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A bat hung like a suicide.
Only a rasp of wings from the raven.
A heron was stone; a robin blood
in the written wood (Carol Ann Duffy, “Parliament” lines 43–46, 51).

The “Ocean” delegation didn’t pretend to be speaking by way of storms
and tsunamis.” (Bruno Latour, “Eighth Lecture” 262)

Nature, to put it bluntly, is populated with myriad nonhuman minds as
well as matter; it does not make sense to equate the many self-directed
lively, communicative, “cultural” beings with the supposedly inert “stuff”
of matter. (Stacy Alaimo, “Transcorporeal Feminisms” 256)
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Nonhuman Minds

As concerns about the climate crisis escalated towards the beginning of
her tenure as poet Laureate of the United Kingdom between 2009 and
2019, Carol Ann Duffy’s The Bees first appeared in 2011.1 One of its
trenchant poems, “Parliament,” re-appeared in 2015 in The Guardian.
No stranger to the poetry of climate emergencies, Duffy’s collection
Keep it in the ground: a poem a day, offers a plea to stop the extrac-
tion of fossil fuels. A close reading of this poem’s fifth verse paragraph
provides a starting point for facing poetic language as it adapts to
climate breakdown. “Parliament” stages a gathering of birds and other
winged creatures (The Bees 50–51). These nonhuman minds convene in
a “writer’s wood”: they are delegates who debate their predicament in
climate break-down. Yet another delegate, the poetic speaker, acts on
their behalf by using poetry to describe how the nonhuman and human
world is being driven to extinction. The poem’s grammar reveals a state of
precarity, while producing an approximation to the language of the birds,
who speak to us in italic phrases. Take the estranging grammar of “a robin
blood/in the written wood” (lines 45–46). As a noun, this robin lacks the
possessive form of “robin’s,” and is instead, a “robin.” One would expect
a robin to possess its own blood. But in the absence of a possessive noun,
that is, in the phrase “robin blood,” one wonders whether this bird can
indeed ‘own’ its own blood. The noun to verb agreement would be “a
robin bleeds,” but the use of “robin blood” forms a noun phrase. Noun
clauses dominate. Verbs recede. Stasis takes over. If verbs are becoming
extinct, so too are their actions. Neither nonhuman nor human beings
can act in the face of climate collapse. The “written wood” has crossed its
tipping point. Grammatical breakdown is climate breakdown. Yet in this
counter-pastoral space where grammatical and poetic forms are becoming
extinct, poetry survives in experimental form. Poetry maintains what life
it can at what I shall describe as the “ends of poetry.”

At such end points or, indeed what I would consider to be thresholds
for new poetic forms, poets, readers and poetic speakers become “post-
citizens.” This concept I am developing from Bruno Latour’s term the
“delegate,” a term to which he devotes himself in his “Eighth Lecture”
within Facing Gaia: Eight Lectures on the New Climatic Regime. The
connection between poetry, its reception and Latour’s theorization of
climate politics, between poets and what I would term his notion of
ecological citizenry, can be best traced through the “Eighth Lecture,”
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with some assistance from his influential We Have Always Been Modern,
originally published in 1993, and the concept of “Terrestrial” from 2019’s
Down to Earth. In Latour’s thinking, the social and the material are always
and already entangled. Latour argues, “All of culture and all of nature
get churned up every day” (We Have Always, 2). Using this citation,
and adopting Latour’s term “hybrid,” scholar of climate poetry Mathew
Griffiths argues that a poetry of climate change will only cause affective
changes in the reader when this hybridity is made palpable (1–3). Grif-
fiths argues for a “material ecocriticism” which, together with the poetry
it critiques, acts on the political as the material, and on the social as the
psychical (20–22). The reader as a post-citizen becomes placed not just
in a ‘globe’ but across contradictory planetary positions, and becomes, in
Latourian terms, a ‘Terrestrial.’ Hence poetry becomes part of a spectrum
for political, Terrestrial and post-citizen practices. These all require that
delegates engage in a planetary theatre of tensions and debate. Hopefully,
when poetry pressurizes the psyche into affective changes, political action
might ensue.2

When describing the role play event he co-organized at Les Amandiers
in May 2015, titled the “Theater of Negotiations,” Latour describes such a
theater of various delegates with diverse demands as they “…climb up on
stage, delegation after delegation, ‘Forest’ after ‘France,’ ‘India’ next to
‘Indigenous Peoples,’ the ‘Atmosphere’ delegation before ‘Australia’ and
‘Oceans’ after ‘Maldives,’ each one introducing itself with pride” (255).

This is the stage for the New Climate Regime. The game of placing
“India” next to “Indigenous Peoples” involves shaking up the idea that a
territory will only reside in one place. Perhaps this is the case with India,
but it is certainly not so with Indigenous Peoples, who inhabit multiple
territories from South America and Africa to Russia, Australia to New
Zealand. Whereas the old nation-states are the descendants of colonial
powers and are enmeshed in global power regimes, the new concept of
a territory is defined by that which is subject to the pressures of climate
change. As Latour states in his “Seventh Lecture,” citizens of the Old
Climate Regime would treat “nature” as the “Supreme Court” (226).
Throughout Facing Gaia, Latour rarely refers to “citizens,” as they are
to be inevitably identified with the conventions of a previous world order.
Citizens are subjects of the “State of Nature” (226, Latour’s emphasis).
He argues for jettisoning this fictious model. Hence, I articulate the
concept of a post-citizen as one who is subject to Gaia’s dark materials
within the New Climate Regime.
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Insomuch as this post-citizen is a delegate who is beyond making the
case for the Old Regime, and who can split themselves up to repre-
sent multifarious entities from “India” to the “Atmosphere,” Latour’s
delegates have much in common with a concept he developed in Down
to Earth, namely, that of the “Terrestrial.” As he explains, the latter is
“bound to the earth and to land” (54). So are the delegates of Facing
Gaia. But without being caught in notions such as ‘Globalisation,’ Latour
describes his concept of the Terrestrial as a “way of worlding” (54,
Latour’s emphasis) which allows for a capacity to take up alignments
which are not hindered by “borders” or “identities” (54). I would add
that this does not deny the possibilities of exploring multiple borders or
identities, particularly in the realm of poetry, where these can be estab-
lished as poetic tropes, which can then be dismantled. When undone,
poetic tropes reveal much about the state of the nonhuman world. As
my analysis of Duffy’s poems proceeds, it will become clear that her
poetic speakers as delegates speak on behalf of nonhumans, their identities
capable of merging and separating as along geographies real and imag-
ined. The post-citizen is a delegate who, in the worlding ways of poetry,
can become Terrestrial in a manner which re-frames the possibilities of
poetic practice.

In the ensuing section, I will address what can be meant by “post-
citizenship,” when it becomes a mode of poetic as political practice.
Different poetic speakers, or delegates, are distributed over a range of
poems that offer themselves as jig-saw pieces in a puzzle that refuses
closure. The post-citizen reader is invited to move the ‘pieces’ around to
make different interpretations. Lines of poetry, images, poetic speakers,
characters, and a range of rhetorical figures, provide filaments which
connect different poems. For instance, the use of rhythm and repetition
in “Politics” (Duffy 12) has its point of connections to the “Big Ask”
(9). The latter is structured through patterns of question and answer, all
of which interrogate the second Iraq War. “Telling the Bees” (52) makes
metonymic threads between the bodies of bees and a religious rosary. This
poem’s concern with a “bulletin” (line 2) allows the poem to be read as
interwoven with the rhetoric of news and political debate so key to “Pol-
itics” and the “Big Ask.” A poem in the anthology’s second section may
seem at odds with the three aforementioned. Yet the poetic speaker of
“The Woman in the Moon” (49) is the witness to human politics and
war. The speaker is both the Moon and a female figure “in” our small,
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neighboring planet. Perhaps she is a geological-human hybrid. Impor-
tantly, the Moon also appears in the closing lines of “Parliament.” Both
poems have an ecological theme, with the image of the Moon drawing
the two jigsaw pieces of the poems together. “The Woman in the Moon”
witnesses human war and wars with the nonhuman world. She does so
over geological time, and one senses that she speaks as much on behalf of
geology as the biosphere.

My third section examines how poetic speakers as delegates face a
human/nonhuman enmeshment in the form of Gaia. The focus is on
the concept of “material feminisms” as set out by Stacy Alaimo and
Susan Heckman in their 2008 essay collection of that title. The mate-
rialist turn in ecological feminism calls for a re-thinking of the misleading
notion that ‘Nature’ is a passive entity; rather, the natural world provides
its own discourses, actively entangling the human and the nonhuman,
distributing agency between them. Resonant with material feminism is
Latour’s description of Gaia as a “cauldron,” or that planetary space of
embroilment in which the complex human/nonhuman materials of the
planet coalesce, but often without harmony (Facing Gaia, 66). Whether
material, embodied, constructed, nonhuman and human (all Gaia), the
posthuman female, trans or non-binary, is a post-citizen taking their place
in the New Climate Regime. This regime is characterized by ongoing
geological and climate instabilities. Pollution and food insecurity are the
new normal. “Ariel” (Duffy 11) is a poem about environmental pollution.
Insecticides will return me to the central figures of Duffy’s anthology,
the bees as creatures, poetic speakers and rhetorical figures. The opening
poem “Bees” (3) and the closing “A Rare Bee” (83–84) offer figures of
a material feminism which finds hybridity between bees and humans.

With these poems, Stacy Alaimo’s concept of “trans-corporeality” helps
to bring together a material feminist perspective which combines Latour’s
advocacy of warring delegations. Material feminism becomes a delegate
for the natural world when the binary of a ‘male’ culture being that
which inscribes itself on a female ‘Nature’ is overturned. Alaimo para-
phrases Donna Haraway to refer to the nonhuman world as the “primate,
trickster coyote” and, following Karen Barad, Alaimo explains that mate-
rial agency is not a quality that the nonhuman carries, but something
which emerges, acts, does and is; in other words, it is that within which
human action is enmeshed (Alaimo 247). Her concept traces the porous
interfaces between the human and nonhuman, between the way in which
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different concerns clash yet co-exist together. For Alaimo, the “space–
time of trans-corporeality is a state of both pleasure and danger—the
pleasures of desire, surprise, and lively emergence, as well as the danger
of pain, toxicity and death” (Alaimo and Heckman 14). Duffy’s poem
“Ariel” dramatizes a trans-corporeal space of ecological violations, the
death of diversity and the release of toxins. “The Bees” (the anthology’s
opening poem) presents the pleasures and surprises of biodiversity and the
‘art’ of honey, while the closing “A Rare Bee” makes connections between
honey, art and the unspeakable pain of extinction. Bees are as much poetic
speakers as are human writers. The presence of the trans-corporeality in
the poems is achieved with poetic language forming the membranes, or
lines of transmission between the nonhuman and human.3 Along such
lines, the human and nonhuman factions still need their delegates, with
their refusals to agree. Delegates as post-citizen animals in “Parliament”
offer a range of different bird species, winged creatures who provide hope
for a world at the ends of poetry.

Duffy’s multiple nonhuman/human, material and feminist entities, are
represented by delegates who speak not in storms or asteroids, but in
the language of poetry. Poetic language performs its own eco-politics
through a necessary warring and negotiation between delegates. From
their post-citizen positions, as they face Gaia, they will confront what is
in a state of ecological degradation; yet somehow these post-citizens can
survive to develop a fertile approach to environmental collapse. The post-
citizen reader finds themselves immersed in Duffy’s anthology through its
slimy, deathly but fertile, honeyed filaments, which in poetic terms, can
be critiqued through material feminism. Moreover, this critique leads to a
consideration of what might be at the ‘ends’ of Duffy’s poems. This could
be a ‘means to an end’ for new poetic practices. The ‘ends’ represent a
temporal zone of poetic experiment in the face of climate breakdown.
When Mathew Griffiths, by way of Latour, refers to the hybridity in
poetry which can pressurize the affective as the political, his approach
supports my own. Mine argues for an affective as eco-political transfor-
mation in the human psyche. Such a shift requires the intervention of
delegates and the collision of their views. These post-citizens produce
approaches rich in tensions and contradictions: these become enmeshed
in the human psyche as it traverses the material and discursive aspects
of climate breakdown. In turn, both the materiality and discursivity of
climate breakdown act upon the figurative and rhetorical form of Duffy’s
ecologically ‘thinking’ poetry.
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Of Course it is Political:

Facing Gaia’s Jig-Saw Puzzle

Duffy’s ecopoems are political in Latour’s sense of presenting colliding
world views. Duffy’s poetry is political in yet another sense. Reviewing
Duffy’s The World’s Wife for The Guardian, novelist Jeanette Winterson
declares of Duffy’s work—“of course it is political” (Winterson). Winter-
son’s reading underlines how Duffy’s art will not fit the crude categories
of ‘personal’ or ‘political.’ I would nuance this statement further. Duffy’s
oeuvre transects the personal-political divide; her poetry makes psychical
and social realities mutually porous. To accomplish such porosity between
psyche, culture and ecology, the poetic speakers of The Bees, be they
human, nonhuman or the hybrid between the two, draw the reader into
modes of affective thinking which face a Duffy-created Gaia; this resonates
with Latour’s vision of a politicized Gaia.

Latour compares a gathering of delegates to the warring tribes of
Game of Thrones (Facing Gaia 151). However, he acknowledges that
the warring factions should and can aim at diplomacy. Latour’s “Eighth
Lecture” argues that without the warring and diplomacy-seeking voices
that ‘speak’ on behalf of territories, there will be no politics. It is the
political that allows for the multi-concept which is Gaia.

We have to make room for collectives in conflict with one another, and
not only for culture known through a science such as physical or cultural
anthropology. We have to call back into question not only the idea of
Nature conceived as indifferent to our misery – Gaia is exceptionally
touchy – but also the notion of the human prematurely unified (247).

It is the different delegates and their colliding positions which avoid
fantasies of unification. To allow a collision between the different posi-
tions, between the arguments posed by delegates from the Oceans to
those from Nation-States, requires understanding the phrase, “distribu-
tion of agency” (273). With agency distributed, no one delegate can
dominate. Arguments, agreements, disagreements, enmities and tempo-
rary resolutions are all part of the practice of distributing agency. Post-
citizens need war as much as peace. Post-citizens demand that between
human and nonhuman intelligences, there be a distribution of agencies
and debates which may be irresolvable.
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One route to deepening Latour’s idea that agencies are carried by
delegates who speak on behalf of the agents themselves, is to turn to
Jane Bennett’s theory of distributive agency. This concept endows the
agent with its ability to communicate in its own language. This is a
different matter for Latour. For him, the delegate is required to voice the
Oceans, for instance, but without causing an actual storm. For Bennett,
intentionality becomes expression once it has been distributed among
agents:

A lot happens to the concept of agency once nonhuman things are figured
less as social constructions and more as actors, and once humans themselves
are assessed not as autonoms but as vital materialities (20–21).

In other words, the Ocean may present its case through storms. Global
heating intensifies the preponderance of all manner of weather events. For
Bennett, “collaboration” and “co-operation” (between heat and event,
for example) are what draw together agencies that operate together.
By way of Spinoza’s “affective bodies” (21, her precis as section title),
Bennett makes the case for distributed agencies which are “living, throb-
bing considerations” (23).4 Latour’s distributed agents need delegates to
represent them. For Bennett, while such representation would be part of
the confederacy, the agents can produce their own forces and forms of
expression. In the opening poem of Duffy’s anthology, bees are “poet
bees” who can, if necessary, speak for themselves (is the implication)
without the intervention of a human poetic speaker or, in other words,
a human delegate (“The Bees” line 5). Yet Duffy’s poems are alive with
both human delegates and nonhuman intelligences. They all throb with
vitality. It is the collaboration between the nonhuman/human and the
hybridity binding them which produces a web of confederacies.

In The Bees, there are hybrid distributions between the political of
cultural worlds and the personal inflections of the psyche. Such distribu-
tions find themselves played out in Duffy’s experiments with language.
There is a web of personal pains to be borne in the face of polit-
ical discourse. “Politics” (12) warns the reader that enmities are in the
air; politics generate a poetics of consternation and despair. The poem’s
speaker parodies the aggression of political language: it is full of “thump-
ing” and “hiss hiss hiss” (12, lines 3, 7). Politics inflicts pain on those in
our care. The poem’s addressee may be a loved one suffering from the
vicissitudes of the political: “your face” becomes a “stone” that “aches
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to weep, your heart a fist, / clenched or thumping” (lines 2–3). Such
suffering in politics is present in the “Big Ask” (9). The poem addresses
the horrors of the second Iraq War, Guantanamo Bay and Weapons of
Mass Destruction (WMD).

For Latour (and indeed for Duffy) the challenge of bringing together
an array of warring voices requires distributing agency against the false
notion of a State of Nature. Gaia wants politics, because Gaia wants
multiple entities who will inevitably disagree. They may do so in different
languages. Latour rejects any notion of a universal language for Gaia, as it
is misleading to regard ‘Her’ as a final arbiter (Facing Gaia 265). Such a
move would abandon the very politics which provides fertile ground for
Terrestrial negotiations and a productive response to the climate emer-
gency. Latour refers to James Lovelock, one of two creators of the Gaia
theory, Lynn Margulis being the other. Latour notes:

If Lovelock’s astute approach, as I have made clear, consisted in disaggre-
gating the system into a multiplicity of actors, each capable of encroaching
on the action of others, the political translation of a similar disaggregation
of agents has to be achieved in order for the encroachments of territories
on one another to become clearly visible at last (265–266).

Latour’s crucial point is that colliding political views are not just
unavoidable, they are necessary. After all, notes Latour, it is Lovelock who
has disabused us of our human fantasies that Gaia is a totalizing system
(“First” and “Second Lectures”).

Two of Duffy’s poems with different themes explore the pressures
poetry experiences as it embodies colliding views. Both poems shake up
the notion of a coherent Gaia, be this considered global or ecological.
The “Big Ask” (9–10) concerns itself with war and “Telling the Bees”
(52) dramatizes the war on our insect pollinators. The “Big Ask” stages
two conflicting voices. A poetic speaker begins the first line and a respon-
dent, represented by italics, provides an answer calculated to challenge the
premise of the initial question or request. The free verse is divided up into
verse paragraphs, focusing on matters of global politics. The third verse
takes us to the second Gulf War and matters of extraordinary rendition.

Guantanamo Bay – how many detained?
How many grains in a sack?
Extraordinary Rendition – give me some names.
How many cards in a pack?
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Sexing the Dossier – name of the game.
Poker. Gin Rummy. Blackjack. (lines 13–18)

Each non-italicized line states a matter to do with war, and its response
is to poke fun at an attempt to gain the truth in scalable terms. The
numbers detained in Guantanamo, the names (or even numbers) of those
suffering Extraordinary Rendition, the ‘sexing’ of the truth when it came
to WMD—all of these—are undermined by examples where scale is of no
importance, be these the grains in a sack or the number of cards in a
pack. The absurdity of what happened to the dossiers is highlighted by
throwing back something equally meaningless, namely, the names of card
games. The rhetoric of war offers but one voice; and the parodic dele-
gate who is interested in cards, reminds us perhaps of what Ulrich Beck
has termed the “risk society.” Arrest, imprisonment, weaponry are all
high-risk actions which, in more civilized times, could be played out by
card games. But the two voices, represented by non-italicized and itali-
cized lines, perform a difficult truth. It is almost impossible to signify the
vicissitudes of war, torture and WMD.

“Telling the Bees” presents yet another travesty. This time, the human
delegate is a Terrestrial agent struggling to explain the climate emergency
to the bee hive. The bees who would be ‘down to Earth’ or affectively
grounded in the land, have themselves been broken:

When I went to read
the bulletin about the broken holy beads
to the beads,
the beads were the bees themselves… (lines 1–4)

There seems to be an arbitrary, ghost rhyming correspondence
between “beads” and “bees.” In literal terms, the signifier to signified
connection makes no sense. But then these lines perform the ineluctable
problem of language itself: they signify the problems of communication
between the human to the nonhuman world. If the ‘beads’ are a metaphor
for language, just as beads can be broken, so can bees,

for a scattered bracelet of bees
lay on the grass by their burgled hive. (lines 16–17)

Just as the “bracelet” of beads signifies language, then as it is scattered
and becomes meaningless, so too do the bees die, and their efforts are
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stolen. The delegate for the bees struggles with the damage to human
language wreaked by climate breakdown. Indeed, the poem’s last verse
paragraph runs the risk of being blunter. It poses a series of “bs” (punning
on the buzz of the bees) which in their alliteration will not honey over
the horrific facts:

Black blood in the sea.
Corn buttercup brought to its knee.
No honey for tea. (lines 19–21)

Black blood is the fossil fuel poisoning the sea. It is not just the insects
that will suffer, but humans will have no honey in their tea. All life suffers
under the heat of burning fossil fuels, and so the buttercup is “brought
to its knee.” The use of “knee” hybrids the nonhuman flower with the
knee of human anatomy. The poetic speaker as delegate may make a plea
on behalf of humans and insects, yet the death of the nonhuman destroys
the human. The post-citizen delegate as a human poetic speaker hybrids
itself with the buzz of the bees. Two entities are present—the poetic
speaker (human) and the speaker’s amalgamation with the nonhuman
entity which is at the receiving end of the environmental war against it.

When the delegates as post-citizens come to the table to consider their
agreements and disagreements, language is unavoidable, yet language will
foil our best intentions. There is though, one sweetener. This is the
beauty of the poetry itself. That which causes shifts in human emotion
can transform the thinking of the post-citizens, the acknowledged dele-
gators who aim to bring one practice, for example poetry, to rub up
against the disciplines of science, anthropology, and environmental law.
As Latour emphasizes, in post-Holocene times, that is our period called
the Anthropocene (as Paul Crutzen has termed it), the planet is sensi-
tive to human action. Gaia as a mass of assemblages, all contradictory,
all needing their own disagreeing delegates, is highly responsive to every
action, and therefore, to all those who join as delegates.

For Latour, a “territory” needs to be thought of as more than a two-
dimensional space marked out on a map. Instead, an intellectual vision
worthy of the New Climate times should conceive of the territory as
‘something on which an entity depends for its subsistence, something that
can be made explicit or visualized, something that an entity is prepared to
defend’ (Facing Gaia 263, Latour’s emphasis). This statement highlights
how scientists, philosophers and poets can be delegates who speak on
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behalf of the nonhuman world across a territory, which is more than a
space to be colonized.

The poem “The Woman in the Moon” (49) offers a geological
nonhuman territory. It is represented by a female delegate. She is the
stuff of mythical, nursery rhyme materials, as she is the female answer to
“The Man in the Moon.” She does not deliver her messages by throwing
Moon rocks, but through the genre of nursery rhyme, made complex by
the human poetic experiment. This female-Moon-nursery rhyme-creature
of geology has a perfect vantage point from which to face our blue planet.
In her last line—marked in italics—she speaks directly and emphatically
to earth’s “peoples” (as Latour calls them in his “Fifth Lecture”). The
poem’s use of italics indicates the urgency of the address: ‘Darlings,/
what have you done, what have you done to the world’ (lines 15–16). This
poem begins the anthology’s third section, “What will you do with the
gift of your life” (47). Human gifts and wishes are not separate from
matters of environmental degradation. These are reflected upon by a
woman (presumably part human, part geology?) who is delegate for the
Moon. Here is the ecofeminism of the poem. Wittily she asks, “How
could you think it ever a man up here?” (line 3). When speaking as a
nursery rhyme character, she rewrites the traditional nursery narrative in
an adult tale of human existence, doing so by truncating the famous line,
“the cow jumped over the moon.” The first line of the first quatrain ends
in enjambment:

A cow jumped over. The dish ran away with

the spoon. What reached me were your joys, griefs,
here’s-the-craic, losses, longing, your lives
brief, mine long, a talented loneliness. I must have
a thousand names for earth, my blue vocation. (lines 4–8)

Rhymes, half-rhymes and ghost rhymes (“moon”), half ghost rhymes
(“loneliness” in line 7 and in line 8, “vocation,” enjambement and a
pile up of parataxis (lines 5, 6), drawing together a diverse lexis from
slang (“craic,” line 6) to the heightened “talented loneliness” (line 7), all
together suggest a poem both ancient and modern. When spoken aloud,
the rhymes, half rhymes and parataxis all give the sense of clutter, to
underline how the Anthropocene has been a period of excess. The blue
planet has been overwhelmed by a “thousand names” (line 8), or too
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much lexical stuff for planetary limits. Too many food delights have been
consumed. This “moon” woman refers to “melon” and “lemon,” as well
as “half an orange” (line 10). The brilliance in this line is that it resonates
with Latour’s idea of territory as representing more than a specific space;
instead, Latour theorizes a ‘territory’ as a mutually overlapping site of
concerns. In the case of the reference to melons and lemons, the entan-
glements occur between the human, in terms of areas that provide food,
and the nonhuman, in terms of Moon geology. The poem makes a hybrid
between food (associated with Earth) and extra-terrestrial geology (asso-
ciated with the Moon). In this sense, the caring, almost maternal Woman
in Moon, is the one to remind us of the horrors of Earth’s climate
catastrophe. This she describes through words that deploy the glottal
alliteration of the repeated “g” to express a shocking horror:

Devoted as words to things, I gaze, gawp, glare, deserts
where forests were, sick seas. (lines 13–14)

Between the human and the geological, this female creature embodies
geo-history. She is the past that has witnessed the older climate regimes.
She is elegiac in her statement about what is to come, and speaks with
prescience to us, those “darlings” who have “done” terrible things to the
world. As a ‘representative’ of a nonhuman object, the Moon, as it faces
Gaia’s peoples and their environmentally destructive behavior, Duffy’s
poem offers a poetry lesson in how to do politics as a climate politics.
She summons intimate aspects of human life and its language, be these
the practices of daily life, and its “craic,” and “the lover’s song” or “the
song of death” (line 12). The post-citizen is drawn into the woof and
weft of the political and the personal. These weave and un-weave tissues
of different idiolects, different voices.

“Politics,” “Big Ask,” “Telling the Bees” and “The Woman in the
Moon,” all dramatize the post-citizen poetic speaker as the unacknowl-
edged legislator of voices that find their way through webs of connection,
melting in and out of those distributions, bringing together yet keeping
separate a jig-saw puzzle of differing and colliding poems. The webs
that join the human and the nonhuman are under threat. They need
the participation of post-human delegates. It is the Moon, the Oceans,
the bee hive that can only survive through each other. These territo-
ries are sensitive to a humanity which, inevitably, is the enemy. The
materials which bind and separate the human and the nonhuman, and
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the multitude of various territories, are that which Stacy Alaimo terms
“trans-corporeal,” that state of human/nonhuman hybridity which can
be theorized as frothing out of Latour’s “cauldron.”

Out of the Cauldron: Trans-corporeal

Even the most respectable entities—characters in novels, scientific concepts,
technical artifacts, natural phenomena—are all from the same witch’s kettle,
for it is literally here, in this metamorphic zone, that all the tricksters and
all the shape-shifters reside. (Latour, Facing Gaia 66)

Poems bubble out of the cauldron’s ecological turmoil. Latour uses
the metaphor of the “witch’s kettle” to add to the plenitude of mean-
ings for Gaia. “She/they” (one wonders) can be conceived of as a
container brewing substances which transform from one entity to another.
In Latour’s vocabulary, the term “metamorphic zone” has an important
place. It defines the geological transformations and re-formations of plan-
etary materials (58). Gaia’s mutually colliding substances contribute to a
non-holistic (dis)organization. Characters in novels and, by close exten-
sion, the poetic speakers, characters, addressees and rhetorical figures of
poetry are cast into the same witch’s kettle, without being reduced to
any one substance. It is important to note that the plenitude of forms—a
point Latour makes all the way through his eight lectures—is as diverse as
the capacity for transformation. Gaia is more than a planet or the avatar
of the nonhuman world. Gaia is—to coin my own term—“more-than-
planet.” The kettle offers multiple conduits between the human and the
nonhuman, the scientific or the so-called “natural” (with a small not the
capital ‘N’ from the Old Climate Regime), the fictional and the political
of territories, be these the Moon or bee-hives.

What emerges from the Gaian froth is a materiality subject to
morphogenesis. The idea of metamorphic states resonates with Stacy
Alaimo’s term “trans-corporeal.” As I noted above, this concept makes
links between human bodies and nonhuman creatures, human bodily
substances and the nonhuman world, as well as the denigration of
ecosystems and chemical agents. Yet Alaimo goes further, by following
the porous thresholds between bodies, nonhuman and human, and the
nonhuman intelligences enmeshed in cultural objects. She follows the
scholar of feminist materialism, Vicki Kirby, whose Telling Flesh: The
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Substance of the Corporeal makes a compelling case for how to read the
“more-than-human world” as a textual entity. Textual life can be entan-
gled in and disentangle the more-than-human, or the term I use, the
nonhuman world. Art works, literary texts, novels and poems have a trans-
corporeal dimension. Alaimo quotes Kirby’s tracking of Jacques Derrida’s
famous dictum that “There is no outside of the text” (Derrida 144). Kirby
argues on behalf of a ‘writing’ that “both circumscribes and exceeds the
conventional divisions of nature and culture” (61). Moreover, as Alaimo
points out, Kirby “opens up the possibility” (256) that “nature scribbles
or that flesh reads” (Kirby 127). Here, Kirby’s poetic phrase, the rhetor-
ical figure of personification, argues that if flesh can read, then surely
too flesh can write. Just as in Derrida’s terms, reading and writing are
closely allied, in Alaimo’s analysis of Kirby, there is more at stake than
a general porousness between the ‘inside’ of the body and the ‘outside’
of ecosystem. In reading Kirby, Alaimo theorizes that just as the human
psyche is fleshy, so too does the nonhuman act in the world through its
psyche, that is, through its intelligence. To recall Latour, I would add
that this material feminist re-writing of a patriarchal theory-script, brings
an active female and trans-corporeal delegation to the table.

The post-citizen subject partakes of this trans-corporeal flow between
substances, thinking positions, poisons, elixirs, and all the entities that
shape-shift in the witch’s kettle, which is both a space for intellectual
debates, enmities, food production and insecticides. After all, insecticides
are at war with the task of producing a wide-range of crops, and are used
to mass-produce monocultures which, in turn, produce inevitable damage
to biodiversity and to human bodies. As Alaimo states, “the nonhuman
bodies that inhabit wild areas are riddled with the same toxins as our own
human bodies, since these toxins reach everywhere” (258). As the fold
collapses between toxins and human bodies, so it does between toxins,
their deathly side-effects and poetic language.

The first section of The Bees sets out the entanglements of life, writing
and utterance in its title “Dumb was as good as dead; better to utter.”
This section title makes clear that language is needed to speak on behalf of
death and its causes. In terms of deathly levels of pollutants, “Ariel” (11)
addresses the theme of insecticides. The poetic speaker represents more
than just the victims of “neonicotinoid insecticides” (line 2). One might
consider the wilful ignorance of the human farmers. In Latour’s terms, the
farmer-entrepreneurs who respond to food insecurity by producing great
amounts of food might consider themselves delegates of a responsible
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humanity who aim to feed the poor. These growers of monocrops might
regard themselves as practitioners of a beneficial technology. Indeed, one
can read the poetic speaker as taking on the role of more than one dele-
gate. Yet the poem tips towards the point of view which warns of the
risks of being in the thrall of insecticides and their techne-magic. The
title “Ariel” is the name of Prospero’s obedient assistant in Shakespeare’s
The Tempest. In Shakespeare’s play, Ariel’s magic assists the white Master
Prospero as he bends the natural environment to his wishes. Insecti-
cides present a type of magic and are a means of enhancing agricultural
productivity. The price to be paid, however, is environmental damage.

Where the bee sucks,
neonicotinoid insecticides
in a cowslip’s bell lie
in fields purple with lavender,
yellow with rape,
and on the sunflower’s upturned face;
on land monotonous with cereals and grain,
merrily

merrily;
sour in the soil (lines 1–9).

The fifth line which stipulates the phrase “yellow with rape,” offers
the poem’s anti-patriarchal and material feminist moment. This line rati-
fies the understanding that there is an intersectional and oppressive link
between violence against women and violence against the land, with all
its plenitude of “cowslips” (line 3) and “lavender” (line 4), all subju-
gated to the “monotonous” of monocultures. Duffy’s material feminism
also carries with it a Latour-like sense of colliding delegations. Impossible
positions are contained within the same poem. The repetition and typo-
graphical spacing of “merrily” provides a double-meaning (line 8). For
there may be merriment, or that superficial pleasure gained through the
enjoyment of cornucopia and its financial profits. But such limited gains
come to a semi-colon stop after the word “merrily.” Immediately after
the semi-colon, the reader is reminded that there will be “sour in the soil”
(line 9). This noun phrase lacks a verb. The soil is overwhelmed. There are
no actions to mitigate the “rape” (line 5). After all, it is humankind who
eat the cereals. Their bodies will be raped at a micro-cellular level. To use
Rob Nixon’s now canonical concept, “slow violence” works lethally over
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time. In “Ariel,” slow violence is associated with rape. Pollution is a trans-
corporeal and feminist issue. Within the poetic logic of the poem itself,
delegates for mass crop production and against it, will collide. Between
such distributed agencies in the poetic materials of “Ariel,” slow violence
does its work, being both the magician of mass food production as well
as being the environmental rapist.

“Ariel” belongs in the anthology’s first section, the title of which indi-
cates a desire to speak on behalf of the dead, the suffering and embattled.
Yet death is a thread throughout all the sections, undoing any sense of
progress through the collection. As the anthology continues its creative
games of presenting jig-saw pieces of poems, more technology appears in
the final section, titled “Out of the Silence I Fancied I Heard the Bronze
Buzz of a Bee,” and its tenth out of fourteen poems, “Drone” (79).
Buzzing noises will be part of the trans-corporeal inter-changes. The dele-
gates of the bees or the drone may offer radically different positions, but
they will do so through a morphing between substances.

An upward rush on stairs of air
to the bliss of nowhere, higher,
a living jewel, warm amber, her,
to be the one who would die there. (lines 1–4)

The words themselves become the bees, as they catch a female pres-
ence in the trajectory of words. Ostensibly, this poem refers to a drone
of bees and the Queen bee or “her” who might die. Yet given the jig-
saw puzzle of interlacing connections between poems, and given the Iraq
War reference of the “Big Ask,” I find it difficult to resist the word-
play present in “Drone.” This refers to the modern weapon which moves
rapidly through an “upward rush on stairs of air” (line 1). The notion
that a drone of bees is also a weapon presents a contradiction in terms. It
seems an impossible collision between various states of being (never mind
views); it seems almost impossible that a drone of bees might morph into
a weapon. The poem itself could be read as a trans-corporeal amalgam
between two impossible entities, the pollinator and the weapon of war.

Such an interpretation is not far-fetched given the poem which
precedes “Drone.” The “Human Bee” (76–77) narrates the life-cycle
of a human-bee hybrid, or to put it alternatively, an entity based on a
trans-corporeal human/nonhuman identity.



138 C. LORD

I became a human bee at twelve
when they gave me a small wand (lines 1–2).

As this hybrid creature reaches the point of being retired out, the wand,
a device used by humans working with bees, also reaches the end of its
life-cycle;

my hand was a trembling bird
in the leaves

the bones of my fingers thinner than wands. (lines 34–36)

The wands have morphed into bones and the bones are wands. The
nonhuman world of dead wood as tools of the trade are also the “bones
of my fingers” (line 36). Yet these human bones under pressure of aging
are also part of this human bee, with its hand which becomes a “trembling
bird” (line 34). There are no similes. Metaphor dominates. The “hand” is
the “trembling bird.” One might conjecture that the human bee can also
morph part of its bodily parts into other ecological entities, such as a bird.
The typographic layout of the poem with its fanning visual field of breaks
and cuts in the page suggests too, a bee moving into flowers amidst the
other creatures, such as birds. As a bird, the hand has agency and so does
the bird. The nonhuman world acts of its own accord and is far from a
passive agent or page to be written upon. Indeed, just as the nonhuman
world is vulnerable, so too are humans. Perhaps it is the trans-corporeal
sense of the human with the nonhuman which reminds the post-citizen
reader that in the time of the Anthropocene, we might heed our states of
precarity and our precarious life in the New Climate regime.

The trans-corporeal movements between bees, humans and the written
page itself finds its climax in the last poem of the anthology, “A Rare Bee,”
which reiterates the phrase from the title of the section: “the bronze buzz
of a bee.” To return to Latour’s epigraph for this section, the “metamor-
phic zone” is a generative space for the “trickster” and the “shape-shifter.”
Morphing can occur not just between the human and nonhuman which,
with the insights of material feminism allows the two to be anyway inter-
connected in hybrid form, but between fictional characters and material
entities. “A Rare Bee” opens up a landscape which brings the tradition of
poetry into the trans-corporeal realm. It does so using the ballade genre:

I heard tell of a tale of a rare bee,
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Kept in a hive in a forest’s soul
by a hermit – hairshirt, heart long hurt –
and that this bee made honey so pure,
when pressed to the pout of a poet
it made her profound; (83, lines 1–6)

The honey offers a magical ointment to conjure powers of artistic
expression. The female poet will be “profound” and in line 9, Pablo
Picasso is cited as having been a possible recipient. However, as the
poem progresses, it becomes clear that the nonhuman world is dying.
The poem’s terrain is one of ongoing extinction, as only one bee may
remain. Therefore, this theme links the poem to “Parliament.” The differ-
ence between the two poems, though, is that “A Rare Bee” examines the
ecological price being paid for the achievement of human excellence:

I uttered my prayer: Give me your honey,
bless my tongue with rhyme, poetry, song.
It flew into my mouth and stung.
Then the terrible tune of the hermit’s grief.
Then a gesturing, dying bee

on the bier of a leaf. (lines 26–30)

The bee makes honey, and this is injected into the poet through a sting
in the tongue. The trans-corporeal transit is accomplished. The bee fulfils
the poet’s wish, the price of which, will be the bees’ extinction. In losing
the bee, the hermit is robbed of his last act of planetary care towards
a dying species. One wonders what rhyme, poetry and song will ensue.
Perhaps the bee and the honey in all their rarity will morph into the rare
poet, who will have to be protected by the hermit. In terms of trans-
corporeal transformations, one might consider that the poet becomes like
the rare bee, namely, a rare poet, and one of the last to be working at
ends of poetry.

At such ends, there may be no cessation in transformations. The caul-
dron of human/nonhuman forms finds a space of poetic morphing in
Duffy’s trans-corporeal poems through porous linguistic tissues which act
as conduits for the miniscule (insecticides) and the landscape (fauna facing
monocultures). In “Drone,” the gathering and rising action of bees might
as well be a military weapon, which kills its Queen, or that unknown
“her.” The ecosystem can be monstrous. Latour likes to compare Gaia to
the tiger in The Life of Pi (40). The nonhuman world might devour you.
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The hybrid human bee learns that precarity and death are part of life,
and that all creatures age. “A Rare Bee” takes the trans-corporeal mate-
rials of the feminist poetic speaker and reminds the reader that poetic
excellence will emerge facing Gaia’s New Climate Regime and that poetic
experiment will survive at the ends of poetry.

The Ends of Poetry: Writing the Nonhuman

The last poem in The Bees offers its dark poetic materials as mode of
writing for the ‘ends’ of poetic practice. “A Rare Bee” presents its poetic
speaker as a “girl, poet” (line 12). The juxtaposition of the words “girl”
and “poet” suggest an evolving artist, who as an apprentice writer-knight,
roams into an ecologically denigrated world:

No birds sang in the branches over my head,
though I saw the wreaths of empty nests
on the ground as I rode – girl, poet, knight – (lines 11–13).

The line prior to this is “so I saddled my steed” (line 10). A knight
and a world without birds, one that cites exactly John Keats’s “La Belle
Dame Sans Merci,” and its line of “no birds sing,” suggests a freight of
intertextual connections:

What ails thee weary wight
Alone and paly loitering
Though the sedge is withered from the lake
And no birds sing. (Complete Works, 311 lines 1–4)

The “wight” is the knight, pale, unwell and in a state of toxic indispo-
sition, no thanks to the witching ways of La Belle Dame. In Keats’s poem,
“no birds sing” is a line that can be read as presenting ecological signifiers
as a metaphor for psychical collapse. But in the twentieth and twenty-first
centuries, the line carries different associations. As ecocritic Greg Garrard
has pointed out, Rachel Carson’s canonical Silent Spring (1962) uses
Keats’s opening stanza as an epigraph. As Garrard notes, Carson is under-
lining the fact that no witchcraft has caused the eco-catastrophe of birds
who die at the hands of DDT (2, quoted in Garrard). If in Keats’s poem
a darkly magical woman has blighted the environment, then for Carson,
the catastrophe of dead birds in the 1960s is a matter of insecticides.
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The culprits are humans. Intertextually, Duffy’s poem has jig-saw edges
that can be read back to “Ariel,” with its theme being insecticides. Ariel
may be a magic spirit, but insecticides are not. Nor is Gaia. The figure of
La Belle Dame could be analyzed as one aspect of an unruly Gaia. ‘She’
(they?) is/are sensitive to human actions, leaving the landscape of Duffy’s
poem entirely bereft of its birds.

Yet in a spirit of re-writing ecological codes of influence, Duffy’s
speaker, clearly a poet-in-process, as she is still a “girl” (line 13), reminds
the reader that the price of poetic excellence may be the “wreaths of
empty nests” (line 12). Human accomplishments come at a devastating
price. As poets ingest the honey of rare bees, so bee populations die,
and so too does the ecosystem which supports birds. The implication is
that the “rare bee” may indeed be the last bee. Moreover, “A Rare Bee”
combines two delegations: one that would support the poet-speaker, or
that post-citizen poet who is determined to seek poetic excellence in a
dying world (and at the expense of that world), and a post-citizen dele-
gate who wants to remind us of the dangers of human ambition. The two
warring delegates—one on behalf of poets, the other questioning their
eligibility—could never agree.

Perhaps the hope lies in a distribution of agency. Reading “A Rare Bee”
as a jig-saw piece to be juxtaposed with the anthology’s very first poem
“Bees” offers a key to how such distribution might work (3). “Bees”
comprises a three-stanza lyric. It has an opening and closing quatrain. The
poem’s typography offers a hint: the quatrains are the head and lower part
of the bee, the middle part of the poem has more lines, and is somewhat
larger. Perhaps the latter is the bee’s back and stomach. The visual shape
is joined by auditory linguistic signifiers. While the poetic speaker is not a
bee, they partake of the joys of bee-like noises. The opening stanza enjoys
its ‘b’ buzzing alliteration and onomatopoeia.

Here are my bees,
Brazen, blurs on paper,
Besotted; buzzwords, dancing
their flawless, airy maps. (lines 1–4)

The movements of the words hover and stutter. The page could be the
flower. Words are bees, and bees are words. Here is a trans-corporeal rela-
tionship between the words and the materiality of the bees. Perhaps the
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words themselves might be alive too. They might even be creatures them-
selves. The poetic speaker does remind us of how knowing the bees are, as
they are “wise—and know of us:/how your scent pervades/my shadowed,
busy heart, and honey is art’ (line 11–13). One wonders to whom the
“your” refers. This might be the addressee who is human or the addressee
who is the bee. The confusion is purposeful. Once again, the trans-
corporeal tissues between words and creatures are woven throughout the
poem. The bees and their practices will honey their way into our human
endeavours. The same is true of territories. The bees make their ‘airy
maps’ (line 4), and one can only recall Latour’s prosaic statement that a
territory can be thought of as “something on which an entity depends for
its survival” (Facing Gaia 265, Latour’s emphasis). Bees need flowers,
bee-words need paper. The obvious cannot be overstated: no trees, no
paper. The survival of poetry requires a thriving nonhuman world.

If the two poems “A Rare Bee” and “Bees”—that is, the first poem
of the anthology and its last—are taken together, one possibility emerges.
One would think that if the nonhuman world ends, so does the ability to
write, to create or to signify at all. Yet the matter might be reversed.
Perhaps the existence of the poems themselves, their carrying of bee
substances and the last gift of the rare bee, is a way of continuing biodi-
versity through the words themselves. In this sense, the first and last poem
of Duffy’s The Bees offer hope, that at the ends of the world, at the
ends of poetry, the words themselves can carry surviving elements of the
nonhuman world. To recall Alaimo’s citing of Vicki Kirby’s suggestion
that natural materials become the substance and shape of writing, then
both poems, the first and the last, present bees as a form of trans-corporeal
textuality.

The material feminisms at the heart of Duffy’s anthology can only
be analyzed through the contradictory positions posed between very
different poems. Unlike “Bees” and “A Rare Bee,” “Parliament” eschews
hope.

Then in the writers’ wood,
Every bird with a name in the world
Crowded the leafless trees,
Took its turn to whistle or croak,
An owl grieved in an oak,
A magpie mocked. A rook
cursed from a sycamore.
The cormorant spoke:
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Stinking seas
below ill winds. Nothing swims.
A vast plastic soup, thousand miles
Wide as long, of petroleum crap. (lines 1–12)

This animal fable features trans-corporeal creatures in the forms of
birds, their tissues contaminated with plastics, oils, methane, dying peat
bogs, all entangled in a poetic language which is itself porous to all
the molecules of poison. Whether the fossil fuel has been industrial-
ized into petrol or plastic soup, this is one poem in which the weight
of carbon has no delegate that can win us over. It is the birds who
are the delegates. These winged creatures express their weight of melan-
cholic and rageful reactions. As well as the “mocking magpie,” and the
“bird of paradise” that “wept in a willow” (line 13), there is a “wood-
pecker” which “heckled” (line 24) and “A hawk swore” (line 33). That
“every bird with a name in the world” joins the meeting produces
a noisy avian Parliament carrying with it, an intertextual reference to
Geoffrey Chaucer’s Parlement of Fowls, known also as the Assemble of
Foules (William Caxton’s 1478 edition). Chaucer’s gathering stages Dame
Nature overseeing a debate between the birds on matters of love and sex,
with three male eagles vying for the attention of a female eagle. Intertex-
tually, the themes of Chaucer’s poem and that of “Parliament” could not
be more poles apart. The fourteenth century drama concerns itself with
libidinous joys; the twenty first century poem is about the end of times
and the end of sex. The materiality of the ecosystem in Duffy’s poem, that
is the woods which are being destroyed, the oceans full of plastics and the
melting ice-caps, provides the habitats for which the birds become dele-
gates, overseen by the poem’s speaker, who is in “the writer’s woods”
(line 1). The implication is that one human delegate is tasked with trans-
lating the bird language. In Chaucer’s poem, the unquestioned presence
of a healthy ecosystem is what can foster debates about love. Love matches
lead to children. In Duffy’s poem, the distinct possibility is presented that
there will be no progenitors and therefore no offspring.

Poetic language is also at risk. Two important bird statements make
explicit connections between language and the nonhuman world. When
the gull speaks it refers to the “language of fish/cut out at the root” (lines
13–14). The use of “root” provides an example of word-play. A root word
in grammar is one which needs no prefixes or suffixes. It is entire in itself.
Root words are essential to the existence of a language, as they constitute
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its building blocks. If these roots disappear so does language. If fish lose
their grammar, it may be that as a species, they cease to exist. Lines 22–23
present another form of environmental as verbal catastrophe. As the gull
explains in verbless phrases, syntax is already breaking down:

Mute Oceans. Oil like a gag
on the Gulf of Mexico.

Fossil fuels prevent the oceans from being able to be their own dele-
gate, as these make the oceans “mute.” The oil is a “gag,” to the point
that the gull has to be a delegate for the oceans, just as the poet in the
“writer’s wood” is speaking on behalf of the birds and acting as their
representation. The translation of avian semiotics into human grammar
and lexis provides an explosion of nouns. The ‘macaw squawked’:

Nouns I know –
Rain. Forest, Fire. Ash.
Chainsaw. Cattle. Cocaine. Cash.
Squatters. Ranchers. Loggers. Looters.
Barons. Shooters. (lines 28–31)

While the macaw may be challenged in its use of verbs, the intense
parataxis that ensues, with a nightmarish list of burning forests and those
who cut them down, gives the sense of an overwhelming sharp, unstop-
pable list of attacks. Indeed, parataxis with its jabbing full stops may
more powerfully convey the horror in the forest. There is a dramatic
and exciting dimension to this tortured song of nouns, which shows
how much poetic experiment can be performed even on so little, that is,
even with the absence of verbs. Both the bird-delegates and the poetic-
speaker experiment passionately, even with dwindling resources. The ends
of poetry, going on no matter what, necessitate the discovery of new
poetic forms; it is through these that poets and readers can find new
thresholds for survival.

Gaia’s collapsing ecosystem would inevitably destroy the woods into
which the writer ventures. To recall Latour, for the Earthbound there
is no escape from the consequences. No woods, no writing, no poetry.
The birds of “Parliament” are the cacophony at the ends of poetry. But
the final and unrelenting dystopian moment arrives in the last line. In
all the verse paragraphs except the last, the birds have been quoted in
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italics—they can still speak. However, the poem’s final lines suggest that
a mythically slaughtered bird can no longer speak:

and the albatross
telling of Arctic ice

as the cold, hard moon calved from the earth. (lines 50–53)

The albatross is an intertextual reference to Samuel Taylor Coleridge’s
“The Rime of the Ancient Mariner” (1798). The poem’s famous narra-
tive explores the Mariner’s slaying of the albatross, and the revenge that
is consequently wreaked upon him by the nonhuman world. The impli-
cation in “Parliament” is that collectively, all humans are the Mariner.
Through our burning of fossil fuels, we slay our ecosystem. As a metaphor
for our life-support system, the albatross hangs around our anthropogenic
necks. In the poem’s final two lines, there are no more italics, because at
this stage, all birds are now silenced. The use of “calved” presents yet
more word-play. There will be no more calves, no more young animals.
Calving also defines the crashing of icebergs into the sea as they melt.
When all is melted the climate will have finally broken down. When the
Moon itself leaves the earth, there will be no working gravity system for
the oceans. The poem’s last lines depict the ends of poetry as the ends of
the practice of delegation, which itself needs a working climate to bring
all to the table.

However, the hope is in the reference to the albatross and the “moon.”
The albatross of “The Rime Ancient Mariner” may be dead, but the
Mariner’s story will continue. In terms of Duffy’s anthology of jig-saw
pieces, never to be solved, the Moon leaving the earth does refer back
to the “Woman in the Moon.” Given that the Moon as a character is
half geological, her existential status may confer on her, a resilience. At
her distance from the Earth, she will survive climate collapse. Perhaps,
therefore, the Woman in the Moon will continue her practice of poetry.
One might imagine various eventualities, which both “Parliament” and
the “Woman in the Moon” invite. In “A Rare Bee,” the possibility that
literary forms and narratives might find some “wreaths of empty nests”
(line 12) suggests that an empty nest might one day burgeon into new
creations. In the event of human extinction, the practice of poetry might
be taken over by nonhuman intelligences. These nests are implied by the
very presence of Duffy’s poems. It is exciting to consider what new poetic
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forms might emerge after (or even from) Duffy’s oeuvre, her contempo-
raries and new generations of ecopoets. Even though Duffy’s collection
does not reference AI, one might now consider retrospectively how it
could play a major role in writing its own posthuman poetry. At the ends
of poetry, the pressing question is to consider what post-citizen, human,
nonhuman as in the ‘natural world’ or as in AI, may be producing poetic
forms, whatever these might look like. We can only speculate.

Conclusion: Post-citizens Begin

Duffy’s poetry invites an alliance between the post-citizen reader and
post-citizen poetic speaker, insomuch as both are enmeshed in mate-
rial feminist voices. I have brought together the theorists whose work
is central to my conceptualization of the post-citizen, one which relies on
the creative collisions which emerge between different critical approaches.
For instance, the fault-lines between Latour and Alaimo have provided
much insight into how Duffy’s poetic speakers merge, yet are separate
from their ecological as figurative materials. While Latour’s warring dele-
gates speak on behalf of nonhuman entities, Alaimo’s trans-corporeal
channels between humans and nonhumans allow the latter to speak on
their own behalf. Jane Bennett has referred to a “confederacy” along
the lines of distributed agencies. These can only find shape through
an ensemble of different voices. For Alaimo, as such voices make inter-
stitial bonds between the human and nonhuman, they are profoundly
embodied. Intimately subject to both pleasures and terrors, post-citizen,
that is, trans-corporeal bodies are porous to both nourishment and toxins.

Duffy’s The Bees presents a realm of distributed agencies which speak
in traditional poetic tropes; these then undo the figurations of well-worn
historical forms. What is revealed between the nonhuman and human
space is a realm of interstitial because trans-corporeal relations. Bees are
more than their bodies as insects. Not only do they produce honey for
human consumption, they become the very materials of a poem; their
materiality is smart materiality. To recall Alaimo citing Kirby from above,
the nonhuman world ‘scribbles,’ which means that it can write without
seeking human representation. It is more than ‘self-representational’
because it uses poetic figures while becoming the literary figures them-
selves, engaging in the pleasures of paper and, in the case of the bees,
producing both honey and poetic art. However, such pleasures for the
post-citizen reader and the post-citizen, poet-delegate are infected with
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the pains of toxicity. The birds and the bat of “Parliament” must ensure
that their bird language becomes admixed with poetic human language;
this language not only dramatizes the horrors of pollution, its grammar
is truncated as it carries a rack of pollutants. However, materials which
are toxic and fractured offer points of departure for experiments in poetic
form. Dying bodies, full of plastics and oil, can still engage in artistic
experiments while speaking truth to fossil fuels. Such Terrestrial and
trans-corporeal bodies break down into molecular elements which are
entrenched in pollution. These are the bodies at the ends of poetry. These
are the bodies which allow a poetry that can begin a new, post-citizen,
artistic experiment.

Latour’s Gaia is an ensemble of myriad entities, including us humans,
which when facing Carol Ann Duffy’s cosmos of bees and other nonhu-
mans, finds infinite connections along untold networks of distributed
agencies. In poetry, it is these agencies which carry literary figurations.
The shattering of such traditional forms and their re-invention are a means
of allowing what is toxic to become productive in facing the New Climate
Regime. One might reconsider Percy Bysshe Shelly’s much quoted line
from his The Defence of Poetry (1821) that “poets are unacknowledged
legislators of the world.” One might say that post-citizen poets are the
unacknowledged delegates for nonhuman survival in the future of an
uncertain world.

Notes

1. The hardcopy of the Picador edition first appeared in 2011. The
paperback version, issued in 2012, is the edition referred to in this
book chapter.

2. For Latour, Gaia becomes the new socius and the new regime
(2017). In reading a citation from geographer Patrick Geddes,
Latour pays attention to the phrases “scientific model,” “arch-
Druid” and the “intermediary of poetry” (Facing Gaia, 129–130).
Making the necessary entanglements between artistic and political
practices, requires diverse voices and, therefore, diverse delegates.
They will represent a range of different interests.

3. What is important for Alaimo, is the undoing of hierarchies between
toxins, the nonhuman world and human bodies. For her, the
feminist underpinning of this project does involve dismantling the
patriarchal hierarchies between the ‘human’ (read male) and the
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inert, ‘written upon’, that is, nonhuman world, deemed as a passive
female ‘Nature’. Alaimo supports this project with her detailed
readings of Barad, Merchant and Plumwood, to name but three
scholars.

4. Bennett’s Chapter 2 devotes a section, “Affective Bodies” on devel-
oping this Spinozian concept.
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