‘delivered’ in a rush of rhythm and sense that comih partaking in the flow of
understanding how we are situated within the cadyate. The distant sea is drawn into

the protagonist by the repetition and emphasis@fprefix ‘in’.

This poem is not the sea, but the sea is drawnthetdody of poem as well as my reading
of it through the sounds that underpin the workdsiristant,indrifting, intermingling,
intelligence,in-clingings, all ‘chorusingn us’ (my italics). This pleating of interiors
refuses to differentiate between the outside aadrthpiling up a visceral energy, a
patterning that replicates the waves, similar petgion but different in their positioning.
The poem touches me as ‘reverberation’, enfoldiegas reader, into this unfolding of the
ocean as the poem. The relational significancemis is what Deleuze’s project
emphasize?® Giving up on an attempt of ‘re-equilibrium’ it se the forces here are of

increasing instability and climatic breakdown.

In describing the concertina’d lines in these po&raeham talks about enacting ‘a sense

of a “tipping point”- the feeling of falling forwal; or “down” in the hyper-short lines at

%5 Claire ColebrookDeleuze and the Meaning of Lifleondon: Bloomsbury, 2010), p.135.
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the same time as one feels suspendfethe lineation adds a phenomenological
engagement with climate breakdown. This reteralaation of atmosphere into the
poem’s form blurs the boundary of language, climatean, protagonist, and ultimately
reader. Deleuze and Guattari say this indiscerméaéty is neither an act of imagination
nor a literal one, but the reciprocity of both, bbbeing elements, folds with the
experience. The act of removing a singular didaatithority of how the world ought to be
seen enables its unfolding as a constantly prgteaception. The choice is in which fold

is focused upon to follow. The flexibility required in reading encouragessponse in

the reader to the marine lyric’s unstable forcesrdad the poem | need to let go of a
particular stance or stakeholding, and allow mysethove with the various dynamics that

upwell through the poem.

The striking lineation that runs throughd&s#a Changes as much a characteristic of the
collection as the use of parenthesis and squackétsare ilNever®® The extensive use

of brackets in the earlier collection allows Grah@nextend each sentence and resist a
singular sense. There is a political act in refggomcompact the sentence into memorable
phrasing, to thwart grammatical rules in the serdatefies the easy consumerism of
language that has been charged in slogans or @ivgrtampaigng® The brackets, as the
long/short lineations, challenge a straightforwemdsumption of meanint.The reader is
activated in their reading of the poem, bodily andginatively, and inhabits a suspended
moment. Graham has written of how ‘the miracleyoitax can absorb, encode, reveal,
transmit, reenact’ an occasiohThe brackets - juxtaposing square brackets withdo

are part of the encoding and revealing of an evbnth its interior and exterior

*% ‘Imagining the Unimaginable: Jorie Graham in Cawse¢ion’, 21 February 2014
<https://www.poets.org/poetsorg/text/imagining-uagimable-jorie-graham-conversation> [accessed 21
February 2019] (para. 21 of 38).

°" Graham’s poems touch on class and race, but #reseot overriding preoccupations of her unfoldings
%8 The intermediary collectiom)verlord (2005), employs far fewer brackets tHa@verthroughout its poems
and is yet to instigate the concertina line foldawident inSea Change.

*willard Speigelman writes about both this distraistl of the language’s liminality in its evocatioi
external and internal worlds in detail across mpogms in his essay ‘Jorie Graham’s New Way of
Looking’, in How Poets See the World: The Art of Descriptio@dmtemporary Poetr{Oxford: Oxford
University Press. 2007) pp.173-199.

® There is disagreement as to whether the bracketsound’ (Roger Caldwell in tHEimes Literary
Supplemen27 June 2003) or are ‘necessary’ for their comipleand move towards uncertainty (Bin
Ramke inThe Boston Reviev@ct/Nov 2002).

®1 ‘poetic Statement’ imerican Women Poets in the 21st Century: Wherie Meets Languaged. by
Rankine, Claudia and Juliana Spahr (Middletown: Miem University Press, 2002), p.147.
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processe&’ This stretches the limits of language, to pushti a zone of indiscernibility
between thought and emotion. Deleuze and Guatadribe the lips in speech as ceasing
to be an organ of the senses as it becomes anrmesti of sens& Language has ceased
to become an instrument of sense to become parbotly of sensation, and perhaps partly
the sound or sensation of ocean. The bracketsrdibetween things and lock them
together in that extended moment afforded by thearpdt occurs in ‘Estuary’ fromlever
What
is history to this instant between the waves
[she let herself think][although she was really

thinking let me think, let me just think it
will still and come forth] Never p.58)

Here, each bracket separates a sequence of th@uglgan one thought be distinct from
another? The growth of each is demarked by thekbtdere, but at other times in the

poem they occlude the thought, or draw it intogkterior such as later:

As | look out [dusk lowering theheas well, down,
onto the horizon line, then drawing in, towardg&ness, pulling in,
as nets must be pulled in] Ndver p.59)

The brackets attempt a codification of what is e8akly wordless. There is a disrupted
narrative logic or sense, drawing thought into smtvice versa. There is no one-way
direction of this transmission. While the brackattempt to offer perceptions or thoughts,
they also disrupt, or widen, the moment to unfoidtio multiple planes of experience,
enfolding the thought sense into the felt senseyTonstruct a new occasion where
protagonist, poem and ocean co-exist through tf@ding. The crease of thought vibrates
with the setting sun (which in turn lowers the “$hmtil the sun overwhelms that line’s
image and unfolds it into a future moment (that dlae been a past one) of nets being
pulled in. The protagonist’s subjectivity is beirggonstituted through numerous folds of
the occasion. Her waiting for fishing boats toaris bracketed by a fractured sense of
crossing water, of territory and invasion that séermome rolling in on the waves. It is as
if the protagonist is lapped by the sense of anai@ter coming to shore. The interruption
of one thought with another is tracked in this @ooa of mind, as it tracks the moving

water.

%2 Helen Vendler categorises the syntax as folloparentheses for perception, her brackets for mental
events’ in ‘Indigo, Cyanine, Beryl’ idorie Graham, Essays on the Poefpy180.
% What is Minor Literature?p.20.
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‘Surf’, also fromNever uses brackets to question which plane of expegierf car in
driveway and surf on beach - is actually happemihde the protagonist is looking at
window panes into a house from a dark wood. Susfat®und in the poem.

the escape from “here” a resolute giving-in to grate—
the patience of storythat we are moving
(looking at the mullioned squares of black for gttor break
in them)(erasing

the room reflected there in all its parts, agaid again)
each pane placing here at a

ghitly different angle, yes
[somebody else’s car going by terribly fast

down the maiadd (Never p.84)

She is positioned between the house, car andadlof, which are ‘beyond range’ except
for being within her, who is the vessel in whichsabirl. Inverted commas question the
veracity of how these things are explained, ansvatiention to the system of
transcribing an experience. The protagonist isréhiethe car has gone to ““have

experiences”; she has a "’soul” which lines laiercalled ’her” soul’. Just where is
‘here’ in relation to everything else? Can the dmuthers’? Or is it part of the larger
whole, as she is? The original occasion has betenrderialized by language into the
poem’s occasion. Even the wandering soul is fladgethe inverted commas to
emphasize language’s inherent contrivance thatseeble accepted, or at least
acknowledged, if the protagonist is to continue@tigh the poem, travel with the car, feel
the darkness of the woods, bend into the dowsirigeofvaves. It is as if the reader is also
looking at the mullion window panes, at anotherlengpparently outside the poem, from
its words on the page, but being enfolded intithe refractions of glass, of waves of
brackets into brackets. A phenomenological confusigses from not being anchored:
even the protagonist is a reflection to herselfufBng, yes, but alive with separateness?’

(‘Surf’, Never p.83).

Deleuze’s chaosmos, the creative confusion, thaesdrom the deterritorialization of
language, opens, what Braidotti describes as, itiond for the implementation of
transversality®* Unfoldings intersect to produce a new creativeddhat is a multiplicity

of others. Each poem is energised not by the atteampake sense but in its potential to

% Nomadic Theoryp.114.
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be. ‘Surf’, with the force of waves in the languagel in the syntax of brackets, presents
the potentiality of flux towards an apparently greficant moment. This is neither in the
house, nor on the adventure that is the car, dhé¥ypeach, but in the dark woods with the
panes making the mosaic viewed from varying andlgsin, authority is being refuted.
The focus is on the interconnectivity that giveerio any moment, where any sense of
self is disrupted, in syntax, in window glass,igtdning, in thinking. The ‘here’ is the
emergent co-worlding of the elements. This reftsdle definitively fixed ensures a
continually creative process in attending to theldvanfolding around ourselves, in which
the protagonist is only one fold. Deleuze and Guiastay, ‘As long as there is form, there
is still reterritorialization®® By this | understand the poem’s form, as language
deterritorializes the ocean, ensures an exprefsige to be carried from the body of the

poem to whoever reads it.

The final example of a deterritorialization of larage | want to consider is what happens
when a poem takes a collective stance. What dieteatization occurs in the collective
pronoun ‘we’? At the end of ‘Positive Feedback Loy ‘us’ can initially be read as part
of life on earth, or all life on earth, but becondedinitively human by the time the options
of food and drink arise for the ‘lovely eveningathironically disregards The Great Dying
mentioned only two lines previously. Due to thdeatihg line lengths the two ideas have a
clear relational dynamic interacting across thetevBpace. This collective pronoun
alludes to the complicity of such actions, lookorgy at a superficial sense of what is
considered lovely, the light or warmth perhaps, @mdring the extinctions occurring.
This handling of the collective pronoun is interegifin ‘We’ in Graham’s latest
collection,Fast(2017).

Used as the poem’s title, ‘We’ implicitly referescadrienne Rich’s ‘Notes towards a
Politics of Location’ in which Rich writes ‘We whare not the same. We who are many
and do not want to be the sam&The poem is one of the many long-lined blockedmoe
of the collection, running over two pages of tdwttvaries between lines with tight

leading and others double-spaced. The form adtleteense of how the ‘we’ of the poem

% Kafka: Towards a Minor Literaturep.6.
% Adrienne Rich, ‘Notes towards a Politics of Looat’ Blood Bread and Poetry: Selected Prose 1979 -
1985(New York: WW Norton & Co, 1984), p.225.
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is initially a communal unit, who act en mass aatéi is also ‘in some strange wind’, ‘in
the enigma of the past’, ‘signatories to the pas$id have ‘left us nothing but ourselves’.
The ‘we’ is the past and present cycle of life. Bxperiencing body of the poem transfers
to the reader’s experience, drawing me into theé afeommunal human accountability.
The poem opens:

lost all the wars. By definition. Had small desiegwl fundamental fear. Gave our

children for them, paid in full, from the starttohe, standard time and standard

space, with and without suspension of disbeliefigny for the everyday, wide

awake, able to bring about a state of affairs yilganovement, not even gradually,

not hesitating, not ever, gave brothers fathetsrsisnothers. Lost every war.

Will lose the ones to come. By definition. That wam That
ocean. *

We suffer the relentlessness of war together, éwea are distant from it or disparate.
Political war takes our families, misogynism is wdgipon women, and an ecological war
is being waged upon and within the océ8&We are presented as being united in the
suffering. We affect it by our actions. We feed/ite are suspended within it, immersed as
if in the ocean. ‘There is’ the poem later states private space’. The ocean interconnects
everything, through its global movement or by bguagt of the hydrosphere that
permeates all life. The poem’s scale spans oudlExges emphasizing its topological

flow. We lose all our personal, national and glolals, together.

The pace of ‘We’ evokes the body of oceanic flow. émbodied co-worlding arises
between what is known and complex and uncertaiis Miarine lyric enfolds the flood of
currents into the experiencing body, in this poefoisn. It makes tangible the complexity
of our current environmental crisis: where we aseable to impose domination over a
homogenous meaning or solution. This poem recogrmigebelonging to such otherness
that is more than our individuality, recognises swipjectivity as porous. This
‘deterritorialized nationality’ understands the & wholly relationaf® The collective
pronoun provokes what Graham describes as a ‘plysicountability’ that includes

herself as writer, editor and her reader. By cgltime accountability physical, she draws

®" Fast(Manchester: Carcanet, 2017), p.14.

% |ronic how unwanted battleships vehicles are kmliinto the depths as a so-called ‘solution’ ®itth
disposal. Bellamy, Christopher, ‘Tons of Arms Dumifa¢ SeaThe Independer(R0 September 1995)
<https://www.independent.co.uk/news/tons-of-arms-pediat-sea-601949.htm[accessed 4 March 2019]
%9 Félix GuattariThe Three Ecologied ondon: The Athlone Press, 2000) p.65. Guattysslsewhere in
this essay that ‘all sorts of deterritorialisediowadlities are conceivable, such as in music aretrgi p.65.
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attention to the embodied occasion of the poerthdaght as act - the act of the mind -

and the potential for the poem to embody the ime&tipn of her reade?’

Whether we are aware or not of that involvemengtwér or not the war is geographically
local, the absence of the pronoun, beyond the titlel the twelfth line, makes the concept
of ‘us’ reverberate through the poem’s early setgsnEach of them throws the
imperative form taken without the pronoun. The ‘Was become disembodied from the
poem. As a title it hangs alienated from the bofdhe poem, deterritorialized from the
actions and consequences occurring within the pareantherefore, throughout the
accumulation of action the poem could be read adi¢itly reaching to reterritorialize the
‘we’, and whoever it encompasses, into the poemi thas, within the context of this
thesis, into an oceanic topology.

Within the flow of seemingly incessant clauses s@atences comes a claim of

determination:

There is form and it knows the difference. Go
alone. Hold back. Transfigure. Promise. Go aloman3figure. Keep promise. All this
is what the wind knows.

Fast p.14)

This form acknowledges the differences betweenenalthese short declaratory
commands seem to attempt a navigation of findiag difference, while ‘transfigure’
suggests a morphing, transformation between thantdsn this collective. There is,
perhaps, a contested identity between essencepgedrance here. The wind, moving
around different bodies can also erode and beng®othe streaming of wind, coming as
it does so soon after the mention of ocean in tesrp adds a new force to the rhythm of
the poem. Eight lines on and the deterritorializelfiective voice of poem claims ‘I did not
do that—it could not have been me’. There follows one iwith three ‘I's clustered along
it before being enfolded back the poem and not gimgmuntil five lines before the end. It
feels there is, in this poem, no truly singularc&yibut a constant movement between

bodies and form. This moment of distinct singulasitands out because of its rarity.

Alongside the lack of a sustained or defined promggf, comes the lack of a sense of

place. The poem rushes through history, a glolaptespatiality, looking

0 In conversation (2018)https://www.youtube.com/watch?v=90xZr_7Nz3Naccessed 18 January 2019].
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for every intersection. Time and ficti Asked if it can be
true? Time and history. Asked can it really be ?riidis is happening. But is
not what the real feels like. The past? Is senselésllapse thé@-has-been

(Fast p.14)

To inhabit the unknown as this poem does, unfixeal tlear protagonist and unanchored
to a place, accepts the relinquishing of conttalinderstands the on-goingness of events,
and reaches beyond the individual, nationality ncestrial plane. The circulatory system
of our imaginations, a process of unfolding expeses, of poet, poem and reader, enfolds
them into an occasion that has the capacity tstoam what has previously been felt or
thought. What has-been is collapsed, so collapsiegvhat-has-yet-to-be in this
deterritorialized reading. Deleuze’s commitmengxperiencing both the virtual and
actual on ‘one plane of immanent life’ enables asaderation of how the poet’'s
imagination, the lyric itself and its reader intgras various vibrations within a plane that
cross-hatches and branches in its unfoldinthe deterritorialization of the co-worlding
into the poem as oceanic forces continues thisdadkstinction between internal and
external forces. The poem itself claims ‘thereag@al world to which you can refer’ and
‘there never was metaphdf In this sense we are being invited, or competiedonsider
ourselves part of this poetic, collective ‘we’ betimagination that reaches across time

and spacé®

Poetry as a fold of the collective imagination eativate a currency of experience to
provide connections between ways of perceivinghioiking, of experiencing between
poet, poem and reader, and bring the remote piletatintimate phenomend.To follow

the process: the smallest fold is the syllablejifg out of or into its neighbour into a

> Colebrook,Understanding Deleuze.70.

"2 Fast p.15.

"3 Kristina Pulejkova’s film performanc&yhere We all Meebn eel migration, overlays digitally enhanced
silhouettes of humans talking - one in English onilacedonian with subtitles - with footage of eaisea,
and of four humans dancing underwater. The liveimadation levels of different footage she has, @ing
which to play and at what speed, makes for a nafepeance/ screening each time, as if constangingr
to discover what the eel dance means [seen 19 &gh2019, at Miranda, Ace Hotel, London]. More
information <http:/kristinapulejkova.com/where-we-all-meet-rdiB/.

™ Judith Butler speaks of this relational assembte#gee’ being not just the bodies but also ‘a skt
relations of interdependency and passion’ in ‘Spepkf Rage and Loss’ (2014), Leigha Cohen Video
Production fttps://www.youtube.com/watch?v=Zxyabzop®ificcessed 27 May 2018].
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word. Each line unfolds into the next; and so tachestanz&> Until the whole poem has
unfolded to be enfolded when read. If the poemgdéeits plane of immanence an
allegiance to a deterritorialised marine sensipilitcould be said that the marine lyric, as
a becoming-ocean, could be seen as manifesto fonentizenship. The marine lyric
offers an imaginative immersion into the global cooms that recognises our expression

to be united, affective and uniq(fe.

‘We’ doesn't offer answers, but its engaged awassrof suffering enables a sharper
perspective of where |, as reader, might locateatfiygthin it, or the ocean’s dynamic

cycle in which we are inextricably entangled.

—just as long as we keep doing thibwrite you read-»a
with-time-ness»an unexpected nobilitpabove and below flow by, cold as they
are—the universals keepsolar ghosts flaresturn to cash-on this small fire the
earth keep readirgl say to myself keep enit will not be the ené>not yet-my
children sleep»not yet—a friend who'’s dead said this to m+t is not deae~

fFast p.16)

5 Charles Olson, in his essay ‘Projective Verse5(l)9takes this atomisation further, by reducirg stanza
to the syllable, describing them as ‘particlesafrsd’, Poetry Foundation
<https://www.poetryfoundation.org/articles/6940@jective-verse [accessed 21 February 2019] (para. 11
of 50).

® This call follows Sam Solnick’s proposal that et of reading poetry for how we might dwell in the
world, we read it for how we might ‘change (with) Poetry and the Anthropocene: Ecology, biology and
technology in contemporary British and Irish poeiibingdon: Taylor & Francis, 2016), p.211.
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Fog is thick enough to conceal the bow of a fiftgtra boat. Crew disappear into
the damp blur once they pass the mast. All that lmarseen are shadows, a
diffused light. Water licks the hull and | am taotr what could be out there.
Mercurial water rolls in soft folds out from thewdo glimmer briefly before
flattening. An offshore passage means shifts aéehmours on, six hours off —
three of which are spent on-call, ready to supffwtwatch if necessary. Lack of
sleep; lack of reference points; and, here, infénenorthern summer, a lack of
darkness. 2600km north of home, at the far eddeuobpe, the Arctic Circle is as
unfamiliar and uninhabitable to me as the subaquasim. It is where our futures
are playing out: in glacial retreat; sea ice mplins for newly viable oil wells;
beaches littered with nonlocal waste; the arrivll species migrating with
warming temperatures. Under a grey sky we motowlglanto a small lagoon
formed by a sandbar separating it from the fjordr ull pushes plates of the last
of the winter sea ice to wrinkle and overlap inlasBy thickness. Cloudy water
and slurried crystals seal, break and reseal inrao$ neutrality. This enmeshed
jigsaw is thick enough to bear the kittiwakes watghour approach. Overhead an
ivory gull cuts in and out of sight against thewgdills encircling the water. My
eyes are pulled inland along lines of strippedtwnobd. Siberian trunks score the
pebbled beach where bright green fishing nets emy@d tongues of orange rope
puncture the monochrome of this ossified light.
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‘—if / this is prophecy it's underwater’ | The Unseen Sea

i. An Oceanic Field of Presence

Ninety percent of the ocean is deeper than 200knawn to most humans. Yet the
current destabilisation of the planet’s climate imaseased its proximity (both
geographically and psychically) to our daily lived/ith the cycle of increasing global
temperatures and ice melt the ocean is growinglianwe and size, eroding coastal
habitats; more water evaporates, leading to amaser of hurricanes, storms and rairffall.
The chemical composition of ocean is changing fakemn its inhabitants can evolve,
effecting biodiversity and species abundance wimdhrn has repercussions on the
marine constitution. Ocean health, intertwined wiit& pressures of climate chaos,
chemical pollutants such as marineplastics, feeilrun-off, oil spills, and industrialised
fishing practices, is at the frontline of the glbberuption many human activities are
causing® Through its phenomenological posthumanist perapetie marine lyric offers
an occasion in which to correlate an embodied emmgagt with that which is distant and

the unfolding of possible futures the ocean migfuence.

‘Imagining the unimaginable’ is how Graham descsibe interview, her poetic act of
conveying ‘where we're headed’, to enable ‘peopi¢ dctuallyfeelwhat they think® By
speaking of the ‘unimaginable’ Graham is operatuittpin the frame of what is
imaginable. It might be considered unimaginable asitshe points out in the same
interview, she is not bringing any new news on‘theate peril front’. For Graham |
think the imagining turns a known possibility irddelt-sensation, even though it has yet

to happen. It seems to me that we humans needodigsto assimilate the potential of

! John Copley, University of Southampton, 201Httgs://www.futurelearn.com/courses/exploring-our-
ocean/3/steps/36481accessed 27 February 2016].

Z Lijing Cheng et al, ‘How fast are the oceans wagfi in Science363/ 6423 (2019,), pp.128-129.

% A dive in May 2019 into the deepest region ofdlsean, 10000m to the bottom of the Mariana Trench i
the Pacific, revealed what has been describedti®s’:|'‘Man makes deepest-ever dive in Marianantie
and discovers ... litterThe Guardian(14 May 2019)
<https://www.theguardian.com/world/2019/may/13/maakes-deepest-ever-dive-in-mariana-trench-and-
discovers-trash [accessed 20 May 2019].

* Interview with Deirdre Wengen, ‘Imagining the Urdginable: Jorie Graham in Conversation’ 2014
<https://www.poets.org/poetsorg/text/imagining-uniimable-jorie-graham-conversat®faccessed 21
February 2019] (para. 9 of 38).
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climate disruption before we will respond to it. BEodied experience has a more powerful
impact on our thought and actions than an intelEainderstanding. On the islands of the
UK 2019’s unseasonably warm February and 2018sneddd dry summer have been met
with delight. Our bodies take pleasure in unfamiarmth rather than the more usual
maritime climate of predominantly wet and windy wWea, even though we might
understand such seasonal disturbances are pdiedeabstating. Just as | know of the
growing climate chaos and marine pollution | havéuly assimilated it yet. | do not feel
directly imperilled by it, even though I live a mebr so from the bay’s highest tides of
the year. In the nine years I've lived here, | hewtmessed a breach of the seawall once,
and yet | know the bird populations are down, mliseds are unfarmed and fish

populations have diminished.

Graham includes herself in this proposed act ofkawiag through her writing to create a
‘sensation of an “unimaginably” far off horizohThis sensation, as embodied through the
occasion of the poem, arises from what can be ineagiln his introduction tDifference

and RepetitionDeleuze writes, ‘[w]e write only at the frontiesour knowledge, at the
border which separates our knowledge from our ignoe and transforms the one into the
other' ® Writing begins with what is known, in the case@&ham’s marine lyrics with the
science of climate change. In unfolding the chid&tween language and the felt
experience that responds to words to provoke neag,dhe emergent body of a marine
lyric arises. The phenomenological study of imagoraof this thesis so far leads me to
believe imagination as part of a synaesthetic i@e ensures any imagining has the
potential of felt-sense. Here the unknown becomasoelied and realized in the process of
writing the poem, rather than simply a recognisesispility. An example: sailing the mid
Atlantic incurs the chance of being struck withifiteen minutes of a tanker coming over
the horizon’. To write of the unseen tanker and of how | feeéwisonsidering its impact
conflates the two events of possible future andgareimaginary. Timothy Morton

expands this idea, describing poetry as the atieofuture, arguing that at the point of

writing the emergent poem has yet to reveal itsmmeggto its writer and is yet to be

® Interview with Deirdre Wengen (para. 29 of 38).

® Trans. by Paul Patton (New York: Columbia Univigr§iress, 1994), p.xxi.

"It feels far easier to summarize this situatiorrasonsidering the implications of sea level risemy
home.
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understood by a read®fhis transposes the sense of an incomprehensibigefonto an

active present, where language deterritorializestnse of place and time.

Graham has described how she plays in the poeis\adrwith a ‘desire for closure,
desire for suspension of closure, desire for siamdlity in a stream of temporal action that
defies simultaneity” The conflict and complexity of an experience beesmanifest
within the extended sentences. Streams of imagéglaas charge each poem beyond its
particular collection, to merge space with duratioreshadowing the destabilizing
temporal horizons of later poems. Graham'’s expeeai time, in poems frorfSea

Change incorporates a sense of duration where temptaakep unfold and cross-hatch
across multiple subjects. Titles, such as ‘Futuaes! ‘Later in Life’, allude to this
unfolding; and in ‘Summer Solstice’ the protagonwsites of ‘trying to feel / the /

future’ 1°

In the marine lyrics o8ea Chang&raham intertwines the protagonist’s imaginaticho i
future scenarios, drawing on the multilayered teralty that's manifest in the global
circulation of ocean where future runs alongsidespnt and past. Merleau-Ponty calls this
a ‘field of presence’ where ‘what is past or futteme is present in the worlé* We can
see this at the shoreline, watching the tide flasds waters slide ‘into the present and on
into the past’ as they eBbThe waters of one high tide recede into the middile
Morecambe Bay, mixing with waters that will retas the next. My present moment, on
the shore, is at the hinge of future and past mevesnof the tidé> This cycle, shorter,

and more superficial, than the deeper currentstthe¢l across the globe, responds to the
moon’s monthly cycle in relation to the earth. Tiedd of presence offers a way of

stepping out of one particular temporal plane ®rmeere. The zone of indiscernibility

& ‘Why we need to rethink climate change Gaardianpodcast, 13 February 2018
<https://www.theguardian.com/books/audio/2018/f8bihy-we-need-to-rethink-climate-change-with-
timothy-morton-books-podcast> [accessed 30 Jul8R01

® Interview with Thomas Gardner, 200aris Review(para. 137 of 174).

12 Sea Changep.28.

2 The Phenomenology of Perceptign412.

21bid, p.416.

3 Thinking about this field of presence in relatiorthe sea evokes Derek Walcott's lines of ‘The iSea
History’: ‘here was the sound / like a rumour withany echo // of History, really beginningélected
Poemsed. by Edward Baugh (London: Faber and Faber72@0125.
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invites an immanent position where temporal plareselt to enfold into each other. I'm

interested in how the two theories can be incofgdranto a marine lyric.

The tidal movement enables a marine lyric to brimigat Monika Langer describes as
‘something [that] is no longer or not yet clearlgille’ to mind, and so ‘to invoke
temporal horizons of past and fututél'have already touched upon the concertina’d line
lengths unfolding zones of indiscernibility intockaother, added to that is the visual
effect of the poems iBea Changef waters carried by the tide, whether on thedloo

ebb as they move across the page’s shoréline.

Through modes of revelation and concealment ‘FathBm’ fromSea Changédraws us
into, and out of, a precarious future with a simfanse of immediacy that comes from
watching the tide rise and fall across a day ab#wech. In this poem historic waters slide
in tandem with the present horizamfolding the Shakespearean reference from the

collection’s title into this poem'’s title and thiglu its lines:

& sea swell, hiss of incomprehensible flat: dis&rgue long-fingered ocean and its
nothing else: nothing in the above visibleaptc
water: water and

always the white self-destroying bloom of wavebr&akipclose
roil, &
here, on what'’s left of land,

ticking of stays against empty flagpoles, low tiffege day, nothing
being
memorialized here today — memories float, yes,

over the place but not memories any of us now antoadjving
possess...

(Sea Changep.30)

The poem’s rhythm is set by the first line (of thidract, which is the first of the
poem), a long insistent meter, of ten stressesarenthat, through its colons, does not
allow the reader to alight on a fixed subject.duld be the swell, its hiss or breaking
waves, or all three giving over to the flagpolesgBining with the ampersand adds the
sense of something having already happened, whichave missed and may never
catch up on, and the unfolding of hissing watet thas from the ‘long-fingered ocean’

* Merleau-Ponty’s Phenomenology of Perception: A @@idd Commentary.85.

!5 sarah Howe describes the white space in the poéBmsa Changas gaps ‘in time-across which the
imagination strains to leap’, ‘To Image the Futulerie Graham's Sea ChandelN Reviewl85, 35.3
(2009), 22-25, p.22. But if the reading is contiditieose leaps are made, however uncomfortablefdedy
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(and line) to the crash of ‘wavebreak’. Graham déss the destabilizing of these line-

lengths as creating a

feeling of falling forward, or “down” in the hypestiort lines at the same time as one
feels suspended, as long as possible, in the derow” of the long line—so that the
pull of the “future” is constrained by the desioestay in the “now," which is itself
broken again, as a spell is, by the presence adrtheming future®

This visible intertwining of temporalities enablée sense of a future occurring as the
present moment already steps into it, unfoldingnleenent as the poem turns on its
spindle. The rhythm of reading these alternatingdi leaning into the gaps occurring
between them, ensures the variable rhythm inhabibruwe inhabit it as we attempt to
follow the breath of each line. There is a corpbpeshing and release of breath as the
lines are read. Also there is a struggle to releasaning from this extended breath so the

sense is held in a more visceral communicationeaantculate it.

Within the movement of past and futures withindalifield of presence the water
constitution changes - in chemistry, temperatuaknisy etc. For a marine lyric to capture
such forces of temporal and material braiding gimuse repetitions inherent in language
while exploring how these repetitions invoke diéfiece in meaning. The repetition of
‘nothing’, ‘water’ and ‘memories’ punctuates andgskmbles the poem’s trajectory. The
sentences have their forward flight but enfoldethimi them are these recurrences. All
three elements are transparent, if tangible analihing isn’t, water is essentially
ungraspable and memories generally upwell unbidohehtransitory. Saying the lines
aloud reveals the enforced different stress on esgbated word, despite it being the
same. It changes in the shape of lips, tongue, ptisbwel in its second audible
rendition. The repetition of ‘water: water and’ trat short line highlights its
transformation unfolding between the swelling wated the breaking waters. The line
echoes the Ancient Mariner’s declaration of ‘wateater everywhere ...” One of these
waters could be bringing in distant memories amddtiner the present of a ‘self-
destroying bloom’, about to withdraw from the sHove for the future, to rush back out
in the white space following the ‘&’. All the whiJéhe stays are ticking as a clock.

'8 Wengen (para. 20 of 38).
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This conflation highlights the paradox that desphie human life is so short in relation
to the oceanic duration, we have managed to beeogedlogical force in our own

right.}” And appears near the centre of the poem:

in your admittedly short
life you
were permitted to believe that this lasted
forever—
(Sea Changep.30)

The poem is populated with daily activities suctbaking bread, contractual
agreements, mistakes, judgements and collectingdflawvers, which are set against
ocean (as carbon sink) and the plundering of garttugh deforestation, coal mining,
‘the festering wounds’ we also inflict. The shodeef the line, ‘life you’ jolts almost

as an imperative. The sense of a command is made explicit with ‘remove your
hands/ from your pockets’. The reader is being wadkem the illusion of a long-lived
stability to mortality. Memories, floating on tharace of the water, are not necessarily
from those who live now. Lives of those we might have known, or of those we
ignored for our ease, all swirl in the creasesahdations of the waters that permeate

those of us who act ‘as if free’.

The poem’s title, rising from Ariel’s song, reintas the collection’s title and builds on
the sense of what is irretrievable. There is, haavea contemporary inversion to the
reference within the poem when a litany of blamgpés into ‘those were houses that
are his eyes’. The houses go on to become lives|iés, privacies, details, all
vulnerable to unseen forces. Shakespeare’s pearte (housed within the oyster shell)
are as fragile as the bricks and mortar, the haimegtscreate feelings of safety, love, the
solace of freshly baked bread. The allusion unfoddhe drowned Phoenician sailor of
Eliot’'s ‘Wasteland’ who also has pearls for eyesoking back to the past exercises the
muscle that enables a futuring, making it a uskfsi step in stretching the poem’s
temporal consciousness. Here past is shelled witagt, like the long-banned persistent
organic pollutants, remaining in circulation desmpdisappearing from sight. These

POPs have been found in the microscopic scaveagiénge bottom of the Mariana Trench

" Hannes Bergthaller expands upon this, describavg ecologies are ‘poised between entropy and
negentropy; it is everywhere in flux, but at suelnying speeds that, depending on your angle obwjsivhat
you see is either stable balance or random fluictositin ‘No More Eternal than the Hills of the Ree On
Rachel Carson, Environmentalism, and the Paraddatdre’, Interdisciplinary Studies in Literature and
Environmen{December, 2015), p.21.
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who will be trophically transferred back up the dochain. In this way past lives are

carried on the currents to converge towards a é&ftur

It is through recognizing our own human duratioattibeleuze claims, enables us to
recognise the existence of other durations, sut¢heascean and its ecosystem, and thus
our place in relation to thefi.There is no discrete separation between the dasatf a
human and that of ocean. Rather they intersedffaset planes, or folds, that are on-
going simultaneously. Considering the differingeatns of ocean current helps to see there
is no singular starting point, but a continuouspled duration that we can join at any

point, depending where we are situated in the wadtdlerstanding this situatedness
enables us to recognise the potential restrictfayuo perspective. In this way Merleau-
Ponty’'s shore-bound field of presence is limited aere a posthumanist perspective of

time and unfolding temporal planes might be moefuls

The tide is only one cycle at work within the giflnk of ocean. The ocean also moves
on a longer durational scale in its less visiblebgll currents. These currents, co-
constituent with our planet’s climate, may takesaading to NOAA, a thousand years to
complete a circuit’ A thousand years, well beyond the usual tempeaiesour daily

events encompass, could contain up to thirty geéioe@saof people. The ‘unimaginable’
unfolding of scale between the short tidal rangesmatch at the coast and the large slow
conveyor circulation of a thousand year duratiocoloees palpable as an energetic conflict
of uncertainty and destabilisation in Graham’s pseiihe sea as continuous, flowing
throughout Graham'’s collections, enables a sensengforal situatedness as much as a
being-in-the-world, unsettling these poems froningle temporality*

It is the slower and longer-lasting changes of terajure (and salinity) that affect the Gulf
Stream and so the UK’s island climate. The Gulé&tn forms part of the North Atlantic
cycle of the global currents moving water acrossglobe. It crosses the surface of the

18 Alan Jamieson, et al. "Bioaccumulation of persistentinig pollutants in the deepest ocean
fauna."Nature ecology & evolutiof.3 (2017): 0051.

19 Bergsonismtrans. by Hugh Tomlinson and Barbara Habberjaew(N¥ork: Zone Books, 1991), p.33.

2 <https://oceanservice.noaa.gov/education/kits/ctst@conveyor2.htre [accessed 2 April 2017]

L Timothy Clark’s describes Heidegger’s claim of hine Greeks saw the world as ‘a continual happéning
The Cambridge Introduction to Literature and thevEonment(Cambridge: Cambridge University Press,
2001) p.57.
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Atlantic in a northwesterly direction towards thechc Ocean. There it cools, becomes
heavier, and sinks, returning south, as a deemangaent, to the equatorial regions. As it
travels south it slowly warms to upwell mid Atlamfrom where it is pulled north, by the
sinking of distant polar water. In this way it jeithe Gulf Stream. Sail across the North
Atlantic and, at any point, the water column behsaiu contains water that (as the surface
layer) will become and (as the deeper layer) vdilldbeen the Arctit Being at sea, out

of sight of land, cannot offer the ‘fixed and idéable point’ Meleau-Ponty might reach
for in his thinking around present and future motaghAt sea there is no fixed point.
However, loosened from a humanly historical scald @ctivated by intrasubjective
unfoldings the poetic imagination can engage witsé northerly and southerly currents
simultaneously, encompassing the warm and cold ¢eayres in a dislocation of time and
space that potentially untethers us from an indi@idnomentary perspectivéBraidotti
describes this as a ‘nomadology’ ... ‘instil[ling] re@ment and mobility at the heart of
thinking’. *° It is not necessarily a comfortable position, anthade more challenging
when taking into consideration Arctic ice melt,ddlg diluting seawater and affecting the
region’s habitual downwelling. This weakens thef@iteam and slows the wider North
Atlantic current® What might be understood in movement now has therpial threat of
an unknown disruption. Scientists model the chamgtésa range of plausible future
climate scenarios, each assigned a different cende or likelihood, adding increasing
uncertainty into the ‘unimaginable’ world the marilyric attempts to inhabit. The flux of
the ocean is no longer experienced as a supenii@ébn. If the marine lyric is capturing
forces then a further deterritorialization neededour as the ocean itself is becoming

deterritorialized by changing temperature and ckami

Just as the ocean is not contained within a singgan, nor bound by one collectidea
Changeés ‘desire to imagine / the future’ is developeddraham'’s twelfth, collection,

Fast(2017) with its new modes of lineati6hFasts title conjures speed, and in the

?2 |t is worth pointing out that the divide betwede two is a slow transition, occurring in the thealine
layer that can be several hundred metres deep.

% The Phenomenology of Perceptign80.

24 Christian Marclay’s ‘The Clock’ is a wonderful erale of the multiple streams of duration (albeit in
human terms), and how they both slip into and gntkronisation with each other <
https://lwww.youtube.com/watch?v=Y8svkK7d7sY> [acmeb11 March 2019].

% Nomadic Theoryp.1.

%6 summer K. Praetorius, ‘North Atlantic CirculatiStows Down’,NatureVol 558 (2018), 180-1 (p.180).
?"*Root End’,Sea Changep.48.
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context of our current climate crisis this refergtie acceleration of carbon dioxide levels
challenging the planet’s capacity to self-regulatengside a sense of being attached,
firmly fixed, holding fas€® While these ideas vibrate particularly in the mampoems that
feature in the first section of the collection, thieole collection continues to explore the
intersection of memory and self, of language awodight, of self and selves, and the

human and nonhuman.

In the earlier, shorter marine lyrics of the cdiiec line lengths press to the page’s edge in
dense blocks of text, described by Graham in ing&nas ‘coming up against one kind of
ending’? Stanzas, which can also be read as paragraptstiaqukoundaries between
prose and poetry, and keep the surrounding whaeesfo a minimum with a tumult of
language. They offer an immersion into the muleled intertwinement of marine and
terrestrial living, artificial, human and more-thuaman intelligence. The pitfalls of
classification are evident throughout the studynafine natural history. From Aristotle
claiming dolphins were fish, rather than air-bre@aghmammals, or naming anemones after
the terrestrial plants they resembled before thesewdiscovered to be creatures, our
attempts to identify oceanic life forms have propeoblematic® Why cephalopods can
and do change colour, both in company and solitsileeludes explanation. That the
marine does not accommodate terrestrial regulamiters the marine lyric an opportunity

to embrace an uncontained notion of form, evolwitl its subject.

The first person ‘I’ often speaks with an intimatéormality while also slipping into a

more amorphous, unanchored tone that could be poeariarger consciousness. Phrases
fold and unfold as currents of what has gone anat vghyet to come. In the poem ‘Self
Portrait at Three Degrees’ fleeting sensationgobgnisable images are set within a
complex grammatical construction. The poem rejpadsenting visual images for a more
deeply felt experience, embedded within fragmehipeech, fractured clauses, and pieces
of action and reflection that are sensed but not &scertained. Form, language and

28 |t questions the identities created through theanded capitalist project of consumption and growath
the title poem opens: ‘or starve’, p.17.

29 Martine Erin Lyndal, ‘The Possible Absence of aufe: Talking with Jorie Graham’ (14 August, 2017)
The Rumpuys<https://therumpus.net/2017/08/the-rumpus-interweitir-jorie-grahant* [accessed 28
January 2019] (para. 6 of 29).

%0 Annalisa Berta, James L. Sumich and Kit M. Kovadarine mammals: evolutionary biology
(Amsterdam: Elsevier, 2005), p.3.
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imagery layer the intangible alongside tangibleezignces to reach towards the
‘unimaginable’ horizon. This creates a tension th@th holds and overspills itself,
allowing reading to progress through the poemymatigsing the precarious and
increasingly inhospitable more-than-human worldfage. Returning to a preoccupation
with self-portraiture which began in 1987Tihe End of BeaufyGraham here

imaginatively inhabits and conveys the force ofrgdiag and unstable ocean currents.
Three degrees of global temperature warming iptbgcted temperature rise if we do not
curb carbon emissions. It is argued that evennfidgms could instantly turn off all our
emissions of greenhouse gases, the Earth would:éxbe agreed target of a 1.5°C rise

above pre-industrial levefS.

Graham situates the poem at a very specific timagnag ‘I am writing this in 2015’, two
years before the publication of the collectiémIready at least two years will have passed
by the time it is read within the collection, whicbuld serve as an anchor or a disruption
of the present moment by tugging the reader bathegast and to consider how fast past
it is. The urgency of the voice is undiminishedd amfact potentially increased because of
the passage of time. Just before this date isdstagze is the announcement: ‘within 50
years if we are lucky’. What it refers to is notaeaclear, it could be the three degree rise;

the prevailing sense is ominous.

The scarcity of visual images in the poem actualiZeaham’s ambition is ‘not to make
the invisible visible, but to peruse and multighg tchannels of its invisibility*> After all,

the subtle changes of durational flux are conslagrass visible than the spatial
relationships between things. An earlier poem ‘Misbm Erosion speaks of wanting
‘another, thicker, kind of sight’, having experieqicthe permeating, porous qualities of
mist, where ‘geography /[is] much quicker thars/titstory’>* A sense of time is engulfed
by the indistinguishable nature of mist, it blulsaiis past and what lies ahead. While the
future is beyond the horizon, unseen, its ripplesadready being carried through

waterways and felt, with the thicker sight of emiealdperception.

3L Thorsten Mauritsen and Robert Pincus, ‘Committedming inferred from observations’ Mature
Climate Changé&.9 (2017), 652-655 (p.652). This figure was adreeParis, 2015

% Fast p.8. All references frorRastwill be bracketed without the title in the resttbis chapter.

% Earthlines interview, p.36.

% Erosion p.4.
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Multiple channels of invisibility, drawn in ‘Full&hom’ as memories of an unknown
community and the rippling actions of a wider ctdturesurface in this self-portrait. Here
Braidotti’'s concept of a nomadic ‘social imaginanyiat proposes changing the structure
of centralised subjectivity, can be reframed a@mbbical imaginary*® This transforms
the sense of ‘individual’ to encompass all the argas that support any one body of life.
Braidotti, who continues to unfold Deleuze’s thimgiin the face of contemporary
challenges, offers a nomadic cartography to esttapéxed parameters of subjectivity
responding to this time of contemporary politicahaeaval and climate migrations. Her
vision of being aware of multiple temporalities Wehknowingly tethered to a particular
historical position enough to accept responsibflityit can be read in Graham’s self-

portrait.

‘Self Portrait at Three Degrees’ presents a futlhiag is pulled into and out of this self's
unity. There is a splintering of perspective ankheged subjectivity that envelops the
unseen from microscopic organisms to rising glaeadperatures, recognising how they
circulate into and out of the self in relation that is happening to the world’s ocean. The
poem’s protagonist shifts from first person to setm the first line of the blocked text of
this portrait. This creates a seemingly solid, ieditbody (of the poem, its protagonist, and
the multiple selves within and outwith), where theire, which isn’t ours directly, lies

within our multiple selve&®

Teasing out the possible linkages I—no you—whticed—if the world—no—
the world if—take plankton—I feel | cannot love amgre—take plankton—that
love is reserved for an other kind of existence-etplankton— that such an
existence is a form of porn now—no—what | am saytgke plankton—it

is the most important plant on earth—think love—epases at least half

the biosphere’s entire primary production—love-thisve what—I am saying
you have no choice—that’s more than all the larmh{sl on the whole planet put
together—blooms so large they can be photograpioed $pace—everything

living—
(p-8)

% Nomadic Theoryp.245.

% Jenkins Chadwick writes of the book being hautgdhosts of experiences we barely registered while
they were occurring and haunted even more by thasalways recognized were important’ in ‘Pulitzer
Prize Winner Jorie Graham's Collection of Poefegst', Will Haunt You, Beautifully, 25 July 2017
<https://www.popmatters.com/fast-jorie-graham-waltimt-you-beautifully-2495386689.htmJaccessed 28
January 2019] (para. 1of 16). This self-portraitlddoe read as being of the ghost of the womarteyet-
come.
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The fractured phrases, butting the ‘I' with planki@nd love and another (or same but
different) self, linked and disrupted by em dasme&es reading awkward, sense difficult,
the reader uncertain what meaning lies within tiseseningly disparate things of love,
plankton and porn in a breathless tirade. Breathless, a symptom of anxiety, becomes
here a trigger for our anxiety as we read it. W& fiee anxiety, realize it, as if the oxygen
is already depleted. In healthy quantities, plankimvide the ‘linkages’, oxygen, between
‘I and ‘you’. Four times in the first four linesé reader is asked to ‘take plankton’ —
building to a point where the plankton has scaledoua bloom, becoming visible as
illustration of what happens with increasing octamperature and nitrogen run-off from

the weed-killers we've already discussed.

This bloom causes release of more carbon in thenpckepleting oxygen to turn areas of
ocean into hypoxic areas, ‘dead zones’ that aseread are forced to physically
experience in our unstoppable, breathless readigigwe are presented, too, with love:
love as connector, a joyful, self-realising creatamotion. Even if we do not know the
material experience of plankton or the consequeat#sir blooming, we are familiar
with the capacities and reach of love, its own viegaand how we place so much on its
longevity, intertwining the two as imaginable amdrmaginable. Is this world an empty
shell, a sea without plankton, sex without loveatvMBraidotti describes as a ‘titillation
without providing fulfilment'?’ If so, perhaps the breathlessness also alludas to

existential emptiness however much we try to coresum

Graham seems to be grappling with what was he#flpin ‘Day Off’ from Sea Change:

The fugwwithout
daWithout days of it?
in it? | try to — just for a second — feel
that shape.
(Sea Change.40)

This attempt to hold the vastness of a futurese@nd conjures the clairvoyant with
crystal ball gazing into what can’t seen, yet wiagtio feel it and bring it into the poem.
‘Without days’ blurs the temporal markers that hattempted to anchor the progression
throughSea Change poems. Now, almost ten years on, the desireaddd, as if held for
so long. The density of ‘Self Portrait at Three B3’ gives a physical weight to this

3" Transposition§Cambridge: Polity Press, 2006), p.153.

91



image from the earlier collection. The protagogsts on to energize herself, or reach out

to another, through the proffering of the plankton:

take it—here you take it, | can’t thal anymore—you don’t want it—I
don’t care—you carry it for now—I need to catch brgath—I want to lie here

(p.8)
The reader is being asked to not just see it lagpgythis responsibility. How can you

‘take’ plankton that would slip through fingers withe water they live in? This adds
another angle of disorientation by switching betwedormation on plankton and a
command to anothéf.The need to grasp the changing situation, to becartive

participants in it, is urgent, whether it's seemot. There is no choice.

Throughout~astpoems examine the porosity of borders betweenwiohakl death
alongside the larger threat of extinction occuregoss the planet: juxtaposing grief for a
parent alongside grief for the planet. By relaiimgmate instances of experience — here,
grasping water and the plankton in it — the poeandrthe personal, immediate alongside
an understanding of the larger scale affect ofiggesxtinction. We are asked to magnify
our understanding of love from an interpersonalagyit to a seemingly impersonal crisis.

This brings about an emotional entanglement witlamiliar others®

The poem, however, is not necessarily affixed tefg€ertainly the piling up of images
alludes to a multi-stranded emotional encountee ikimacy, mooring love to the larger

unseen cycle beyond our daily relationships, besoanawn into another personal realm:

one morning | woke up and | was born—I
realised | was born—

| stood for the first time on my owsunimaginable strength in these feet, these

% Kylan Rice suggests the self of this portrait dooé of ‘artificial intelligence. A new intelligercon the
basis of aggregation, feedback, elaborate recitimtaAnd certainly the static of the poem coulel leard
to give that impression, but | sense too much adteer to emotional familiarity - the poem’s revolyin
around love - to be so sure. However when othemgd#&ing in the Al used in hospital treatments, the
implication is that no-one is completely free dféa’ presence in their body. ‘The Lateral RadidalWest
Branch87 (2018), 88-104, p.92.

%9 Joey Connolly writes of Graham’s technique, speaify in ‘Honeycomb’ but | think it holds for the
collection, that ‘understanding comes as much feoaiuding material deemed irrelevant as it doesifro
dwelling on what is relevant’. We are not focusorgthe plankton in the sea in this exchange, kit th
significance for us. ‘Honeycomb, Essaltaccrit (January 2017)
(http://www.praccrit.com/essays/honeycomb-essayeley-connolly/[accessed 26 February 2017] (para. 6
of 23).
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hands
(p-8)

The clarity of this image, its domesticity, a ctsléirst steps and determination to walk, is
striking for its visual nature. It conflates an @émant need to interact with the world, to
learn independence, with the innate care | feesfmh vulnerability. Yes ‘unimaginable
strength’, yet can | grasp what | need to? How waraw am, as a child, of my strength. So
too as adult I can be unaware of the destructiveepd can exert. There is something
implicitly wobbly in those first steps. Perhaps tlretagonist has to learn how to take
steps, to feel the impact of her body in this wavlidch has become new, like the one
unfamiliar to the infant. There is an impetus tgpbasize the linkages that bind us to the
world. There is a responsibility within that bindirone that potentially could create a
sense of breathlessness. This image pulls me i&oder, if short-lived, moment,
extended by the line break, an interval of memwatyich is generally nonverbal. Here the
intimacy reveals the shadow of vulnerability.

We are all vulnerable as infants. We are all sinaiélation to the biosphere’s primary
production?® This interplay between personal and the extersivead of space alludes to
the massive leaps of scale we need to undertake'iié to attempt to engage with the
impact of climate change upon us, especiallyhfis yet to persistently manifest in local
ways. Although, of course, wherever drought, flooether consequence of temperature
rise occurs, we are as enmeshed to them as thagprost of this self-portrait is enmeshed
with all the other elements that co-create it.

These spatial extensions are temporal. Already &n&hself-portrait has moved from
healthy unseen plankton to their blooming, to &dthfirst steps, and it goes on fifty years
to a >shapeless unspendable futdrequestioning as to whether this future is ‘worth
waiting around for’. The future of this future dasst have a shape, despite the strength of
the child’s grip, despite the ‘dreamshape of certainty’. The dream, it appears, igmot
same as the manifest future, which is amorphotsngible. This future weaves in and out
of the past and present to create a rhythm that doesettle or form an easily coherent

pattern. This sense of shapelessness evokes aBusithe ‘rise of slime’, where our

%1t could be seen here as the pyramidal structiitieecfood chain being upturned so the apex predatb
humankind spin alongside the microscopic drifters
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present day ocean is characterised by an incrdédiée forms such as bacteria, algae and
jellyfish, charting a new, less defined marine eggl that not only is reverting to previous
oceanic states but ultimately co-worlds an envirentiostile to humarfs.The arrows

(and em-dashes) throughout the poem ensure thecegresent moment of the extended
sentence structure. The syntax resists distind¢esea structure and a straightforward
accumulation of sense. Graham has spoken of heg l&ertaken by the technology of the

keyboard - of how

a dash was followed by chance by that ‘greater' taaowhead ... the whole sentence
just got sucked forward. | thought only the ‘senfan ending’ towards which one

moves—and syntax—could do that. But this was saddere indifferent, more sinister

in some ways'.*?

Technology has overwhelmed the act of writing dredfdoet has surrendered herself to it.
This outrunning of technology beyond its originateintion adds another layer to the cycle
of dismantling of human mastery, and the uncenyasfithe future. Her exploration opens
up more potential porosities as the protagonisekps past within the present moment.
What it means to be human is continually questianedis latest collection as poems

engage with Al, the post-human and the marine enuent.

As reader | am as surprised as the writer by tipea@nce and imperative of the poem’s
syntax. Technology is not explicitly engaged wiitthis poem, as it is in others kast

but it makes an interesting tension that the ardogggn in a pastoral section of the poem
where wind, sunlight and trees are drawn, wheréfidgid of rules not visible, but
suddenness its own rabe Technology does not need to be made manifeshleias in

the encounter with the bot in ‘Honeycomb’, to peateecverywhere.

As with her brush with keyboard technology, Grahaaintains a future embedded In the
present. She does not attempt to conjure the fiseyend what sheanimagine®
Employing what is already in existence, she lajiagments from one time alongside

another to disrupt our sense of continuum. Thigriuts one where:

41 Jeremy B.C. Jackson, ‘Ecological extinction andletion in the brave new oceaf?NAS105:1 (2008),
11458-11465, p.11461.

“2‘Interview with Sarah Howe'Praccrit <http://www.praccrit.com/interviews/cryo-interviewssarah-
howep [viewed 4 July 2017] (para. 77 of 85).

3 Like Atwood, in heMadd Adantriology, Graham does not invent anything sheoisatready familiar
with, that does not already occur.
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We are all tired. We need the tools to make thé&stddso the headdress. Are we ahead
of time or too late? No one is noticing us the whiblows the birds don't do

any damage. Dwell.
(p-9)

The simple sentence construction of ‘We are altiarrests the billowing layers of
temporality while uniting the poem’s protagonistiwiunknown and future readers to the
present moment of the poem. It is a waymarkereetifig sense of intimacy within the
otherwise fluctuating scales of perspective. ‘A anead of time or too late?’ unpins us
again, to the slipperiness of our agency, the loegdtush of our civilisation. Does no one
notice us, because as a civilisation we have dshed, heading towards extinction, or
because what is happening has gathered its own miamedas with Graham’s keyboard),
no matter what we do now? The headdress and ne&ablfe reference past civilisations,
Graham'’s colonial ancestry, and the decimationist Nation peoples. One future has
already played out. The poem’s questioning, coramg does at the end of the poem,
echoes Morton’s assertion that the world has ajfreaded; and we need to realise we are
not facing an apocalyptic future but that the disabas already happenédwe are living

in an age of trauma with the consequence of ouwrat

This cross-hatching of time is embodied through mgnand anticipation, continual as the
opposing directions of surface and deep oceanmstréhe counterflow of images and
ideas from past and future fields, of love, wind d&irds gathering as ‘wide forces ...
bursting’, where ‘rules’ are not of visibility btguddenness’, sends us back to the poem’s
opening: the blooming reproductive scale of phydagton. Coccolithophore, in existence
over 500 million years, divide and multiply so ddictheir populations can explode into
those blooms seen from sp&c@he poem’s huge variance in modes of duration -
phytoplanktonic reproduction, that can double, qupk, or even in some cases split into
eight cells per mother cell per day; the centuagele of global currents, and the ocean

acidification of many centuries - appears irratiamechaotic, symptoms of, Morton might

44 Hyperobjects : Philosophy and Ecology after the Bhthe WorldMinneapolis: University of Minnesota
Press, 2013), p.7. His two ‘endings’ are at thention of the steam engine and the first testingpefatomic
bomb, rather than including the colonisation of tiokmerica or the trans Atlantic slave trade.

5 Mark Ohman, ‘Introduction’ to Christian SardePfankton(Chicago & London: University of Chicago
Press, 2015), p.5.
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argue, the trauma he claims we're experien&inet the poem declares: ‘Not chaos. If |
listen.” Precarity calls for acute attention. Tleeem embraces its capacity to expand to the
intricate mesh of many temporal horizons, actingmmn-linear time. If we listen we can
discern the different durational planes occurringrey one moment, tease out the strands,
of personal memory, cultural memory, biological mgewve are party to; or geological
movement that reduces our stature, while not dsimgsour presence. In fact such a
listening activates a sense of potential perhaptechild’s first steps. At any one time,
the poem suggests, we can reach out, up and daek and forward, as the sea on its
scale does. The poem offers a site that expanesse ©f temporal situatedness that
incorporates what is beyond perception, flowing ippssibility, into imagination and the
intangible that we can somehow sense within thewmer of the poem. There is an
alternative strand to this future - rather thamina, it could be felt as immanence.

ii. Hope, Wonder and Faith in Plankton

The creative ‘zig-zagging’ of time enveloping agarof distinct temporal scales that
converge in the self-portrait offers what Braidoltiscribes as ‘an active reinvention of the
self that is joyfully discontinuoud” Could this self-portrait, with its multi-stranded
complexity and sense of uncertainty, be felt agytebr exultation? There is potential joy
in the image of the child. The invitation at thelesf the poem, first to ‘Dwell there’ then
finishing with ‘Dwell’, is picked up again in theollection’s title poem, ‘Fast’, where ‘To
dwell is to leave a trace’ (p.19). To ‘dwell’ sugge a temporal occupation as much as
spatial, and such lingering might induce a senseasfder, just as the annunciation of the
word asks the speaker to open their mouth in atyiglack-jawed manner, invoking a
gawp perhaps? A trace is an impression ratherdefactement, or a course of action, a
pathway to be followed. Graham has said the prdasese — in which this poem is written
— is the ‘moment in which joy must exist and candseched’, where there is ‘a slowing of
fate — and a widening of presené&Perhaps the poem’s trace is the wonder of a non-

uniform world, one that hasn’t yet been reducedhat Stephen Meyer describes as a

“¢ Ulrich Sommer, ‘Population Dynamics of Phytoplankt Marine Ecology ed. by Carlos M. Duarte,
Encyclopaedia of Life Support Systems Publicati@09).

" Nomadic Theoryp.229.

8 O'Malley Interview (para. 8 of 16).
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‘peculiarly homogenized assemblage of organismsrally and unnaturally selected for
their compatibility with one fundamental force: 33Graham is not reaching for
compatibility within a singular, linear durationh& haphazardous nature of temporality
and the different existences within it dr@ing recognized, and made evident within the
immersion of the poem. This, and other marine $yiicthe collection, could be
celebrating the non-homogenized sea, bringingivarsity and complexity into felt
sensation, before it is lost, modified to a humahdvioural mode of oppression, before,

perhaps, it is actually even seen.

It is a complicated form of celebration, one thetagnises the complexity revealed by
such slowing and widening of the poem’s present ertdione that gives everything a
degree of significance if we realise the interdej@ste of species. The ‘linkages’ stated
on the first line are upheld, even strengthenaouih the energetic exchanges between
things, their differences that cohere as ecolodiekealthy marine ecologies, the speed of
phytoplankton reproduction, which as well as pradgdlooms, enables them potentially
to adapt to the incremental changes in ocean clmwymitshas been seen in some
laboratory experiments the calcite scales of catmghore thicken as their environment
acidifies, protecting them from the corrosive aspet increased acidification. The future
as implicated by climate change is wide open, istithe slow widening present tense,
ever-widening to encompass the futtfte.

Shrewy’sHope at Se@resents hope as a mode of uncertainty. Thetliters she studies
celebrate diversity and the entanglements of huamamonhuman while engaging with
examples of durations exceeding the human. Hemaegt that hope is ecological,
expands the sense of hope as a future-based aptisoist unfolds into present and past
timeframes and the understandings gained from tlfehere is hope in Graham’s poem,
it is cautious. For hope to pervade a readingisfgbem, it needs to be considered as an
act of engagement with despair at the realitiesépas. If we feel our despair we can also

49 As quoted by Jonathan Skinner in ‘Thoughts on @sioetics of the Third Landscape’;Tihe Eco
Language Readepp9-51, p.17. | shall focus on the ocean as adsgalin more detail in the final section
of this chapter.

¥ william Nichols writes similarly that ‘acts of ingination can help to heal existing landscapes and
communities in spite of grave problems’, in ‘Envimentalism and the Legitimacy of Hope’ frarhe
Kenyon ReviewNew Series, Vol. 18, No. 3/4 (1996), 206-2132(7). It is through the expansion of
subjectivity that | believe the marine lyric can tthés.
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feel hope’® This self-portrait does not want to forget, dneswant the slippage into
homogeneity to happen without people feeling thesiat of changé® This poem’s
multilayered complexity offers a guarded hope, tirad reorientates its protagonist’s
being-in-time to incorporate the ontology of spedieyond the human. Could this then
make this self-portrait a becoming-in-time? If waeesd our horizons beyond a single,
human reference point, we can consider the plagetfogical sweep that, despite the

naming of our current epoch as the Anthropocenes dot hold humans at its centre.

Braidotti, too, challenges what we might consideates our forward momentum. She
argues death is not behind us, suggesting thatrirawareness of finitude, of the
interrupted flow of [our] being-there, death ha®atly taken plac&? Death, in this sense,
is ‘ever-present’ because what we experience, #wiself-portrait here, is not our
individual subjectivity, but a collective, impersadrime-spanning experience. Death is an
inevitable part of life: the composting of one liéads to anothér. If death is ever-
present, we are already living it; it heralds gansient existence. A marine lyric
endeavours to capture the suffering and endurande that knows it is both mortal, so
making it precious, and on-going in the endlesgalany of energy that makes up our
atomic life forces. We are, materially, the bond amater of earth and ocean.
Environmental philosopher Deborah Bird Rose wrgessuasively of ‘ethical time’ as
acknowledging the connections between differemddaf temporal durations that different
species inhabft® What she highlights is the multispecies ‘murdeetbfical time’ and how
the attunement to the multipliticious nature ofdigpes some way to re-establishing an

ethical understanding of how all species are niegd. The view that each death is a

*1 Deleuze describes the way one emotion can folleviteer as seeing them being dispersed in each other
already: ‘How could a pain follow a pleasure ihatsand tiny pains or, rather, half-pains wereatr@tady
dispersed in pleasure, which will then be uniteddnscious pain?The Fold p.99.

°2 Graham speaking in ‘America’s Understanding ofRinet’,Big Think(2008)
<http://bigthink.com/videos/americas-understandifithe-planet [viewed 3 November 2017]

*¥ Donna Haraway has, amongst others, suggestedatlter names for our geological epoch, to coutter t
implicit human-centredness of the anthropogeniwiggtwithin the term. InStaying with the Troublevell

as ‘Capitalocene’, she suggests the ‘Chthulucelieiding to subterranean, mythichithonic ones{p.55)
whose ‘tentacular thinking’ might better illuminatee intertwined co-creation of our blue planet.

> Nomadic Theoryp.343.

%> Donna Haraway is fond of composting as an imagersturns to irStaying with the Trouble.

*% ‘Multispecies Knots of Ethical TimeEnvironmental Philosoph9 (1), 2012, pp.127-140. In this paper she
draws attention to how the use of death narratie¢sis a gift to the survivors, invoking a respofise¢his

way this self-portrait could be seen as a gifti teader deserving a response. What survivesisfais
response-ability. The ethics of this gift places teader is entangled with the portrait.
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necessity for the continuation of life can onlyabeonstructively inclusive mode of hope if

it is not imbalanced towards certain species onenzble groups.

This self-portrait and other marine lyrics offetipaays through not knowing exactly what
we experience, how we live, or perhaps even whaneet any given moment, while
encouraging an acute attention to all that maksous that moment. According to
philosopher Gabriel Marcel the inability to expla&werything opens us up to a space of
wonderment. So whether or not the thickening ofdecolithophore’s scales is a
permanent response to acidification is not a praldemarine lyric can solve, but a
mystery it can document with wonder. Marcel’s distion between mystery and problem
is clarified by how we are situated within themmAsstery, he writes, ‘is a problem in
which | am involved, and in respect to which | cantake an outsider’s point of view/.
How can we, as inhabitants of the planet, takewsider’'s point of view to the various
responses to changes in ocean chemistry? Avoidirajve wonder requires the kind of
active awareness | experience in the marine lgicSraham. In them, my attention
situates me between an experienced embodied percdipat recognises it will inevitably
change and the imagining of what cannot yet begdezd. In this mode of perception
becoming an ‘informed consumer’ is not enough. s self-portrait says, ‘we are going

through the forms of worship, we call it the news, will make ourselves customers’
(p-98).

When a marine lyric floats offshore it resists &@sy consumption a terrestrial existence
can be inundated by through advertising billboawdsdow displays, the proliferation of
eateries and such like. Offshore forces resisalimarratives, an individual perspective,
and ultimately any straightforward, easy to conseommaprehension given the immersion
in sensatiori® A marine lyric is a provocation that will not detfor an easy solution or
simple witnessing. The disruption of timeframeglertself to a wider disruption of what
might be expected as our trajectory. Offshore ela@e too many forces to consider to

" As quoted by Rosa Slegers in ‘Reflections on &BnoWorld: Gabriel Marcel and William James on
Despair, Hope and Desire’ frortope Against Hope. Philosophies, Cultures and Rsliof Possibility and
Doubted. by J. Horrigan & E. Wiltse, (Amsterdam: EditsoRodopi, 2010), p.63.

°8 Matthew Bevis underscores a similar sense of womaiting, ‘when experiencing wonder, it feels as
though we know something without quite being sudrerttat we know’ in ‘Unknowing Lyric’ fromPoetry
Magazine2017 <https://www.poetryfoundation.org/poetrymagazinéétes/detail/92372 [accessed 5
March 2019] (para. 25 of 47).
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ensure a certainty of how they will play out, toamyg possible outcomes. If we can accept
our not-knowing or not understanding how thingsa @oem, will unfold, it places us
elementally within it, not necessarily able to soivas if it were a problem external to us.
Just as the complexity of climate change and textwinement with the sea cannot be
solved straightforwardly, the marine lyric requisgsacknowledgement of our being one
of many species on the planet affected. Wondewallan alternative to mourning for what
we could consider lost, to honour the on-goingrragtary nature of the ocean created
within the marine lyric. Its protagonist has alrgaliled and will continue to die; a self who
recognises their extension through the more-thanamy a self who attempts to mediate

and endure what remains.

The willingness to remain open to encounters withunknown and unpredictable
requires a sense of faith. This need not be adigea! faith, but, as Graham writes in her
first collection, an embodiment of ‘where we atess filled / with ourselves?® Faith
suggests a practice requiring attention and dis@ph larger scale of thinking that moves
beyond the social entrenchment of hopefulness @aches to that which is more-than-
human. Faith has a similar uncertainty, doubt @mdes of endurance, as hope, and could
also be seen as making these qualities more diffusagh its practical application. This
faith is an engagement with the planetary sphevehich we dwell that is so much bigger
than us. Here we understand our selves as beirntele individuaf® God, as Graham
writes in ‘The Philosopher’s Stone’ Mever,need not be a singular divinity, but another

term for the force that flows through life:

—as th# fils in on itself—a
collectivity—a
god making of himself many
creatures Never p.8)

Faith, within the context of the marine lyric, is acknowledgement of an immersion

within our environment and the immanence of co+exise arising from #t* Plankton, for

%9 Strangers’ fronHybrids of Plants and of Ghostilew Jersey: Princetown University Press, 198Q2p

%0 Bill McKibben writes how ‘if anything, our sensé @mmunity weakens more each year. Our politics is
ever more firmly in the hands of those who exadt phivate, those who write off whole swaths of gegnd
places’. The need to reconnect beyond our restrieted politically weakened, individuality is cratand
elemental within a marine lyric and its faith thiais is possibleHope, human and wild: True stories of
living lightly on the earth(Minneapolis: Milkweed Editions, 2007), p.60.

®1 Audre Lorde writes ‘poetry is not only dream osiun, it is the skeleton architecture of our liva@is
underpins the idea of non-theological faith as Aamdntal to a marine lyric. Faith, as upheld witimarine
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example, invisible to us humans, pervade our laseprimary producers of oxygen. | could
refer to the ‘breath’ of plankton as analogoushmtireath of god. The wind arriving on
shore is a wind that has been growing in its passagoss the Atlantic to replace the rising
air heated by land. The same wind churns surfasesvio disperse the plankton into the
deeper waters as food for more creatures to réauhwing these small fragments of this
cycle, does not remove the wonder from the cyalefibmly places us within the cycle, as
we breathe in and out, in the face of the oceasrgicuing carbon-saturation, challenging

its occupant§?

‘The Medium’ is a more recent example of Grahammsillating faith as an embodied
experience, bridging us with the more-than-humadoe fltle reminds us of the orientation
of futuring as often being the domain of wise wom&hose skills are heard and accepted
outside the containment of a domestic environmBms chapter’s title quote comes from
the poem irFasts second section. While not located offshore,gbem opens with the
Lethe, the river of unmindfulness, and coursesutinathe protagonist watching the River
Charles, in Cambridge, and its inexorable ‘dritbidrift’. Its swirl of ectoplasmic mist
morphs into a reflection of sky, signatures of $raad allusions of a colonial past before it
becomes a memory of her father, his voice absariiedhe voice of a medium on a

phone line.

lliness, death and bereavement move with the wagémwill flood into the sea, where
‘there is / no more-no more crooked intervention of the singuf&rin recognising | am
part of the mystery of life and death there is radkmg away from death as a problem, not
just personal death, but the global death of thesneatinctions our planet is experiencing.
Endurance is not simply a matter of sustainingrss®f hopefulness, but holding it in
balance with a more deeply held faith. Faith of'eomplexity of experience that does
not necessarily default to optimism. Kierkegaardesrof faith holding ‘the equilibrium of
doubt’, giving faith the counterweight of continlyalebalancing itself alongside

lyric, is a guiding principle for compassion andlarstanding of life beyond the individual. ‘Poesynot a
luxury’” in On Being<https://onbeing.org/blog/poetry-is-not-a-luxury-aydre-lorde# [accessed 22
November 2018] (para. 10 of 16).

%2 yadigar Sekerci and Sergei Petrovskii considedehof diminishing oceanic oxygen production due t
increased water temperature in ‘Mathematical maugebf plankton—oxygen dynamics under the climate
change.Bulletin of mathematical biolog¥7.12 (2015): pp.2325-2353. Given this, it migatviorth
considering expanding how we regard the currenbgazal crisis as an existential one too.

% Fast p.29.

101



uncertainty, doubt, and anxie€ty/This brings to mind Graham’s search within a pdem
its ‘re-equilibrium’ of being-in-the-world explored chapter oné® The paradox held
within a marine lyric comes with opening oneselfta@a world-bounded faith that tests
endurance and doubt in oneself and others. Anzietlydoubt are both entangled with the
deep-seated trust, or love, in that which is latgan the individual, that requires

adhesion, through the forces of physics, biology @memistry.

The first ‘Prayer’ inNever,already discussed, touches on faith as an instruaiemange:

This is the fordefaith. Nobody gets

what they want. Never again are you the same. dingirig

is to be pure. What you get is to be changed. Nevér,p.3)
The force is the movement of minnows swimming belbe/protagonist, threading
between themselves and separately, as the woalpa@ém. They make manifest the force
of the water that rolls on, thirteen years later;Tihe Medium’, to the sea. Faith, opening
and widening a moment to encompass the unfoldingesef becoming-in-time, enables us
to inhabit that zone of indiscernibility betweernrselves and the more-than-human.
Kierkegaard blurs the distinction between the mahlas god, suggesting that faith in
what is larger than you is also faith in yours¥lbur practice and discipline require faith
in the giving up of personal desire, or the holdimgo the fixed sense of ourselves as a
clearly defined individual, unfolding us to the wrd collective concern of the world we
inhabit. The lower case ‘god’ of a marine lyric twbe regarded as Merleau-Ponty’s flesh
that is the circuitry between bodies that conngwm in relational responsibility. The real
risk is of the failure to do anything. Acceptandeloange is enough, to be open hearted
enough to not expect a tangible outcome, but toralthe ‘glistening minutes’ that
Graham expands into the streams of ‘Prayer’ andisgithe aftershocks of that change.
Here intimacy is found in faith of that which igyger, or beyond, the immediate desire,
the interconnectivity ‘through which infinity thrda itself, / also oblivion’. The
surrendering that comes with faith then is theendering to the uncertainty of any
outcome. The marine lyric, in its manifestatioroatgoing uncertainty, couples the

% Sgren Kierkegaardrear & Trembling(1843), p.6.

% val Plumwood, discussing spirituality, claims tists not so much ‘contemporary non indigenousucel
lacks a concept of the sacred, as that it has ylosthted the sacred in the wrong place, abovebagdnd a
fallen earth.” Putting our faith in plankton go@sre way to rectify this misplaced faith, and miglso aid a
recognition of our planetary indigeneifgnvironmental Culture: The ecological crisis of sea(Abingdon:

Routledge, 2002), p.220.
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internal and external changes that occur withinalgnges that are felt within the poem

and the reader being folded into and out of ealbhrait the time of reading.

The expansion of consciousness the marine lyriemaeys, through its engagement with
faith in the more-than-human that is simultaneotsity in the protean self, goes back to
the ethico-political positioning of it as a mantfe$or marine citizenship. This form of
citizenship is an act of embodied imagination thakes an allegiance to ecosystem rather
than nationality. Geography is felt rather thanesgypg symbolically. It recognises Iris
Young's critique of universal citizenship and bagssotion of citizenship of ecological
niche rather than economi¥The subtle matter of imagination, what Deleuzéscal
‘spirit-in-matter’, participates in the vibratoryeases of the electromagnetic field
alongside us that draw us into and out of the nedsiric.®’ This reality, created by each
reading of the marine lyric, becomes a felt sensatarried beyond the immediate

experience of the poem and not necessarily intelddly recognised or stored.

Graham’s writing, which often resists being remeratigoffers an alternative reality
precisely because of this resistafit®Memories, after all, are retained more often than
as sensations. Her work takes us with it in anmiifar trajectory, offering a new
allegiance to multiple communities, even those vightmot know beyond the realm of
the poem. As such marine citizenship offers themimd! for care of that which is not in
our locale, understanding or easy remembetifidhe memory that lives within a marine
lyric is collective, illusive and perhaps yet toreabeen experienced by the protagonist or

reader. Such memories occurring as ‘microperceptodthe world’ act as waves, carried

% polity and Group Difference: A Critique of thedal of Universal CitizenshifEthics,Vol. 99, No. 2 (The
University of Chicago Press, Jan., 1989), pp. 2B0-p251. In this is essay she writes of ‘differateid
citizenship’ being at the heart of healthy ecolsgladeed, Oxfam’s 2015 report on carbon inequalayms
‘The average footprint of someone in the richestcld be 175 times that of someone in the pod@’,
found at $ttps://www-cdn.oxfam.org/s3fs-public/file _attachm&mb-extreme-carbon-inequality-021215-
en.pdf [accessed 7 March 2019].

" The Fold p7.

%8 Jill Magi points out ‘ecopoetics potentially opesin an oppositional mode [and]... may result in
writings that resist commodification, defying tragdinal measures of effective communication’ in
‘Ecopoetics and the Adversarial Consciousness:|@ingds to nature Writing Environmentalism and Nadio
of Individual Agency’ fromThe EcoLanguage Readgr.238. This takes me back round to my thinking on
gaps in language, the poem'’s white space and teeriterialization of forces.

% This recognition of intersectional difference imdés human as well as more-than-human differerces.
recent poem, by Graham, ‘My Skin is’, does writénef ‘brutal no-colour colour,” a reference perhapthe
wilful blindness of white people to their race ahd perpetration of societal and institutional satiLondon
Review of Book<0.13, 7 May 2018, p.22.
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on the long swell from a distant storm, a revertienaof hundreds of miles that eventually
break at the shor@.This on-going opening of life from afar into theeative imagination

of protagonist, poet and reader is what carriesrthene lyric’'s capacity for engendering
the transformation needed in how we experienceftamsicare for, the life around Ufs.

iii. Marine Assemblage

As multiple temporalities are enfolded into nawes that run alongside tides and currents,
other unseen elements exist and interact in tharndghemicals, plastic debris, lost cargo,
oil and other pollutants fuse with the currentsnoay, in the main, from human
activities/? The May 2019 UN Report on Biodiversity and Ecosyst claims ‘two-thirds

of the marine environment has ... been changed hyfdisns, shipping routes, subsea
mines and other projects’; as such ‘only 3% of maareas are free from human
pressureThe dynamic liveliness of ocean currents and teatpee extends or
transforms the life of such elements beyond theansngly inanimate nature. Pesticides
and herbicides run off targeted crops into soi mwater courses and ultimately into the
sea, where, extended by darkness, their toxicityigts to kill both zoo- and phyto-
plankton’* While the detrimental affect of microplastics oanine plants and creatures is
now mainstream news, thousands of millions gallafrsl have entered the ocean since
humans began drilling it from and transportingcitass the watel> A capsized cargo of
plastic ducks, still washing up on shores afteéeéih years at sea, does provide

oceanographers with a chance to model the moveofentrents based on their

O The Fold p.98.

" Nothing calls for the urgency of this transformatimore than to read only forty MPs (out of 650 ated
climate change for the first time in two years aftee hottest February on record.
<https://www.theguardian.com/commentisfree/2019/@#Hclimate-change-emergency-westminster >
[accessed 4 March 2019].

2Benjamin S. Halpern et al, ‘A Global Map of Hurmampact on Marine Ecosystem$gience319.5865
(2008), pp. 948-952.

73 Jonathan WattsHuman society under urgent threat from loss ofliEartatural life’ The Guardian(May
2019) <https://www.theguardian.com/environment/2019/maffiQan-society-under-urgent-threat-loss-
earth-natural-life-un-repo¥t[accessed 8 May 2019] (para. 11 & 14 of 27).

" Elizabeth Grossman, ‘What do we really know at®otind Up’ in National Geographic (April 2003)
<https://news.nationalgeographic.com/2015/04/1504I8@hosate-roundup-herbicide-weexl§accessed 7
February 2018].

S Laura Moss, ‘The 13 Largest Oil Spills in HistofNN.com (16 July 2010)
<https://www.mnn.com/earth-matters/wilderness-resesiistories/the-13-largest-oil-spills-in-histery
{accessed 7 February 2018].
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journeys’® Transatlantic telecommunication cables connectedjte with the Americas
from the 1850s. Whatever value we place on thes@sions, in the light of such
developments it seems more applicable to view teaw's body of water as an
assemblagé’ One consisting of the relational forces of nitnegieh dead-zones, plastic-
dwelling octopus, rubber tyre-based reefs and nemigyding to change its chemistry,
biology and motility into, in the words of Jane Bett, ‘lively and potentially dangerous

matter’

Bennett describes a vibrant materialism with unseersalities in her project to make
assemblages out of our intertwinement with allgsinwhether seen or not, to promote the
ethics of ‘distribut[ing] value more generously.By ‘generously’ | understand the need to
acknowledge the potential power of each thing withie assemblage. Such recognition
provokes a rethinking of our relationships, intesesd affectivity within and around the
ocean. There is a role for the marine lyric to sethe sea as dynamic, not just in
oceanographic terms but as a technological and tojbrid of an epochs-old ecosystem
that continues to absorb and assimilate all wenttabit®® And if the sea is an assemblage,
then so too is the marine lyric could be seen &s where poet, protagonist and reader are
also navigators, requiring, what Braidotti descsilbs, ‘mutual actualization and temporary

synchronization’, in their traversing of its oceaforcess"

The diverse assemblage that is ocean is, to ussandgis term, ‘natureculture’,
continually mutating, unfolding, as its multipleesients interac® Its pathways are

unknown and uncontrollable. A marine lyric, suchRsep Water Trawling’, fronfast,

® Hugh Morris, ‘Lost cargo and rubber ducks: Indide curious world of container shipping’ in The
Telegraph (21 November 201 7htp://www.telegraph.co.uk/travel/travel-truthsti@®ntainer-ships-bizarre-
world-of-global-shippings [accessed 29 November 2017].
" As Deleuze views the human body as ‘an assemblagenetic material, ideas, powers
of acting and a relation to other bodies’, Colelirddnderstanding Deleuz@.xx.
8 Vibrant Matter(Durham and London: Duke University Press, 2010yjip Bennett makes clear in her
i7r;tr0ducti0n how she, like Neimanis, has been gificed by both Merleau-Ponty and Deleuze.

Ibid., p.13.
8 Ben Leubner writes of how Graham ‘wonders at thaifeatations and breakdowns of what surrounds
her, often leading her to break things down heimeadf, when this fails, to break herself down’. \@hik
touches on how language can make new, | thinkatipsof understanding of marine plastics and toxic
collaboration stretches the breaking (and remakihgyacteristics of a marine lyric to the plasficif the
poems that occur iRast ‘Bedrock, Erosion, and Form: Jorie Graham andg#fiistein’, Twentieth Century
Literature 55.1 (2009), 36-57, p.40.
8 Nomadic Theoryp.214.
8 The Companion Species Manifesto: Dogs, PeopleSagmificant Othernes&Chicago: Prickly Paradigm
Press, 2003).
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can be read as unfolding within such an assembVeifggut becoming pinned down to
any particular aspect of it. It declares itselftbsns and simultaneously, implicitly and
fleetingly, as trawler, sea bed, nets, by-catcmdmuas well as ocean itself, operating at
depth, seeking ‘to close the third dimensieto get something which is allbecomes
all'. The natureculture hybrid of ocean is madeleut in the poem’s form, which like
others inFast, permeates boundaries between prose and poetry.

The blades like irises turning very fast to see gompletely—steel-blue then red

where the cut occurs—the cut of you—they don't wiarknow you they want to

own you—nho—not own—we all mean to live to the endrdehuman we don’t

know that—just because | have this way of transmgjtt-call it a voice—a threat—

communal actually—

(p-6)

The line ends of ‘red’, ‘to’, ‘don’t’ and ‘threatead more like the arbitrary ends of prose,
and yet the compressed language of the short daigewith an iambic rhythm: ‘the cut
of you’, ‘am | human we don’t know that’, ‘call & voice’. The natureculture assemblage
of ocean in this marine lyric has the capacityttarismit’ in a form that appears prose-like
while carrying poetic rhythms. This marine lyri¢tansmission could be said to draw on
the characteristic of poem as the lyric ‘pertamghie characteristic of song’, giving it an

authority that was once ascribed to human langtfage.

This marine lyric, as well as carrying a ‘voicemlieodies the threat of a techno-cultural
object that has absorbed our activities to becameething beyond us. The ‘I’ in this
opening section refuses to privilege human ovebed® It validates the agency of the

sea, while refusing to fix itself as ocean. ‘We ‘danow’ if the speaker is human. The
blades turning in the water implicate a human preseThe voice, like the oceanic
assemblage, is ‘communal actually’. In these fost lines the pronouns suggest this
assemblage is where ‘you’, ‘they’, ‘we’ and ‘I’ coect and interact, through immediate

and remote, direct and tangential affects of aciiath consequence. In such an assemblage
there is no clear hierarchy unfolding, rather a m#elligence transmits its force.

Temperature rise, depletion of fish and chemicahges of ocean are generally

8 OED online [accessed 6 April 2019].

8 This resonates with giving rights to nonhumantis;j such as the Whanganui river in New Zealand
<https://www.theguardian.com/world/2017/mar/16/nexeiand-river-granted-same-legal-rights-as-human-
being> [accessed 7 December 2017]. This is one of manjogical features gaining protection in this way,
see more here: < https://www.theguardian.com/disstnews/2018/apr/01/its-only-natural-the-push-ieeg
rivers-mountains-and-forests-legal-rights> [accd<sélarch 2019].
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communicated in ways we, as terrestrial dwellenes séow to read, and only recently as
climate chaos gathers patelhe transmission occurring in this marine lyriarslthe

divide between traditionally speaking subjects anude objects, so it could be heard as
ocean entering the human realm through languagethe human infiltrates the oceanic

realm through the use of trawlers.

Graham has previously alluded to a transmissidh@bceanic assemblage. In ‘High
Tide’ the protagonist finds
a beachlong
scripting

of debris: seaweeds of various thicknesses andedsgs, all

intertwined, some wrappers, shiny, bleached—

strips of mylar, flimsier [translucent] plastic els+—yarn, twine—spines of

astge bits of

fish.
(Never p.102)

These ‘scriptings’ that suggest the process ofingriare also, in the same poem, conveyed
in the hair of a homeless woman. That these novadied things appear to be speaking
for, or alongside, polluted waters and a socialgheaded woman intertwines an

articulation of social and environmental injusticEse abuse of power that gives rise to
pollution and ignores those who disproportionagelffer from it is inseparable. The
assemblage here incorporates a wider social falindGraham’s environmental concerns.
The language of this transmission and that of ‘Dé&gter Trawling’ challenges David
Abram’s questioning of whether the disembodied leug of the written word makes it
permanent and thus autonomous from the original@dding that produced f€ The non-
alphabetical scripting of debris presents humanamea@n as communicating from within
an enmeshed assemblage with equal capacity todaskiheir state of being-in-the-world.
However, in ‘High Tide’, there is a perceiver aretgeived as within many of
phenomenologically driven poemsigéver Sixteen years later and oceanic contamination

is far more pervasive than lines of plastic onghere. The spread of our toxic

% It is interesting to note th#tte Guardianrecently announced a change in its terminologyradalimate
chaos in Damian Carrington’s article ‘Why the Guands Changing the Language it Uses about the
environment’ (17 may 2019)https://www.theguardian.com/environment/2019/maguhy-the-guardian-
is-changing-the-language-it-uses-about-the-enviemtaccessed 22 May 2019].

8 The Spell of the Sensuoidew York: Random House, 1999), p.110. This, ldwbpave argued, is what
gives the marine lyric in particular, and poetryrmwidely, the sense of both being in the world anmhrt
from it, creating a new creaturely form of imaginatthat then dismantles boundaries between otheieb.
I think this is what Graham is exploring in thigfpeular transmission.
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transmission goes beyond the shoreline and is madent in the clauses of ‘Deep Water

Trawling’, as well as the self-portrait frorast

Hans Peter Duerr writes ‘people do not exploit @rethat speaks to thef.This marine
lyric as transmission invites me as reader to @tgemknown sphere and negotiate the
claustrophobic, on-going affects of trawling deegitevs:
—the pelagic mideranets like walls closing around us—staring

in the far distance where they just look to us tlkigance—distance coming

closer—hear it—eliminating background—is all foregnd—you in it—the only

ground—not even punishment—trawling nets bycatabgroghostfishing—

the coil of the listening at the very bottom—thasneeighed down with

ballast—raking the bottom looking for nothing—indfigninate

(p-6)

As temporalities are compressed - the fishing hat® become ghosts, still fishing - so
too is spatiality. There is no background or focegyd in this world, rather an
encompassing force that draws everything intoriduesmitting mechanism. The Atlantic
seabed hosts data cables wired between the USlanithe coil of the listening’ which
here has turned its environment into a broadcastaty as well as one that conveys data
to be overheard: ‘the net of your listening andspgaking’. Graham has spoken of
writing the poems ifrastin the understanding of ‘writing for the randomedwearing
forces’® By accepting the not-knowing of who is speakirilge ocean as ‘us’, referring to
fish and other life, marine and nonmarine - thiehgg absorbs the many potential voices
that make up the forces of ocean. Anna Tsing refetisis ‘collaboration of
contamination’ as polyphonic, a transmission ofdignce and harmofilyRecognising
all the active forces at play in any co-worldingedamot assume a conformity of beings. As
engaged reader of this marine lyric, navigatingwhaccurring offshore, learning to

‘read’ or ‘hear’ it | also become participant withthe oceanic assemblage. Trawling is a

87 Quoted by Christopher Manes in ‘Nature and Sileimc@he Ecocriticism Readeed. by CheryGlofelty
& Harold Fromm (Athens: The University of GeorgieeBs, 1996), p.16.

8 peter Mishler, ‘In Conversation with Jorie Graham'Literary Hub<https://lithub.com/in-conversation-
with-jorie-graham/> [accessed 1 October 2018]dpaf of 35). It is also relevant tHedstwas written at
the time of the Edward Snowdon revelations.

8 The Mushroom at the End of the WofRtinceton and Oxford: Princeton University Pr&gl5). In it,
Tsing writes of this polyphony as an element in‘toedlaboration of contamination’, p.24.
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trans-species issue not just limited to ‘mammads, shellfish’, but spreading to those

who create the ‘market’ that doesn’t want, whatdscribed as, ‘the wrong targé?'.

The bladed, ribboned phrases of this marine lyhima to an indisposability of matter.
There is no ‘away’ for things to be thrown to. Whdiscarded fishing pots continue to trap
creatures, despite not being managed by fisherpiegases and images are not removed
but contradicted, or layered upon. Haraway claimesstruggle in language is inevitable,
especially when in the context of intertwined sabjaties: ‘Cyborg politics is the struggle
for language and the struggle against perfect comcation against one code that
translates all meaning perfectf}.There is no perfect meaning, just as there ismeonde

in an assemblage of ocean. The ‘I' here was fiffsted as being a voice then a threat.
Later the process of writing is similarly trackexteoughts are not discarded, but continue
to impact upon other phrases in the poem.

the atmosphere between us is turbith place to hide-no place to restyou
need to rest-there is nature it is the rest
(p-6)

The slippage of the meaning of ‘rest’, from ‘relda’‘all else’, creates a kind of static in
the transmission, a switching between what is, wbatd be, and how what is benign
becomes less $6.The plastic waste that arrives on the beach ngdrame has lost words
by the bleaching effect of seawater, split cartonly have half their brand name
remaining and smaller fragments offer up odd Isttesm whatever they once declared.
Their transmission is far removed from the origiméntion to entice a purchase. They

carry new significance in this altered communiaatijost as when they are ingested, the

% Neimanis describes toxic breast milk as a ‘mudtises issue’, as the contaminated Arctic waters
simultaneously effects the Inuit women feedingrtiebildren and the whales feeding their offspriBgdies
of Water p.35.

LA Cyborg Manifesto’,Simians, Cyborgs and WoméAbingdon: Routledge, 1991), p.175.

%2 Alexander Duncan’s ‘Cove’ illustrates this det&mialization of ‘inert’ objects towards things thare
active agents in the world. A mound of seemingwee brown and white stones, which when observed
carefully can be seen to be a pile of collectegyr@ithane and polystyrene foam. Sea currents haned
the various forms of foam into the soft-edged apmaee of rocks and pebbles we associate with theesh
What we first recognise is revealed as its shadmsightly, toxic waste. The erosion of the foaral@wv
work, bringing these pieces a long way, spatiatigt emporally, from their provenance. There is an
emotional force at work in the revelation of wHatde pieces are — one that carries from Duncasts fi
discovery to the viewer’s dawning realisation. Tloee of the artwork is an assemblage of housing
insulation, boat floatation, life buoys, car patsl other functional elements of our daily livesned to
molecules thrown from the sea. There is an aesthetty to the work that belies its non-homogeneous
reality. Sounding the Se&erens Gallery, Hull, 2017.
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microplastic travels up the food chain, its toxiditcreasing at each trophic transter.
Detached from the trawler, the nets have beconteop#iie ecosystem eating itself, to
continue through centuries. Where ‘we die of exhanof suffocation’, the ‘synthetic
materials last forever’. There is no gift of dehdre.

The transformation, instead, comes through the lobdye marine lyric, which at this

point shifts into shorter, double spaced linesydirg a sense of release with them.

As us anything. How deep is the sea. You couldo’tigwn
there. Pressure would crush you [ -] Ask

another question: Can you hear me? No. Who arelyam.
(p-6)

Despite there being more white space, the litamyueltions and their often evasive
answers continue to disorientate. There seems twdepeakers, but their identity is
withheld, while interspersed is a visceral imaga dammer killing fish, its eyes popping.
The inconsistent use of question marks suggestgeasare not necessarily expected, or
perhaps these are not questions, or there is mutdef answer, just as there is no
definitive ‘I’ in this marine lyric.

Did you ever kill a fish. | was once but now | am

human.

(p.7)
This ‘I' traverses the marine lyric nomadically vigating the forces of ocean as poet -

writer/editor - and intra-subjective protagonistim on-going unfolding through the
occasion of this encounter. Braidotti describes adimphilosophy as being ‘physical,
material, and yet speculative and ether&arhe nomadic ‘I’ embodies this philosophy, as
sea nomads such as the Puluwat embody their widtlske nomads have only an
approximate sense of where they're going. John Miaskribes such navigational skill as
‘an embodied faculty ... It is his sentience that sk happen®® As well as using star
compasses, they attend to the character of oceglissaurrents and flotsam, signs of

changing water colour, and the sensation of wagasat their canoes to determine where

% Sarah ENelms, et al. ‘Investigating microplastic trophiarisfer in marine top predatorEhvironmental
Pollution 238 (2018), 999-1007.

° Nomadic Theoryp.3.

% The SedLondon: Reaktion Books, 2013), p.115.
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they go®° These nomads respond to an unfolding of oceathér routes rather than
imposing a direct route to a specific point. Thekstharts of other seafarers are described
by Mack as being ‘less representations of spacepssentations of thexperienceof
space... navigation as the ‘feel’ of the combinedditions of sea, sky and wind”’
Merleau-Ponty describes something similar happetarie blind man’s stick becoming

an extension of his body, ‘an area of sensitiegtending the scope and active radius of
touch’® These navigators experience the ocean as an inffaitheir synaesthetic

perception.

The nomadic ‘I’ of a marine lyric, engaging witretbther bodies within the assemblage to
continue their passage through it, is as much igeacded waste as the fish that is caught
by it; as the human describing the size of a dea Zbigger than the Sahara’; as the
questioner asking->who is this speaking to me. This is not to say there is conformity
between the different bodies of the assemblagethleytare relational, active. In an 2018
interview Graham refers to her process of writiagtas an attempt of gauging the truth
through an ‘illusory rudder in the swell, [in the$ed to steady the craft in order to attempt

the journey at all’ and possessing a needlelespassiy

These images reveal the sense of an embodied lrethg-world where reference points
are navigational tools for a world that has, in s@anses, already ended. Existentially
speaking for the hammered fish the world has eaeldso, in part, it has for the nomadic
‘I who exists in alliance with the fish. Yet of acse it isn’t that simple. Habitat loss and
species depletion incurred by climate chaos andsimdlised fishing practices is
cumulative and geographically disparate. To spéaoend’ would be to ascribe a linear
narrative, and as the earlier section exploresai@@ lyric by its nature is open to
alternative understandings of temporal flows.

Itis in a special sense

the world ends. You have to keep living. You haveake it not become

waiting. Nothing is disturbingly visible. Only thoutside continues but it

% Edward CaseyGetting back into place: Towards a renewed undeditag of the place-world
(Bloomington & Indianapolis: Indiana University Beg 1993), pp.27-28.

°"Mack, J., p.118.

% Phenomenology of Perceptign 165.

% Literary Hub (para. 4-6 of 35).
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continues. So you have to find the way to makérthigle

continue.
(p.7)

The nomadic ‘I’ that traverses the marine lyriaiso navigating its manifested body of
imagination, travelling towards an unspecified gegton. As much as it might be
referencing other subjectivities within the marassemblage, the ‘you’ also enfolds the
reader into it. There is potential in the createe of this co-worlding. Imagination
activates a sense of ‘living’ as opposed to ‘wagitidust as a body doing nothing is
disturbingly visible, it is not necessarily visibdhat is occurring beneath the ocean
surface. This use of ‘nothing’ conflates the ageofcyyou’ as human with ghost fishing

net and with ocean. There is no separation. Thengmtinues, as the ocean continues.
To continue reading the poem requires an engagemt#moceanic loss. Graham has
described the question of how to face what she tlai ‘nightmare’ of climate chaos,
mass extinctions and migrations as ‘our communradipament-our communal

creation... There is no place to step out ofi¥'In such a communal creation, both writer
and reader of a marine lyric are implicated wittia nomadic ‘I'*** Its co-worlding will
continue in some sense, even if it not a familiz@.cdQuestions of ownership reoccur
through the poem, echoing earlier poéffisThis time the cables and the use of the internet
for communication raises difficult questions arouhe privatisation of our communal
space. Who owns the fibre optic cables we use,awts the sea bed being used for these
cables, the same seabed being scraped of halatéitethThe responsibility of the

nomadic ‘I’ of the marine lyric is to endure themegoing developments, imaginatively at

least, and to question what is or isn’t inevitdioten this creation.

As with many of the poems astthe ending of ‘Deep Water Trawling’ is unfastened,
unresolved. The transmission cuts out on a pholhevading to be answered: ‘hold

on-just a minute pleasehold on-there is a call for you'. The call evokes the eatricoll

of listening’. The white space at the end of themppossibly the as yet un-trawled ocean,
reverberates with the experience of the transmssiee nomadic ‘I’ of

1901 interview with Sarah Howe, (para. 14 of 85).

%1 Thjs is not to homogenize all readers but to atlite questioning of where ‘I’ fit within the lange
assemblage of the marine lyric.

192 Taking me back to ‘Futures’ fro®ea Changeand the ownership of perception.
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‘organisms-alive-no-no life-so it'sjust us-dead zones’ and the nomadic ‘I’ holding
on for the transmission. Through this exchangeottean, unfolding as marine lyric,

enfolding as imagination, is as evident as it isile:

—| am the upwelling:l am the

disappearing
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| write daily, outside, alongside glacier, bergsraine, on a beach or on
deck. It is a process of unfolding thinking, wrgispontaneous connections. |
write up lines from the journal onto blank postsalde arranged to send to a
colleague back home. Writing on the postcard eaghtin my cabin is an
enfolding of an aspect of the day into a small garst-sized piece of text. |
also work with paper, scrunching, folding, tearibigs in response to the
world | find myself in, making tactile the sculpalirproximity of ice and
snow. Audio recordings of bitty bergs fizzing, daty glaciers, and the
overleaving of sea ice plates fill my phone’s mpp.d cannot document the
whole trip, nor represent the Arctic, but theseiadites release memories, re-
synthesizing imagination as perception as | reremtgpace of high bouncing
light when I'm far from it. Photographs and vidgm®vide footnotes to my
journaling, details | might have missed in the motngeometric relations or
light and shade | discover when I'm out of the plaDther artists borrow my
GoPro giving me witness to perspectives other thane. Post-trip emails and
skypes with some of the other artists allow nevihwalys to run, alongside the
original ones, in multiple trajectories. These sges of documentation,
communication, of representation and re-creatioe anfoldings and
enfoldings from seventeen days in the Arctic. TaAkkgw me a more objective
understanding of what | experienced and open aroinggorientation in
relation to the Arctic now.
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A Marine Cartography | Methodologies

i. The Fold and Other Mechanisms

In the year before my PhD | was commissioned toevivvo short audio walkgune
RisingandColne Risingeach situated in an unidentified future. Botlcpgeplayed on the
possibility that current oceanographic models arteable to simulate the full range of
futures. In them sea levels had risen to the pwiistibmerging, in the first instance, the
city of Lancaster from the Lune river, and, in fegond, the valleys of the Pennines.
These dystopian visions explored how we can simatiasly perceive where we are while
imagining alternative processes at work. As | cared researching the impact of climate
change and other forms of man-made pollution orotiean | became less interested in the
affect of sea level rise on humans, it seemed pleinpeople were talking about its impact
on us. Instead | grew more engaged with the imptina for the more-than-human
inhabitants of the ocean, and how | might arti@itaty growing interest in our

intertwinement.

| understand, to a point, the impact on the oceactsystem from acidification, pollution
and temperature rise, and how that also affeatsilation and planetary climate systems.
My question at the start of the PhD research wastba@mploy this knowledge in new
ways that stimulates my imagination and that oehHow could | encourage new
thinking and feeling that could lead to an altelbethg-in-the-world? It seems to me we
need to be prepared for the changes that needrt@adbe in the face of mass extinctions,
migrations and habitat loss, and a more flexibipaasive sense of how we humans are
sited in the world. Anthropologist Stefan Helmreiwgtites of the importance of activating
the sea in our imaginations so it is not simplgmote spacél wanted to activate it as
part of a complex embodied imagining of the linkagetween terrestrial and marine life.
Dystopia feels to be a simplified version of fuhgj as does utopia. | wanted to explore
the potential of poetry written at this time of g change for communicating an
affirmative mode of perceiving our co-worlding. $hpoetic co-worlding aims to capture

the difficulties of facing an unstable present @aduture with a sense of endurance and

! ‘Nature/Culture/SeawaterAmerican Anthopologisf,13.1 (2010), 132-144, p.137.
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receptivity. | wanted to invite an enriching exgerce of expanding terrestrial

consciousness.

This chapter charts how my PhD critical researchfld into my creative process and vice
versa. It explains why the phenomenology of MerdPauaty and Deleuze’s concept of the
fold were ideal routes into developing my writimgaking and thinking. | will illustrate
how my making of artistbooks enabled me to embei fhhilosophies into my critical
thinking and creative portfolio. While the poetactis of my research was on Jorie
Graham’s marine lyrics, | read many other poets wflaenced my thinking. These
include Layli Long Soldiershereag2017) for its adventures in form while situating) i
personal concerns within a wider political framekvdfoid Studie2016) by Rachael
Boast was the catalyst for thinking how the poktie unfolds across different planes of
immanence. Juliana Spahr’s collectibimat Winter the Wolf Cam@015) and her
collaborationMisanthropoceng2014) offered hybridized forms of writing that nee
powerful, precise and responsive to the behavioticsilture.Swims(2017) by Elizabeth-
Jane Burnett demonstrated a long poem’s fluid sustaof embodied posthumanist
thinking. Rachel Carson’s sea trilogy (1941, 198155) was fundamental in motivating a
desire to envelop lyrical scientific writing witheamore-than-human framework. | include
the writings of Merleau-Ponty and Deleuze, as aslbther philosophers, in my primary
bibliography to reflect how my engagement with thesurce materials has been as rich
and immediate as it has been with the poetic agative prose of other writers. | wanted
to acknowledge the wide-ranging influence theinkimg, and its articulation, has had

upon my critical and creative work.

Outside of my theoretical and creative researgiehtmany hours (and still do) collecting
the plastic flotsam from the shore by my houses # depressing, somewhat absurd,
activity in the face of the global river systemattharry 90% of the ocean’s plastic.
Through this litter-picking, however, | feel I'm acting Teresa Shrewy’s mode of hope as
‘facing rather than of mollifying or forgetting einenmental loss® The grimy job was

part of a writing process that bears witness toottean as central to daily life, bringing out

my subtle and not so subtle relationship with tbeam and how it conveys so much of

2 <https://www.weforum.org/agenda/2018/06/90-of-plagtblluting-our-oceans-comes-from-just-10-
riversp [accessed 11 March 2019].

® Hope at Seap.4. There is a similar phenomenological engageéimemaking an ‘eco-brick’ from the soft
plastic waste of food and hygiene products thabuileh otherwise throw away.
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human life. Grubbing amongst the rocks and saltmamllecting the detritus of human
life, trying to untangle plastic from weed and $hehvoiding dead seabirds, bits of fish
and decaying porpoise, ensured a perspective amheloping and unavoidable unity of
ocean. | wanted to convey this multi-species eriéngnt that living alongside oceanic
forces has ensured for most of my adult life. Whasked Graham, at her reading in
Manchester November 2017, how hopeful sheHatitwas, she replied: ‘an act of hope is
when ... [one] manages to make contact with many $asfrconsciousness including the
multiple ones that one has within one’s sélf’s this intrasubjective mode of hope |
wanted for my creative portfolio. In her 2019 sgeatBrunel University, the chair of the
Environment Agency spoke against perpetuating netaf defence and wanting to ‘win a
war against water.To adapt my thinking to consider myself part ofuesknown world is
the foundation to my creative explorations. Rathan attempting to defend my home
from invasion by either sea or plastic debris, Wianting to find, through an intra-

activated being-in-the-world and writing that auy ecological niche.

My attempts to write of the ocean were most sudaksden | set poems within
artistbooks. Johanna Drucker describes an artiktheda zone of activity’, a place of
‘intersection of a number of different disciplinéiglds and ideas — rather than at their
limits’.® This intersection of active elements, specificalpace and poetic text, gave the
text a context, a spatial extension that allowedtéxt to acknowledge its unwieldy, on-
going proces$.My making of poetic artistbooks has deeply infodmey writing and the
final structuring of the creative portfolio. Toulitrate this process | will spend this section
detailing the four artistbooks made during my PeBearch. They form the appendix as
photographs. In the hard copies of the thesis ¢hasiuded the three smaller artistbooks,

in a pocket in the back cover, for the examinerriest.

Irma Boom, the Dutch graphic artist who has mads 800 books in a range of form and
experimentation, describes the book as ‘architettutike this term, as it ties in with the

“ per comms, John Rylands Library, Manchester, 2@eNter 2017.

> Emma Howard Boyd, ‘A different philosophy: why ahinking on flooding needs to change faster than
the climate’ (9 May 2019) kttps://www.gov.uk/government/speeches/a-diffe@ntesophy-why-our-
thinking-on-flooding-needs-to-change-faster-thag-tlimate> [accessed 9 May 2019].

® The Century of Artists’ BooKew York City: Granary Books, 2004), p.11.

" This is why | use the compound word ‘artistboa’ the form. Other ways of describing them are as
artist’s books, book as possessed by the artistitist book, separating the art from the bookek#ms to me
that the visual artistry of the textual book isitvined in the form and certainly in my making.
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translation of a poem’s stanza as ‘rodtithe artistbook of the ocean intends to break
down the contained walls of the traditional bodksppen up the rooms of the poem to
allow the embodied inhabitation of reader as welMvater. There is a physical subsuming
of the reading experience that could be descrikaslaaling out of one’s depth, initially,
until the reader has learn how to swim in the b&lch a constructed aesthetic of the
artistbook offers a striking phenomenological eregagnt with text, from the lyric’s self-
reflexivity to the reader’s spatial negotiation lwihe text, and so relocates the reader. At
least, it is a remaking of their sensibility beydhd linguistic fold of a poem so they
perhaps unfold from the constraints of familiarifys Isabel Armstrong writes, it is ‘not
the training but the breaking of habit [that] i§sipraxis.® This reorientation comes with
both making and reading the artistbook, and is@tieart of how it has enabled me to
think about the phenomenological posthumanism ehtlrine lyric.

Wave Motion(2016) is an A6 landscape book, described by Belafithnot as the size of a
passport’ When closed it is bound by a belly band adornet ttie plastic blue shaft of a
cotton bud, one of the most ubiquitous plasticgiod the beach. The book has a
concertina spine, printed with an extract fromde tiable, which holds two extended
concertina folds that function as pages on eitluer of the booklet. On each concertina is
printed a sonnet, part i and part ii of the poenheWthe book is opened these concertina
pages spill, overreaching the boundaries of thexm\ext falls as waves beyond our
grasp. An immediate response is to the gatherdgegpback into their right folds, while
holding the book. The poem and book came out okarly research into ocean plastics

and waves as agents in the production of micrapkast

The pages, expanding into the space between babkeader, make tangible the sense of
momentum allowed by the poem. The physical quaitf material flux, making palpable
the intersection of the act of mind with its podtom and its wider physical inhabiting of
space. Merleau-Ponty’s ‘double horizon’ is at wheke, where the interior horizon of the
poem’s voice is set physically within the outerikon of the paper’s edge. The two
horizons, interior and exterior edges, are co-eriswithin the artistbook, and is a

fundamental part of its activity. Boundaries betweeading the poem and operating the

8 ‘Manifesto for the Book’, 2011 kttps://www.youtube.com/watch?v=RVstIKKiYadaccessed 12 March
2019].

° The Radical Aestheti®xford: Blackwell Publisher, 2000), p.10.

19The Unpoliced PlaygroundThe Times Literary SupplemeBtDecember 2017, p.1.
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book, between inner and outer worlds, blur. Theleeaannot help but extend their

consciousness of the poem into its physical preseinich slips into a future moment.

One reader said of her experience ‘The first poeademme feel a little dizzy, and the
second like | was tangled.” The reader here hasdfurs sensibility with the protagonist of
the poem, creating what Virginia Jackson and Y®jias describe as a ‘convergence
between the aesthetic and the social, and betwerergtion and cognitiort® This feels

like an actualization of the nomadic ‘I’ of the nma lyric, slipping from protagonist to
reader experience. The discoveries William Carlokidfhs, in his 1948 lecture, hoped
‘listen[ing] to the language’ would allow, are dart into the physical world of the
reader:? The poem’s field of action now, phenomenologicaligaking, incorporates the
reader. Its measure, its reality, has expanddaetbdodily experience of the reader, as her
mind, enacted through her fingers, is expandeditiirahis reanimation of the forces of
the sea. She is being asked to react in a waywhnags ask of a body. There is an inherent
sense of unpredictability in the book and how tlees of its pages might be handtéd.
The reversibility of wave action and human actigplered in Graham’s ‘The Constant
Mechanism of the Break’ occurs here. As the sea=fis deterritorialized in the text it is
reterritorialized in the artistbook and reader aym@amic reading that does not settle until

the pamphlet is closed and bound, and even theméneory must linger.

The physically unfolding artistbook makes tangithle complexity of our current
environmental crisis, the ‘brain-world-body entargent’, where we are not able to
impose domination over a homogenous meaning otignlurhe reader, initially, does not

know exactly how to read the bobk.

Recovery2017) is a long, narrow publication, 42cmx11cwseld, opening to 126¢cm in

width. It extends those long lines of Graha®&a Changeoems further, pressing them to

1 Introduction to ‘The Phenomenologies of Lyric Rieadin The Lyric Theory Reader A Critical
Anthology,ed. by Jackson and Prins (Baltimore: John Hopldimisersity Press, 2014), p.382.

12 < https://www.poetryfoundation.org/articles/69393/fimem-as-a-field-of-action> [accessk2l March
2019].

13 val Plumwood makes the distinction between weaksirong panpyschism by suggesting the weak
strand holds the [concept of | mind in more ‘dieersontinuous and graduated wayvironmental
Culture: The ecological crisis of reas¢Abingdon: Routledge, 2002), p.178. The mind &f wave then,
could be, manifested in its force.

14| isa Blackman uses this phrasdrimmaterial Bodies: Affect, Embodiment, Mediat{bondon: Sage,
2012), p.1.
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explore alternative durational realms beyond tiiah® human, and interleave events at
the tidal shore with unseen ocean currents. Drawimghat Ulises Carrion writes in ‘“The
New Art of Making Books’, it demonstrates that ‘thequential laws of language ... are
not the sequential laws of books’, and celebrdtesritersection of scientific fact with the
ontological nature of tim& The elongated book runs two voices simultaneouislhe
main body of the book is the story of plastic’sation in the sea. Some pages have
extensions that unfold to reveal intervals of ticdadession and the gathering of plastic.
Both strands of the poem sit within a time contimytucking the protagonist’s daily

beachcombing within the far wider span of geololgicae.

The oceanic durational narrative runs in tickeretapthe bottom edge of the page,
emphasising the space above it, the white spag@diban. The exaggerated width of each
page seems to extend with the single line of te#tiebaseline. This encourages a
recognition of sea as durational time. It also plano Ulises’s claim that text ‘isn't
necessarily the most essential or important patatfbook.*° As the book opens out
beyond its traditional territory the opening of ieais temporal durations between text and
artistbook operates as the ‘mingling element’ oBWGraham’s sea, where ‘the eye reads
forwards as the memory reads batkThere is a constant push / pull between the
momentum of the text, the complimentary and/orddding aesthetic of the bound pages
and the inserted pages that unfold beyond the figdrtiee book, and the reader’s

movement between both.

The unfolding pages, enfolded into the ticker tagve,blank at first sight, with a line of
punched holes allowing for fragments of letters adds to be seen through, as if thrown
up by the sea. These holes could be oxygen oiizbetthe microplastic debris described.
We are in a world that is not immediately readables. sea-able if not completely see-
able. The fold-out pages in ‘Recovery’ allow fopartial extension of the main page, and
for a pause, an interval, in the tickertape commgnaf plastic’s slow and never-ending
breakdown. At its open page, any book holds the pest and unread future extending

from its spine, making the oceanic enfolding oftppsesent and future more apparent.

!> The New Art of Making Books’ (New York: Kontext®. 6-7, 1975) unpaged.
16 |
Ibid.
7 Section 5, ‘The NightfishingNew Collected Poensondon: Faber and Faber, 2004), p.117.
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This physicality of this artistbook ‘modifies thiemmunication’ between the two

temporalities and brings them into a simultaneoyseence'?

Feeling that which is unseen, accepting its intaitigr within an immersive
phenomenological experience, is made manifest bete.een the page and the reader.
The force of what constitutes the relationship leemvtwo things, the attachment of body
to world, occurs from reader to boakdinherently book to reader. Such a relation
between two things triggers an interaction betwkersensible and, its interiority, sense.
This was my first physical engagement with the ptiéd of Deleuze’s fold as a tool within
the marine lyric and artistbook. | realized how thiel acts as an extendable boundary
between interior and exterior. Language-as-matagévidenced in the form of this
artistbook, asks the reader to consider tiosymight accommodate the poem, as opposed
to howit can accommodatbem How much is the language necessary to undersiend
poem. How much does language join or separateoustie forces of sea? The reader is
aware of working to the book’s terms before attengpto coerce its poem into their
understanding. She is relocated in her negotiatatimwhat might be seen, initially, as an
object, that comes to be seen as felt extensignesfinguistic self. Engagement with this
poem releases us from intellectual understandirgpefry as art made from language; the
materials of this poem - text, paper and space aamuch physically read as
intellectually understootf This is something that became core to my workndigg

proximity, processes and subjectivity.

The artistbook, unlike a flat-page marine lyriceds to be handled with care. The
oversized nature of the book reinforces the awknesd of handling such a temporal
perspective, and the residue of its unwieldy naliues on in our musculature after setting
it down. With continued handling there is the pdidrof the book becoming increasingly
grimy. Our engagement with these paper current®veyor belt and tides will affect
them. Our impact will grow more marked over tim@wthis then manifests in us could
range from anxiety, disgust, shame. Whatever teesrgent emotions or thoughts might

be, they will become apparent in our interactiothvihe book, how we attempt to handle

8The New Art of Making Books'.

19 petra Lange-Berndt in her ‘Introduction / How ®domplicit with Materials’ ifMateriality: Documents
of Contemporary ArfLondon. Whitechapel Gallery & Cambridge MIT Pr@€45) cites Karen Barad as
stating: ‘to engage with materials means to forteudacritique of logocentrism and the predominasfdéie
written language as a tool to generate and comrateimeaning’, p.13.
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or avoid it. However intellectually conscious we af our responses, more significant to

the marine lyric is how we hold them in our body.

How to be more than hum&8017), is an octobook. Folded, it measures 7Gpmare, and
unfolds in eight pages, each splaying in a diffecérection. Various parts of a papercut of
an octopus is printed across each page, with tlodendneature revealed when the book is
opened to it maximum spread. With minimal textrtb&der is invited into the zone of
indiscernibility between human and octopus by themporeal navigation. There are
multiple options for the sequence of opening paghksre is no right way to read it,
although the more fumbling of fingers as pagesuafelded and refolded the more the
reader may gain a tangible sense of the ‘embraihofehe body®° This, | have

observed, provokes anxiety in readers wanting@bitgight’, not to rip or wrong-fold it.
The redistribution of the sensations activateceading, in Maggie Nelson’s words,

‘celebrate[s] the bounty of representational andemstual possibilities available to (3.’

By removing the emphasis on the linguistic poenréagler’s rational sensibility becomes
unanchored from the linear narrative of words witbgntences. One reader told me she
found the book very useful in helping her to thiak,she opened and closed the pages,
letting the illustrations of tentacles appear aiséppear. This book can’t mindlessly be
consumed and set down. Once all the pages haveopeerd they need to be refolded so
the book will close. Over time the book will becodifferent from its original so booklets
will vary depending on how they are used, openetciwsed. The reader and the book
determine its realignment. This, what Jane Beroais ‘thing-power’, acknowledges the
vitality of things, and their agency, which we miightherwise overlook? The physical
exploration of this new materialist thinking, thgiuthe making of artistbooks, has worked
it way into how | structure my flat-page poetryh#s pulled my thinking of political art
closer to Ranciére’s definition, where ‘a politiealt not only disrupts, it disrupts in such a
way as to change radically what people can $&Bhe interleaving of sequences and the
tickertape in the creative portfolio adds to thiesseof oceanic forces of penetration and

duration throughout the work.

22 Nomadic Theoryp.2.

L The Art of CrueltNew York: WW Norton, 2011), p.28.
22\/ibrant Matter, p.3.

2 |bid., p.107.
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The poem within the octobook does not exist wititbetbook. It is the only artistbook
that does not use a nomadic ‘I, attempting to edylibwithin the acting of folding and
unfolding. It functions more as a set of instructipin which the illustrated octopus and
reader are bound together in what Julianna Spdlsriiceimate pluralisms’ that occur in
lyrics that ‘retreat from individualisnf? In opening, unfolding and reading the book the
human body, its fingers specifically, becomes teut and, it is hoped, the mind follows
them. This intimate encounter between octopus amnakh is intended to encourage a
binding of the reader in a cross-species empathg.réader feels as out of place with the

book as much as an octopus might.

This re-orientation provoked by the artistbook alsours for me the maker. | am not,
what Sara Ahmed describes as being, ‘in place’ thighboolé® It is complicated, fiddly
and time-consuming to make. A print run of fiftinvolving scalpel, needle and thread,
and folding bone - does not allow the manufactaregcome effortless. | think it is, in
part, not erasing the history of the book’s makimagt enfolds the reader into a similar
experience of effort.

Sea of Whiteness, as Glac{@018), like the octobook, is an awkward constarcand

read. It has no obvious beginning. Encased in &i3a®d sleeve, when it is pulled free
there is no indication as to which side is the frcover, the page at which to open the
book. It is not even a book. There is no singl@spihe pages do not lie flat. The text, set
in thin blue triangles which could indicate a dtren of reading, does not obviously begin
in a particular point. The blue of the trianglesl éinread that ensure a resistance to folding
flat allude to the blue folds in a glacier where tiidest ice is compressed. The poem,
which | set in the creative portfolio as it lies (lbesn't lie) within the paper crevasses.
The sense of disorientation | inhabited to makewanté this artistbook rose out of a
fieldwork trip to Svalbard, in the Arctic. | willescribe the trip and the processes of
bookmaking in the next section, as it underpins thoe illustrations that thread through
the creative portfolio and the theme of climatdigesthat informs the title sequence of the

portfolio.

4 ‘Introduction to American Women Poets in thé'2&ntury: Where Lyric Meets Language’ (200)e
Lyric Theory Reader: A Critical Anthologp.564.

% ‘Orientations Matter' New Materialisms: Ontology, Agency, and Politias, leyDiana H. Coole and
Samantha Frost, (E-Duke Books Scholarly Collect’fi1,0), p.235.
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ii. Re-Orientation of the Unseen

The seventeen day residency was on board a 50shtgplthat would sail the coastal
waters of the Svalbard archipelago. | intended @éminvestigation into how | might
experience that which is unseen and apparentlgrdisind then write it as tangible and
contemporaneous. As with the ocean, the Arctichierne our futures are playing out: in
glacial retreat, sea ice melt; plans for newly igatil wells; beaches littered with non
local industrial and domestic waste; the arriva$pécies moving north in warming
temperatures. It seemed the future of Europearatdimisruptions and sea level rise was
playing out in the Arctic’s present. The Arctic, Nehunder Norwegian sovereignty, is, like
the high seas (any area of ocean that is beyonan2@8 of land), a place of contested
ownership. Its potential oil reserves are of indete many countries. What particularly
interested me was how the polar region is as utiEmaind uninhabitable to me as the
sub-aquatic realm. Being there, albeit brieflyeod#id a chance to inhabit a radically
changing environment and apply that to my writihghe ocean. | hoped the experience
might provoke poems that inhabited the precaritgwofmarine world while enveloping it

in a terrestrial experience.

The ease (and surprisingly cheap-to-me price)yrfidl there was undermined immediately
by my carbon offsetting. My return flight, Mancheisto Longyearbyen, was equal in its
carbon emissions to one person’s yearly outputdnal That’s one trip, within Europe -
with a stopover. Taking off and landing are the toostly (environmentally speaking)
elements of flight - when approximately 25% of fliggmissions occur, emissions which
take ten years to translate into atmospheric teatper rise® That my flight for a research
trip equalled one year of someone else’s dailypgvbrought me up short to the realities of
climate injustice. The irony of how the disparitletween the global north and global
south became evident in travelling to the far nar#is not lost on me. Merleau-Ponty’s
‘sedimented history’ was powerfully felt as | flawer the intermittent glaciers before
landing?’ What | had theoretically known about the coloiatl industrialised origins of

climate change became a felt sense of realization.

26 Naomi Klein,No is Not EnouglfLondon: Penguin, 2017), p.176.
" The Visible and Invisiblep.180.
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On arrival | couldn’t ignore the predominant whigss of the crew and artists - oddly
amplified by the snow and ice around us. It seethedjlobal north was made manifest in
all these folds of whiteness, the calving glacipgsaw sea ice, and us white tourists. |
situated the Arctic as a place of climate injustgigen who can visit, the impact of their
visiting, the visibility of that impact in the Arictand its rippling out to the global south,

where the consequence of ice-melt has the greaffest on human lives.

Experiencing this usually remote place ensuredramndiringing forth of Deleuze’s fold.
The connections between our presence, the mekiagce, a starving bear cub, and
inherited white privilege unfolded from and foldeack into my embodied imagination. It
was as Claire Colebrook describes: the ‘dynamicongss that constantly requires new
thought and renewed confrontation’, confronting @mn complacency in particul&t My
thinking around power structures took in the relaship between human and more-than-
human. Here we humans were no longer the domipeties in this home of polar bears,
walrus and orca. | was beholden to the decisiorskippber when underway and of
expedition leader when on land, where we were pagtected and encased by four armed
guides. | was privileged to be here, yet had naestmt-making capacity in what | could or

couldn’t do while here.

The sun did not set. The palate was, in the lacgéesmainly grey, white, blue, brown.
Distances were impossible to calculate: what agoktns of metres away was actually
kilometres. Our horizon was often over fifty kilometesgay. It was exhausting to be
immersed in a place | could not read, yet was emtist scrutinising. The physical data |
received included such variables as desert cokh deud and sun-bright snow fields. | felt
vulnerable, as when at sea, aware of surrendesitaydger elements of potentially
dangerous weather, megafauna or geology. We wstingevhat Braidotti describes as the
ability to ‘go out into the world, among many otber. free of fear of not being in
charge.®® What dictated our actions here, wasn’t the guidethe skipper, but the ocean,
sea ice, glaciers, creatures and wind. The shapg/ avorld had radically altered, and |
could feel a strong sense of the western explaeobonial interloper destroying habitat

as we entered unfamiliar land.

8 Understanding Deleuzgrows Nest: Allen & Unwin, 2002), p.70.
29
p.264.
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In zodiac excursions we were kept the height addlpalm widths away from the glacier
front so in the event of it calving we would be émough away from its ensuing waves. To
measure a safe distance by something as persah#dm@gible as a hand presented a
paradox of the material body measuring unseen coiesees. It was the moment of when
| felt the enfolding of myself unfolding from théagier, which in turn unfolds from the
global climate system. The fold, here, became aoeied measure for my proximity to

any other thing, which | explain in detail in chaptwo.

This field of the Arctic Ocean, in which both | atigk glacier are folds, created a mode of
proximity between us, in which | concertina’d indaout of. | turned this encounter into a
map of a glacier, which becarBea of Whiteness, as Glaci&éhe white paper is
scrunched to give a sense of disposability, a thveayable mistake, despite a sheet of
paper requiring anything between 1-10 litres ofewat its production. Ironed out, the
creases become vibrations, molecules | can stitinsan of that experience even at
3000km away. The map is a large square foldedfoutosmaller squares, each are
partially cut out and enfolded back into the mamaly of the map. Whether or not the
reader knows the Arctic, they are presented ibasething to navigate in both hands. This
brings a dual sense of remembering (it works sihiyil® a traditional map) and of
something forgotten, or never quite experienceds fésults in disorientation, a lack of
anchorage in place and time, that is intended tsupgorted by the puzzle of opening,
folding, enfolding. In the creases and slits bhiengles of words may make sentences or

may be dislocated phrases.

One of the artists suggested to leave the glati#reoprototype artistbook wordless, to
imply the ‘natural’ condition of the glacier. Howavl wanted words because even though
the glacier had the appearance of whiteness aisd#ldiated a pristine quality, our
activities, as tourists and as advantaged paratgpaithin the capitalist system, have and
continue to impact upon them. The nomadic ‘I’ & ffoem functions as white westerner
and as glacier in an unsettling cycle of causeadfett, where neither beginning nor end
are clear. This is not made explicit in the wordshe folded paper, attempting to adhere
to Maggie Nelson’s observation that ‘when things going well with art-making and art-
viewing, art doesn’t really say or teaching anythifihe action is elsewher&. The

%0 The Art of Crueltyp.130.
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threads draw the eye through the depth of folée,Hepworth’s strings pull my eye into
the space and hollows of her work. They also alledees of poetry, the unspoken, pre-
linguistic poem that surges within and out of tbkel§, making material and ongoing the
disorientation these glaciers bring forth not almlyne but to the ocean and its inhabitants.

iii. The Enfolded Page

My creative portfoliomelt, builds on the phenomenological reading experierfdie
artistbooks and the posthuman engagement with iwltigtant and unseen in its attempt
to create a poetic space of ocean. Within thisespa@anted to present an ecological
mutuality, a reorientation of that which appeagaht or unseen into a poetic proximity,
to enable what Rebecca Tamés describes as a fregsdehe world’>! The form of the
creative portfolio explores a shoreline existenoa\eng into surface and deep ocean
currents. The contents page is at the back ofalb&,lio encourage a reading to run front
to back, to present a linear experience that iswately impossible when various narrative
currents occur simultaneously. The poems seek@bogical niche for the ‘I’ which

appears traditionally bounded as a singular indiaidn the first section to loosen into a
nomadic ‘I' as they incorporate a lived empathyhwitarine-others as the poems continue.
In this way the narrative drive to the portfolicaigo-worlding of human, ocean and what
lives in it; a process of exploring tomorrow, whemorrow is occurring elsewhere the
ocean, and each present moment repeats a diffgsgnat a time. The ocean that occurs in

meltis an assemblage of animal, plant, plastic, mingehnology, human and more.

meltbegins with a prose sequence, ‘this wall’. Itnsastempt to counter the apparent line
of a sea wall’s trajectory by presenting it as ggragation of path, stone, moss etc. Each
component explores place as history, where as Rblzatarlane writes of Barry Lopez’s
new book, ‘place becomes the means of fathoming'tiwhere time is a non
chronological series of events that have both haggend have yet to happ&he
durational development of the shoreline preserds @n assemblage of human and more-

than-human agencies, and questions the state ménaldility, security and potential in a

%1 The Songs of Hecate: Poetry and the Languageeo©iccult’, The White Revie®4 (March 2019), p.19.

%2 ‘Horizon by Barry Lopez review — magnificent orethatural world, and furious taahe Guardian(14
March 2019) <https://www.theguardian.com/books/2618/14/horizon-by-barry-lopez-review> [accessed
14 March 2019] (para. 4 of 13).
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localised realm. The wall is a process of thingspps, with the possibility of not
functioning as a sea wall. As such the prose fragsni@itially alternate with poems that
explore the multiplicity of self: as memory, plameculture, as collaborator and scavenger,
and, through technology, as hoarder. The finalgopsces are prised further apart by
poems, indicating a seepage of time, self and ot#anvhat once was a clear boundary
line. The protagonist, addressed in a second pegngoroun, is situated in the framework
of women lighthouse keepers, introducing the themgoman as a fluid state of the
feminine to resist fixity, endure change and unfwlth it. This protagonist, as her
forebears, exists beyond the domestic, is sea-aaadepart of a communal experience
which requires witness, here made palpable in éiméucies’-old beam of the lighthouse,

the eyes of the wall-walker.

These prose pieces and their interleaving poemaaknipow a reciprocal connection to
place enables an extension of self into selvesy Bffer the capacity to reimagine how the
nomadic ‘I' of an embodied selfhood might occupg thorld: what ‘I’ am in relationship
with, and what it is to consciously live alongsmteers. This co-worlding lays the
foundations for a theme of the body (of human anotean) as reservoir holding, and
carrying, stories of past and future inhabitantee Thydrocommons’ of this first section of
the portfolio questions the ‘wet relations’ of humaith more-than-human, human history
within oceanic history and attempts to follow thena cycle of sinking and resurfacify.

The portfolio’s first section begins its end with attempted saving of a lobster - a death-
denying act - in ‘Slow Rising’. From here the poens to test how the nomadic ‘I’

might reach towards a deeper engagement with tfig seknowability, and, through this
unfathomable self, how she might enter the zonad$cernibility with the more-than-
human. Responding to Haraway’s invitation to ‘m&kenot babies’a cluster of poems

ask how ways of reproducing might not be not lodatéhin the boundaries of a personal

/ biological ecosystem; how possible might it besée imaginative creativity as an
alternative, unfolding reproductive systefiiPhrough these poems | am seeking to extend
a sense of self towards an unknowable othernekspatedging difference and points of

commonality, which could be ocean or the sharedgildmaginatively inhabiting the

%3 Both these terms are Astrida Neimanis’s from h&oduction to hydrofeminism, p.3.
% ‘Anthropocene, Capitalocene, Plantationocene, @htene: Making Kin’ Environmental Humanities
vol. 6 (2015), pp. 159-165.
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ocean allows an actualization of ecological unfaritl, an immersion in flux and a
relinquishing to feeling unlocated. This geographimfamiliarity is evident in the later

portfolio poems.

The tickertape | wrote for the artistboBlecoveryappears as the seawall ends. It runs
along the bottom edge of the double spreads, thrthugsecond half of the portfolio,
attempting, in the breakdown and movement of patbris, to illustrate the circulation

of ocean currents, specifically in the North Atiantn this way the Arctic can be felt as
unfolding from the Irish Sea, and vice versa. this undercurrent, the ceaseless movement
of ocean and what we humans have put in it tha¢éyomds the force of the book. The
locating of the Arctic Ocean in the tickertape aggeat the point the glacier as ‘Sea of
Whiteness’, breaks across the page. This coul@&e as where the multiple folds of the
book, the planes of present and past in poemg swifden out to allow the white space of
the unknown to remake itself in possible futurerents. This is also the point at which the

illustrations of crumpled or folded paper come imitsual alignment with the text.

The illustrations act as one of the many routesut)n the book. Their titles connect them
to nearby text in poems or tickertape. From a seceup ball that is entitled ‘shell’, and so
life-containing, the photographs of folded pap&kpip on images and themes in the
poems to become ‘wave’, ‘glacier’, ‘hinge’, ‘breaéind ultimately ‘conveyor’ - of words
and of forces. The paper folds are actually thgestaf production of the glacier
artistbook. As such they imply the stages of edckdgipheaval that ripple around the
‘Sea of Whiteness, as Glacier’ poem. Beyond thenpthe photographs show the paper in
stages of re-enfolding alongside the ‘melt’ seqeesad its futuring. Here the ecological
countdown of melting ice is carried in the tensidrtightening paper folds, compressing

into themselves.

The illustrations, having punctuated the wall semeeand the opening of the futuring
section of the portfolio, continue to accentuagnsents. Through the ‘melt’ sequence
they appear after each cluster of three poems.nGhesequence has nine poems the
illustrations separate it into trimesters. Thisafisequence is where the nomadic ‘I’
inhabits the global extreme north as a participatite injustices of the climate crisis,
tracking privilege and accountability. The subjeityi of this ‘I’ melts with the sea ice and

glaciers in an attempt to dissolve the sense aviahgkl in the uncertainty and complexity
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of connection. ‘I' endeavours to articulate itsrigebut-of-place and otherness through the
movement of water circling through the hydrocydlkis enables an intimacy with
proximity, drawing the Arctic into an intenselytfelxperience that simultaneously is
ominous and threatening. The increase of illusiratiamongst these poems could be read
as expressing the inability of language to artiml@hat is needed to be articulated.
Certainly, the compressed folds remind me of an lbmg, perhaps because of my
simultaneous visit to William Kentridge'Bhe Refusal of Timat the Whitworth,
Manchester, where the room was dominated by ameng, and loud, compression unit

that captured and released the sound of br8ath.

The ‘melt’ sequence, like ‘this wall’, is interlead with other poems that deepen the
engagement with the nomadic ‘I’ and offer up epis@kchanges that, while being
zoomorphic encounters, might feel, more familiarthhe Arctic setting of the sequence. |
like Lisa Blackman’s term, ‘morphological imagiraii to theorise these poems within the
affect of the zone of indiscernibility on both besli® To speak alongside the ocean allows
a sharing, and bearing, of its vulnerability. Therenl can upset the placement of things:
me in the ocean, ocean in me, woman alongside ostdpture within the past, mud as
ground, tree as fish, the more | might attemptisondntle habits | have inherited, the
habits of comfort. These habits, Sara Ahmed argreae from what is behind me, what
pushes me forward, and offer another reading op#ist and future intertwining with the

present moment of the poems in the text.

The contents, at the end of the portfolio, are @imieid within an enfolded paper sheet. This
is intended to literally embody the previous ilhasions into the portfolio’s poems. The
contents are not given page numbers, but preseigtedlly as a kind of chart. This chart
operates on a spatio-temporal axis of past anddutith the central cross of four poems
that are seen at the first unfolding, perhaps agpass points, certainly as excursions
between the two lists at either side of the square.a navigational tool that reminds me
more of the stick charts discussed in chapter ttivexe a traditional contents page, while
still offering an overview of the poems. On thesihg of the portfolio, the contents need
to be folded away, unseen, back into flat paper tine matter of imagination or the pulp of

wood tissue.

% Thick Time 21 September 2018 — 3 March 2019.
% Immaterial Bodies: Affect, Embodiment, Mediatipt,
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The contents actually end the book, before thetimeisndex. It itemises the things, and
some places, that make up the ocean and humarsbdtiie idea of using an index was
introduced to me by one of the artists on boardMtutic residency as a way of
cataloguing key words or themes from daily writingeok on the method of indexing my
journal while on board. It served to grow a clestrdf preoccupations as | wrote, which
must have informed what | went to write, and alldwee to return to my journal through
different entry points once home. Indexing draves through haphazard preoccupations,
thematic hooks and perceivings | had chosen td,labehe index of my Arctic journal
extends a frame of reference across subjectiatesplanes: ‘glacier’ sits next to ‘grief’,
next to ‘gull’, next to ‘goodbyes’. The index helpe to realize how the fold between
internal and external can be manifested withine@nmo

Indexing encourages a mapping of what Deleuze ibescas ‘the variable essence of
things®’. There is no one way to read the book, just agfiseno one way to read the
ocean, just as there is no one way to experiendé@d index is the nomadic ‘I'’s route
through the ocean and the poems, not choosingwitege batteries over brittlestar and
setting ovaries and oxygen within the complexiigttis our oceanic ecosystem. It enables
the reader to experience the nomadic sensibilily Wéhin the portfolio, to re-enter the
poems in this mode and possibly draw new folds betwseemingly distant poems. It also
ensures the detail of ocean and human body caetlvégtkin the broader perspective of
the currents of the contents page. Between thddwls unfolds the philosophical,
scientific and non-linguistic approaches that upagemy thinking of what a marine lyric

can offer.

3" Bergonsim p.35.
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