
      
        [image: epub-cover-image]
      

      
        Poetry in the Digital Age

      
      
        
          Poetry in the Digital Age

        

        
        

        Edited by

        Claudia Benthien
        

        Friedervon Ammon
        

        Hannes Bajohr
        

        Jörg Döring
        

        Julia Lajta-Novak
        

        Karen Leeder
        

        Ralph Müller
        

        Jesper Olsson
        

        Paweł Piszczatowski
        

        Jessica Pressman
        

        Antonio Rodriguez
        

        Hans Kristian Strandstuen Rustad
        

        Holger Schulze
        

        Eckhard Schumacher
        

        Henrieke Stahl
        

        Birgitte Stougaard Pedersen
        

        Fabian Wolbring
        

        Volume 5

      
      
        
        

        
          Poetry in the Digital Age

        

        
        

        An Interdisciplinary Handbook

        
          
            Edited by

            Claudia Benthien

            Vadim Keylin

            Henrik Wehmeier

          

        

         
          
            [image: De Gruyter Logo]
          
 
        

      
      
        

        ISBN 9783111694061

        e-ISBN (PDF) 9783111704548

        e-ISBN (EPUB) 9783111704593

        Bibliographic information published by the Deutsche Nationalbibliothek

        The Deutsche Nationalbibliothek lists this publication in the Deutsche Nationalbibliografie; detailed bibliographic data are available on the Internet at http://dnb.dnb.de.

        © 2025 the author(s), editing © 2025 Claudia Benthien, Vadim Keylin, and Henrik Wehmeier, published by Walter de Gruyter GmbH, Berlin/Boston, Genthiner Straße 13, 10785 Berlin
This work is licensed under the Creative Commons Attribution-NonCommercial-NoDerivatives 4.0 International License.

      
      Übersicht
	Table of Contents


        Contents

        
          	Frontmatter

          	Contents

          	Preface

          	Claudia Benthien Introduction
            
              	Poetry between different media and artistic genres

              	The ERC research project Poetry in the Digital Age

              	Overarching new perspectives, challenges, and research areas

            


          	Part I: Adapting the Concepts and Parameters of Poetry Research
            
              	Louise Mønster I.1 Lyric Genre Theory
                
                  	The lyric genre in poetry research

                  	Adaptation and transformation of the lyric genre in the digital age

                  	Case study: Poetry as a new kind of medicine

                


              	Esther Kilchmann I.2 Poetic Function
                
                  	Poetic function, poeticity, and the palpability of signs

                  	Examples in contemporary poetry: Yoko Tawada and Ana María Uribe

                  	Summary

                


              	Claudia Benthien I.3 Poetic Language
                
                  	Poeticity, quality of difference, and perception

                  	Excess structuring and poetic thickness

                  	Ambiguity and polysemy

                


              	Antje Schmidt I.4 Poetological Poetry
                
                  	Introduction

                  	Topics and dimensions of poetological poetry

                  	Mediality and materiality of poetological poetry

                  	Poetological symbolism in the digital age

                  	Poetological erasure poems on X/Twitter

                


              	Henrieke Stahl I.5 Lyric Subjectivity
                
                  	Theory of lyric subjectivity

                  	Lyric subjectivity under the conditions of advanced technology

                  	Lyric subjectivity and poetry performance

                  	Interspecies lyric: a tree as poet

                


              	Eva Zettelmann I.6 Mood (Stimmung) in Poetry
                
                  	Stimmung: A philosophical history

                  	Mood as embodied cognition

                  	Lyric mood in the digital age

                


              	Jan Röhnert I.7 Cycles and Sequential Structures
                
                  	Introduction and historical background

                  	Challenges in the (early) digital age

                  	Exemplary cycles in contemporary poetry

                


              	Kira Henkel I.8 Verse, Stanza, and Versification
                
                  	General definitions

                  	Elements of coherence: The example of the sonnet

                  	Contemporary perspectives

                


              	Fabian Wolbring I.9 Rhyme, Meter, and Rhythm
                
                  	Defining rhythm

                  	Rhythm, rhyme, and meter in the digital age

                  	From rhythm to Prägnanz

                


              	Frieder von Ammon I.10 Musicality and Sangbarkeit
                
                  	Poetry and music: Preliminaries

                  	The problem of singability

                  	Musicality and singability: Recent transformations

                  	Musicality and Singability in the digital age: Two case studies

                


              	Vadim Keylin I.11 Voice and Orality
                
                  	Oral literature and voice in poetry research

                  	The materiality of voice and language

                  	Performativity and vocal identity

                  	Case studies

                


              	Judith Niehaus I.12 Layout and Typography
                
                  	Introduction

                  	Transformations in the digital age

                  	The (digital) typography of code poetry

                


            


          	Part II: Between Established Genres and Emerging Formats
            
              	Solveig Daugaard II.1 Printed Poetry
                
                  	Media ecologies, postdigital publishing, and the rise of bookishness

                  	From lyric subjectivity to representational politics

                  	The printed codex and the shape of poetry

                  	Artist’s books, calligraphy, and alternative alphabets

                  	Postdigital small press publishing

                  	Summary

                


              	Daniela Silva de Freitas II.2 Live Oral Poetry
                
                  	Introduction

                  	Oral poetry, performance, and liveness

                  	Subgenres of live oral poetry

                  	Conclusion

                


              	Antonio Rodriguez II.3 Musicalized Poetry
                
                  	Poetry, music, and multimedia

                  	The musical terminology of lyric poetry in the digital age

                  	Common aesthetic orientations beyond genres

                  	Digital heritage for poetry and music

                


              	Marc Matter II.4 Recorded and Audioliterary Poetry
                
                  	Introduction

                  	Recording for documentation and preservation

                  	Audioliterary writing and recording’s productive potential

                  	Prospect

                


              	Anna Hofman, Antje Schmidt II.5 Audiovisual Poetry
                
                  	Introduction

                  	Genres, types, and formats of audiovisual poetry

                  	Summary

                


              	Wiebke Vorrath II.6 Digital Poetry
                
                  	Subgenres of digital poetry

                  	Conclusion

                


              	Magdalena Elisabeth Korecka II.7 Social Media Poetry
                
                  	Platformized socially engaged poetry

                  	What defines social media poems?

                  	Affordances and social media poetry

                


              	Alessandro Achilli II.8 Political and Activist Poetry
                
                  	Defining political and activist poetry

                  	Themes and strategies of activist poetry

                  	Poetry and (trans-)national struggles

                  	Political poetry in Belarus and Ukraine

                


              	Claudia Benthien, Norbert Gestring II.9 Poetry as Public Art
                
                  	Poetry in public spaces: Theoretical background

                  	The aesthetics of poetry installations

                  	The aesthetics of performative poetry formats

                  	Closing remarks

                


            


          	Part III: Interdisciplinary Perspectives and Research Fields
            
              	Ralph Müller III.1 Lyricology
                
                  	Fictionality and non-fictionality

                  	Lyric enunciation and address

                  	Lyric text worlds

                  	Form and lyric

                


              	Mike Chasar III.2 Cultural Studies and Literary Sociology
                
                  	The predicament: Poetry studies and the challenge of mass culture

                  	The unfulfilled promise of early cultural studies and literary sociology

                  	Exceptions and ways forward: Cultural studies approaches to mass-produced, -circulated, and -consumed poetries

                  	Conclusion

                


              	Jayrôme C. Robinet III.3 Gender and Queer Studies 
                
                  	Field and key terms

                  	Preliminary notes on queer poetry

                  	Queer poetry in the digital age

                


              	Anna Hofman III.4 Cultural Memory Studies
                
                  	A brief overview of cultural memory studies

                  	Analyzing memory in (print) poetry

                  	Memory poetry in digital media

                


              	Jahan Ramazani III.5 Postcolonial Studies
                
                  	Concepts, key terms, trends

                  	Poetry and the postcolonial

                  	Postcolonial poetry in digital forms

                


              	Franziska Bergmann III.6 Multilingualism Research
                
                  	The concept of multilingualism

                  	Multilingual poetry

                  	Yoko Tawada’s multilingual poetry

                


              	Vadim Keylin III.7 Sound Studies and Musicology
                
                  	Introduction

                  	Melopoetics and poetophony

                  	Sound in poetry

                  	Sound of poetry

                  	Sound and poetry

                  	Conclusion

                


              	Rebecka Dürr III.8 Speech Communication Studies
                
                  	Transdisciplinary perspective

                  	Oral interpretation

                  	Speech expression

                  	Methodology, research, and fields of practice

                


              	Birgitte Stougaard Pedersen III.9 Audio Media Research
                
                  	Introduction: “cutting through” and “going along”

                  	Listening to voices in digital audiobooks

                  	Listening and voice in radio montages and podcasts

                  	The performing voice – orality and vocality

                  	Listening modes across oral formats

                  	Recapitulation

                


              	Cornelia Gräbner III.10 Performance and Theater Studies
                
                  	Enactment, embodiment and presence

                  	Mise-en-scène

                  	Intermediality and transmediality

                


              	Henrik Wehmeier III.11 Film Studies
                
                  	Introduction

                  	Film adapting poetry

                  	Concepts of film theory

                  	Neoformalism and poetry

                  	Film phenomenology and poetry

                  	Outlook: Digital post-cinema

                


              	Yvonne Al-Taie III.12 Visual Culture Studies
                
                  	From art history to visual culture studies

                  	Concepts of the image

                  	Methodological approaches derived from literary studies and linguistics

                  	Intermediality, multimodal studies, and material culture studies

                  	Concluding remarks

                


              	Claudia Benthien III.13 Media Art Research
                
                  	Notions, subgenres, and state of the art

                  	Entanglements between poetry and media art

                  	Theoretical approaches and interdisciplinary perspectives

                


              	Olga Sokolova III.14 Media Linguistics and Multimodal Studies
                
                  	Approaching the media linguistics and multimodal studies nexus

                  	Media linguistic analysis of contemporary poetry

                  	Multimodal analysis of poetic discourse

                


              	Jesper Olsson III.15 Media Ecology and Media Archaeology
                
                  	Poetry and/as media theory

                  	Media ecological perspectives on/in poetry

                  	Media archaeologies of/by poetry

                


              	Jessica Pressman III.16 Digital Humanities
                
                  	Defining digital humanities

                  	Infrastructural imaginaries

                  	Electronic literature as DH

                  	Critical code studies and cultural analytics

                  	Conclusion

                


            


          	Part IV: Current Debates
            
              	Henrik Wehmeier IV.1 Poetry Performance between Liveness and Mediatization
                
                  	Performing liveness

                  	Debates about liveness vs. mediatization

                  	Levels of liveness

                


              	Julia Novak IV.2 Staging the Self in Spoken-Word Poetry
                
                  	Authenticity, autobiography, activism

                  	Authenticity, personal experience, and the body in spoken-word

                  	Autobiographical spoken-word poetry as feminist counter-discourse

                  	The problem with authenticity – and alternative modes

                  	Conclusion

                


              	Jörg Döring IV.3 Performative Epitexts in Poetry Readings
                
                  	Poem presentation and performative epitexts in poetry reading

                  	The notion of paratext and performative practices

                  	The poet as sovereign juggling between “high” and “low” culture

                  	Iterability and routine of repetitive readings

                  	Poem performance as epitext?

                


              	Clara Cosima Wolff IV.4 Aesthetics of Access in Contemporary Poetry
                
                  	Accessibility tools: The technical level

                  	Accessibility of digital materials: Alt text

                  	Translated written page poetry: Braille

                  	Accessible future?

                


              	Eckhard Schumacher IV.5 Entanglements of Pop Lyrics and Poetry
                
                  	“Lyrics are not poetry” – differences between lyrics and poetry

                  	Lyrics as literature? Current debates in literary studies

                  	The Poetry of rap: words, sounds, and more

                  	Widening the scope: Beyond poetics, aesthetics, and cultural studies

                


              	Heinz Drügh IV.6 Contemporary Poetry as Commodity
                
                  	Commodified lyrical speech and literariness

                  	Instapoetry as an alternative form concept?

                  	Selling poetry as fine art

                  	Lyrical consumer aesthetics

                


              	Lili Pâquet IV.7 Digital Publishing of Poetry and its Detractors
                
                  	Introduction

                  	What is the digital publishing of poetry?

                  	Print vs. digital

                  	Trade-published vs. self-published

                  	Elite vs. amateur

                  	Final thoughts

                


              	Solveig Daugaard IV.8 Representational Politics and Poetry
                
                  	Poetry as a representational battlefield

                  	Race, conceptual poetry, and the Mongrel Coalition Against Gringpo

                  	Diversity – the end of the universal subject in poetry?

                  	Conclusion

                


              	Peter Stein Larsen IV.9 Global Poetry and the Limits of Translation
                
                  	Concepts, key terms, trends

                  	Historical and contemporary perspectives on global poetry

                  	Reflecting on recent approaches after the translational and digital turns

                  	Summary

                


              	Roberto Simanowski IV.10 Digital Poetics between Signification and Spectacle
                
                  	Text without author

                  	Code and concept

                  	Text installation without text

                  	Sound and meaning

                  	Conclusion

                


              	Vadim Keylin, Wiebke Vorrath IV.11 AI Creativity and Poetry
                
                  	Paradigms of AI authorship

                  	AI as autonomous poet

                  	AI poetry as collaborative writing

                  	AI poetry as found poetry

                  	Final thoughts

                


              	Hans Kristian Strandstuen Rustad IV.12 Posthumanism and Poetry in the Anthropocene
                
                  	Introduction

                  	Posthumanism

                  	Anthropocentric critique

                  	Enlightenment ideas in posthumanism

                  	Posthuman poetry in the digital age

                  	Ecopoetry

                


              	Claudia Benthien IV.13 Negotiation and Critique of Digitality in Page Poetry
                
                  	Hyperconnectivity and its discontents

                  	Poems negotiating disconnectivity

                  	Illuminating the downsides of digital infrastructures

                  	Imitating network structures and exposing poetic self-reflexivity

                  	Comparative summary

                


            


          	Names Index

          	Subject Index

          	Authors

          	Index

        

      	XI
	XII
	XIII
	XIV
	XV
	XVI
	1
	2
	3
	4
	5
	6
	7
	8
	9
	10
	11
	12
	13
	14
	15
	16
	17
	18
	19
	20
	21
	22
	23
	24
	25
	26
	27
	28
	29
	30
	31
	32
	33
	34
	35
	36
	37
	38
	39
	40
	41
	42
	43
	44
	45
	46
	47
	48
	49
	51
	52
	53
	54
	55
	56
	57
	58
	59
	60
	61
	62
	63
	64
	65
	66
	67
	68
	69
	70
	71
	72
	73
	74
	75
	76
	77
	78
	79
	80
	81
	83
	84
	85
	86
	87
	88
	89
	90
	91
	93
	94
	95
	96
	97
	98
	99
	100
	101
	103
	104
	105
	106
	107
	108
	109
	110
	111
	112
	113
	114
	115
	116
	117
	118
	119
	120
	121
	122
	123
	124
	125
	126
	127
	128
	129
	130
	131
	132
	133
	134
	135
	136
	137
	138
	139
	140
	141
	143
	144
	145
	146
	147
	148
	149
	150
	151
	152
	153
	154
	155
	156
	157
	158
	159
	160
	161
	162
	163
	164
	165
	166
	167
	168
	169
	170
	171
	172
	173
	174
	175
	176
	177
	179
	180
	181
	182
	183
	184
	185
	186
	187
	188
	189
	191
	192
	193
	194
	195
	196
	197
	198
	199
	200
	201
	203
	204
	205
	206
	207
	208
	209
	210
	211
	212
	213
	215
	216
	217
	218
	219
	220
	221
	222
	223
	224
	225
	227
	228
	229
	230
	231
	232
	233
	234
	235
	236
	237
	238
	239
	240
	241
	242
	243
	244
	245
	246
	247
	248
	249
	250
	251
	252
	253
	254
	255
	256
	257
	258
	259
	260
	261
	262
	263
	264
	265
	266
	267
	268
	269
	270
	271
	272
	273
	274
	275
	277
	278
	279
	280
	281
	282
	283
	284
	285
	286
	287
	288
	289
	290
	291
	292
	293
	294
	295
	296
	297
	298
	299
	301
	302
	303
	304
	305
	306
	307
	308
	309
	310
	311
	313
	314
	315
	316
	317
	318
	319
	320
	321
	322
	323
	325
	326
	327
	328
	329
	330
	331
	332
	333
	335
	336
	337
	338
	339
	340
	341
	342
	343
	344
	345
	346
	347
	348
	349
	350
	351
	352
	353
	354
	355
	356
	357
	358
	359
	360
	361
	362
	363
	364
	365
	366
	367
	368
	369
	370
	371
	372
	373
	374
	375
	376
	377
	378
	379
	380
	381
	383
	384
	385
	386
	387
	388
	389
	390
	391
	392
	393
	395
	396
	397
	398
	399
	400
	401
	402
	403
	404
	405
	406
	407
	408
	409
	410
	411
	412
	413
	414
	415
	416
	417
	419
	420
	421
	422
	423
	424
	425
	426
	427
	428
	429
	430
	431
	432
	433
	434
	435
	436
	437
	438
	439
	440
	441
	442
	443
	444
	445
	446
	447
	448
	449
	450
	451
	452
	453
	455
	456
	457
	458
	459
	460
	461
	462
	463
	464
	465
	466
	467
	468
	469
	470
	471
	472
	473
	474
	475
	476
	477
	479
	480
	481
	482
	483
	484
	485
	486
	487
	488
	489
	491
	492
	493
	494
	495
	496
	497
	498
	499
	500
	501
	502
	503
	504
	505
	506
	507
	508
	509
	510
	511
	512
	513
	515
	516
	517
	518
	519
	520
	521
	522
	523
	524
	525
	526
	527
	528
	529
	530
	531
	532
	533
	534
	535
	536
	537
	538
	539
	540
	541
	542
	543
	544
	545
	546
	547
	548
	549
	550
	551
	552
	553
	554
	555
	556
	557
	559
	560
	561
	562
	563
	564
	565
	566
	567
	568
	569
	570
	571
	572
	573
	574
	575
	576
	577
	578
	579
	580
	581
	582
	583
	584
	585
	586
	587
	588
	589
	590
	591
	592
	593
	595
	596
	597
	598
	599
	600
	601
	602
	603
	604
	605
	629
	630
	631


       
         
          Frontmatter
 
        
 
      
       
         
          Contents
 
        
 
      
       
         
          Preface
 
        
 
        This handbook is a central result of the interdisciplinary research project Poetry in the Digital Age, conducted from 2021 to 2025 at the University of Hamburg and supported by an ERC Advanced Grant. Reflecting the project’s approach to poetry and poetry research as expanded fields, this volume offers 50 contributions by an international collective of authors that highlight the diversity of contemporary poetry, examining it from a wide variety of complementing theoretical and methodological angles. As a multifaceted and intermedial phenomenon, poetry in the digital age not only demands a rethinking and expansion of the traditional paradigms of literary studies but also attracts increasing attention from other humanities. This handbook is thus addressed both to literary scholars and to the broadest academic audience interested in contemporary poetry research.
 
        The “digital age” in the book’s title should not be understood as limiting its scope to electronic literature and digital poetry, but rather as referring to the period starting with the turn of the millennium, as no clear boundary can be established between analog and digital, nor should the long historical development of the digital be ignored. Nevertheless, digitalization is currently transforming the forms, functions, and aesthetics of poetry. This handbook therefore outlines and expands the state-of-the-art theories, methods, corpora, and research questions of poetry studies – often influenced and reinforced by digitalization. The articles included here focus on contemporary modes of poetry presentation that are often located beyond the book, e.g., on stages, in public spaces, as multi- as well as transmedia publications, or on digital platforms. Such intermedial poetic practices, which may supplement poetic language with elements borrowed from music, visual art, cinema, or theater and performance, are transforming the forms and functions of poetry. They may operate across the boundary between institutionally established poetic formats and popular culture or participatory culture, create emergent communities characterized by physical or virtual co-presence, serve as a tool for political activism, reflect contemporary digital environments, or negotiate transculturality and multilingualism (for a more extensive discussion of these features and trends, see → Introduction).
 
        These new forms and functions of poetry in the digital age necessitate inter- and transdisciplinary approaches, initiating a dialogue between poetry research and other established humanities and aesthetic disciplines as well as new research fields. This handbook is intended as a starting point for this dialogue, as it brings together international authors from various disciplinary contexts. This volume aims to demonstrate the productive and innovative potential of this interdisciplinary perspective on poetry in the digital age. It is structured in four parts, which present established concepts and parameters of poetry research, address the transformation of established genres and new formats, adapt new interdisciplinary perspectives, and take up current debates. This structure is, to an extent, arbitrary as the articles in the handbook are closely related to each other, and convincing arguments could be made for assigning many contributions to several different parts. Hence, this volume is not meant to be read linearly from start to finish, but rather, readers are invited to chart their own paths through it, choosing entry points most relevant for their research interests and disciplinary backgrounds. To help navigate the diverse range of subjects and phenomena covered here, readers may make use of the extensive cross-reference apparatus in each article as well as the Subject Index at the end of the handbook.
 
        Part I: Adapting the Concepts and Parameters of Poetry Research introduces the fundamentals of researching and analyzing lyric poetry from the perspective of literary studies while also rethinking them for the digital age. This part will be of most use to scholars coming into poetry research from a background of other humanities. The articles in this part offer concise insights into such notions as genre, poetic function and poetic language, poetological poetry, lyric subjectivity, cycles and sequential structures, versification, rhyme and rhythm, musicality, voice and orality, or layout and typography. They introduce the reader to established theories, methods, and influential works of research in their respective areas. At the same time, they reflect on how these essential concepts are challenged by or need to be adapted with regard to digitalization and what new trends are emerging. These changes, as well as the relevance of the respective concepts, are illustrated by short case studies of international contemporary poetry.
 
        Part II: Between Established Genres and Emerging Formats provides an overview of the diverse range of forms that contemporary poetic practices may take – including both transformations of existing genres and formats endemic to the digital age. Although they at time employ new terminology, the articles in this part are not primarily intended to define or postulate (new) genres but rather suggest heuristic groupings centered on different forms of publication or intermedial aesthetics such as the printed book, the audio recording, the art installation, or the interactive app, as well as the contexts in which poetry can be situated in the digital age, be those performance venues, the public space, or the feeds of social media platforms. These research-based theory contributions point out new poetic developments in their respective fields, reflect on the ways these developments challenge established genres and categorizations, and provide selected short examples.
 
        Part III: Interdisciplinary Perspectives and Research Fields surveys the methods and concepts that the wider field of humanities may offer for poetry research to address the diversity of forms and genres discussed in the previous part and provide a broader understanding of contemporary poetry. Each article gives a short introduction to the key concepts of a given discipline or research field, with a focus on recent academic trends. Only brief examples are given to illustrate the necessity and potential of those approaches for the analysis of poetry in the digital age. Part III is therefore primarily aimed at literary scholars looking to expand their methodological apparatus. While some of the contributions deal with disciplines or theories already incorporated into poetry studies elsewhere, most discuss emerging fields that have not yet been systematically related to poetry. Thematically, they can be split into two broad groups. On the one hand, several disciplines offer methods and theories that enable a deeper understanding of intermedia poetry: for example, sound studies and musicology, film studies, visual culture studies, media art research, or media ecology and media archaeology. On the other hand, the new and expanded epistemological paradigms of lyricology, cultural studies and literary sociology, cultural memory studies, gender and queer studies, postcolonial studies, multilingual and translingual studies, and digital humanities relate contemporary poetry practices to currently influential methodological discussions and socio-cultural changes.
 
        	Part IV: Current Debates offers a panorama of discussions that shape contemporary poetry discourse, presenting open research questions, ongoing debates, and theoretical concepts under negotiation. The articles in this part reflect how poetry in the digital age addresses current social issues, for instance, regarding the accessibility of poetry, representational politics, or the diffusion of the literary field. A particular focus is on questions of mediatization and digitalization. On the one hand, this concerns the performative dimension of performed poetry, as digitalization influences and changes perspectives on concepts such as embodiment and liveness. On the other hand, a number of articles explore how digitalization fundamentally changes the production, aesthetics, and distribution of poetry, including, for example, the establishment of online platforms as a place for the self-publication of poetry, algorithmically generated poetry, and poetic explorations of new concepts like posthumanism. The contributions in Part IV are more open in format and style and are envisioned more as short essays; only some of them refer to specific materials.
 
        While this handbook strives to attend to contemporary poetry and poetry research as global phenomena and is aimed at an international audience, it is nevertheless necessarily geographically and institutionally situated in German literary studies – the academic discipline of the Principal Investigator of our research project, Claudia Benthien – which imposes certain limitations on its scope. One of the central goals of the handbook is to intensify the exchange between international and German-language research, particularly by introducing recent concepts from German literary, cultural, and media studies to an international audience. The disadvantage of this is that only a few handbook authors have non-Western backgrounds, with most contributions coming from Germany, Scandinavian countries, the U.K., and the U.S. Furthermore, as poetry is a language-based art form, this unavoidably limits the range of examples discussed here to mainly European and American poetry in languages spoken by the handbook’s authors and corresponding to their areas of expertise – although a few articles explicitly engage with poetry in the Global South and the Post-Soviet realm as well as the topics of globalization and postcoloniality. All the case studies and references to specific poems or other poetic art forms in this handbook are therefore of an exemplary nature and are intended to illustrate specific approaches, methodological questions, or specific feature discussed rather than to offer a comprehensive panorama of contemporary poetry. Poetry in languages other than English has been translated. Due to length constraints, the handbook genre, and the fact that the works were chosen somewhat arbitrarily, poems are usually quoted only in short excerpts. At the same time, the international and comparative scope of the handbook comes with challenges of its own, as literary theories and their conceptual apparatuses are often rooted in national traditions, with many texts that are key to, e.g., German, Danish, or Brazilian scholarship having never been translated to English. In such cases where no English edition of the cited work was available, translations have been provided. Some relevant German aesthetic concepts, such as Stimmung (mood or atmosphere) and Prägnanz (the quality of being concise and impactful), lacked direct English equivalents. These were left untranslated as loanwords and can be regarded as this handbook’s further contributions to expanding the terminological apparatus of international poetry research.
 
        This handbook would not have been possible without the hard work of all its authors, whose critical engagement with their research topics has been instrumental in bringing this book to fruition. We would like to sincerely thank them for their rigorous contributions, their patience and willingness to collaborate with us over an extended period of time, and the trust they put in us to curate this book. We would like to extend our gratitude to the entire team of PoetryDA (the ERC acronym for Poetry in the Digital Age), which contributed many articles to this handbook and supported its creation with their expertise, ideas, and constructive feedback. We would particularly like to thank Wiebke Vorrath, who played a key role in the initial conception and in developing the structure of this volume. Special thanks go to our student research assistants at the University of Hamburg – Johanne Målin Bleck, Chiara Meyer, and Franziska Wolters – for their assistance in formal edits, particularly during the final stages of this handbook, as well as our colleague Andrea Tesche, who has supported us in the administration of this project. We would also like to thank our research fellows and guest researchers Daniela Silva de Freitas, Birgitte Stougaard Pedersen, Jessica Pressman, Hans Kristian S. Rustad, Eckhard Schumacher, Roberto Simanowski, Henrieke Stahl, and Fabian Wolbring, who not only contributed articles to this handbook, but also advised us on its conception. In addition, we would like to thank the reviewers of the double-blind peer review for their critiques and suggestions for improvement. Our appreciation goes to Christina Mattson for copy editing a large number of articles with attention to detail and expertise in academic English. Lydia White also provided support by copy editing individual articles, and Leon Plum and Clara Schumacher translated article IV.6. Finally, we would like to thank the team at De Gruyter for helping with the cover and manuscript layout, and, last but not least, the ERC for making this project possible through its financial support.

        Claudia Benthien, Vadim Keylin, and Henrik Wehmeier
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          Claudia Benthien 
          
 
        
 
         
          
            Poetry between different media and artistic genres
 
            Since the turn of the millennium, poetry has undergone a noticeable renaissance – some even speak of a “poetry boom” (see Metz 2018). The page and the printed book no longer constitute its primary locus as poetry appears in a diverse range of forms and medial constellations: at spoken-word events, as audio or video files of performed poetry to be found on CDs, DVDs, or online, for instance on social media platforms, in the pop-cultural format of poetry clips, in various subgenres of poetry films. In many countries, contemporary poetry in one of its most popular forms – the poetry slam – fills entire theaters or other large venues. There are millions of YouTube videos of slam performances, some of which have been streamed thousands or even millions of times. On social media platforms, poetry sometimes reaches large audiences and has even given rise to new poetic genres, like Instapoetry or PoetryTok, often designed as text-image hybrids. Poetry can be found in urban spaces or displayed like advertising in metropolitan subways worldwide. A range of experimental “new media” poetry also employs kinetic script or coded language, continuing the tradition of concrete and visual poetry onto the computer screen, into the art gallery, and within social media. In short, contemporary poetry is “here, there, everywhere” (Nykvist 2023, 30). Therefore, it seems necessary to inquire into the relevance of poetry in the digital age by investigating its new multifaceted forms and manifestations, while at the same time acknowledging their history and the specific genre theory of lyric.
 
            The genres and phenomena listed above demonstrate the wide range of linguistic forms that are negotiated as “poetry” in the present. Some suggest an understanding that is strongly based on the literary definition of the lyric genre – language structured in verse that contrasts with everyday language in terms of its style but also its written arrangement, and which uses textual representation in the form of additional pauses, line breaks, etc. (cf. Burdorf 1997, 20–21; also see Culler 2015; Mønster 2017; → I.1 Lyric Genre Theory). Others embrace a more expansive usage of the term, encompassing a diverse array of shorter texts that employ different kinds or levels of → I.3 Poetic Language, as occasional verse, proverbs, embellished wordplay, or even – in poetry slam texts, for example – as brief autobiographical narratives or essayistic explorations of various themes. The fact that all those different types of poetry are, in one way or another, intertwined at all is not least due to the terminology at hand. German, for instance, has three distinct concepts, which are used in both everyday and academic contexts: Lyrik, Dichtung, and Poesie (the latter is associated with shallow, pleasing, everyday poetry). In addition, the English-language term Poetry – with capital “P” – is also used in German-language discourse to describe more performative and/or popular forms (e.g., slam poetry). Conversely, the English word poetry is more comprehensive and only further differentiated in specialist discourses within literary studies (as poetry, lyric poetry, the lyric, etc.; → III.1 Lyricology). This breadth of the English term invites a joint investigation of the full diversity of poetic media formats and subgenres, as is carried out in this handbook. Contemporary performative, musical, and audiovisual poetry formats, often supported by digital technologies, seem to offer easier or more playful access to a literary genre often considered to be abstract, difficult, or elitist. New forms and formats not only challenge and question the established genre conventions of poetry based on written texts in books but also modify and extend them.
 
            In the digital age, the functions of poetry have been significantly broadened, which four brief observations may illustrate:
 
             
              	 
                Poetry can create (temporal) communities and audiences, characterized by physical or virtual copresence, as well as by allowing readers to comment or share – a participatory culture which is intensified in various ways through digitalization (→ II.2 Live Oral Poetry; II.7 Social Media Poetry). Due to the genre’s brevity and sententiousness, direct reactions to poems – be these themselves poetic or in any other form – are fast and easy: “the freedom of the genre displays itself in its flexibility” (Kjerkegaard and Ringgaard 2017, 11).

 
              	 
                Popular and widely accessible poetry formats promote self-staging (→ IV.2 Staging the Self in Spoken-Word Poetry), corresponding to common online practices in other areas. As a literary genre, poetry carries a particular affinity with the notion of self-expression, due to its literary and philosophical tradition as the “subjective genre” – and the latent equation of the poet with the poem’s content and lyrical voice (→ I.5 Lyric Subjectivity).

 
              	 
                Particularly on social media platforms or in public urban spaces, poetry often serves as a tool for the expression of opinions or political activism (→ II.8 Political and Activist Poetry; II.9 Poetry as Public Art), by weaving political messages into its ambiguous language or visual imagery.

 
              	 
                It is also notable that poetry and “the poetic” are pervasive in contemporary arts and aesthetic discourse as such (see, for instance the respective volume of Texte zur Kunst; Busta and Dyes 2016). One frequently encounters visual artworks at exhibitions and biennales that are attributed a “poetic” or “lyrical” quality. These works are described as being especially beautiful, elegiac, or complex, thus referring to a traditional, somewhat “romantic” understanding of the lyric. In the field of international art criticism, the categories of the poetic and the lyric have thus become master tropes for aesthetic value.

 
            
 
            One important strand within this diversified contemporary poetry culture is popular poetry, which serves – as it has also done in the past, inter alia, in the form of occasional poetry – a variety of functions, including consolation, community building, and negotiation of individual or collective identity (see Chasar 2020; Fantappiè et al. 2024; → III.2 Cultural Studies and Literary Sociology). One of the notable features of popular poetry – in whatever form – is its return to formal elements: to rhyme and meter, for instance, which have been considered outdated in both contemporary poetry theory and poetic practice (cf. Gioia 2004, 13; Wolbring 2015, 314–332). Today, popular poetry is inter alia found on amateur websites, on digital platforms, and at commercial poetry slam events. Poets are utilizing the potential of multimodal and performative presentation modes (→ III.14 Media Linguistics and Multimodal Studies), generating revenue through stage performances and online advertising. Conversely, “classical” poetry, which is still essentially → II.1 Printed Poetry, has evolved further and currently tends to engage with a multitude of pertinent discourses and topics of criticism (e.g., climate crisis, feminism, racism, digitalization, right-wing populism). At least in German-speaking countries, a recent trend of complex, philosophical, and hermetic lyric is decisively addressed toward an educated audience and a reception in written form. Another segment consists of experimental, often playful, avant-garde forms of sound and visual poetry produced through the creative and constitutive use of the newest digital technologies. Here, protagonists often themselves claim not to be poets but rather visual or sound artists, and even computer scientists.
 
            Thus, contemporary poetry cultures and discourses exhibit considerable variance; forms of production as well as publication have likewise become highly diversified, with few instances of direct relation between them. One intersection is formed by the printed book, which is (or remains) relevant for almost all segments, even if they differ conceptually. Another is formed by poetry festivals or other live events, which often attempt to bring together popular and more hermetic, “bookish” forms of poetry, not least to attract a broader audience. Sophisticated page poetry is currently enhanced by the emergence of popular formats (and vice versa); these two poles are highly interdependent, which can be exemplified by successful slam or social media poets aiming at publishing a poetry book, while some “book poets” today complement their print publications with QR codes to audio files or produce videos of spoken poems.
 
            The new digital and postdigital formats foreground the inherent inter- and transmediality of poetry. To illustrate this via the plain model of intermediality by Irina Rajewsky (2005): A poem may be subject to a medial transposition – for instance, it can be the basis for a musical composition or a video poem; in the strict sense, the poem’s text might be neither audible nor visible and, thus, only the new, non-literary medium is present in the artwork. Contrary to this, in a media combination, a musical piece or a poetry film would integrate the poem text in one way or another (e.g., heard as spoken or sung lines or read as moving or still script); here, literary and non-literary media or artforms are both copresent and constitute the intermedial work through their relation and combination. The third variant of intermediality following Rajewsky, intermedial references – in which, for instance, a poem references a dance or a theater play references a poem or poet – is not of particular relevance for this handbook, as it is no new phenomenon (for a more complex and critical model of intermediality, see Elleström 2021). However, today’s “[m]ultimodal poetry tends to hybridize cultural, stylistic, intertextual and intermedial references” (Müller and Stahl 2021, 7), so that the categories tend to blur. Heike Schäfer has furthermore argued for transmediality to be a more appropriate term when it comes to contemporary poetry: “[I]nstead of discussing intermediality solely with regard to the interactions between literature and other media, such as painting or photography, we could also comprehend it as a constitutive element within the literary field itself” (2015, 169). She argues that since poetry is today “written, read, circulated and reworked across a broad variety of media, intermedial literary studies should conceive of literature [or poetry] as a transmedial practice and make it a priority to study the media of literature” – in other words, “to take in the whole variegated media landscape in which literary experience unfolds” (Schäfer 2015, 177–178). In addition, Ralph Müller and Henrieke Stahl have suggested transition as a key term for the ongoing movements and medial dynamics of poetry, “understood as a form-giving principle that shifts and transforms borders or moves across them: for example, between genres, media, publication formats, languages, aesthetic and pragmatic functions, as well as communication contexts” (2021, 10).
 
            Transitions and transpositions of poetry between various media and arts (as well as cultures) are, of course, not an entirely new phenomenon, as poetry crosses and has crossed medial and artistic boundaries more easily than other literary forms, which may be attributed to specific features of the genre, such as its brevity and formal arrangement (cf. Chasar 2020, 3–4). In the digital age, however, poetry both enhances and foregrounds its inherent inter- and transmedial dimensions. Recent developments have drawn attention to this aesthetic tradition, not least within heightened use of media technologies, particularly prominent amongst the literary avant-gardes of the early twentieth century (→ III.15 Media Ecology and Media Archaeology). However, additional methods are necessary to analyze today’s multimodal forms, which are more complex and multilayered than earlier artistic practices and are also more widespread (see Schäfer 2015; Kjerkegaard and Ringgaard 2017; Müller and Stahl 2021). In addition to established philological tools and knowledge of poetry forms and literary history, this scholarship requires skills and analytical parameters from the following fields and areas of research, among others: performance and theater studies; research on the voice, including speech communication studies; musicology, including popular music, as well as approaches from sound studies; film and media studies; media theory and media linguistics, in particular, research into the internet and platform studies; computer science; visual culture studies, art history and the history of script in the visual arts; research into popular culture; psychology; and sociology. This extensive list reveals that a multidisciplinary approach is required to study the diversified forms and functions of contemporary poetry, including new publics as well as new promotional strategies. Therefore, both the research project that initiated this book and the scholars who wrote the articles contribute from different disciplinary and transdisciplinary perspectives.
 
            The notion of the “digital age,” used in the title of this handbook, is not uncontested in cultural and media studies. It is used here as a heuristic category to denote the present, where almost all information is available on computers and in digital form (see Engberg et al. 2023). The digital age is also the age of globalization, “marked by the widening, deepening, and speeding up of worldwide internet connectedness and interactions” (Ramazani 2020, 12). When it comes to poetry, this not only implies the generation of new forms and modalities but also a transnational, even global “[m]igration of form[s]” with highly interesting results (Ramazani 2020, Ch. 5; see also Knox et al. 2023). Yet, despite powerful changes brought about by globalization and digitalization (→ III.5 Postcolonial Studies; IV.9 Global Poetry and the Limits of Translation), poetry continues to exist in its traditional forms and structures as well. Moreover, some popular contemporary forms of producing, performing, and distributing poetry were developed long before the introduction of the computer – for instance, poets performing accompanied by music or poetry books being published with images. However, digitalization has had a significant transformative effect, exemplified in practices of communication and social interaction in general, particularly since the establishment of the standard of Web 2.0 environments. In the present, poetry is situated in a global “computational network environment” – an environment “dominated by programmable and network media, a media ecology wherein poetry travels between analog and digital media, where both medialization and materializations of poems appear in an egalitarian structure, in which no media or versions are valued as more important or are given a higher aesthetic status than others” (Rustad 2023, 3). Even though poetry is still available in its established, valued form of printed books, many new intermedial genres have emerged; thus, as in any other cultural realm, there is a more diverse range of opportunities for the production and reception of poetry. In addition, the analog poetry book has become “analog” in the strict sense only through digitalization (for this notion see Sterne 2016); thus, its materiality and mediality must be considered in relation to digital forms.
 
            Poets today often consciously opt for a printed work in addition to the diverse alternate options of presentation and publication. The book, therefore, is no longer the “natural” habitat for poetry (cf. Rustad 2023, 36). Book publications of celebrated global Instapoets like Rupi Kaur, Yrsa Daley-Ward, or Nikita Gill have even increased the sale of poetry books. Today, many young poets make their debut on social media, bypassing the classic gatekeepers of publishing houses, and later, if they are successful and have the appropriate number of followers, also publish a printed book (cf. Penke 2019, 453, 468; see also Knox et al. 2023; Mackay and Knox 2024; → IV.7 Digital Publishing of Poetry and its Detractors). However, algorithms now act as new gatekeepers as they select, organize, and even shadowban content on social media, thereby contributing to both visibility and invisibility – for instance, with regard to the ethnic or sexual identity of poets. To investigate these phenomena, approaches from cultural studies, platform studies, visual culture studies, and more must be considered.
 
            Due to the many interrelationships between digital and analog poetry production and presentation – that can also be observed in other areas such as popular music – terms such as online/offline or digital/analog no longer prove to be dichotomous categories; rather, they are fundamentally intertwined (cf. Bajohr and Gilbert 2021, 9; Kreuzmair and Schumacher 2022, 4). This is captured in the notion of “postdigitality,” used to either express a disenchantment with digital information systems and tools or to characterize a state in which fascination with them has become historical. It also stands for a critical perspective that no longer focuses on technical innovations as such (cf. Cramer 2015, 13; → IV.13 Negotiation and Critique of Digitality in Page Poetry). Postdigitality furthermore refers to the hybridization of older and recent technologies – which is particularly significant for the literary genre of poetry – and to a phase in which the use of media in the arts has become highly reflexive. Research on Poetry in the Digital Age, thus, must also include postdigital aesthetics and theory.
 
            In addition, understandings of digital literature have recently expanded to a certain extent. In principle, all literature that not only is subject to digitization processes but also “reflects this basic condition of contemporary literary production and reception” is now considered as such (Bajohr and Gilbert 2021, 10; trans., also in the following, CB). Hannes Bajohr and Annette Gilbert have identified three types of digital literature: Firstly, thematic-motivic engagement with the digital and the incorporation of discourses or realities of the digital world (“digital content paradigm”); secondly, location of literature in digital production and reception environments, based on the “affordances and social dynamics of new textual participation possibilities” and producing new ways of writing (“digital sociological paradigm”); the third category is the creation of texts using computers, codes, algorithms, and the automated processing of text corpora as a writing method (“digital ontological paradigm”; Bajohr and Gilbert 2021, 13–14). An alternative designation for this last category is “born digital poetry” (Engberg 2007; Rustad 2023, 2, 19, 27).
 
            In this latter type of texts, a distinction can be made between two types and phases: Initially, generative writing in which texts were “produced by executing algorithms laid down in formalized programming languages,” and subsequently, for approximately a decade, texts that utilize deep learning processes based on neural networks (Bajohr and Gilbert 2021, 12, 14). In this type, text generation is no longer based on programmed rules but on statistical distributions and assignments of words and linguistic units of meaning based on extensive corpora on which the program has been trained – thus, based on a “connectionist paradigm” (Bajohr 2022, 196). Since the development of large language models (LLMs) such as Chat GPT, digital poetry has been explored in multiple ways (→ IV.11 AI Creativity and Poetry). AI-generated poetry is occasionally published in books; such LLM-generated conceptual publications represent a “postdigital move” that “juxtaposes the specificity of the analog and the digital and emphasizes their interwovenness by deliberately switching media” (Bajohr and Gilbert 2021, 9). Consequently, even if it is printed in a book, it can be considered digital – or, more accurately: postdigital – poetry.
 
           
          
            The ERC research project Poetry in the Digital Age
 
            Poetry in the Digital Age (acronym: PoetryDA) was a large interdisciplinary research project funded through an Advanced Grant from the European Research Council (ERC) and conducted at the University of Hamburg between January 2021 and December 2025. The project has aimed to emphasize the medial and cultural dimensions of poetry, an undertaking that seemed especially necessary for this literary genre, which was still heavily based on the narrow, established book-culture concept of literature. Although cultural studies have had a huge transformative impact on literary studies as a whole, this “turn” has not yet reached poetry research to a sufficient degree. By taking this approach, the project’s results contribute to both broader literary studies and to the field of comparative interart studies (see Lagerroth et al. 1997; Zemanek 2012; Fischer-Lichte et al. 2015). The project has developed tools for the integrative analysis of poetry ranging from pop culture and its eventization of poetry to elaborate artistic works. Previously, these disparate segments of poetry culture were researched by different groups of scholars with very different backgrounds, methodologies, and interests. A central goal of PoetryDA was to integrate these groups and to establish a platform for exchange and collaboration. This handbook is one of the main results of this mutual endeavor.
 
            Situated at the intersection of literary, cultural, media, and interart studies, the PoetryDA team and its collaborators have examined key objects and corpora and developed tools to analyze today’s multifaceted poetry formats by scrutinizing their forms and sites of presentation or performance. The project has negotiated the following central research questions: What factors have contributed to poetry’s current popularity? What is the best way to systemize its subgenres? What new methods and theories are required to analyze them? How do popular culture and so-called “high culture” oppose one another, interact, or mix? What are the functions (aesthetic, cultural, social, political) of these new forms and modes of presentation? As a heuristic starting point to structure the highly differentiated and disparate field of contemporary poetry forms, research in the project has operated within the framework of three sub-projects, focusing on (a) poetry and performance, (b) poetry and music, and (c) poetry and visual culture, respectively. These broad and partly interrelated research areas will be sketched in the following (the entire introduction, but especially these sections, utilize arguments as well as earlier versions of certain passages from an online publication on the topic; cf. Benthien 2021).
 
            The research area of Sub-Project 1: Audioliterary Poetry Between Performance and Mediatization – the interplay and dynamics between poetry on the page, on the stage, as video, or as audio recordings – is highly significant for contemporary poetry cultures. Such performative realizations broaden and diversify poetry. They add levels of meaning to poetic texts through voice and body language, by interaction with the audience, by using visual and acoustic effects, or by experimenting with techniques like cutting, mixing, and sampling (see Matter 2024). The multisensory character of performed or mediatized audiovisual oral poetry can result in more accessible poetry formats and, therefore, address broader audiences. This enhanced accessibility of multisensory poetry can also be explored in the context of disability studies, when, for instance, focusing on aesthetic levels of accessibility tools (which is the topic of a study in progress by PoetryDA research associate Clara Cosima Wolff). A specific genre that has recently garnered attention in this regard is sign language poetry (see Wolff 2024; → IV.4 Aesthetics of Access in Contemporary Poetry).
 
            Performance poetry can also be considered as a response to the audience’s desire to hear poetry spoken by the authors themselves on stage instead of reading them individually – often, but not exclusively, based on the book medium. The focal point of poetry performance is the poet’s oral live presentation of his or her texts in front of an audience. Such a performance is a “genuine manifestation of poetry” (Novak 2017, 148) and not a derivative or secondary version of a printed poem: a work in its own right. A poetry performance occurs in a particular place and time, and the situational conditions frame the poem and send it forth as an aesthetic happening (cf. Benthien 2013, 287–309; → III.10 Performance and Theater Studies) or a “soundpoetic event” (Lutz 2012). Although poetry readings have a long tradition (see Mønster et al. 2024) – for instance in the avant-gardes of the early twentieth century or in Beat poetry of the 1960s – the growing popularity of poets performing their texts at live events or in front of a recording device can be understood as a response to digitalization in that it emphasizes a physical proximity and live interaction between participants. The corporeal presence of performers embodying their texts generates “authenticity effects” (Novak 2017, 158; see also Ailes 2021), and the participants’ copresence creates an “intersubjectivity” (Middleton 1998, 290–295) not experienced within a quiet reading of books or digital communication. In fact, one may speak of a “triangular relationship between performed poem, author or performer, and the audience” (Gräbner and Casas 2011, 9). Throughout the course of the Covid-19 pandemic, poetry readings and events have often been transposed to online streaming and communications platforms (→ IV.1 Poetry Performance between Liveness and Mediatization). As a consequence, elements constitutive for poetry performances in physical copresence “are increasingly confronted with media practices that not only allow digital technologies to become integral components of the performances but also lead to far-reaching media circulations through practices such as streaming, recording, and sharing on online platforms” (Wehmeier and Wolff 2024, 1).
 
            Poets, particularly in the early 2000s, have made various attempts to present and design poetry in a more multimodal manner, experimenting with diversified formats, like audio or video files, published on their personal websites. A noteworthy development, at least in German-speaking countries, was the incorporation of CDs into poetry books, in which selected poems could be accessed as audio tracks spoken by the authors. Poetry volumes and anthologies with spoken poetry were in the past and occasionally are still also produced as separate CDs (see Vorrath 2020; Meyer-Sickendiek 2020). Such audio files are typically recorded in professional sound studios and have participated in the broader audiobook boom (→ III.9 Audio Media Research). The spectrum encompasses a range from conventional poems spoken by the author using his or her “natural” voice to experimental sound-poetic works (see Matter 2025; → II.4 Recorded and Audioliterary Poetry). Significant research has been conducted in this area that requires additional tools and methods (→ III.7 Sound Studies and Musicology; III.8 Speech Communication Studies; Dürr 2026, Ch. 2.2, 3).
 
            The theoretical and methodological framework of Sub-Project 1, dealing with these materials and questions, has been interdisciplinary, fusing approaches from literary studies, media studies, cultural studies, performance studies, and sound studies, as well as from disability studies and psychology. It must be noted that the research in the sub-project has not focused first and foremost on poetry live performance, as this field has been studied strongly in the last couple of years (see, e.g., Novak 2011; Bers and Trilcke 2017; for a recent overview, see Matter et al. 2024). With Poetry off the Page, Literary History and the Spoken Word, 1965–2020, a complementary research project has also taken place at the University of Vienna (ERC Consolidator Grant, PI: Julia Lajta-Novak) dedicated specifically to this area. This project has emphasized, among others, the activist aspect of oral poetry and the assertion that poetry can serve as a conduit for direct engagement with social and political issues through live performances. This understanding aligns with the tenets of the spoken-word movement that originated in the U.S., which has included from the beginning critical, socio-political, and interventionist impulses and perspectives.
 
            The oral genres of spoken word and slam poetry stand in close proximity to poetry’s presumed origins in orality (see Ong 1982; Finnegan 2003; Beissinger 2012; → I.11 Voice and Orality). Thus, audioliterariness (“Audioliteralität”; Jäger 2014, 246), which denotes texts in which written and auditory content is related in such a way that its transmedial movement itself creates meaning (cf. Matter 2025, Ch. 2.3; → II.4 Recorded and Audioliterary Poetry), has been an important concept for the sub-project. Interactions between writing, live performance, recording, and the way that poetry-specific parameters such as versification or enjambments are translated into “secondary orality” (Ong 1982, 133) through corporeal and vocal presence (and vice versa) required investigation as well, as it is the performance itself that “projects the poetic work into a setting” (Zumthor 1990, 118, 124; see also Benthien 2013; → II.2 Live Oral Poetry). Such concepts of situatedness, developed in a predigital era, required those that incorporate digital forms of presentation as a supplement. A basic assumption of the sub-project has been that liveness and mediatization are not opposing states but rather fundamentally intertwined and related (see Auslander 2008; → IV.1 Poetry Performance between Liveness and Mediatization). To investigate such transcriptive movements (cf. Jäger 2010, 72) between book, live, mediatized, and transposed poetry, media studies concepts such as format and interface have been of prime relevance (and will be further elaborated in a book by PoetryDA research associate Henrik Wehmeier). Poetry slam, for instance, has required reflection not only as a popular event format but also as an online format with specific affordances. The wide-ranging circuit of recordings takes place through a lossy reformatting that paradoxically leads to a successful use of video platforms like YouTube and enables a far-reaching media circulation (see Wehmeier 2024).
 
            Sub-Project 2: Music(alization) and the Lyric: Recent Medial Constellations has examined contemporary medial transpositions and media combinations of spoken poetry, music, and sound art. Unlike existing studies, which largely based their arguments on the genre theory of the lyric and historic literary practices (e.g., the medieval song), the sub-project has inquired into the impact of digitalization on musical poetry, integrating many facets of the phenomenon. Contemporary hybrids of poetry and music span the range from recent avant-garde transformations of traditional genres like the art song to pop and rap lyrics and sound-based art forms that exist fully outside of music – such as sound installations or soundwalks (cf. Benthien and Gestring 2023, Ch. 3.4) – and offer fundamentally new possibilities for sonic settings of poetry (see Dürr et al. 2025). In the digital era, interart combinations or hybrids of music and poetry are manifold. A pertinent example is contemporary variants of the art song, a musical genre that gained particular relevance in German Romanticism. Contemporary vocal music compositions with the reduced instrumentation of the singing voice plus instrumental accompaniment continue and modify this tradition; they create both a tension and an “intimate space” between poems and Neue Musik (see Kogler 2023, 2025; Henkel 2025; this is also the theme of a coming book publication by PoetryDA research associate Kira Henkel). Contemporary composers often work with digital tools, for the creation of music or for the live performance of accompanied spoken or sung poetry. Outside the classical music scene, there are many additional connections between oral poetry and music. Several contemporary poets collaborate with musicians and sound artists, who at times work with voice manipulating technologies – e.g., loop pads – that add sounds or electronic beats to audio recordings, thus exhibiting a likeness to musical forms like the recitative, pick up rap-styles (see Dürr 2024; Dürr and Keylin 2024), or draw on voice and speech technologies, such as voice synthesis, to diffuse the human and the posthuman (see Cayley 2017; → IV.12 Posthumanism and Poetry in the Anthropocene).
 
            One guiding research question was: What prosodic, rhythmic, and phonetic elements are emphasized, introduced, or, conversely, disregarded in a poem’s intonation compared to the written form and vice versa? In short, this concerns the role of → I.10 Musicality and Sangbarkeit (the ability to be sung) in contemporary poetry and spoken word. Investigating the relationship between poetry and music, the question of how digitalization has shaped both the voice and perception of the voice was also of interest (see Gibson et al. 2010). Furthermore, the sub-project has investigated rhythm and melody in poetry prosody relating to music in both spoken and sung poetry as well as in performance styles between speaking and singing, such as rap (see Dürr 2026).
 
            Unprocessed voices and speaking styles found in more traditional poetry readings are, presently, increasingly confronted with synthetically generated and/or technically processed voices (Keylin 2024a; see Nachtergael 2024) and extended vocal techniques such as beatboxing, which have also become creative tools (see Dürr and Keylin 2024). At the same time, printed poems may be approached as representations of or even prompts regarding listening experience, with acoustic phenomena such as noise, silence, or improvisation serving as both their subject matter and structural principles (see Skoulding 2020; Keylin 2023a). To investigate these topics, research in the sub-project has incorporated publications that adapted concepts and analytical methods from → III.7 Sound Studies and Musicology (see Novak 2011; von Ammon 2018; Vorrath 2020). For an analysis of the mediated voice, terms and methods from → III.8 Speech Communication Studies have been adapted toward the problematics of mediatized voices and combined with reflections on sound shapes and listening habits from sound studies. The ways in which voice and body language are used within different types of poetry performance and which forms of vocal musicalization are chosen have been of particular interest. When comparing classical poetry readings, spoken word, and rap performances, it was necessary to extend the rather specific perspective from speech communication studies by → III.10 Performance and Theater Studies. At the same time, sound and music have been considered as features of → II.1 Printed Poetry, beyond the traditional categories of → I.8 Rhyme, Meter, and Rhythm.
 
            Regarding the relationship between poetry and popular culture or music, further questions concern, for example, the relationship between lyrics and lyric poetry, as song lyrics are also increasingly being studied independently, in particular by literary scholars who argue for their poetic qualities (→ I.9 Musicality and Sangbarkeit; IV.5 Entanglements of Pop Music and Poetry). The close intertextual relationship between literary and popular poetry is, for example, evident in the scholarly interest in the oeuvre of singer-songwriter Taylor Swift, whose songs recently became the subject of an academic anthology (see Tontiplaphol and Klimchynskaya 2024). At the same time, many poets today, particularly in the slam, spoken word, or Instapoetry scenes, adopt a pop-star persona, record poetry albums, and produce “poetry clips.” Not only documentations of live stage events, these also contain artistic performances exclusively produced and distributed on videotape (formerly, e.g., on DVDs, today on social media platforms; → II.5 Audiovisual Poetry). They are often edited in a way reminiscent of music videos; setting, personnel, and camera perspectives are chosen to fit the text. Even though this format is not extremely popular it is a good illustration of the strategic marketing of poetry – and slam poetry in particular – based on the aesthetics of the music industry. A comparable approach to emulating successful musical genres can be discerned in the poetry slam and spoken-word scene, which is strongly influenced by hip-hop culture; thus, poetry performances often feature similarities or similar tendencies in terms of rhythmic structures, for example.
 
            Contemporary (sound) artists are experimenting with poetry written by humans but spoken by computers and with poetry composed by digital technologies (including AI) and spoken by human actors (see Keylin 2024a, 2024b; Dürr and Keylin 2025; → IV.11 AI Creativity and Poetry; this is also the objective of a study by PoetryDA research associate Vadim Keylin). Such practices are the result of two converging processes: the assimilation and reshaping of established forms of poetry performance by digital media and the production of new, “digitally oral” poetry forms endemic to participatory online culture (cf. Keylin 2023b, Ch. 4.4). Following a long-standing tradition, the enunciation of a text by a poet-subject serves to vitalize and authenticate the work. This has addressed questions pertaining to the nature of → I.5 Lyric Subjectivity and authorship in the digital era. The phenomena necessitated the application of interdisciplinary expertise, integrating sound studies, speech communication studies, media studies, and computer science. In addition to the classification of acoustic phenomena, the comprehension of artificial neural networks was also required.
 
            The relations of poetic texts to various (audio-)visual media and art forms was the research area of Sub-Project 3: Poetry and Contemporary Visual Culture. Here, the research was dedicated to various phenomena such as:
 
             
              iconic and kinetic script in digital poetry, visual elements (e.g., drawings or pictures) in social media poems on networking platforms such as the photo and video sharing service Instagram, and spoken and written text in combination with moving pictures in poetry films. Going beyond poetry on screen and on the internet, poems can be found in public spaces in the form of light projections and murals […], they adorn everyday items such as mugs or posters, and short poems or lyrics are sometimes even tattooed onto skin. (Korecka and Vorrath 2023a, 1)
 
            
 
            The list shows the wide range of contexts in which poetry is used and utilized within contemporary visual culture – in the arts and, increasingly, in everyday culture and prosaic practices. Furthermore, it becomes evident that conventional methodologies to deal with visual phenomena derived from art history and media studies do not suffice. Consequently, more contemporary methodologies, such as those pioneered in the first decades of the twenty-first century by interdisciplinary visual culture studies (including the influential German variant, Bildwissenschaften; see Mirzoeff 2002; Grau 2011; Benthien and Weingart 2014; → III.12 Visual Culture Studies) must be incorporated. The omnipresence and power of visual representations on- and offline also necessitates a critique of the hegemonic structures and medial dominance of certain types of iconography, visibility, and visuality (cf. Korecka and Vorrath 2023a, 7). In many cases, an examination of contemporary poetry in the context of visual culture studies necessitates an intensified examination of socio-political issues, which has also become evident in the preceding remarks and corresponds to the frequently critical orientation of visual culture research. In their introduction to the book publication on the subject, Magdalena Elisabeth Korecka and Wiebke Vorrath, therefore, question the widespread notion of “visual literacy” in favor of a “poetic visual and digital criticism” (2023a, 10).
 
            As poetry is still popular in the established form of book publications, the sub-project has also investigated the visual qualities of printed poetry – concerning graphic elements, the aesthetics of script, and the evocation of visuality, as well as its continuing or renewed “bookish culture” (see Pressman 2020) as an antipode or supplement to digital forms (→ II.1 Printed Poetry). Contrary to this, → II.6 Digital Poetry is often multimodal; it uses and transforms devices introduced by the avant-gardes and neo-avant-gardes. A general feature of kinetic poetry in comparison to visual poetry of earlier eras is its fleeting and time-based character (see Simanowski 2011, 2023; Benthien et al. 2019, Ch. 3.2), transporting kinetic script or coded language onto the computer screen and into the art gallery, which exemplifies the transition “from object to event” (Hayles 2006) significant for digital culture. Iconic and kinetic script are employed as tools to transform traditional poetry techniques such as repetition and variation (see Edmond 2019) or use the visual appearance of scripts and codes to achieve alienation effects (→ I.12 Layout and Typography). Some digital poets generate visual poems through the use of algorithms (see Vorrath 2022), while others create forms of sculptural poetry in which script appears three-dimensionally. Code poetry is a subgenre of digital poetry that aims at making hidden computer codes and programming languages visible, often with a playful and experimental manner in layout and content (see Kerr and Holden 2023).
 
            In the age of “scrolling literature” (McElwee 2017), so-called “platform poetry” on sites like Instagram and TikTok often figures as short texts adorned with visual elements, such as handwriting, multiple colors, ornaments, drawings, or photos; here poetry often appears as multimodal arrangements and in serial form (→ II.7 Social Media Poetry; III.14 Media Linguistics and Multimodal Studies) and thus can be considered new variants of former poem-image hybrids like the emblem, popular in the early ages of book culture. In reality, poems on Instagram and TikTok encompass a wide variety of poetry that follow varying conceptions of brevity and experimental characteristics – from kinetic script or collage-based poems to “kitschy” aphorisms. Nowadays realized less as static images and more and more as short video clips, these – often aesthetic and visually appealing – compositions can also exhibit socio-political functions, enabled through platform-specific and relational affordances (see Korecka and Wehmeier 2024; this is also the topic of a coming book publication by PoetryDA research associate Magdalena Elisabeth Korecka).
 
            Aside from new developments in the production and visual presentation of poetry in the digital realm, poetry is often presented in public, urban spaces. Visible poetry includes ornamented poems found in public transportation within various metropolises or large-scale poetry on façades, be these only temporary – e.g., script projections within the framed space of art events and small tags posted or sprayed by unknown activists – or permanent, like a mural or a billboard with gigantic verse resembling or subverting advertisements (see Benthien and Gestring 2023). Several conceptual visual artists also contribute to visual poetry in urban settings through sometimes ephemeral, sometimes permanent installations of poetry. A peculiarity of the production of space through “public poetry” is that it occurs not only on-site but simultaneously on digital platforms. This creates interactions between urban spaces and digital platforms, which can also influence the perception of public spaces. To investigate such → II.9 Poetry as Public Art, approaches from literary studies and art theory – e.g., on site-specific art – and urban sociology have been applied. These include discourses on the politics of urban and public spaces and reflections on the increasing interweaving of physical and virtual spaces through the use of digital technologies.
 
            Poetry films, a genre popularized not least by the ease of use of smartphone video technology also by amateurs, have also been a relevant topic for the sub-project: These are audiovisual artworks that utilize poetry on a literal or a conceptual level, often with elegiac image-sound-combinations that transform poetic devices into moving-image compositions (see Benthien et al. 2019, Ch. 4.1 and Part 5). Displayed primarily not in a cinematic setting, at specific events like the ZEBRA Poetry Film Festival in Berlin but also increasingly on computer or smartphone screens and distributed on platforms such as Vimeo or simply via personal social media accounts, these short films often utilize oral or written poems (→ II.5 Audiovisual Poetry). Unlike poetry clips, poetry films or video poems are more abstract works and tend to have a greater artistic ambition. Despite two studies on the subject (see Orphal 2014, Tremlett 2021), the fast-growing field has required further research, going beyond formal aspects and ambitions of genre classification and focusing on relevant thematic fields, for instance, that of visual and cultural memory (→ III.4 Cultural Memory Studies). Poetry films in the digital age, which build on avant-garde filmmaking traditions, continue to dissolve traditional concepts of space as static and time as linear, enhancing the works’ poeticity (→ II.5 Audiovisual Poetry). By studying these formal visual affordances together with themes such as cultural identity, poetry films, like written poems, can invite further discussions of “experiential poetry’s underlying political nature” (Hofman 2023, 17; PoetryDA research associate Anna Hofman also deals with this topic in her coming book).
 
           
          
            Overarching new perspectives, challenges, and research areas
 
            As outlined, the research project has been carried out in three sub-projects with inter- and transdisciplinary research questions, objects of research, and teams – each including a comprehensive corpus that unfolds the current spectrum of phenomena and research questions in the respective field and examines them in numerous individual case studies (see in particular the edited books by Korecka and Vorrath 2023b; Matter et al. 2024; Dürr et al. 2025). However, the sub-projects’ research areas and corpora were, in many ways, interrelated; for instance, through the phenomenology and aesthetics of performance, voice, and listening, through multimodal aspects of audiovisuality, or through rapidly changing online practices of participation and circulation. Over the course of the research project, a number of further cross-cutting issues and new overarching fields of work emerged that will be outlined below. Many are discussed in more detail within this handbook and respective references will be made. As in the previous pages of this introduction, it is not possible to provide a complete research overview of the topics and fields for reasons of scope; only exemplary positions can be touched upon here.
 
            The first general topic to mention is an inquiry as to the relevance of interart constellations or media combinations (cf. Rajewsky 2005, 51–52) beyond the heuristic “tripartite division” of poetry and performance, poetry and music, and poetry and visual culture that have been, respectively, at the heart of the project. Poetry and dance here come to mind as another, albeit rarer, type of interart constellation that has had a certain tradition since the avant-gardes and remains a niche in the dance and theater sector in several countries. The present adds a production-orientated aspect toward digital tools, as is generally the case for the performing arts. Poetry in combination with textile arts has also recently been identified as a rather specific interart practice (see Bardazzi 2023; Papachristodoulou 2023; → I.4 Poetological Poetry; IV.12 Posthumanisim and Poetry in the Anthropocene); it may also be found in the context of poetry festivals, for instance, in handicraft workshops. The relationship between poetry and architecture, which has existed since antiquity in the form of inscriptions on buildings, has been revived in many forms and has attracted more public attention this is examined in a book realized within this project on (mainly) visible poetry in urban spaces (cf. Benthien and Gestring 2023, Ch. 2.1, 3.7, 3.10, 3.11; → II.9 Poetry as Public Art). Following this, the interart relationship between poetry and sculpture or installations should be recalled complementarily to the research conducted in Sub-Project 3 (see Gheerardyn 2021 and 2025).
 
            In addition to such new pairings, one obviously must consider relations that go beyond dual combinations altogether – Theodor W. Adorno spoke already in the 1960s of an “erosion” (Verfransung, literally: “fraying”) of the arts (2003 [1966], 385) – and the increasing hybridization and mixing of genres and media in the digital age must be considered (cf. Korecka and Vorrath 2023a, 3). It is also important to reiterate that the division into three sub-projects within the PoetryDA project was mainly heuristic in nature: An examination of poetry and performance, for instance, inherently encompasses various elements of visual culture. Similarly, an investigation of poetry and visual culture necessitates consideration of aural dimensions, such as the audio track found in poetry films. When poetry is studied in conjunction with music, performance aspects assume a pivotal role – and so on. These examples illustrate the interconnectivity and hybridity of those artforms. The research questions addressed in the project are, therefore, more hybrid than the initial division into three sub-projects would suggest. One example is the edited volume on poetry, music, and sound art (see Dürr et al. 2025), which contains several articles that consider hybrid artistic time-based creations using sound, spoken text, written text, and visual and sculptural elements. Such a Gesamtkunstwerk necessitates a rethinking of concepts such as intermediality that are typically based on clearly distinguishable media and arts (again, for a critique see Elleström 2021), altogether, which was the case, for instance, with the poem-image hybrids found, for example, in the early days of Instagram. In addition to this pluralization and multidimensional entanglement of the arts, it must be recognized that interart and intermediality as concepts are not sufficient – and that the same holds true for alternative terms like transition (cf. Müller and Stahl 2021, 10) – when it comes to the equal integration of socio-political discourses or issues such as inclusion or exclusion. These thematic urgencies go far beyond the aesthetic dimension of intermedial art combinations and create new “arts-politics clusters” for which there is, as of yet, no theoretical framework at hand.
 
            A further overarching consideration of the project work is to recognize that many professional and amateur poets and artists today use digital media technologies as tools for creation instead of merely employing them for writing, documentation, and distribution. This is not only the case in the most obvious areas: → II.6 Digital Poetry and → II.7 Social Media Poetry. In the field of experimental sound poetry, for instance, artists employ digital devices and technologies such as sound effects, editing, sampling, online devices, and machine learning (see Keylin 2024b; Matter 2025). Contemporary musicians use algorithmic principles to compose vocal music based on poems (see Henkel 2025). Likewise, in amateur practice, poems are used as exploratory material for very different tools, for instance, videos in which performers apply ASMR (Autonomous Sensory Meridian Response) speaking – or rather, whispering – techniques to spoken poetry.
 
            As referenced here in particular regarding the research conducted in Sub-Project 1, there is a general growing relevance of digital connectivity for poetry cultures, not least as a result of the pandemic. During the pandemic lockdowns, many poetry readings took place over Zoom rather than as live-events in copresence; a pertinent example is the poetry festival O, Miami, which was completely relocated from urban space – the Miami-Dade metropolitan region in Southern Florida – to digital space (see Benthien 2025). Another example is the trans-continental poetry project Language is a Virus, which uses online sound poetry performances and collective sound improvisation as a means of reaching toward others despite the barrier of a screen (see Skoulding 2025). Many such practices and newly invented formats have remained and even flourished after the pandemic; thus, one can observe, in general, a growing relevance of mediatization when it comes to poetry performance (see Wehmeier and Wolff 2024; → IV.1 Poetry Performance between Liveness and Mediatization).
 
            But even before the pandemic, an initial networking euphoria enabled through what has been termed “Web 2.0” was severely dampened by a “politically, technically, and aesthetically differentiated net critique” (Bajohr and Gilbert 2021, 11; trans. CB), directed at, among other things, the commodification and commercialization of data and personal information (see Hesselberth 2018, 2000; Benz et al. 2023). In this regard, the relevance of net critique and platform studies for poetry research must be emphasized when it comes, e.g., to the roles of epitexts in social media poetry and of interfaces for audiovisual aesthetics (see Korecka and Wehmeier 2024; → II.7 Social Media Poetry; IV.3 Performative Epitexts in Poetry Readings), of algorithms for the display of content (see Döring and Passmann 2017), and of aspects of multimodal digital ethnography (see Pink et al. 2016). Although many recent poems depict connected digital presence as a commonplace phenomenon, others aim at a net critique and at problematizing notions of hyperconnectivity (see Benthien 2024b). According to Noa Shakargy, contemporary poems frequently “incorporate documentary qualities as they reflect the foreignness and discomfort of interacting with and through the internet, which is likely to disappear as users gradually adapt;” therefore, poetry thematizes “not only the internet as a medium or practice, but as a profound cultural change that has to be coped with” (Shakargy 2021, 331–332). It is interesting to discuss the role of contemporary “page poetry” in this context. Printed publications that negotiate digitalization can generally be described as “media-archeological observers and providers of perspectives” (Olsson 2022, 30). Poems in which phenomena such as computers, software, and digital networking are not directly described but are apparent in form and method, also have such a media-archaeological dimension (cf. Olsson 2022, 22). The methods of → III.15 Media Ecology and Media Archaeology imply a historization of media, including recent notions and practices of bookishness (see Brillenburg Wurth et al. 2018; Pressman 2020).
 
            Media theory has dismantled immateriality and disembodiment as enduring “myths” of digitalization. This “gesture of immateriality” stands in stark opposition to its factual material contexts (Distelmeyer 2022, 24, 32): server parks, digital infrastructures like submarine cables, the bodies and machines that facilitate their use, the partly scandalous working conditions in the extraction, and the utilization and recycling of non-renewable raw materials for computers and smartphones, along with the issue of computer waste and energy consumption associated with computer use (cf. Distelmeyer 2022, 24). Poetry is among the art forms that offer a differentiated critique of digitality. One such example is addressing the “black box” problem of data flow and operations (cf. Distelmeyer 2022, 9) by exposing hidden networks, materials, and infrastructures through poems (→ IV.13 Negotiation and Critique of Digitality in Page Poetry) or implementing “critical code studies” (Marino 2020) into → II.6 Digital Poetry. A conceptual use of AI, found in both poetry research and practice, has also recently articulated a critique of digitality. Various poets incorporate the use of AI — particularly LLMs — within the production and presentation of poetry (see Bajohr 2022; Benthien 2025; Keylin 2024b; Dürr and Keylin 2025). Actors in this field are often computer scientists or interdisciplinary artists who come from music or visual arts and use poetry as a material or art form, among others. Creative experiments with AI lead to drastically changing notions of authorship and subjectivity (→ IV.10 Digital Poetics Between Signification and Spectacle; IV.11 AI Creativity and Poetry; see Keylin 2024b).
 
            The entanglement between human and non-human agents with nature is a further interdisciplinary research topic relevant for poetry in the digital age on multiple levels (and will be the topic of an edited volume, curated by PoetryDA research associate Antje Schmidt). On the one hand, this concerns the notion of poetry in the Anthropocene (see Falb 2015; Goodbody 2016; Solnick 2017; Reddick 2024) – as it deals with the fact that human activities of the last centuries have changed the global biosphere significantly and irreversibly. Concerning, for instance, the anthropogenic melting of the polar ice caps, it is undeniable that humans have attained techno-ecological power. Consequently, the former separation between humans, culture, and technology – or ecology and nature – must be replaced by reciprocal “posthuman ecologies” (Olsson 2021) or “entanglements” (Haraway 2016, 13) between different agencies, including technologies, humans, and plants (→ IV.12 Posthumanism and Poetry in the Anthropocene). Research of poetry that deals with these matters necessitates a need for an expanded understanding of digital technology, natural sciences, and related fields (e.g., actor-network-theory) – which is becoming increasingly apparent both for poets and poetry scholars.
 
            Poetry in the age of man-made changes to and interventions into nature is just one example of the multifaceted contemporary “politics of poetry” (which happens to have also been the title of PoetryDA’s first public event series, the so-called Poetry Debates). This includes investigating the role of poetry as public intervention – in urban spaces or on social media sites – particularly during phases of political crisis, for instance, after the “stolen” elections in Belarus in 2020 or at the beginning of the Russian-Ukrainian war in 2022. This intervening function of poetry is crucial in non-liberal, non-democratic societies in particular – e.g., China and Russia (see Inwood 2015; Stahl 2015, 2018). The “politics of poetry” is multilayered, encompassing not only the negotiation of intersectional personal or group identity – including a differentiated critique of “speaking for,” among others, poets of color, trans poets, postmigrant poets, or poets from “the Global South” (see Ramazani 2020; → III.3 Gender and Queer Studies; → III.5 Postcolonial Studies) – and concerns regarding collective memory (see Hofman 2023; Lückl 2024; → III.4 Cultural Memory Studies), but also the expression of political activism (see Benthien and Gestring 2023, Ch. 3.9; Böger 2023; Korecka 2023; Gusella and Peeters 2024; → II.8 Political and Activist Poetry). Contemporary poetry also playfully, and critically, negotiates transculturality and multilingualism (see Kilchmann 2012 and 2023, Olsson 2013, Nykvist 2023; → I.3 Poetic Language; III.6 Multilingualism Research). A final political dimension in new or modified poetry formats concerns the topic of accessibility and barrier reduction – which can be achieved by an explicit thematization or by a simple reduction of either cultural or sensory barriers to enable unrestricted participation (see Wolff 2024; → IV.4 Aesthetics of Access in Contemporary Poetry Formats).
 
            These are the central overarching perspectives and challenges that research on poetry in the (post)digital age must face and which – as this run-through has made clear – can only be explored with a significantly expanded interdisciplinary range of methods and theories. In many cases, these are current topics or areas of discussion that also play a role beyond poetry. The function of poems is, then, to negotiate these topics in an original and unique way, whereby the deployment, use, and structuring of language – spoken, written, gestural, multimodal, added by music or visuals, and often in conjunction with the use of the body, media, or digital technologies – are important elements in the creation of meaning.
 
            As outlined in the → Preface, the handbook is structured in a way that allows for a comprehensive examination of the issues that have been addressed in this introduction (as well as others not), from a variety of disciplinary, methodological, and cultural perspectives. The interdisciplinary PoetryDA project team contributed a total of 18 articles to the handbook, which represents more than a third of its total volume. The involvement of numerous other international authors and experts has enabled the handbook to delve into topics that extend beyond the scope of this introduction, which has been primarily oriented toward the project work, its research plan, the concrete research carried out, and the central points of discussions and debates during its runtime.
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                The lyric genre in poetry research
 
                Jonathan Culler begins his book Theory of the Lyric with the following statement: “Lyric poetry has a long history in the West but an uncertain generic status” (2015, 1). The long history of lyric poetry dates back to ancient Greece, and the derivation of the concept of lyric lies in the Greek word lyra. This points to lyric as a literary form that began as verse created to be chanted or sung with musical accompaniment from a string instrument (→ I.10 Musicality and Sangbarkeit). But even though there is consensus to trace the origins of lyric back to ancient Greece, there has far from always been agreement on the position of lyric in the literary landscape nor on the defining features of the genre. The current notion of lyric as a main genre cannot as easily be justified with reference to antique poetics; it is first in the romantic period that lyric achieves this position. Here Johann Wolfgang von Goethe defines lyric as one of three “natural forms” of literature, and it becomes widespread to conceive of lyric as a literary short-form in verse that describes the experiences, thoughts, and feelings of the subject (cf. Culler 2015, 1–2; → I.5 Lyric Subjectivity).
 
                This conception of lyric has since gone on to influence our understanding of the nature of poetry, but it has also been criticized for being too narrow. This critique has been put forward by, amongst others, Virginia Jackson, who argues that romanticism marks the establishment of a particularly tenacious lyrical standard:
 
                 
                  Since the 18th c., brevity, subjectivity, passion, and sensuality have been qualities associated with poems called lyric; thus, in modernity, the term is used for a kind of poetry that expresses personal feelings (G. W. F. Hegel) in a concentrated and harmoniously arranged form (E. A. Poe, S. T. Coleridge) and that is indirectly addressed to the private reader (William Wordsworth, John Stuart Mill) […]. (2012, 826)
 
                
 
                Jackson lends support to Gérard Genette’s general argument that the understanding of the main genres of lyric, epic, and drama as virtually natural categories is a Romantic construction with little historical evidence to support it. As Genette points out, this construction, ironically, understands poetry to be precisely the kind of lyric poetry that Aristotle identified as a dithyramb – a choral song honoring Dionysus – and left out of his Poetics (cf. 1992 [1979], 6–7).
 
                Nevertheless, the Romantic conception of the lyric has had an enormous influence on the Western poetic tradition, which is at the center of the genre definition in this article, and this is not only because this conception has been maintained and confirmed, but also because it has served as a launch pad for new poetic developments. The seeds for challenging the prevailing genres had already been sowed in the Romantic period itself: As a result of the autonomy of aesthetics at the end of the eighteenth century and of the Romantic pursuit of originality, the requirement of adhering to genre norms diminished as a dominant criterion of quality. The rule aesthetics of neoclassicism, which dictated fixed standards for different genres, was abandoned, and Friedrich Schlegel and other Romantic thinkers praised individual, creative genius. Through the course of the nineteenth and twentieth centuries, the value of artistic expression became closely tied to uniqueness, originality, and innovation, which also incited writers to reverse and mix genres. Breaking with the established forms and traditional understanding of genres, not least Ezra Pound’s encouragement of both modernism and the avant-garde to make it new, thus resulted in a discussion about the limits of the arts more generally as well as about the definition of the lyric more specifically. As Tzvetan Todorov remarked: “the authentically modern writer” has often been seen as “one who no longer respects the separation of genres” (1976, 159).
 
                Because of the growing number of singular and hybrid forms of writing, modern genre theories often avoid specific genre definitions. This is the case, for instance, in Alastair Fowler’s Kinds of Literature (1982), which refuses to see genres as distinct classes. Following Ludwig Wittgenstein’s notion of family resemblance as “a complicated network of similarities overlapping and criss-crossing”, Fowler suggests that we comprehend genres as historically changeable entities that are actively modeled by the texts that belong to them (cf. 1985 [1982], 20, 40). Jean-Marie Schaeffer adopts a similar dynamic approach to the genre question; his concept of genericity emphasizes that rather than belonging to a particular genre, a text is involved in a productive and transformative dialogue with the genre (cf. 1997, 291).
 
                A parallel dynamic approach can be seen concerning the lyric. Christian Janss’ and Christian Refsum’s book Lyrikkens liv [The life of the lyric] (2010), for example, does not operate with definitive claims about what is required when talking about the lyric. Instead, they describe a number of features that usually characterize the genre, not all of which need to be represented in the individual work. The understanding of a text as lyric, therefore, does not necessarily mean that it is purely lyrical, but that its lyrical features are dominant (cf. Janss and Refsum 2010, 30). According to Janss and Refsum, these features are (a) musicality and visuality, (b) proximity between the speaker and that which is being talked about, (c) the density of meaning, (d) self-reflexivity, and (e) brevity (cf. 2010, 16). Among these characteristics, the first two features in particular are central to the discussion of the lyric genre (cf. 2010, 28). The first feature emphasizes poetry’s proximity to music and the visual arts. It stresses the sound and rhythmic qualities of the poem, as well as its visual appearance and the use of imagery, e.g., in the form of metaphors. The second feature underlines the specific communicative situation of poetry since the subject of utterance is often closely related to the topic. This is also emphasized by Hegel, who sees poetry as the mode of expression of the individual I, and by William Wordsworth, who defines poetry as “the spontaneous overflow of powerful feelings” (2010, 20). As for brevity, condensed meaning, and self-reflexivity: these are also qualities that often, but not always, characterize poetry. In this respect, there is a tradition of poems being short, intense units that say a lot in a few words and have a reflective relationship to their own mode of expression.
 
                The approach of Janss and Refsum offers a reasonable attitude to the lyric genre, though, at the same time, it is important not to reject the poetic potential of works in which these features are not dominant, if the works are named lyric, poetry, or poems and thereby themselves plead belonging to the genre. When the increasing degree of individualized forms of expression has not made the concept of genre superfluous, it is not only because the genre question is fundamental to our understanding of texts, but also because the relationship to genre itself is productive. It is not only publishers, libraries, and bookstores that use genre labels; it also matters whether the reader considers a given work to be poetry and adjusts his or her reading accordingly. Correspondingly, the question of genre is of great importance to the author. Fowler writes: “the writer who cares most about originality has the keenest interest in genre. Only by knowing the beaten track, after all, can he be sure of leaving it” (1985 [1982], 32). Furthermore, when a book uses a genre signature that falls afoul of our ingrained expectations, it is not important to question whether or not the book really is lyric; it is much more important to examine what relationship the specific text has to the genre, how it interacts with genre, and what implications this has for the overall position of the literary work in question (cf. Mønster 2017, 240).
 
               
              
                Adaptation and transformation of the lyric genre in the digital age
 
                In the twenty-first century, the complexity within the lyric genre has only grown. Referring to the new visual art forms of the 1960s and 1970s, Rosalind Krauss coined the expression of “the expanded field” and argued that contemporary art exceeded the modernist paradigm and should be seen in an enlarged, postmodern field (cf. Krauss 1979). The field of lyric has been shown to be an “ever-expanding field” (Mønster 2017, 244). In addition to changes within the norms of the written poem – which, for a long time, has surpassed the romantic notion of homogeneity and harmony regarding form and content – lyric has increasingly been liberated from the medium of the book. Today’s poetry occurs in different digital formats (→ II.6. Digital Poetry), manifests itself as book-objects in galleries (→ II.1 Printed Poetry), captures public space (→ II.9 Poetry as Public Art), and is performed and sung (→ II.2 Live Oral Poetry; II.3 Musicalized Poetry). In other words, lyric in the digital age expresses itself in many ways and crosses numerous borders, from mode to mode and from media to media.
 
                The expansion of the lyric genre has led to discussions about the advantages of the concepts of lyric and poetry, respectively. For example, within Scandinavian poetry research – where the author of this article belongs and draws many of the article’s examples from – there has been debate, with reference to Jackson, on whether the concept of lyric is still adequate, or whether the word poetry would be more meaningful (see, e.g., Kjerkegaard 2013). This controversy, however, is not easy to settle. As Peter Stein Larsen points out, the tradition of preferring either the notion of “lyric” or that of “poetry” varies within different languages: German and Nordic traditions have often preferred the word lyric or Lyrik, whereas in English- and French-speaking communities, the word poetry or poésie has had prevalence (cf. 2020 n.p.). Furthermore, a potential demarcation between these concepts – which in ordinary language are used as synonyms – does not solve the fundamental challenge caused by the multiple kinds of expressions within the lyric genre. In addition, the same work often exists in different versions ranging from, e.g., written poems to poetry performances and poems remediated on digital platforms or circulated on social media. This article, therefore, will use the word lyric regarding the genre, and, when dealing with different kinds of poems, maintain a flexible attitude as to the use of either lyric or poetry because of their almost synonymous status. In this respect, it is also important to emphasize that the problem of defining the genre is not a sign of crisis. On the contrary, it testifies to the great desire among contemporary writers to explore the possibilities within the lyric genre. Although the uncertain generic status of lyric that Culler points to in his introductory quote (cf. 2015, 1) by no means has diminished, it has not become less relevant to describe the development within the genre. Consequently, two factors, crucial to the understanding of the lyric genre of today, will be highlighted in this article. The first factor considers the entry of lyric in digital media; the second factor focuses on the increasing participation of lyric in the event culture of the present time.
 
                For the first time since printing became widespread, the supremacy of the medium of the book has been genuinely challenged. Digital media pervade our reality, and though the book is still a privileged literary medium, its power is no longer as exclusive as it once was. Lyric is circulated on digital websites and social media and experienced on different electronic devices. It is not just that familiar forms appear on the new media platforms; the mode of operation of the media influences the lyric genre and provides new aesthetic possibilities (see, e.g., Rustad 2017). This is apparent when you compare lyric works that were first published in print and have been remediated as → II.6 Digital Poetry. It is obvious that digital poetry is often more complex in terms of genre, in that it creates a flexible text which can, for example, be combined with pictures and sound. Moreover, digital poetry employs a more open way of working, and it often involves readers to a greater degree in acquiring the work. As Hans Kristian Strandstuen Rustad puts it, in digital poetry the work changes from a stable object to a sensory event (cf. 2012, 78). Since poetry travels between media platforms “the poems do not ‘remain the same’ but are constantly in transition” (Rustad 2023, 24).
 
                At the same time, as some authors have sought out the new possibilities offered by digital media, the process of mediatization has also brought renewed attention to the printed book as a medium (cf. Brillenburg Wurth et al. 2018; Pressman 2020). In general, awareness of the materiality of various media has heightened, and, instead of appearing to be a transparent medium for a poem that must carry the meaning alone, material aspects of books are increasingly incorporated in the production of meaning (→ III.15 Media Ecology and Media Archaeology). The range extends from lyric works that consciously play on choice of paper quality and color, to those whose ideas and content cannot be separated from their format, including the materials upon which they are printed (→ I.12 Layout and Typography). For example, DØ, LØGN, DØ [Die, lie, die] (2012) by Danish poet Mette Moestrup uses different shades of white paper to underscore the work’s discussion of whiteness. Such a strong material awareness is also true of Gerd Laugesen’s poetry collection Har du set min kjole? [Have you seen my dress?] (2011), which is printed on transparent airmail-like paper so that the book can be worn as an accessory and become part of everyday life. In the form of book-objects, the lyric genre has also entered the gallery that had previously been reserved for painting and sculpture. Referring to Hans Ulrich Gumbrecht’s Production of Presence (2004), Krista S. G. Rasmussen writes that a new material wave has emerged, which reflects a longing for the analog and for physical objects (cf. 2013, 44; → I.4 Poetological Poetry).
 
                The second important factor that has influenced the lyric genre in the digital age relates to changes within literary culture. While the production and consumption of poetry used to be sedentary and lonesome activities, contemporary poetry is far more socially involved. We are living in an event culture, and in recent years there has been a significant expansion in the number of locations for the performance of poetry. Book cafés, stages, and festivals play a vital role as meeting places for authors and audiences. As the importance of such communal physical locations has grown, more and more poets have explored the possibilities of live performance (cf. Novak 2012, 360). The classical text-based poetry reading has been complemented by various forms of poetry performances (→ II.2 Live Oral Poetry; III.10 Performance and Theater Studies) in which the works are not merely read aloud, but in which their realization constitutes a literary work in itself (see, e.g., Bernstein 1998, 8).
 
                In particular, there has been a significant increase in the number of poets who have ventured into the field of sound and poetry (see, e.g., Mønster 2016). The oral dimension of poetry has been boosted in a broad range of forms extending from spoken word, poetry slam, and rap to forms that integrate poetry with pop, rock, and different kinds of soundscapes (→ III.7 Sound Studies and Musicology). It seems to be the rule rather than the exception that poets today integrate their work into a variety of performative and artistic contexts. Poetry readings and performances thus play an important role in the development of the genre. This trend toward experiential poetic contexts has also led to more dynamic roles for authors and readers. Using Erika Fischer-Lichte’s concept, one can speak of the creation of an “autopoietic feedback loop,” referring to a mutual exchange of energy between performer and audience in specific poetic events (2004, 59; → III.6 Performance and Theater Studies).
 
                Moreover, this dynamic relationship is not limited to live arrangements. It also unfolds on the internet, which acts as a locus for streaming, documentation, and discussion. Both live and digital poetic contexts allow for response and various degrees of interaction (→ IV.1 Poetry Performance between Liveness and Mediatization). It seems that there has been an increased inclination to participate in communities based on an interest in poetry, and the plurality of poetic meeting places has made it possible for both professional writers and amateurs to share their work with others (cf. Mønster et al. 2022). However, when highlighting the movement of contemporary poetry into digital media and social space, it is important to note that is not a new phenomenon in itself that the lyric genre crosses borders, seeks out new media, etc. This has long been a feature of modernist and avant-garde practices. What is remarkable, nevertheless, is the ingenuity, variety, originality, and richness of contemporary poetic experiments. It is striking that so many interesting works produced in recent years challenge the established understanding of the lyric and urge us to broaden our conception of the genre.
 
               
              
                Case study: Poetry as a new kind of medicine
 
                An example of a writer who has brilliantly explored the lyric genre and pushed the boundaries of what is considered poetry is the Danish poet and multidisciplinary artist Morten Søndergaard. Søndergaard made his debut in 1992 when he published the poetry collection Sahara i mine hænder [Sahara in my hands] and the LP Random Rooms (the latter together with Niels Lyngsø) on the very same day. Thus, from the beginning, his poetic works have been characterized by transcending the medium of the book and moving into an expanded field, and for the same reason he does not refer to himself as a writer but as a “word-based poet” (Clement and Søndergaard 2017, n.p.). Søndergaard crosses art forms and media types, and on a very fundamental level aims to bring poetry and the outside world together. Besides poetry collections and different kinds of poetic prose, his works span sound art (→ III.7 Sound Studies and Musicology), → II.6 Digital Poetry, book-objects, sculpture, asemic writing strategies, installations, and performances (→ II.4 Recorded and Mediatized Poetry). In addition, he has made Denmark’s literally largest poem, Drømmegavlen [The dream gable] (2015), which can be seen on a huge house gable in the Valby district of Copenhagen.
 
                Søndergaard’s most famous work to date is Ordapotek (Wordpharmacy, 2010/2012), having gained international attention and been translated into several languages, including English. Wordpharmacy is available either as a small medicine cabinet and a travel pharmacy, and has also been part of different exhibitions. The pharmacy consists of ten boxes of medicines, one for each of the ten word classes (nouns, adjectives, interjections, adverbs, verbs, conjunctions, pronouns, numerals, prepositions, and articles). Their size varies according to the size of the different word classes, and the design and paper quality resemble real medicine boxes and patient information leaflets. The boxes do not contain pills in physical form but a leaflet with a list of core words. Here, the words themselves are the medicine, and, as we know, are immaterial. Nevertheless, words taste and function differently, and it is these effects – both the intended as well as the side effects – that this innovative poetic work examines, in addition to their use. For example, the adjectives are modeled after a leaflet for lice shampoo, reflecting the idea that adjectives are “parasites” in the sense that they attach themselves to nouns. Søndergaard remarks on the leaflet: “Adjectives® have no independent existence. This means that they, like all others, must find a Noun® or a name to latch on to. They are akin to ticks, fleas and other parasites. Or chameleons, clerics and politicians.” (2012 [2010], n.p.) Moreover, adjectives are frowned upon in much contemporary poetry, and the reluctance to use too many adjectives is reflected in the standard dosage: “One Adjective® per Noun®. Avoid double adjectives whenever possible, since they tend to dilute rather than reinforce the effect” (2012 [2010], n.p.).
 
                At the same time, while Søndergaard follows the structure of the leaflets – and thus uses the registered trademark symbol “®” – he radically alters their expression. The encounter between medicine and grammar creates its own language-reflexive work of art. It is therefore difficult to define the genre of a work like Wordpharmacy, and critics vacillate between calling it “concrete poetic work,” “poetry,” “book-object,” and “conceptual art” (Kromann 2013, n.p.). Poetry comes to mind not only because of the texts but also because Søndergaard is known for challenging the notion of the lyric genre. It is not only the internal conditions of the work but also the contextual conditions that influence the understanding of the genre. Considered as poetry, the work invents its own subgenre: medicine poetry. It is a distinctive lyric genre that thrives on the clash between the characterless medical language and the colorful and subtle poetic language, between the stereotype and the original. Medicine poetry takes the form of a modern regulated form; it is not written in verse and does not follow a specific metrical pattern, yet it adheres to a certain set of rules. For instance, the statements about nouns bear the mark of performativity and imitate what they say (→ I.4 Poetological Poetry). Under the heading: “1. What Nouns® are and what they are used for,” Søndergaard writes: “Nouns® are words that designate things. And living creatures and dead creatures and objects and concepts and abstract ideas. And their number is multiplied by the infinite multitude of derivatives and constructs and compounds and technical words that are regarded as Nouns®.” (2012 [2010], n.p.) By means of a demonstrative use of the juxtaposed conjunction “and,” the syntactic structure marks how new elements can be constantly added. Typical poetic effects also sneak in, for example in the form of alliteration, stating that nouns are “brought to bear by being,” as well as playing on the ambiguity of poetry in the following statement: “If you are pregnant or wish to become pregnant, contact your poet” (2012 [2010], n.p.). In medicine poetry, the poet, not the doctor, is the highest – albeit highly ambiguous – authority.
 
                Although Wordpharmacy’s texts do not clearly appear as poetry, and are certainly not lyric in any traditional sense, they are characterized by many of the features associated with the lyric genre, such as brevity, concentration, address, musicality, and awareness of form. Thus, combined with knowledge of Søndergaard’s artistic project to expand the field of poetry and bring poetry and the world together, an interpretation of Wordpharmacy as a work of poetry seems natural. However, maintaining an unambiguous definition of the lyric genre does not make sense. It is much more appropriate to understand poetry as a dynamic and ever-expanding field that interacts with other genres, art forms, and media. This is very much in line with Søndergaard’s own statement, in which he refers to “intense attention” as a simple definition of poetry and draws parallels between leaflets and poems: “Every word is weighed on a gold balance and thus they resemble words in a poem. It is a way to be as precise as possible and then … . and then, in the end, they open up the maximum transparency. As with a poem, the instruction attempts to communicate as carefully and accurately as possible” (2017, 332). As this case study exemplifies, in the digital age, the lyric genre has proven to be extremely flexible and adaptable. It is not a genre of exclusion, but of expansion and inclusion.
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              The term poetic function was coined by Roman Jakobson in his influential 1960 article “Linguistic and Poetics,” building on previous research of his own as well as on concepts of poeticity (or literariness) developed by Russian formalists. In the history of Western poetics since Aristotle, this has been seen as a fundamental caesura, insofar as the concept of poeticity, as well as the related concept of poetic function, mark a departure from traditional form poetics and its continuation in aesthetics (cf. Simon 2018, 4). This article begins by presenting Jakobson’s concept of the poetic function and discussing it against the backdrop of earlier formalist theories. It then asks to what extent the poetic function has been received by literary studies, and what impact it has on the current research of the lyric. The article concludes with an examination of two examples of poets experimenting with the poetic function, Yoko Tawada and Ana María Uribe.
 
              
                Poetic function, poeticity, and the palpability of signs
 
                Jakobson’s article “Linguistic and Poetics,” which introduces the concept of the poetic function, is originally based on a lecture given as a closing statement at a conference on style, held at Indiana University in 1958. Herein, he aims to provide a summary account of the relationship between poetics and linguistics, starting with the question seen as fundamental to all poetics: “What makes a verbal message a work of art?” His object, then, is the “differentia specifica of verbal art in relation to other arts and in relation to other kinds of verbal behavior” (Jakobson 1987 [1960], 63). While he thus focuses on linguistic design as a core aspect of poetics, he considers poetics as a linguistic and semiotic sub-area: “Since linguistics is the global science of verbal structure, poetics may be regarded as an integral part of linguistics” (1987 [1960], 63). Seen from this angle, the art of poetry is first and foremost a specific manifestation of language, even if, Jakobson adds, “many poetic features belong not only to the science of language but to the whole theory of signs, that is, to general semiotics” (1987 [1960], 63). Subsequently, he understands semiotics as an area with strong linguistic interests and as a kind of umbrella discipline.
 
                It is in this context that the term poetic function is developed to clearly define the specificity of poetics, respectively literary forms of language. However, it must be mentioned that Jakobson’s “interest in linguistics, when considering poetry, was constantly super-imposed by the demands of the poetic text” (Coghill 2023, 1). Jakobson thereby works at a disciplinary crossroads (cf. Schogt 1988, 90). This is clearly reflected in his selection of quotations drawn from various genres and poetic traditions. Hence, Jakobson’s theses on linguistic functions, and particularly on the poetic function, are the result of a remarkable comparative achievement and subsequently claim universal applicability and validity. It is on this basis that Jakobson stated that poetry not only makes use of the aesthetic function of language but literally embodies it. As a consequence, the object of literary studies is not literature, but poeticity.
 
                Hence, the question of poeticity, to which Jakobson already attends in his short article “What is poetry” in 1934, is at the core of his famous six functions of language. In Linguistics and Poetics, he determines these as follows: the “referential function,” which is oriented toward the context and sharing of information; the “emotive function,” which focuses on the addresser; the “conative function,” which is oriented toward the addressee; the “phatic function,” which keeps open the line of communication itself; the “metalingual function,” which discusses the code itself; and the “poetic function,” which focuses on the message for its own sake (Jakobson 1987 [1960], 66–71). In this way, Jakobson complements the former model by Karl Bühler (cf. 1990 [1934]), which was restricted to the emotive, conative, and referential functions. Giving examples for each function (mostly gathered from literary texts of several languages), Jakobson pays special attention to the poetic function, which marks his main invention in comparison to Bühler. The poetic function is defined as set “toward the message as such” (Jakobson 1987 [1960], 69). Jakobson further emphasizes that it must be studied within the general problems of language, as the poetic function “is not the sole function of verbal art but only its dominant, determining function, whereas in all other verbal activities it acts as a subsidiary […] constituent” (1987 [1960], 69).
 
                By focusing on what Jakobson calls the “palpability of signs” (1987 [1960], 70), the poetic function “deepens the fundamental dichotomy of signs and objects” (1987 [1960], 70). Thus, the article directly refers to the binarity of the sign (i.e., the signifier and the signified), as discovered by Ferdinand de Saussure in his Course in General Linguistics (1959 [1916]). The poetic function renders the structure of the sign perceivable or, in Jakobson’s words, palpable. In his 1934 article, Jakobson accordingly defines the manifestation of poeticity as primarily conceiving of the word as a word and not as referring to an object or feeling. Consequently, the poetic function is important not only to poetry, where it is dominant, but to the use and perception of language as such. To clarify why a certain word is used in lieu of a synonym in poetry as well as in other forms of speech, Jakobson develops what he calls the basic modes of verbal arrangements, the “axis of selection” and the “axis of combination” (Jakobson 1987 [1960], 70). On the axis of combination, the message is arranged based on contiguity and according to grammatical rules, for example: “the cat was perching on the rug.” On the axis of selection, however, words are not only combined through pragmatical and grammatical relations, but are also selected on the basis of equivalence and similarity such as sounds, rhymes, and other stylistic figures. Thus, the exemplary factual description “the cat was perching on the rug” could be replaced on the axis of combination by the more poetic expression “the cat sat on the mat.”
 
                Accordingly, Jakobson’s key definition of the poetic reads as follows: “the poetic function projects the principle of equivalence from the axis of selection into the axis of combination” (Jakobson 1987 [1960], 70). Correspondingly, the poetic function highlights the purely verbal aspect of the message. By exchanging one word for another on the basis of non-contentual qualities, ambiguity and polyvalence are fostered. Overall, they mark a “corollary feature of poetry” (Jakobson 1987 [1960], 71). Where the poetic function dominates over the referential – which is per definitionem the case in all literary texts – the reference is not obliterated, but becomes ambiguous, which subsequently means that the sender and addressee become ambiguous as well. Thus, “the ambiguity of poetic signs is grounded in the often-indecisive tendency towards figural or literal signification” (Benthien et al. 2019, 28). Jakobson subsequently understands poetry as a specific form of language, in which ambiguity and palpability of signs are dominant.
 
                As mentioned already, the article “Linguistic and Poetics” – with its key definition of the poetic function – is, like most of Jakobson’s work, closely connected with the theoretical positions of Russian Formalism and Prague School Structuralism (cf. Hansen-Löve 2018; Coghill 2023, 9–37). Furthermore, Jakobson therein builds on his former theses as presented in the article “What is Poetry” (1987 [1934]). In this work, which marks his transition from Formalism to Structuralism (cf. Birus 2018, 315), he prominently uses the term “poeticity,” utilizing Alexander Potebnja’s concept of poetičnost. On other occasions, Jakobson sometimes also speaks of literaturnost (literariness). This term is not specifically defined but is used quasi-synonymous to poeticity, denominating the poetic function in poetry as well as in prose (cf. Benthien et al. 2019, 18). Earlier important contributions to the concept of poeticity and literariness have been made in Russian formalist theory, namely by Viktor Shklovsky in his paper “Art as Device” from 1917 (cf. Hansen-Löve 2018, 283–284). Here, “deautomatization” and “estrangement” (ostranenie) are defined as crucial features of art in general. According to Shklovsky, all human perception is over time subjected to habitualization and automatization: “Habitualization eats away at things, at clothes, at furniture […] and at our fear of war” (Shklovsky 1990 [1917], 5). Art, on the other hand, is according to Shklovsky a tool to interrupt this deadening process “in order to return sensation to our limbs, in order to make us feel objects, to make a stone feel stony” (Shklovsky 1990 [1917], 6). This very effect is achieved by “estranging objects” and “complicating form” in order to break the process of habitualization and automatization (Shklovsky 1990 [1917], 7). By making the reader aware of the difference between things and words or images, his or her perceptiveness is refreshed by literature as well as other arts. Thereby, art produces an effect of deautomatization, and poetry achieves this by the heightened use of poetic devices such as metaphors and rhetorical figures, by utilizing different perspectives, and by generally displaying and exposing what Jakobson called the “axis of selection” (1987 [1960], 70; → I.3 Poetic Language).
 
                How have the formalist theories of poeticity and estrangement and the structuralist concept of the poetic function been further received by literary studies? In his influential Introduction to Literary Theory, Terry Eagleton (1983, 2–8) quotes Jakobson as a basic theory for the question What is literature? but also labels Jakobson’s work as an application of linguistics to the study of literature, one which does not take enough into account the full interconnected semiotic meaning of the whole text nor its formative intertextual and socio-historic backgrounds and fictional strategies. As Ralf Simon recently argued, Jakobson’s concepts nevertheless helped thoroughly to shape new notions of poetics in the twentieth century (cf. 2018, 30–57). Central to this is the potential they hold for permanently expanding the range of the aesthetic (cf. Simon 2018, 39). While the poetic function and the concept of poeticity have informed the study of the poetic since Jakobson, they were taken up explicitly and further developed only selectively by literary studies. A German example is Harald Fricke’s study Norm und Abweichung [Norm and deviation] (1981). Fricke develops what he calls a “philosophy of literature,” based on formalistic theory, and presents a broad-based typology of different literary tools to generate deviation and to also generate effects of poeticity. Jürgen Link also follows Jakobson in his work on literary semiotics and poetry by emphasizing the centering on the message, the alienation, and the prevalence of connotation and symbolism as genuine features of literary texts (cf. 1992). Likewise, he takes up Jakobson’s definition of poetic function in his definition of lyric poetry, for which he considers excess structuring (“Überstrukturiertheit,” Link 1977, 245; trans. Benthien et al. 2019, 115; → I.3 Poetic Language) and ambiguity central, in addition to its rhythmic qualities and evocation of imagery. His research can be used as an example of the way Jakobson’s poetic function fundamentally underpinned the understanding of poetry in the second half of the twentieth century. Jakobson has thus accompanied studies of poetic language even without his concepts themselves having been the subject of scholarly interrogation in the narrower sense. This, however, has changed remarkably over the last decade, and there is actually significant rise in contemporary literary studies publications dealing with poetic function and literariness. In short, there is, to quote a recent title, an international trend of (Re)considering Jakobson (Sütiste et al. 2022). This re-engagement with the work of Jakobson, as well as that of Russian formalists, consists of several foci, from the history of Formalism and Structuralism (cf. Sládek 2015; Stöckmann 2022) to poetic function and literariness in didactics and empirical aesthetics (cf. Salgaro 2016; Odendahl 2017), as well as a new interest in these concepts as a very useful structure for analysis of the poetic text, which, against Eagleton’s verdict, can be well combined with other poetological approaches (cf. Simon 2018) and even broader questions of cultural studies (cf. Coghill 2023, 90–135). While this is not the place to discuss these recent studies in more detail, it must be noted that the poetic function is here seen as a persistent, important tool, especially for contemporary analysis of the lyric.
 
                However, these recent publications do not refer directly to digitalization and the challenge posed to the study of the lyric by media change and internationalization. An exception is the study The Literariness of Media Art (Benthien et al. 2019), which proposes to read the use of voice and script in media art on the basis of the formalistic concepts of estrangement, deautomatization, and poeticity. Thereby, this study expands the concept of poetic function to media art and uses it simultaneously to analyze the specificity of poetic language as it appears not in its traditional written or oral medium but digitized and on-screen. As Claudia Benthien, Jordis Lau, and Maraike M. Marxsen (2019; → III.10 Media Art Research) show, the poetic function easily migrates between different media and arts and allows for combining oral language as well as letters and scripts with other audiovisual arrangements. Thus, the axis of selection, with its focus on the form, becomes a kind of passway between various contexts, allowing new intermedial arrangements on the base of foregrounding the materiality and palpability of (linguistic) signs. Building on these findings, examples of contemporary international poetry will be discussed in the following section. All of them engage programmatically in an interplay with the poetic function, whereby they focus on auto-reflexivity and materiality of the sign, thereby connecting to avant-garde poetry or concrete poetry (cf. Schmitz-Emans 1997, 35–49). However, these historical poetry movements are not merely copied by contemporary poets, but updated via references to current conditions of literary writing and art creation, namely internationalization and digital media change. Thus, the poetic function – which Jakobson previously recognized as a structure central to poetry, regardless of its narrower genre and national-literary context – easily transcends media as well as cultural and linguistic boundaries. As a consequence, it is tightly bound to the revival of experimental poetry (digital and in print) with its foregrounding of script and sound (cf. Bajohr 2016) and is thus at the base of the phenomenon Jessica Pressman (2014) has called Digital Modernism.
 
               
              
                Examples in contemporary poetry: Yoko Tawada and Ana María Uribe
 
                Yoko Tawada, a German-Japanese writer of prose, poetry, and drama, reflects on the poetic function in several of her poetological writings, which are dedicated to writing poetry under the conditions of translation, multilingualism (→ III.6 Multilingualism Research), and life across cultures (cf. Slaymaker 2007). In this context, she repeatedly elaborates on her observation that sound images as well as script systems are particularly perceptible in foreign languages. The poetic function is hence dominant in idioms that are not, or not fully, mastered and that is why, according to Tawada, poetry can be written particularly well in a language other than the poet’s mother tongue. In her essays, she notes that using another language is like an artistic experiment (cf. Tawada 2018 [1998], 10) and emphasizes the prominence of the poetic function in a non-native language by declaring: “A language that one does not understand, one reads externally. One takes its appearance seriously” (2012 [2002], 34; trans. EK). As Yongju Lee (cf. 2019) convincingly argues, Tawada conceives of the use of foreign idioms as an opportunity for semiotic extension. With reference to Shklovksy, it could be argued that contact with unfamiliar languages leads to a more precise and intense perception of language. This also applies to script, which, perceived in its graphic form, acquires a specific aesthetic quality.
 
                Confronted with a letter in a language she does not understand, the narrator in Tawada’s Überseezungen reflects on the graphic-pictoral form of individual letters. That is when she discovers that the letter “d” looks to her like the form of “a half-circle” in combination “with a hand,” and the “u” resembles an empty vessel (cf. Tawada 2012 [2002], 33). While Tawada reflects in her poetological essays on the heightened perceptibility of the sign, she concretely experiments with the poetic function in her poems by mixing languages and script systems. Thus, the poems “Die Mischschrift des Mondes” [The mixed writing of the moon] and “MusikMaschineLärm” [Music-engine-noise] (Tawada 2010, 52) combine German and Japanese, alphabetic script and kanji rendering. The average German reader cannot read the kanji signs but recognizes them as part of the verse structure, which allows him or her to perceive the foreign script on an aesthetic level. As Arne Klawitter (2015) has demonstrated at length, there is a long-standing Western aesthetic fascination with Chinese script. Tawada takes this reading tradition a step further by combining different systems of script with concrete poetry. She thus enhances the poetic function and, moreover, demonstrates that it migrates from the context of one language to another, where it is – in contrast to the referential function – perceivable by any reader regardless of his or her language skills. Thus, Tawada considers the poetic function as a kind of bridge between different cultures and languages.
 
                More examples of artistic experimentation with the poetic function can be found in the poems of Ana María Uribe. The Argentinian poet began as early as the 1960s to create a group of poems named Tipoemas. In the tradition of avant-garde poetry, she used her typewriter to arrange individual letters in different shapes on the surface of a paper. In this way, the poem “waterfall” visualizes a waterfall by symmetrically arranging brackets, and the poem “tren en marcha” [Train in motion] evokes a moving train on both a visual and an acoustic level. While her “Tipoemas” were written as part of the international movement of concrete poetry in the 1950s and 1960s, Uribe soon started to combine her lettrist poetry with digitally supported tools and thus became an early exponent of electronic poetry (cf. Funkhouser 2007, 319). Her Anipoemas result from the combination of visual poems and digital devices. Like the Tipoemas, the Anipoemas are based on rearranging single letters, which then are set in motion electronically. In the poem sequence “Ladder,” for example, the capital letter “H” is repeated and stacked on top of each other, creating ladders, and in the poems titled “Rebound,” the dots of several small “s”’ are constantly tossed back and forth as in a ball game (cf. Uribe 2003, n.p.). Another group of Uribe’s Anipoemas is dedicated to mythological motifs. In “A Shoal of Mermaids,” she plays with the small letter “t,” apparently detecting in its graphic form a mermaid with outstretched arms and a curved fishtail. In “A Herd of Centaurs,” a series of small “h”s quickly pass the viewer’s eye – according to the title, each one can be seen as reminiscent of a centaur in shape (cf. Uribe 2003, n.p.). In this way, Uribe’s poems foreground the poetic function inherent to the sign and render the utilized letters palpable. Furthermore, the poetic function again serves as a bridge, this time not between natural languages, as in Tawada’s poems, but between media, between the static letter as produced by a typewriter and the moving, electronically generated letter in digital poetry. Uribe thus transports the ancient mythical subjects of mermaids and centaurs into the new medium of digital poetry. Simultaneously, the traditional poetic motif is translated into a contemporary effect of poeticity.
 
               
              
                Summary
 
                The concept of poetic function was developed by Roman Jakobson based on previous formalist theories. Jakobson understands the poetic function as the emphasis on the word or the linguistic sign as such and defines it as one of six linguistic functions. While these can be determined in any speech act, the poetic function predominates in poetry and renders the structure of the verbal sign palpable. Directly linked to the term of poetic function are Jakobson’s concepts of poeticity and, quasi-synonymously, literariness, which are characterized by autoreferentiality and ambiguity and by foregrounding the materiality of the sign. While Jakobson’s exploration of poeticity focused mainly on the poetic use of traditional stylistic and rhetoric figures (such as metaphors, alliterations, etc.), recent literary theory uses these concepts to analyze the specificity of poetic language as it appears not only in its traditional written or oral medium but in digitized form on screen. Finally, the analysis of works by Yoko Tawada and Anna María Uribe demonstrates that the concepts of poetic function and poeticity can be used to examine the way contemporary poetry re-actualizes avant-garde experiments with signs and letters. Thereby, it becomes evident that the poetic function – which Jakobson has already recognized as unattached to genres and national-literary contexts – effortlessly crosses media as well as cultural and linguistic boundaries.
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                Poeticity, quality of difference, and perception
 
                One of the central ideas of twentieth-century literary theory was defining poetic language by its quality of difference. The concept of literariness or poeticity was introduced by Russian Formalism. It denotes the specific qualities of literary language, which is distinct from the habitual language of ordinary communication due to its aesthetics of estrangement. In this understanding, literary language defamiliarizes and disrupts perception and foregrounds the materiality of the text. Due to its intensified use of poetic language, poetry is sometimes considered to be “literature in its rarest, its quintessential form” (Harrington 2009, 269). The Presidential Address inauguration ceremony in the U.S. is a good example of this, where “the mere presence of a poem signals a move into a different, oftentimes idealized, communicative register that, while it is perhaps part of the everyday and not immune from commodification, is nonetheless separate from the quotidian” (Bean and Chasar 2011, 6). For instance, when poet Amanda Gorman solemnly recited the lines: “We’ve learned that quiet isn’t always peace | And the norms and notions of what ‘just is’ | Isn’t always justice” (2021, n.p.) from her presidential poem “The Hill We Climb” at Joe Biden’s inauguration in January 2021, the slant rhyme of “just is” with “justice” made the audience “stumble” and pay particular attention to the latter term. In her live performance at the National Mall, the inaugural poet further underlined this wordplay through elegant hand gestures and her differentiated intonation, in particular, by using gestural quotation marks before and after “just is,” and then slightly hesitating during and making a dramatic pause after “justice,” a term of central relevance to the American constitution.
 
                Literary language, and particularly that of poetry, can differ from everyday language on three levels: First, it may exhibit different uses of linguistic signs (pragmatics); second, it may change and extend their modes of signification (semantics); and third, it may contain deviations from the usual ways in which words are combined and ordered (syntax) (cf. Saße 1980, 698). However, the quality of difference is not an essential feature of poetic language – a lack of linguistic adornment or literary devices could be perceived as “poetic” as well, in that it defies genre expectations and consequently deautomatizes the recognition of aesthetic norms – Jurij Lotman introduced the notion of the “minus device” to describe such cases (1977, 65). Hence, a text can have poeticity attributed to it “if it establishes a relationship that would not exist without this deviation” from such norms (Fricke 1981, 101; trans. CB; see also Hansen-Löve 2021, 286) – regardless of whether it makes excessive use of poetic stylistic devices or none at all. At the same time, elements of poetic language can also be found in non-literary contexts. For instance, they are rather commonplace in advertising. Alienated proverbs displayed on trash bins in Hamburg, urging inhabitants to make use of them, serve as an example here: The pedestrian’s attention is attracted by what Roman Jakobson called the “palpability of signs” (1960, 356). The unexpected language play on trash bins – changing idiomatic phrases such as selten so wohl gefühlt [rarely felt so well] to selten so wohl gefüllt [rarely filled so well] – is an example of how poetic language may work in everyday contexts.
 
                According to Jakobson, language contains six functions of varying dominance. The → I.2 Poetic Function focuses on “the message for its own sake” (Jakobson 1960, 356) – that is, on the materiality of signs in such a way that “the word is felt as a word, and not a mere representation of the object being named” (Jakobson 1987, 378). Jakobson’s main argument is that poeticity “is not a supplementation of discourse with rhetorical adornment but a total re-evaluation of the discourse and of all its components whatsoever” (1960, 377). Its central aim, palpability, is achieved by means of self-referential language (→ I.4 Poetological Poetry), generated through emphasis: “The function of poetic language consists in the maximum of [sic!] foregrounding of the utterance. […] the more an act is […] foregrounded, the more completely conscious does it become” (Mukařovský 2007, 19). Foregrounding oral or written literary language leads to an awareness of the sounds, words, literary tropes, and other poetic devices used. In the digital age, poetic deviation is sometimes reinforced through technology (→ II.4 Recorded and Audioliterary Poetry). Jörg Piringer’s digital sound poem “Die deutsche Sprache” (1999), for instance, presents an artificial speaker uttering the dissected vowels of the title words as well as those of further statements on the German language, cut into small, rhythmical sound units in order to simultaneously foreground and alienate the content as well as the materiality of the language itself. These kinds of accidental creations, neologisms, and artificial languages were explored by Dadaism and Russian Futurism in the early twentieth century and by the neo-avant-gardes of the 1960s (see Schaffner 2005).
 
                Lucy Alford claims that “poetic attention is unique and in some ways primary to aesthetic attention in general” because, “by virtue of its form,” the poem “transfigures that attention into a distinct and dynamic attentional mode” (2020, 14). Although she speaks of form here, it is the language use described above that leads to this intensified awareness: “Poetic language enables a heightening and concentration of the attention through the reduction and restriction of language so that within the pressurized space of the poem each word must work hard, hold a lot, and becomes a thick concentration of itself” (Alford 2020, 36). Empirical studies have confirmed such genre-specific reading strategies for poetry (see Blohm et al. 2020): Through “disfluency effects,” poetic diction “increases the cognitive complexity of grammatical and semantical processing during comprehension” (Menninghaus and Blohm 2020, 705), which slows down and prolongs reception when compared to, for instance, prose. The poeticity of poetry is thus achieved through the qualities of difference in poetic language and the ways in which they are made perceptible.
 
               
              
                Excess structuring and poetic thickness
 
                Poetry employs a wide variety of formal and stylistic devices. The language it uses is dense and characterized by the repetition of leitmotifs and purposeful variations. In particular, equivalences and parallelistic elements create coherence and “multilayered patterns of recurrence,” such as “varied repetitions of the syntax and/or semantics of entire lines” as well as “recurrences at lower, sound-related levels of linguistic organizations, such as meter, rhyme, alliteration, and assonance” (Menninghaus and Blohm 2020, 706, 708). Non-linguistic elements (see Fabb 2010) like versification, strophic organization, and enjambement also contribute to poeticity, giving rise to caesuras and accentuations (→ I.8 Verse, Stanza, and Versification; I.9 Rhyme, Meter, and Rhythm). In addition, poetry is characterized by “tonal peculiarities (onomatopoeia), deformations of word form, unusual word order (inversions), and much more” (Burdorf 2015, 21). Contemporary spoken-word performances and sound poetry enhance these features by means of their oral presentation (→ II.2 Live Oral Poetry), for instance, by combining beatboxing with verse, as in the performances by spoken-word poet Dalibor Markovič (cf. Dürr and Keylin 2024, 242–243), or by incessantly iterating single words or sounds (cf. Matter 2024, 156–169).
 
                Such devices of “complicating form” (Shklovsky 1990 [1917], 6) make poetic language “intransparent,” thus hindering “absorbing” modes of reading (Bernstein 1987, 19, 41) and listening that are commonplace in the reception of everyday language – that is, reception modes focusing on the content and information given. An “antiabsorptive formal effect” on the level of the written text may, for instance, be created through “highly disruptive punctuation & obscure or elusive allusions” (Bernstein 1987, 19). Again, it is the quality of difference that is emphasized:
 
                 
                  The specific technique of poetry is, in particular, activating primary and secondary linguistic forms (phonetic and rhythmic prosodic forms, grammar – that is, morphological and lexical semantic forms – as well as phraseology, tropes and figures of speech), uncovering them, making them productive, densifying them, reshaping, and exhibiting them. (Helmstetter 1995, 30; trans. Benthien et al. 2019, 115)
 
                
 
                Poeticity is evoked through the intensified use of a poem’s linguistic material. The shaping of primary and secondary linguistic forms results in density and complexity. A brief example of such poetic density is a haiku by Richard Wright:
 
                 
                  The creeping shadow
 
                  Of a gigantic oak tree
 
                  Jumps over the wall. (Wright 2012, 179)
 
                
 
                The poem opens with an eerie, perplexing image that is seemingly deciphered in the second verse, only to be both completed and re-mystified in the third, since “jumping over a wall” is a sudden, intense form of movement that is more likely to be attributed to humans or animals than to trees and their shadows (the same holds true for the verb “to creep”). The reader of the haiku likewise has to “jump” in their reading back to the first line in order to understand the last. The brevity of the haiku form and its structure of three verses of five, seven, and five syllables is used here to capture a dynamic single image or “flash of thought.”
 
                As this example also shows, all the components of a poem are “intertwined,” forming “multiple interrelationships” (Mukařovský 2007, 21); which is, of course, more evident in longer poems. In fact, lyric poetry can be defined by this very notion of interconnectedness: “The specific characteristic of a poetic text is that it significantly increases the number of structural levels of speech, which make it possible to establish complex relationships between those structural elements” (Helmstetter 1995, 30; trans. Benthien et al. 2019, 115). Rudolf Helmstetter implicitly refers to Jürgen Link’s notion of lyric poetry as the paradigm of “excessively structured” literary texts:
 
                 
                  That which seems to constitute the “tone” [Stimmung] in poetry is based on the fact that the way poetic texts are constituted tends to layer plural levels of meaning on top of each other, i.e., multiple partial structures in the manner of a multi-vocal musical movement. In this way, a synthetic texture is created that we will call excess structuring. (Link 1977, 245; trans. Benthien et al. 2019, 115)
 
                
 
                Link’s notion of excess structuring corresponds both to Viktor Shklovsky’s device of complicating form and Jakobson’s concept of the poetic function (→ I.2 Poetic Function). Excess structuring is not an aim in itself or merely used to distinguish poetry from other genres (or natural language from artistic language); rather, it has a concrete function:
 
                 
                  A complicated artistic structure, created from the material of language, allows us to transmit a volume of information too great to be transmitted by an elementary, strictly linguistic structure. It follows that the information (content) given can neither exist nor be transmitted outside this artistic structure. (Lotman 1977, 10–11)
 
                
 
                Monika Rinck’s “Ritterspiele” may serve as an example. In this poem, the lyrical subject is depicted as many disparate things and beings, including a larva, a brand, a female employee, sent off (“Angestellte, Losgeschickte”), a cloudburst, a ratchet, and – quite enigmatically – “als Wesen, das sich immer freikaufen muss und dem dies niemals gelingt” [as a being that always has to buy itself free and never succeeds]. This bizarre assortment culminates in: “Das Ich als Fabrik, als zaghafte Zeugin der zittrigen Schönrednerei. Als Master | of Zusammenfassung” (Rinck 2018, 25). Here, the subject manifests itself as a “factory,” as a female “timid witness to a quivering blandishment [or whitewashing],” as well as a – grammatically masculine – “master of summary.” The formula “zaghafte Zeugin der zittrigen Schönrednerei” is a nearly perfect pentameter dactyl, strongly alliterating on the letter “z,” and is, in its reference to adorned language (“Schönrednerei”), poetological as well (→ I.4 Poetological Poetry).
 
                In poetry, linguistic elements are connected not by syntax alone but also by various other layers, to the effect that “[e]quivalence is promoted to the constitutive device of the sequence” (Jakobson 1960, 358). Words and images are “related to each other not only syntagmatically, by contiguity, but also paradigmatically, i.a. as they are related to other words that could be substituted for them” (Berry 2012, 1056; see also Lotman 1977, Ch. 5). In the Rinck example, it is ostentatious alliteration that comes into play as a further, paradigmatic level of linking words to each other. The poet seems to have chosen the words due to their acoustic correspondence alone, as their combination seems artificial and even puzzling.
 
                Charles Bernstein and Rafe McGregor independently developed the notion of poetic thickness. From Bernstein’s perspective, the density of a poetic composition emerges in the interaction between the poem and the reader:
 
                 
                  The thickness of writing between
 
                  the reader & the poem is constitutive for the poem
 
                  of its visibility & for the reader
 
                  of the outer limit of his or her absorption
 
                  in the poem. It is not an obstacle
 
                  between them, it is their means
 
                  of communication. (1987, 64)
 
                
 
                McGregor defines “poetic thickness” as “the inseparability of poetic form and poetic content in the experience of a work of poetry such that neither form nor content can be isolated without loss of work identity” (2014, 56). Both authors emphasize the act of reception – the latter speaks of “experience” and refers to Peter Lamarque’s claim that “[r]eading a poem as poetry demands the assumption of form-content unity” not given in a text but as “something that the practice of reading poetry imposes on a work” (2009, 411).
 
                Even though these theorists assume the primacy of the experiential dimension of poetic language, it may also be a feature of poetry writing in itself – as demonstrated by, for instance, the trend in contemporary poetics toward amalgamating linguistic domains and realms of knowledge. This is also evident in Rinck’s poem: “The defining figure of thought in new poetry is […]: to defy supposed opposites, to transcend them. […] Put into words, it would be something like ‘experimental experiential poetry’ and ‘post-pop avant-garde’ at the same time” (Metz 2018, 27; trans. CB). Christian Metz illustrates the poetics of contemporary (German language) poetry with this triad, combining previous poetic innovations like the Erlebnislyrik [experiential poetry] of the Goethe era with the literary avant-gardes of the early twentieth century and recent pop literature. Thus, the recognition of aesthetic norms is deautomatized once again due to unexpected stylistic combinations.
 
                Daniel Falb’s poetry book Orchidee und Technofossil [Orchid and techno fossil] is another good example of this trend – and a poetic examination of man-made climate change in the Anthropocene. One of the long poems is “Svalbard Paem” (“Paem” as a play on poem), the title being a kind of embodiment of poetry (cf. Falb 2018, 9–29). Its polyphonic first-person subject is, among others, the Svalbard Seed Vault on the island of Spitsbergen, a project of the Global Crop Diversity Trust for long-term storage. In a highly contemporary and meta-reflexive manner, the question of species preservation is linked to that of language conservation. The third “Tael” of the poem – a play on the English noun tale and the German noun Teil [part], thus also referring to the aesthetic strategy of combining genres – curiously looks back from the present to poetry of the “now,” which needs to be stored somewhere in order to survive, just like the seeds of dying plants: as a kind of “gene code” of a bygone era, a “language fossil,” and an obsolete technology. Falb brings together the complex languages of the natural sciences, botany, linguistics, and digital technology, creating a dense, new form of poetic diction while simultaneously defying genre expectations on multiple levels.
 
               
              
                Ambiguity and polysemy
 
                In a poem by Christóbal Bianchi, the lyrical subject perceives rain in the garden as well as “las flores de la pluma” [flowers that spring from the pen/feather] as a metaphor for the words and verse that they “whisper” to the lyrical addressee and that are figuratively carried by the wind (2011, 69). The speaker seems to view natural phenomena – wind, rain, flowers, feathers – as media and makes use of their semantic ambiguity as well. In the literary tradition, the language of poetry is characterized by its heightened imagery and linguistic complexity, created by the use of rhetorical figures and tropes (cf. Rohowski 2012, 423–425). Although poets still apply such rhetorical means – as the example of Bianchi’s metaphor “las flores de la pluma” shows – their relevance, at least in German and Anglophone poetry, has diminished in comparison to that of classical texts. This is particularly evident when it comes to tropes that encompass entire poems, such as allegory. Contemporary writers quote or ironically allude to these tropes by making intertextual references to earlier works, but they seldom produce allegorical or symbolic poems. Even though the use of such literary imagery is an important area of poetic language study when it comes to classical poetry, it has less relevance in the present, as evidenced by the fact that there is hardly any current research on this topic. It is therefore unnecessary to list figures and tropes here (relevant articles can be found, e.g., in the Princeton Encyclopedia of Poetry and Poetics). Rather, it makes sense to briefly address approaches to the characteristics of contemporary poetic language. There are two areas in particular: First, the use of ambiguous, polysemous language, which, in the “global age,” often goes hand in hand with multilingualism and code-switching (cf. Ramazani 2020, Ch. 9; → III.6 Multilingualism Research); second, poetic meaning created by kinetic writing or oral performance. Ambiguity as an “intrinsic […] feature of poetry” (Jakobson 1960, 370–371) is “valued […] positively as a source of richness rather than imprecision” (Ramos 2012, 44).
 
                Cia Rinne’s archives zaroum (2008) was an online project developed together with visual artist Christian Yde Frostholm. It is a good example of ambiguity created through kinetic script and multilingualism. It was based on Rinne’s poetry book zaroum (2001) and was presented until recently on the platform Afsnit P. Here, the multiplication of structural layers created both by linguistic means and visual design already present in Rinne’s book was further enhanced through the layout of the webpage and its moving script and letters. The digital work constantly shifted between engaging viewers by requiring them to take certain actions – e.g., clicking on words – and enforcing their passivity by presenting surprising and unexpected kinetic text (see Knowles 2015): Letters, syllables, or words that continued to move on their own after the viewer had activated them. This translation of concrete poetry into the digital realm was motivated by the dominant aspect of this work: its multilingualism. It was often possible to pronounce words in different ways depending on the choice of language, creating ambiguity and alienation – for instance, in a slowly unfolding wordplay reminiscent of nonsense-poetry: “i am what i am what i ami a mia mi ami a miami amen.” Some of the words were presented in more than one language – and because they were all written in lowercase letters and remained “mute,” they were polysemic. In contrast to verbal speech, script does not dissolve this ambiguity.
 
                José Olivarez’ book poem “Gentefication” is an example of multilingualism and code-switching in contemporary poetic language. Its opening lines are:
 
                 
                  I plant a grain of sand in the new-organic-juice spot
 
                  in el barrio. Soon, donkeys shit big stinky shits
 
                  on carrot containers. our tíos y tías smoking cigarettes
 
                  & taking up all the plugs. the grain of sand grows
 
                  into a cactus & mi Abuelita Jacinta is back
 
                  with the living. she’s kicking the juicers out
 
                  of her kitchen & making masa […]. (Olivarez 2018, 64)
 
                
 
                Olivarez’s grotesque imagery of a giant cactus growing out of (imaginary) sand “planted” by the annoyed lyrical subject in front of a hipster bar in Chicago (“El Barrio” refers to Chicago’s Mexican neighborhood, Little Village), and his portrayal of a plucky grandma chasing away its customers, is permeated by offensive bilingualisms containing colloquial and familiar Spanish terms. The poem creates the impression of a huge “we,” subverting all efforts to get rid of those “stinky” Mexican-Americans and their stereotypical animal in favor of a clean, healthy, and overpriced organic store. The ironic title “Gentefication” – instead of gentrification – alludes to the goal of the resident “people” (gente in Spanish) to reclaim their neighborhood. This example shows how languages, sociolects, colloquialisms, and the uncommon use of ampersands create a contemporary poetic idiom that articulates protest by means of disruption.
 
                These two final examples demonstrate, on the one hand, how poetry employs ambiguous and polysemic language as a poetic device, creating a “palpability of signs” and “foregrounding” the words and sounds themselves, reinforced at times by kinetic script. On the other hand, they illustrate how, today, this is often achieved by means of multilingualism and code-switching, which not only lead to self-reflexive poetic language games, like in archives zaroum, but are also used, as in “Gentefication,” with a political agenda (→ III.5 Postcolonial Studies), and which can be viewed in a similar way to rap or spoken-word poetry (→ II.2 Live Oral Poetry). Such new forms of excess structuring and poetic thickness also require the slowing-down of reception and a process of decoding linguistic signs. Thus, the theories of poeticity and poetic language that were developed in the twentieth century are still relevant when it comes to addressing poetry in the digital age.
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                Introduction
 
                Poetological poetry is self-reflection “in poetic form” (Hildebrand 2003, 1; trans., also in the following, AS; cf. Weber 1997, 10), which is why it is also considered a “performative genre” (Hildebrand 2003, 5): It is a lyric genre that can simultaneously perform what it thematizes. Therefore, a poetological poem “not only speaks about a poetical topic, but at the same time represents it through its aesthetic form” (Hildebrand 2003, 5). However, it is also possible for the content and form of poetological poetry to fall apart, i.e., for performative contradictions to occur (cf. Hildebrand 2003, 5). Because of these heightened form-semantic properties, poetological poetry is to be distinguished not only from poetological reflections in scholary essayistic forms (also by the same author; cf. Jancsó 2019, 10), but equally from prose or dramatic self-reflection. Furthermore, particularly meaningful are not only the words of poetological poems, but also their medial and material properties, which should also be taken seriously as part of their literary form (cf. Hayles 2002, 19–20, 75).
 
                The term “poetological poetry” was initially coined in German by Alfred Weber (cf. 1971; see also Hildebrand 2003, 2 with a footnote containing a short overview of the term’s history). The concept of poetological poetry significantly intersects with the concept of “Metalyrik” [metapoetry] (Müller-Zettelmann 2000), which is more strongly anchored in debates on metareferentiality and thus points to the similarity and differences between metapoetry and metafiction or metadrama (cf. Jancsó 2019, 8). The conceptual and terminological relationship between metapoetry and poetological poetry is still undefined. In the following article, the term poetological poetry will be preferred, since it is (in contrast to the term metapoetry) less linked to specific manifestations of modern poetry. Additionally, the phenomenon of poetological poetry is currently far better researched.
 
                Poetological poetry can take the form of a doctrine with a claim to validity in lyrical format, which is accompanied by the inclusion and exclusion of existing works and authors from the realm of the poetic defined in this way (cf. Selbmann 1994, 2), or it can describe and poeticize certain aspects of lyric theory and practice. While it still exhibits a tendency toward didacticism, as well as rule-poetics (“Regelpoetik”) before the eighteenth century, a specific form of reflexivity – and thus the absence of demands for binding specifications – is a salient feature of modern poetological poetry from the eighteenth century to the present (cf. Hildebrand 2003, 5). In addition, there is a tendency towards staging a strong subjectivity in modern poetological poetry (cf. Hildebrand 2003, 6). However, this tendency is again interrupted in the twentieth century by the experimental poetics of the avant-gardes and neo-avant-gardes and is also challenged by contemporary technological and cultural developments that decenter human subjectivity in poetry (→ I.5 Lyric Subjectivity).
 
               
              
                Topics and dimensions of poetological poetry
 
                The term poetological poetry refers to all poems that take up questions of the aesthetics of the poem itself, its author, its production, and its reception as a dominant theme (cf. Weber 1971, 181; Hinck 1978, 106; Hildebrand 2003, 9–10). If the poem itself becomes the subject, its linguistic features and their effects can be addressed as well as questions of tradition and genre (cf. Gymnich and Müller-Zettelmann 2007, 66), the poem’s mediality and materiality or the task and function attributed to it (cf. Hinck 1978, 106; Hildebrand 2003, 3–4). Given that the historically situated conditions of production are at the center of the lyric work, topics such as inspiration, the craftmanship of poets, or writing technologies, such as the quill or the typewriter, are discussed (see Schmidt 2024). Poets also address their own poetic self-image in poetological poems. This form is occasionally referred to as “poet poem” (“Dichtergedicht”; Schlaffer 1966; Kim 2007, 407–408). Poetological poetry in this case serves the synchronic poetic “determination of position and self-legitimation” (Hildebrand 2003, 1) in the historical literary and sociopolitical field. But poems can also serve the diachronic determination of poetic position in relation to literary tradition by employing intertextual references. Those references can be either playful or affirmative, or the respective poet distinguishes him- or herself performatively from the invoked tradition (cf. Jancsó 2019, 3–4).
 
                Likewise, conditions of reception as well as bodies, media, and materials involved in the reception process, such as the embodied processes of reading a handwritten script, a printed book, or script on a screen, can become the subject of poetological poetry (cf. Zymner 2013, 171). Where the concrete material, technological, and embodied conditions of poetry are concerned, the research of book studies (see Rautenberg 2018; → II.1 Printed Poetry) as well as the research of writing scene studies (see Campe 1991; Stingelin 2004) and the research of reading scene studies (see Hron et al. 2020; Griem 2021) touch upon that of poetological poetry.
 
                The aforementioned topics of poetological poetry – the poem itself, its production, its authorship, and its reception – are, however, usually to be considered intertwined. This becomes obvious, for example, in so far as historically variable conditions of production and reception of poetry often go hand in hand with changing conceptions of authorship. When, for example, in the eighteenth century the “need for individuality” increased and the book spread as a medium for silent reading, poetological poems also became more and more staged media of “self-exploration and self-presentation” (Hildebrand 2003, 6) of the authors’ personae. If, on the other hand, humans are no longer the sole producers of poetry in the twenty-first century, especially due to advances in the field of Artificial Intelligence and machine learning, processes such as “cocreative writing” in “human-machine assemblages” increasingly become the center of poetological poems, which are now often produced, distributed, and received in the digital realm (Bajohr 2022, 194; trans. AS; → II.6 Digital Poetry; IV.11 AI Creativity and Poetry; IV.12 Posthumanism and Poetry in the Anthropocene). These poems thus discursively and performatively raise questions about notions of authorship in the digital age.
 
               
              
                Mediality and materiality of poetological poetry
 
                The transformations of book culture in the digital age reveal a widespread understanding of literature that emerged in the eighteenth century and regards print literature “as not having a body, only speaking mind” (Hayles 2002, 32), i.e., that assumes the supposed immateriality of texts. Poetry, however, has always been and still is to be found not only in books but in various forms of presentation. Poetological poems often thematize those manifold medial and material conditions of poetic production, work, and reception on different levels. Considering all forms of poetry presentation, not only language, all real (and fictional) forms of production in poems can potentially become meaning-bearing. These, in turn, can vary according to the properties of the staged material technologies of production (e.g., goose quill, fountain pen, typewriter, computer) and real (or fictional) media (e.g., human body, synthetic voice, book, e-reader). Based on this insight, in the sense of a “media-specific analysis” (Hayles 2002, 29), literary criticism should also question the historically situated reflections of writing and reading technologies in poetological poems, as well as the way in which the respective concrete physical form of the poem contributes to its semiotics (→ III.15 Media Ecology and Media Archaeology).
 
                So far, however, literary studies have focused predominantly on traditional topoi in poetological page poetry of canonized authors (see, e.g., Müller-Zettelmann 2000; Hildebrand 2003; Jancsó 2019). These studies rarely deal with the material properties of the printed text or with this poetry as a specific product of modern book culture. Initial studies in the wake of the material turn are slowly beginning to explore the materiality of writing and reading technologies. Martina Wernli, for example, has shown in a study of the goose quill that the materiality of this historical writing device has had repercussions on the semiotics in poetological poems and in other literary genres between the Middle Ages and the nineteenth century (see 2021). Just as poetological poems that are not printed in books would still need to be examined systematically in order to explore the “rich connections between [their] material properties and [their] content” (Hayles 2002, 32), the reflection of the book “as a specifically medial and technical arrangement of text” (Bickenbach 2023, 45; trans. AS) would also still need to be included in a systematic analysis of poetological poetry.
 
                A canonical poetological poem such as Eugen Gomringer’s “schweigen” [Silence] (2018 [1969]) for instance is constitutively bound up with the affordances of the book as a medium (→ I.12 Layout and Typography): The text is printed as a black typeface centered on the white paper of a book page. The page thus functions as a structuring and text-limiting space that owes its existence to the layering principle of the pages in the book (cf. Hayles 2002, 22–23; Bickenbach 2023, 46–47). The white of the paper, which appears as a square in the center of the typeface surface but also surrounds the typography on the entire page, can therefore be interpreted as the silence of the book page and thus self-reflexively refers to the practice of silent reading, which is strongly connected to the printed book as a medium. If Gomringer’s “schweigen” was published on a scroll or in a social media stream, for example, the change of medium would also change the text’s meaning, insofar as the words of the poem “reflexively interact with the inscription technology that produce them” (Hayles 2002, 23–24).
 
               
              
                Poetological symbolism in the digital age
 
                So far, in this article, traditional and often influential poetological tropes have not been mentioned, which, of course, are not exclusive to the genre of poetry (see Kohl 2011). In poetological poetry, verbal images can be related to the thematic levels distinguished above (authorship, production, work, reception) and are often also adopted within the poems in terms of linguistic performativity. Moreover, these verbal images can be used not only as such, but also on the levels of the iconography of script, or materiality.
 
                Since antiquity, a popular poetological metaphor has been textile, which relates, for instance, to poetic combinatorics and the genre poetics of the sonnet – that is, to the word weaving that takes place in these types of poems (see Greber 2002). The contemporary visual poet Sarah Jane Sloat translates the traditional poetological textile metaphor into a material practice by embroidering her colorful erasure poems directly on paper book pages, which are also partially collaged, with colored thread (cf. 2020, 15, 31). This activity can be interpreted as an inversion of the weaving activity of a developing writing technique, insofar as the poet uses embroidery thread as material for erasing the existing text instead of creating it. Sloat’s work is thus another striking example of the way the material properties of poetological poetry amount to the semantics of form.
 
                In contemporary page poetry, moreover, insects are rather popular as poetological images, which will be explored below by way of examples. Insects are ascribed particular visual and acoustic as well as disruptive and metamorphic qualities that seem amenable to the metaphor-making of language-experimental contemporary German poetry. In this field insects serve in different ways as vehicles for poetological metaphors. Their popularity is probably also due to the urgency of a “poetry in the Anthropocene” (Goodbody 2016; trans. AS) that increasingly turns to the more-than-human environment, especially regarding animals and plants (→ IV. 12 Posthumanism and Poetry in the Anthropocene).
 
                The bee and its product, honey, poetological symbols of the Western literary tradition since antiquity (see Waszink 1974), are especially popular in contemporary poetry: The German poet Jan Wagner, for example, stages the bees in his poem “selbstporträt mit bienenschwarm” [Self-portrait with swarm of bees] (Wagner 2016, 97) as a collective that symbolizes both the consciousness of tradition (see Braun 2016) as well as the art of alienation (see Detering 2016) of Wagner’s poetry: In the text, the swarm of bees, on the one hand, brings forth the articulated self in its form, while disfiguring it in such a way that it becomes unrecognizable in its production (cf. Wagner 2016, 97). At the same time, the buzzing swarm of bees embodies the auditive and visual qualities of Wagner’s poetry, which are simultaneously performatively realized, on the level of the linguistic material, and particularly brought to bear in the oral and thus embodied poem-performance (cf. Schmidt 2019, 63–64).
 
                The German poet Monika Rinck, on the other hand, in her poetry collection Honigprotokolle [Honey protocols] (2014 [2012]), stages the activities of honeybees in various poetological poems as an exemplary metaphor for the proliferating collecting and archiving activity of the new poetry (cf. Metz 2018, 144). The act of creating poetry, whose output is described as leaving “honey traces on papers” also appears, following Plato’s Dialogue Ion, as a collective activity beyond rational thought and speech (Rinck 2014 [2012], 76; trans. AS).
 
               
              
                Poetological erasure poems on X/Twitter
 
                The operating mechanisms and affordances of the digital environments of the twenty-first century also create new themes, practices, and possibilities for the creation of literary self-reflection. A second example, from the platform X, formerly known as Twitter, exemplifies some of the transformations of poetological poetry in the context of “participatory cultures” (Jenkins 2009) on Web 2.0 in the early twenty-first century.
 
                On January 5, 2023, @NorthDakotaJane, a user who describes herself as a “Catholic formalist poet” in her Twitter biography, as accessed on July 19, 2023, tweeted: “IMO, ‘erasure poetry’ is not poetry in any way. And to destroy someone else’s writing–or, God forbid, poem–and then call the leftover words a new ‘poem’ is pure philistinism. || Fight me” (Jane Greer [@NorthDakotaJane], X/Twitter, posted on May 1, 2023). Thus, a poet with a formalist poetry concept rejects via tweet a neo-avant-garde poetry practice – erasure poems, that is, texts that create new poems from found material through erasure – as not being poetic at all. As Michel Delville points out, the preference of visual artists and writers to alter found material through the act of deletion says “a lot about the relevance of found texts to late twentieth-century and early twenty-first-century culture which, by and large, values concepts over technique, rewriting over originality, self-reflection over aesthetic norms and values” (2021, 94).
 
                The Twitter community’s reactions were as controversial as the author of the tweet already sought out, given her “Fight me” at the end of the now-viral tweet. As of July 19, 2023, the tweet has been viewed 9.1 million times, had 42 retweets, been quoted 2476 times, been liked 865 times, and been bookmarked 448 times. This enormous response is probably due in part to the fact that the tweet, with its pointed thesis, caused a heightened emotionalization in its readers and therefore evoked a high level of interaction. Emotional and polemical reactions as well as factual arguments can be found in the comments responding to the initial tweet and are on an equal footing with various poetic reactions. But the latter accumulate, especially in quote retweets.
 
                @NorthDakotaJane’s tweet provoked countless erasure poems produced on digital devices, most of which were created by people who, at least on Twitter, do not identify themselves as poets – in other words, amateurs. Typically, for the erasure poem, these users begin with a screenshot of the initial tweet, revealing that it has been digitally edited to make a statement about what poetry is. This material and visual quality is a genuine component of the respective poetic tweets – just as the visibility of the source material is also a genuine component of the subgenre of erasure poetry (cf. Delville 2021, 95). Only in this specific material form does it become clear that the poetic tweets are themselves erasure poems and thus serve as performative commentaries on the initial tweet. Not all erasure poem tweets responding to @NorthDakotaJane qualify as poetological poems, however. Those poems that not only make performative statements about their understanding of poetry through the material act of deleting, but also address it on a discursive level, can be called poetological in a narrow sense.
 
                This is the case, for example, in a quote retweet by the user @duskndewdrops. In quote retweets, users transfer their commentary on a tweet, including the quoted source tweet itself, to their followers’ timelines. In this way, readers can directly compare the altered screenshot with the original words in @NorthDakotaJane’s initial tweet. The remaining text of @duskndewdrops erasure poem is: “is n t poetry | all | leftover words” (@duskndewdrops, X/Twitter, posted on May 3, 2023), which through the act of erasure discursively and performatively asserts the lyricism of erasure poetry.
 
                In the case of poetological poem tweets, however, the degree to which the material intervention in the original tweet is highlighted varies. The user @veristictrash, for example, blacks out parts of the white font of @NorthDakotaJane’s tweet so that only some of the original words remain (@veristictrash, X/Twitter, posted on May 3, 2023). The intervention is only visible through the gaps between the words, but the traces of editing remain otherwise transparent, so it could also be that the original author of the tweet could have written it this way herself. The remaining word material now seems to be ironically directed against itself, a form of “creative misreading which is likely to remedy the deficiencies and limitations of the source text” (Delville 2021, 97). The user @mytwords, on the other hand, uses the brush function of an image editing program in his quote retweet to performatively refute the initial tweet and at the same time highlight the texture of the intervention. The deleted words thus still shine through slightly (Matthew Murrey [@mytwords], X/Twitter, posted on May 2, 2023), which has the effect of highlighting the act of overwriting more clearly than in the previously discussed variants.
 
                Poetological erasure poems – a genre that also exists in contemporary printed poetry (see for instance Liebert 2021, 46) – can be understood as creative discourse contributions that aim to refute a formalist understanding of poetry. However, since the author of the initial tweet considers a specific form of originality as a criterion for the genre of poetry, she comments on various products with the words “Thank you for marking my point” (Jane Greer [@NorthDakotaJane], X/Twitter reply, posted on May 23, 2023). Here, then, the amateur and DIY culture of Web 2.0 apparently meets the representative of a modern conception of poetry that demands increased expertise from its producers and does not recognize the creative appropriation of found material as proof of skill.
 
                The poetry production triggered by @NorthDakotaJane’s tweet thus stands for recent tendencies of the phenomenon of poetological poetry in social media as a whole: for an increased poetry production by amateurs on the one hand, made possible by the availability of the media-technical means, such as in the better-known genre of Instapoetry (→ II.7 Social media poetry). On the other hand, the discourse event outlined here stands for the tendency of poetological poetry on social media to become not only a creative but also a discursive practice, especially on X/Twitter – a network that, as a “microblogging service,” is strongly oriented towards accelerated multimodal discursive processes, and which has been heavily criticized since the takeover by Elon Musk in October 2022. What poetry should or should not be is negotiated here in poetic and non-poetic contributions digitally and collectively, in real time, and, due to the low barriers to participation, by poets and interested publics alike, so that democratizing tendencies are also evident. The resulting poetological poetry products arise from the affordances of the social network X/Twitter. They are as fleeting as they are playful, and function as heteronomous context- and community-related messages rather than as autonomous works of art (see Ullrich 2022), that are in need of extensive acts of interpretation from their readers.
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                Theory of lyric subjectivity
 
                The lyric and subjectivity have been closely associated since eighteenth and nineteenth-century aesthetics. At present, however, lyric theory tends either to detach lyric and subjectivity from each other again or to redefine their relations. In doing so, it must be taken into account that these terms and concepts differ diachronically and synchronically in linguistic and cultural communities (cf. Rutz 2021). In the eighteenth century, the distinction between epic, dramatic, and lyric poetry had become broadly established. Lyric referred to a mode of representation determined in opposition to the epic and dramatic (→ I.1 Lyric Genre Theory). This view was codified at the beginning of the nineteenth century, for example, in Friedrich Bouterwek’s Aesthetics (Ästhetik, 1825). He identifies five varieties of poetry in the classical tradition, and, of these, he names lyric poetry or the lyric as its highest manifestation. Like Friedrich Wilhelm Joseph Schelling (cf. 1859, 640), Bouterwek refers to the “individuality of the poet” who “allows his thoughts and feelings to emerge subjectively as manifestations of his own nature” (1825, 67–68, 75; trans. HS). Bouterwek’s Aesthetics shows that the modern concept of the subject is closely linked to the poet. However, the poet was to be considered a role that could have non-human determinants – like the Muses – beyond the personhood of the author.
 
                The tension between person and poet is further reflected upon in the aesthetic theory by Georg Wilhelm Friedrich Hegel, who was particularly influential in determining lyric poetry as a poetic expression of the subjective (cf. 1970 [1842], 420). The distinct detachment of the lyric subject as a semiotic entity from the empirical author was intended by the term lyrisches Ich [lyric I], as coined by Margarete Susman in 1910 and established in lyric theory by Oskar Walzel in 1916 (cf. Borkowski and Winko 2011, 45–46). However, vagueness, ambiguity, and contradictions in its use put even this term up for debate: Walther Killy’s abandonment of the lyric I (cf. 1972, 4) was followed by attempts at its replacement or specification (see Borkowski and Winko 2011).
 
                In more recent definitions of lyric poetry, subjectivity as a theme as well as a formal expression of a lyric subject or lyric I has either become one criterion among others (cf., e.g., Klotz 2011, 32–52) or has been redefined or replaced in various ways. For instance, Dieter Lamping understands poetry as “solitary speech in verse” (“Einzelrede in Versen”; 1989, 63), while Klaus Hempfer defines lyric speech as a “fiction of performativity” (2014, 56; trans. HS). “Fiction” here means the inventedness or “fictionality of the situation of utterance” (Hempfer 2019, 59; trans. HS) but not of the utterance itself. “Performativity” indicates that such utterances do not refer to “pre-given things” that “they are supposed to express” but, rather, already constitute what is expressed themselves (Fischer-Lichte 2012, 38, 41; trans. HS). Thus, lyric speech is determined by the simultaneity of a fictitiously situated speech act and its represented situation, on the one hand, and the processual constitution of meaning or act of imagination on the other.
 
                Other approaches rather focus on the communicative situation than on lyric subjectivity. Jan Borkowski and Simone Winko, for example, distinguish between the “text-internal speaker” and the “text-external speaker,” the latter of which could refer to the reciter or performer (2011, 75; trans. HS). Rüdiger Zymner in turn, replaces “speaker” with “sender” to account for poems that do not have a speaking instance at all and further differentiates between “pragmatic” and “practical” senders, which can be either “fictional” or “factual” (2009, 11, 26–27; trans. HS). The “pragmatic sender” is defined “as a sign structure, as a semiotic fact” (Hillebrandt et al. 2019, 13; trans. HS).
 
                Analogously, the addressee is also distinguished as a pragmatic, semiotic sign structure and as a practical given. The addressee moves into the foreground when considering the magical or ritualized origin of lyric poetry (cf. Schlaffer 2012) and its persistence in “the ritualistic dimensions of lyric: rhythm, lyric address and invocation, and sound patterning of all kinds” (Culler 2015, 350). According to Jonathan Culler, these “ritualistic dimensions” lead to the construction of a “triangulated address” (2015, 186), which encompasses the reader via the text-internal – and, often, only indirectly expressed – opposition of an “I” and an invoked “you.” This addressee can be examined with regard to its reception-aesthetic and hermeneutic prefiguration by the text (see Fluck 2009) as well as sociologically with regard to the conditions of its empirical, emotional and cognitive reception (see Johnson-Laird and Oatley 2022).
 
                In the case of recitation and performance the practical sender comes to the fore, introducing additional dimensions of analysis and meaning by “audio text” and “body text” (Novak 2011, 75, 145). These can, moreover, produce a “performance of self” as well as a “performance of authorship” that can be examined as aesthetic constructs in relation to the empirical author (Novak 2011, 186–187). Meanwhile, “participation” and the “constitutive role of the audience in the live situation” (Benthien and Prange 2020, 518, 520; trans. HS) invite further analysis.
 
                Some approaches introduce yet another level of interpretation by transferring the narratological concept of the implied or abstract author to lyric theory. For instance, Anthony Easthope distinguishes between two speech instances: the “subject of enunciation” and the “subject of the enunciated” (1983, 43–44), analogously to Peter Hühn’s “Äußerungssubjekt” [subject of enunciation] and “Kompositionssubjekt” [subject of composition] (1995, 13). The latter, in both cases, is what Dieter Burdorf would call a “text subject” (2015, 203; trans. HS; see also 2017), which is anchored in the composition and must be hermeneutically accessed. This level of meaning precedes or supersedes the speaker in that it constitutes her position as speaker, supports her statements, and can even contradict them.
 
                The problems and inconsistencies involved in superimposing narratological concepts onto poetry (cf. Stahl 2021, 307–308) can be countered by a transcendental justification of the inevitability of subjectivity itself (see Peper 1972, 1998). As Immanuel Kant stated, the “transcendental apperception” is prior to the distinction between subject and object and constitutes both in the first place (1983 [1791], 135–136). Consequently, this means that the subject can be understood epistemologically as a relational structure that is produced by cognition and related to “transcendental apperception” on the one hand and to the object on the other (cf. Stahl 2021). On this philosophical basis, the article proposes a “polymorphic subject model” (cf. Stahl 2021, 303; trans. HS) that can account for lyric subjectivity as a multilayered complex of semiotically structured relations. At the center of the model is the aesthetic subject. On the one hand, it refers to the text subject constituted by the composition and its relations to the text-internal speaker, with whom it can coincide or display differences, and to text-internal objects. On the other hand, the aesthetic subject also refers to the relationship between the text subject and further forms of expression related to the text producers, including non-human agents like plants, expressing themselves with the help of technical devices, or also like AI (→ IV.11 AI Creativity and Poetry; IV.12 Posthumanism and Poetry in the Anthropocene).
 
                Recent lyric theory shows a tendency to avoid the traditional concepts of the lyric subject, lyric I, and poet: either replacing them with broadened categories that can accommodate poems without a subject (or speaker) or conceptualizing them semiotically so as to limit the notion of “lyric” exclusively to poems with a subject (or speaker). Indeed, subjectivity itself no longer dominates generic considerations of lyric poetry, with the exception of those approaches that emphasize a “prototypically lyric structure of utterance” (Hempfer 2014, 56; trans. HS). This raises the question, whether the approaches to lyric subjectivity outlined above are still useful to the analysis of more experimental and emergent forms of poetry? To test the hypothesis that perhaps they are, the next section will discuss the case of digital or technologically produced poetry.
 
               
              
                Lyric subjectivity under the conditions of advanced technology
 
                Research has reacted to developments in poetry under digital and other new technical conditions with the adoption of methods from other disciplines, such as → III.10 Performance and Theater Studies, intermedial studies, communication studies (see Benthien 2021; Müller and Stahl 2021), and sociology (see Benthien and Gestring 2023). In such poetry, the category of subjectivity shifts between intensification, on the one hand, and reduction, elimination, or transformation on the other. The former can be found both in “live poetry” (Novak 2011, 62) – with its auditory and audiovisual re-mediatization on data carriers and on the internet – and in multimodal forms of poetry – especially on social media. For such forms, the presentational union of author, performer, and text-internal sender or speaker is typical (cf. the notion of “poet-performer”; Novak 2011, 62; → IV.2 Staging the Self in Spoken-Word Poetry). This identity results in an “authenticity effect” (Novak 2017, 158) that corresponds to the expectations of the audience (see Ailes 2021) and is underwritten, on the one hand, by assumptions about the autobiographical facticity or meaning of the content, and, on the other hand, by the performance itself, which, regardless of the artificiality it fundamentally involves, is supposed to appear as “natural.”
 
                Digitally generated poetry (cf. Bajohr and Gilbert 2021; Bajohr 2022; → II.6 Digital Poetry) can also reduce and transform the category of subjectivity with regard to both the author and the recipient, inasmuch as various forms of interactive and hybrid relationships emerge that can undermine the oppositions of producer-recipient as well as subject-object. The creative participation of the recipient increases in inverse proportion to the reduction of intentionality and authorship, leading to an overall tendency towards open and interactive processes rather than finished products. “Ergodic” (Aarseth 1997) digital poems develop fleeting forms or allow their recipients to coproduce different “works” according to more or less randomly chosen options. For example, in poetry computer games or poem-game hybrids, poems are generated through rules-based options that are given as ready-made building blocks according to the program’s specifications (see, e.g., Nelson 2016). Here, the question of shaping receptive subjectivity through literary and computer-game-specific techniques comes to the fore (cf. Stone 2021). For digital poetry produced by text generators or in the form of a “symbiotic relationship” (cf. Rustad 2017, 124) between author and algorithms, as in Johannes Heldén’s Evolution, the principles of text generation and interactively directed reception become dominant over text-centered forms of subjectivity. Interactive and hybrid human-machine relationships replace the author in the traditional sense but without eliminating the human subject altogether (→ IV.10 Digital Poetics Between Signification and Spectacle). This is because the results are based on programming and selection; moreover, contextual factors can become increasingly meaningful. Nevertheless, such largely authorless and intentionality-free forms ultimately transfer the burden of generating meaning onto the recipient, who thereby becomes part of a network of creative agency (→ IV.11 AI Creativity and Poetry).
 
                Interactive authorship can even be extended to non-human natural phenomena by means of technical manipulation. In the case of Christian Bök’s Xenotext (2015), genetically manipulated bacteria produce poems that are translated into language. Subjectivity here thus refers both to generative structures as well as to possible semiotic subject forms that emerge from these productive and interactive processes and also from paratextual contexts. In other words, even under digital conditions, traditional poetic forms of lyric subjectivity persist, for which the text-oriented theoretical instruments outlined in the previous section are still suitable. However, the use of digital, multimodal, and technical strategies leads to text products, whose analysis requires a flexible differentiation among various relational levels, instances, and perspectives. In addition, they introduce new concerns with regard to participatory aesthetic involvement in both reception and in discourse formation. In the narrower sense of digital poetry specifically, texts are characterized by interactive processes of hybrid generation that transcend subject-object and/or producer-recipient relations and that can extend to non-human agents. The shift of digital poetry towards fluid and, to a certain extent, random modes of production requires us to focus not only on the surface structures of these texts but also on their generative principles, the contexts of their emergence and application, and the aesthetics of their reception.
 
               
              
                Lyric subjectivity and poetry performance
 
                Spoken-word poetry is a genre that amplifies the personal union of author, text-internal speaker, and performer, producing an expectation of authenticity. Nora Gomringer refers to this criterion in the introduction to her performance of “Ursprungsalphabet” [Alphabet of origin] (2015), which is available on YouTube in a recording dated September 8, 2013 by the Institut Pierre Werner, when she asks: “how is an author direct and honest, perhaps with her own alphabet[?]” (2013a; trans. HS).
 
                In the poem, claims to authenticity are initially carried into the absurd. The poet-performer lists her “origins.” For instance, in the beginning, she names women from Greek mythology and literature who are subservient to men – “I am Ariadne” (Gomringer 2015, 92; trans. HS), but also Briseis and Calypso. Then she switches from Greek to Roman mythology with the defensive virgin Diana and to a misogynist perspective on this “Mondzicke” [moon bitch]. These “origins” are not only fictitious but also incoherent and contradictory; their order is neither logically nor thematically recognizable. Rather, patterns of content and form are repeatedly built up only to dissolve. At best, these fragments of information allow conclusions to be drawn about her cultural circles and educational horizons (cf. Benthien and Prange 2020, 529), the breadth of which is suggested by literary and philosophical-theological allusions. The expectation of a “direct and honest” performance, however, is clarified as a pattern that Gomringer is breaking; here, she is in line with Katie Ailes, who notes the danger of performers submitting to the stereotypical expectations of their audiences (cf. 2021, 150–151). Claudia Benthien and Catrin Prange (2020, 529) describe the repeated use of “(I) am” as “a kind of refrain” that connects the various self-definitions. However, this heterogeneity, even absurdity of the definitions could also be seen as rather humorously dissolving the text-internal I of the speaker and distance it from the author herself.
 
                Gomringer presents her self-definitions as formulas of an associative-combinatorial game that results in the dissolution of a self-identical I. This mode of composition has a prototype: “The Alphabetical Self-Portrait” (Schmitz-Emans 2019, 135; trans. HS) of “ROLAND BARTHES par Roland Barthes,” which demonstrates “a dispersion of energy in which there remains neither a central core nor a structure of meaning: […], I am dispersed” (Barthes 1994 [1975], 143). For Barthes, it is precisely the arbitrariness of the alphabet that allows us to subvert orders and hierarchizations and counteract an “Ursprungsdenken” [thinking of origins] (Schmitz-Emans 2019, 203). Similarly, on the level of composition, Gomringer’s poem develops a text subject that surrenders self-determination to postmodern deconstruction.
 
                The oral performance of the poem, however, adds another level of meaning. For this semiotic play with subjectivity itself is then sustained by the voice of the performer and supported by her body (cf. Benthien and Prange 2020, 521; → I.11 Voice and Orality). The emphatically unprofessional spoken introduction to the performance marks its theatricality. The principle of this performance is role-playing: Each alphabetic fragment is portrayed with a specific voice, set of gestures, and facial expressions. The performer reveals herself as an actress who inhabits the roles while also subverting them: for example, in a video clip for Bavarian television, Gomringer accompanies her self-determination as “Hitler” with the gesture of smoking, which the latter hated (cf. 2013b). Thus, an “I” appears that lies beyond both the absurd self-definitions of the text-internal speaker and its postmodern counterpart in the “dispersed subject” (Barthes 1994 [1975], 143). The identity of this “I” consists in its capacity for independent transformations in creative play with cultural templates, which are put on and taken off as masks. This “I” becomes visible as an actress only in the presence and action of performance and thus survives the postmodern “death of the author” respective of the subject. A poetry clip of “Ursprungsalphabet” (Gomringer 2013b), however, promotes a postmodern interpretation of the poem’s performance through film techniques that visually emphasize the “dispersed I” (Barthes 1994 [1975], 143), for example, by fading in on words from a line that are scattered in space, focusing the frame on inessential visual fragments like a random shot of the performer’s hair, or shaking and blurring various shots. The constant movement of the camera mimics the dynamics of the self, which realizes itself in transformation.
 
               
              
                Interspecies lyric: a tree as poet
 
                Another example of questioning lyric subjectivity in the digital age is a work by Lindsey French, an intermedia artist who uses electronic and digital tools to interact with natural phenomena and permit their artistic expression, exploring the transhuman, hybrid and collective forms of authorship. In so doing, she does not eliminate human subjectivity altogether but, rather, alters its scope and mode of action. One such collaborative artistic production is the project “land of words: a collection of poetry by plants,” in which French turns “Echinacea purpurea, Quercus macrocarpa, Asclepias tuberosa, Tsuga canadensis, and Pinus strobus” into “poets” (2018, n.p.), translating their activity into text. She defines her own role as that of “editor,” although she admits to “having involved [herself] deeply with the poets in their creative process” (French 2018, n.p.). Indeed, her role goes beyond that of an editor, as she determines the productive principles of the work, setting up two phases of production: In the first phase, the lexicon is generated; in the second, the plant uses it to produce the poem.
 
                For example, in “Untitled (after Annie Dillard),” whose authorship is attributed to “Tsuga canadensis” (Canadian hemlock), the underlying text is by Dillard, “who grew up in Pennsylvania not far from the arboreal poet” (French 2018, n.p.). French does not specify which text she chose; however, the lexicon of the resulting poem allows one to google the text and identify the beginning of the chapter “Seeing” from Pilgrim at Tinker Creek (1974), Dillard’s Pulitzer-Prize-winning book of observations about nature. This is a programmatic choice by French – after all, it is about seeing nature anew as well as about the revelation of metaphysical experience. French’s project likewise aims to deautomatize our perception not only of the natural but of language and poetry through “enstranging,” in the sense first forwarded by the Russian formalist Viktor Shklovsky (1990 [1917], 6).
 
                The poem is not written using normal syntax. Rather, syntactic fragments are juxtaposed and at best connected using poetic devices such as sound repetitions. The isolation of linguistic units renders them ambiguous with respect to both their parts of speech and to their lexical meanings. Larger semantic fields like culture and nature or subject and object are also leveled and interchanged. Spatio-temporal and semantic perspectivizations become impossible.
 
                Nonetheless, this “poet’s voice” presents as lyrical in the sense of the “fiction of performativity” discussed in the first section of this article. Rather than eliminating sense altogether, the syntactic isolation of the linguistic units allows provisional meanings to cohere through contiguities, and semantic and formal relations of “equivalence” (in the meaning of Jakobson 1971 [1960], 153; → I.2 Poetic Function; I.3 Poetic Language) emerge in surprisingly large numbers. The poem also shows distinct phonetic and rhythmic patterns, conditioned by the number of words and syllables in lines. This use of poetic superstructures to compensate for asyntactic isolation recalls the hermeticism of modernist poetics.
 
                However, in the case of French’s plant poetry, an analysis of each poem’s composition, including the underlying pre-texts and conditions of production, yields a picture that corresponds to her poetic program as outlined at the beginning. That is, the text subject on the level of the composition and the human “project manager” largely coincide. This may, however, lead us to question the success of French’s experimental attempt at overcoming human perspective and intentionality through non-human coproduction or even independent expression (→ IV.12 Posthumanism and Poetry in the Anthropocene). The goal of “language beyond control of the knowing subject, both as speaker and reader” (Ackerman 2014, n.p.) is not fully realized inasmuch as the intervention of the human initiator remains decisive. The fundamental differences between the productive principles and, as a result, the composition of such texts – in French’s case, the choice is made to arrange the poems in lines and stanzas with selections from a set lexicon – vividly demonstrates the limits imposed by procedure but also by taste.
 
                Both the poem by Gomringer and French’s experiment show that the analytical categories of lyric subjectivity continue to apply – yet, crucially, only insofar as they are understood semiotically and not as ontological shorthand for an author-subject.
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              In everyday usage, “mood” is a term used to convey some key quality of a literary text. “The poem is written in a sombre mood,” we might say, or, in more modern parlance, “The text gives off sad vibes.” The broader meaning seems clear here: the texts are about sad things and/or are intended to make readers sad. As precise analytical tools, the terms “mood” and “Stimmung” have not had much traction, however (for recent studies see Gisbertz 2011; Arburg and Rickenbacher 2012; Felski and Fraiman 2012; Gumbrecht 2012 [2011]; Reents 2015; Hajduk 2016; Breidenbach and Docherty 2019; Breidenbach 2020). This is due to an elusive vagueness inherent in the concepts these terms are designated to describe. The Oxford Dictionary of English resorts to a circular (non-)definition of “mood,” delineating the term via its – equally unspecific – synonym “atmosphere” and vice versa: “mood: the atmosphere or pervading tone of something”; “atmosphere: the pervading tone or mood of a place, situation, or creative work” (2010, n.p.). As a sensory and emotive phenomenon, mood often is deemed either too obvious a concept or too private a sensation to warrant thorough analysis (cf. Gumbrecht 2012 [2011], 4). Heuristic typologies of mood distinguish between affective states of a personal subject vs. fleeting and nuanced atmospheres of objects, places or rooms, situations or scenarios (cf. Gittel 2019, 327) or between physical, social, and medially transmitted moods (cf. Heibach 2012, 10–11).
 
              
                Stimmung: A philosophical history
 
                In its long and varied history, the concept of Stimmung/mood has undergone multiple transformations. Still, there are certain core features which anchor the term’s diverse cultural and historical manifestations and have proved to be productive to this day. As a phenomenon tied to the emotions, Stimmung is experienced as a subjective category and is often understood to convey a person’s unique mental essence. At the same time, Stimmung/mood is not only triggered by something outside the subject but is also seen to be a quality inherent in designated parts of the object world. This insoluble inside-outside-bind and its creative dynamic may be one of the reasons for the term’s productive history and erstwhile philosophical and poetological relevance (cf. Wellbery 2003, 705; Breidenbach 2020, 26).
 
                That over the past two hundred years, German philosophy should have been responsible for the majority of relevant ideas and systematizations in the field may be due to certain semantic properties of the German word Stimmung which neither the English “mood” or “atmosphere” nor the French humeur or atmosphère possess (cf. Wellbery 2003, 703–704). In contrast to its English and French counterparts, Stimmung includes a musical meaning that is concrete, objective (musical tuning measures the ratio of tonal frequencies), and made up of several related semantic components. In its philosophical reading, the placing of elements in relation to each other with an aim to systematized coordination has taken on the meaning of harmonization in a more abstract, at times cosmological, proto-metaphysical sense. Transferred from music to matters of the mind, the term abandoned its empirical, objective nature, taking on strong subjective “undertones” instead (cf. Wellbery 2003, 707).
 
                Immanuel Kant’s definition of Stimmung as developed in his Kritik der Urteilskraft (1790) has been one of the most influential concepts to date. Kant’s aesthetics and his use of Stimmung appear as part of a general epistemological project of explaining the nature, conditions of possibility, and limits of various types of judgments – especially those that generate knowledge. Kant’s model posits the existence of independent mental faculties and privileges the faculty of reason and its conceptual capacities. These he assumes to be based on universal concepts, a fact which enables the human mind to make judgments which are both objective and universally communicable. Judgments of taste (i.e., judgments of beauty in nature and art) are based on feelings, however, and feelings are seen to be tied to the individual body and thus subjective. According to Kant, non-conceptual, feeling-based aesthetic judgments may still lay claim to universal validity. In order to be able to argue this, Kant resorts to the concept of Stimmung, postulating a “harmonious interplay” (“proportioni[e]rte Stimmung”; 1968 [1790], §9, 219) of the (supposedly) separate cognitive faculties of imagination and understanding. Thus, in Kant’s view, our imaginative faculty is brought into alignment with the rational faculty in a manner unforced by universal concepts; the feeling of aesthetic pleasure arises only as a secondary effect of the harmonious interplay of our mental faculties. This metaphorical use of Stimmung may be something of a philosophical sleight of hand (cf. Frey 2011, 79; Johnson 2018, 5–14), but with its semantic facets of affect, harmony, disposition, proportionality, pre-rationality, and uncertain communicability, the Kantian notion of Stimmung has been pivotal to Western aesthetic thought.
 
                Subjectivity came to dominate the mood-related discourse of the nineteenth, and arguably also of the twentieth century. Romanticism saw Stimmung as expressive of the deepest core of the self: in a poem, Stimmung was held to be the organizing principle to color all elements of the artwork and form the essence of the poetic message (cf. Reents 2015, Ch. 6). Dismantling Kant’s concept of a stable, self-identical self, Modernism subsequently turned its attention to the volatile nature of Stimmung, choosing a fluctuating and ephemeral concept of mood as replacement for the stable subject of the Enlightenment (see Breidenbach 2020). Martin Heidegger’s Sein und Zeit (1927) can be taken as both culmination and end point of the canonical discussion on mood. In Heidegger, Stimmung takes on the role of an all-encompassing concept (see Guignon 2003). Mood for Heidegger comes neither from the outside nor from the inside but arises out of – and as a way of – being in the world (cf. 1967 [1927], 136). By placing mood firmly within the ontological realm, its dual nature is discarded and Stimmung in its Heideggerian sense loses much of its evocative potential.
 
                Studies on mood in poetry have tended to veer toward the philosophical, with German studies laboring under the legacy of Georg Wilhelm Friedrich Hegel’s Stimmung-centered generic reductionism. Hegel described poetry as a mode specializing in Stimmung, i.e., in concentrating on interiority and the subjective coloring of perception (see 1970 [1835–1838]; → I.5 Lyric Subjectivity). Hegel’s somewhat one-sided genre conception (→ I.1 Lyric Genre Theory; III.1 Lyricology), which gave an entire school of German poetry its name (Stimmungslyrik, “poetry of mood”), led subsequent theorists to repudiate the definition and dismiss the term (cf. Meyer-Sickendiek 2016, 343). Recent years have seen attempts at salvaging Stimmung/mood as a general aesthetic category, with many studies resorting to a historical-cum-phenomenological approach (see Meyer-Sickendiek 2011, 2016; Felski and Freiman 2012; Gumbrecht 2012 [2011]; Bulka 2015; Böhme 2018).
 
                Studies on mood eschewing the phenomenological frameworks proposed by Heidegger (1927 [1967]), Schmitz (1990), and others, are interested in the subjective, holistic, and contextually situated experience of the artwork. In his influential phenomenological treatise Atmosphere, Mood, Stimmung: On a Hidden Potential of Literature (2012 [2011]), Hans Ulrich Gumbrecht sees literary criticism’s focus on mood as a potential alternative to both poststructuralism and cultural studies, whose axioms, he claims, exhibit a distorting overemphasis on representation. In Gumbrecht’s understanding, moods are material entities that “surround” and “happen to” the body and “belong to the substance and reality of the world” (2012 [2011], 4, 20). As “effects of presence” (Gumbrecht 2012 [2011], 7), they cannot be adequately rendered in language or circumscribed by concepts. Through the interplay of its multiple devices, a poetic text conjures up the specificity of its historical moment, offering the reader an intense and immediate bodily experience of cultural and historical otherness. Rather than defining moods, “for they have no fixed location,” Gumbrecht in his own readings of mood in literature, music, and the visual arts aims at “discovering sources of energy in artifacts […] and gesturing toward them” (2012 [2011], 18). For its methodology, Gumbrecht’s study adopts a historical approach, retracing shifts in the cultural meanings, theoretical relevance, and poetic application of mood. Questioning the possibility and aptness of a rigorously scientific stance, Gumbrecht’s analyses of mood are unapologetically impressionistic and rely on the power of “counterintuitive thinking […] set into motion by ‘hunches’” (2012 [2011], 17).
 
               
              
                Mood as embodied cognition
 
                In everyday conversations about art, mood continues to be a key heuristic. Amateur readers are usually quick to spot a poem’s overall mood, a fact which can be taken to indicate that mood appraisal precedes analysis. This points to mood being a holistic category, which, rather than singling out specific characteristics of histoire or discours, treats a text’s multiple dimensions as an organic gestalt. In an attempt to sidestep the impressionistic impasse in mood analysis in poetry, Eva Zettelmann (2025) takes the concept’s lay use and its features of instant availability, pre-linguistic vagueness, and holistic perception as relevant clues for further analysis. Refuting a simplistic mind-body divide (see Lakoff and Johnson 1999; Johnson 2018; Johnson and Tucker 2021), her approach to mood in literature is based on models of embodied cognition (see Lakoff and Johnson 1980; Johnson 1987, 2017; Hampe and Grady 2005) and utilizes a “deeper,” more visceral type of meaning.
 
                A human being’s most basic of experiences involve the infant’s body and its earliest exposure to our world and its physical forces. These experiences, their felt quality, and internal logic lie at the heart of and lend structure to human cognition. They are the “image schemas” (Johnson 1987; for empirical evidence see Rohrer 2005) through which our conceptualization, metaphor-making, language, and reasoning take place. Deriving from our physical interaction with the world, image schemas are basic scaffolds which through their curtailed, abstract, and pre-linguistic form structure our meaning-giving frameworks. Our brains use image schemas to form primary metaphors which understand things in bodily, spatial terms and conceptualize the world in an intrinsically metaphorical way. Image schemas discussed in the literature include: container, source-path-goal, into, out of, boundary, balance, enablement, blockage, counterforce, attraction, compulsion, contact, iteration, etc. (see Hampe 2005; Mandler and Canovas 2014).
 
                In Zettelmann’s “Mood in Poetry: An Image-Schematic View” (2025), image schemas form the building blocks of the embodied mood experience. By way of an example: time is habitually conceptualized in terms of space, narrativity is systematically rooted in spatial logic (cf. Kimmel 2009, 171), and temporal progression in any genre is comprehended – and physically experienced – via the event structure metaphor (i.e., goal-directed, agented action is conceptualized as directed motion along a path toward a destination; also termed source-path-goal). As deep-level generators of mood in literature, image schemas form both a text’s conceptual structure and its affect-related template. A poem’s specific use of image schemas, their selection, combination, extension, and elaboration, supplies its readers with a unique somatic experience and text-triggered mood contour.
 
                Most theories of mood understand the mood experience to be based on emotion as a core component. An enquiry into the cognitive foundations of human affect reveals that emotions, which are hard to grasp in their exact neural make-up and manner of operation (see Fox 2018), are most frequently conceptualized in force-schematic terms: “Because in the event structure metaphor causes are forces, it is natural to conceptualize emotions as forces that bring about certain responses, or effects” (Kövecses 2000, 61). Zettelmann’s cognitive model offers a reframing of emotion in poetry. It shows the core constituents of mood in literature to be expressed through force schemas, which because of their inherent body-related dynamic can induce intense readerly enactment. Basing her theories on cognitive and neuroscientific evidence, Zettelmann argues that what we call “mood” in poetry centers around an image-schematic embodied experience of a text – not so much of its detailed qualia (although there is a close relation between storyworld and the mood gestalt) – but of the unique image-schematic and concomitant bodily and emotional profile triggered by a text. The result is a multilayered, dominantly somatic experience which changes along a time vector and is difficult to render in words – which may be the reason why mood has long remained a vague and elusive category.
 
               
              
                Lyric mood in the digital age
 
                The coupling of the lyric with other media such as music, visual forms, and performance is no impediment to the recipient experiencing some form of embodiment. On the contrary: including auditive and visual channels of communication will tendentially enhance a poem’s somatic stimuli. A lyric artwork rich in sub-semantic or non-linguistic tracks can cause recipients to shift their attention from the storyworld to patterns of shape and color, rhythm and sound. The resulting mood contour will be guided both by a text’s sub-semantic patterns and its denotative reference.
 
                Kae Tempest’s sound poetry may serve as an example. In rhythm, rhyme, and recitation, Tempest’s multimedial poems take their inspiration from hip-hop. The accompanying soundtrack tends to be minimalist, sporting only few instruments, simple rhythms, repetitive melodic lines, and the occasional vocal refrain. Yet despite the texts’ comparative sparseness, the image-schematic patterns added to them by their oral delivery and musical framing complement and enhance the poem’s lyrics and projected storyworld.
 
                In the expository section of “Grubby” (2016), for instance, the text’s stable pulse, off-beat rhythm, and formal regularity of Tempest’s vocal delivery evoke a steady forward kinesis with few cognitive landmarks. The poem begins with a third-person speaker setting the scene – a grubby London flat in which a girl, Pious, is lying awake in the early morning, pining for an ex-lover. Then Pious takes center stage, breaking out in a first-person rant about being lovesick for someone who no longer cares. The gradual rise in pitch and dynamics is an iconicity device employed to dramatize the speaker’s increasing anger and frustration. After the text’s last refrain of “I am thinking of you | And the things you do to me” (Tempest 2016, 3:37), a shrill electronic sound climbs to an excruciatingly piercing pitch – and breaks off. On the level of embodied mood, listeners will be “moved” to emulate the poem’s emotional development. Their cognitive re-enactment of path – goal, iteration, intensification, and frustration/failure will typically be coupled with noxious emotions. Complementing the off-line embodiment afforded by the poem’s image schemas with physical enactment, some listeners will commit to a more intense engagement by moving (parts of) their bodies in time to the song’s hectic, stress-inducing pulse (“Grubby” has a four-four time signature of 235 bpm, with the percussion track spelling out sixteen semiquavers per verse line).
 
                Dan Waber’s flash poem “youandme” (2019 [1999]) is a looped 35-second clip which depicts the intricacies of a love relationship through the means of motion in three-dimensional space (→ II.6 Digital Poetry). The “protagonists” of the text are the words “you” and “me” rendered in cursive script. Equal in size but differing in direction and speed, the two “characters” flit across the screen, telling via their divergent trajectories a story of different temperaments, contrastive behavioral patterns, and mismatched attitudes towards proximity and emotional relationships. The “you”-protagonist moves along a steady horizontal path from left to right and, after briefly disappearing from view, from right to left. When in motion, “you” does not change its pace nor leave its course. On its journey, it puts in several halts, moving incrementally backwards at each stop (depending on the direction of movement expressing either hesitation or conciliation) before resuming its steady course. In contrast to this, the “me”-character shows erratic movement at a significantly higher speed, taking vertical or transversal paths which repeatedly lead it recklessly to race over and across the “you”-character. Only after “you” has left the screen does “me” enter its partner’s horizontal path, imitating “you”’s more reliable trajectory, if at a higher pace. As soon as the “you”-character reappears, however, “me” resumes its restless 3-D-meanderings.
 
                With the age-old erotic game of attraction-repulsion on endless repeat, Dan Waber’s “youandme” is an amusing take on the rites of love. Viewed from the angle of cognitive semantics, however, the text’s extreme reductionism offers an accurate representation of the image-schematic frames used to make sense of human social behavior. Waber’s text requires a different kind of decoding: while in standard cases of surface elaboration, readers access the richness of storyworld data via frames of spatialized embodiment, Waber’s flash poem strips the love story of its particulars, laying bare the cognitive conceptualization of erotic ritual. Demonstrating the epistemological power of image schemas, the poem also reveals these “recurring, dynamic pattern[s] of our perceptual interactions and motor programs” (Johnson 1987, xiv) to be somewhat facetious in their lack of subtlety. We can assume that his flash poem takes readers on an embodied journey of their own. Their mood profile will be made up of the cognitive embodiment of attraction, repulsion, path, goal, and pursuit augmented by an element of humor, which, depending on an individual reader’s experience and attachment style, may be tinged with additional affective facets (such as pity, resentment or sarcasm).
 
                Owing to a recent cognitive reconceptualization (see Zettelmann 2025), mood can now be explained as a level of readerly experience which unfolds in terms of image schemas and bodily re-enactment. It is an experience with a distinct temporal profile, making mood a proto-narrative phenomenon with variants in kind, duration, and intensity. Mood is what readers remember when details of story logic are all but forgotten (see Breithaupt et al. 2022). It adds to histoire and discours the level of the reader’s somatic experience, which is not a randomly subjective but textually anticipated and triggered phenomenon. In multimedial forms of poetry, the mood contour responds to a high number of multisensory triggers and may thus include proportionally more elements of a sub-semantic nature. As a complex gestalt phenomenon, mood is not easy to grasp in its entirety but can be analyzed in its enabling conditions, far-reaching implications, and generic variants.
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                Introduction and historical background
 
                The cycle is one of the fundamental principles of poetic composition (cf. Ort 2007, 899–901), and can be traced back to the origins of lyric poetry. Recently, Rüdiger Zymner, in his Globalgeschichte der Lyrik [Global history of poetry], quotes many examples of cyclic – meaning in any case repetitive – structures from ancient cultures such as Egyptian, Mesopotamian, Chinese, and Greek. There is, however, no surprise that cyclic patterns play a crucial role in any written poetic language, and even in oral use of pre-poetic language such as in nursery rhymes, nonsense verse, litanies, songs with repeating couplets, or aleatory stanzas, to this day. A cyclic structure – including repetition and reprise – seems to be determined equally by the deep structure of language as such and by the structures our brain provides in order to memorize or to recognize patterns – at least, that is what contemporary neurosciences tell us: Poetry, with its basic cyclic structures, matters because it is embedded in our brains and in the syntax we use (see Schrott and Jacobs 2011).
 
                Surprisingly, a major reference in the English-speaking world like the Princeton Encyclopedia of Poetry and Poetics does not even contain an entry for cycle, and information on this topic can rather be found in the entry “Lyric Sequence” (cf. Greene and Tate 2012) – or, for a special case, in that on the “Sonnet Sequence” (cf. Greene 2012), a cycle of 15 consecutive sonnets that each starts with the last line of the previous, the final being composed of lines from all previous sonnets. Contrary to this observation, in German literary theory, Zyklus (cycle) is much more widespread and has been more widely researched than Sequenz (sequence; cf. Müller 1932; Kayser 1948, 168–169). It seems that the well-known “ring” composition, a return-to-start structure that uses patterns of repetition such as couplets or refrains, already observed throughout history in single poems and ancient epics, is a starting point for any research on the cycle.
 
                Following Gisela Henckmann’s synopsis on the development of the lyrical cycle, there are two main lines of (re-)production and reception: (a) the actual cycle, which by structure and content keeps close to the idea of “cycle” as a ring or a periodic return to a given Leitmotiv, and (b) a merely metaphorical use of the term in a wider sense which also includes, or focuses mainly on, groups, series, or sequences of poems not necessarily put in (an obvious) “cyclic” order (cf. 2007). It may be appropriate to bring together both dimensions of cycle, the sequential and the cyclical, as two necessary aspects constantly shaping and developing the genre. One of the two aspects, however, might always prevail, but it is the interplay between the mathematical, tightly structured cyclic and the open, less determined sequential that creates the tension of the genre. Even a random sequence of poems might still resemble a cycle with repeating, returning elements, while a group of poems more strictly intended as a “cycle” in the musical sense (motive reprise, “ring composition,” etc.) might also contain random, not at all “cyclic” content. How to describe, e.g., a sonnet sequence consisting not of a cyclic fifteen but, say, five, ten, or twenty-five sonnets? What does the attribute “cyclic” mean in a sequence of poems varying in form, meter, or content – but organized and presented as a single group? Is a “chapter,” a division of poems in a poetry collection (an “anthology”), a cycle, or a sequence? Is a poetry collection put in a conscious order by the author himself a cycle, too? In that sense, the concept of the cycle as a structure that starts with, but always exceeds, one single poem, or a rather arbitrary group of poems – like in an anthology – is crucial to the evolution of the lyrical genre since the eighteenth century.
 
                However, two main traditions of poetic cycle, often intertwined and both still valid for understanding the various forms of contemporary cycles, can be traced in the evolution of modern Western poetry: One is mathematical, or musical, form – the iconic genre of which is the sonnet, with the possibilities of repetition enhanced by its given structure. The other is the more open, diverse idea of cycle that also uses the key element of repetition, but not in an ongoing reproduction of the same form (as in the sonnet). Instead, this form has a curious counterbalance worth studying between necessary elements of repetition and the use of new forms, or simply free use of various forms in single parts of a cycle, as can be seen for instance in poetic cycles by Heinrich Heine. In that context, the title “Verschiedene” [varying] of the main cycle in his Neue Gedichte [New poems] (1844) also contains a programmatic dimension – as in a cycle by Annette von Droste-Hülshoff (“Haidebilder,” also 1844).
 
                According to Roland Greene, the shift to the free use of notions of the “lyrical sequence” is a rather young phenomenon in poetry history, which he dates from the nineteenth century and further on to the present day (see 2012; Greene and Tate 2012). In Rolf Fieguth’s conclusion to his collection of essays on the lyric cycle by authors from various Western philologies, the nineteenth century can be understood from a comparatist point of view as a clear turn towards the poetry cycle: The poem no longer stands much on its own but more as part of a cycle or of a book of cycles (cf. 2005). That is to say, the single poem is absorbed by the greater unity of a whole cycle or sequence, an open but highly determined structure of repeated, varying, and shifting forms, themes, and motives which is often identical to a whole collection of poems. The poetry collection, not the single poem, becomes the main reference for readers and critics. The fact that poetry collections are composed as a sequence, a cycle, or a collection of various cycles or sequences, has often been remarked upon by critics, scholars, and the poets themselves, though it has rarely become a matter of intense academic inquiry.
 
                Fieguth’s reading of Goethe’s West-östlicher Divan (West-Eastern Divan, 1819) and Noten und Abhandlungen (Notes and Essays, 1819) demonstrates the way a key example of the lyrical cycle and the poet’s reflection on the very nature of the cycle work hand in hand (cf. 2005). Goethe’s Divan also shows how the idea of the cycle is inspired a great deal by the reception of non-European traditions of poetry cycles and sequences, especially from the Oriental canon, in Goethe’s case from the structure of Hafez’s Divan and old Arabic poetry traditions such as the Moallakat. Following in Goethe’s footsteps, but also as a result of his own Orientalist studies, the poetry of Friedrich Rückert (including translations and adaptations from original Oriental poetry) is largely a poetry of cycles, as is the poetry of his comrade August von Platen. Platen’s poetry is mainly organized in groups or sequences of poems in varying forms like sonnet, ghazal, or antique meter.
 
                Modernist poetry from the second half of the nineteenth century onwards, however, seems less inclined to follow the formal conceptions of Platen or Rückert, but more likely derives from Heine’s post-Romantic variations of open sequences, and deals with several, often mixed, forms and meter (Deutschland: Ein Wintermärchen or Germany. A Winter’s Tale [1844]; “Zum Lazarus” in the late Romanzero [1851]; “Atta Troll” [1843]). In the English canon, William Wordsworth’s lifelong attempt at a poetical autobiography, The Prelude (1850), remains close to the idea of a sequence (in “chapters”), as does Walt Whitman’s Leaves of Grass (1855), even though both sequences, by their mere volume, challenge the very ideas of poem and sequential poetry, and play a significant role in shaping the modern long poem to come (see Lajarrige 2000).
 
                The cycles and sequences in German symbolist and expressionist, French cubist and surrealist, and English-speaking Imagist traditions of modernist poetry (Ezra Pound, T. S. Eliot, William Carlos Williams) tend to break out of the scheme of any given genre or (formal and/or thematic) cyclic structure. Stefan George’s method of composing an entire collection of poems from strictly determined cycles – the result being something like a poetic “supercycle” (cf. Würffel 2005) – is surpassing the cyclic or sequential poetry composition of his masters Charles Baudelaire and Stéphane Mallarmé. Conversely, the cyclic work of his contemporary Rainer Maria Rilke is much harder to define: The ancient elegiac meter is but a memory to the open digressive form of his Duineser Elegien (Duino Elegies; 1939 [1923]), and the form of the sonnet in Sonette an Orpheus (Sonnets to Orpheus; 1936 [1923]), though formally fulfilled in some sort of rhyme and varying meter, is subdued in favor of the flow of the whole structure, making one forget that it is based on the sonnet. The expressionists, in reverse, extensively make use of the sequence or cycle (cf. Gerhard 1986) – just a look in the anthology Menschheitsdämmerung (Dawn of Humanity, 1920) by Kurt Pinthus might support this idea – mostly not in a cyclical, but in a serial, way. Similar developments can be found among the cubist, Dadaist, or surrealist poets, e.g., in Blaise Cendrars’ calling a series of three short war poems “Shrapnells” (1916), Guillaume Apollinaire turning letters into picture poems in his Calligrammes series (1916), or Tristan Tzara, Robert Desnos, Paul Éluard, and others in their series of collages and montages constantly re-assembling and re-arranging found language and found poetry.
 
               
              
                Challenges in the (early) digital age
 
                The digital age for poetry (→ II.6 Digital Poetry) has its roots soon after the invention of the first computer by Konrad Zuse in 1941. The potential for a digitalization, or a digital representation of already existing cyclic structures in poetry, is all too obvious in the mathematical aspects of a cycle, the most common example being the classical sonnet cycle, whose structure could well be turned into an algorithm. The enthusiasm of the early “digital avant-garde” of the 1950s, emerging at Ulm School of Design around philosopher Max Bense, applied Bense’s theory of cybernetics as an invitation in order to produce so-called concrete poetry (see Bajohr and Gilbert 2021; Bajohr 2022). Sometimes, those texts are computer-generated, sometimes they just appear like computer-generated structures. Their automatic writing, not executed by a human but by a machine – though under human command and based on a program written by humans – not only raises the question of originality and authenticity of the poetic artwork, but also shows that an algorithm can produce an infinite number or series of poems, ever more deconstructing the image of the poem as a single and singular work of art.
 
                It was only recently shown that the new digital creativity lies neither in the computer, based on the routine of the algorithm, nor in the (“old”) poet’s genius, but in the interaction between poet and digital machine: the poet collaborates with the computer, and the digital poetry is more or less automatically created (→ IV.11 AI Creativity and Poetry); it is left to the poet to be changed, reorganized, de- or reconstructed following her or his own devices. The computer, thus, is becoming a tool in the hands of the poet. It is, however, just another medium for writing poetry; just as with other media in the course of history, it is shaping and shifting the way poetry is written but most probably – like all media of writing in the past – it is neither the end of creativity nor the end of poetry as we know it. On the contrary, poets seem to have become more aware of the serial dimension in sequences and cycles of poems since the early cybernetic experiments with concrete poetry.
 
                The most prominent propagation of serial poetry more or less seriously following mathematical rules is the Oulipo group. Oulipo is short for Ouvroir de littérature potentielle, a Paris-based workshop for potential literature founded in 1960. The new poetic creations, algorithms, and rules fostered by the Oulipiens have a playful serial and mostly mathematical dimension that allows those operations to be easily turned into algorithms (if they are not already encrypted as such). But it was not at all their aim to produce digital poetry; the ludic – and often funny – aspect of poetic invention, showing the infinite possibilities of literal creations yet to come alive, outweighs by far the sheer (re)production of poetry. It was not the Oulipiens’ aim to actually write a hundred thousand billion poems – to quote one of the most famous inventions of one their members, Cent mille milliards de poèmes by Raymond Queneau (1961), a kind of manual demonstration of the shifts to be executed to create an almost infinite number of sonnets from a group (already a cycle on its own) of ten sonnets – but to show the endless capacity of the human mind to create imagined worlds from words put in a special order by an arbitrary set of mathematical operations, patterns, and rules to be applied on purpose as a strictly poetical act.
 
                The influence of Oulipo’s ludic exercises reaches far beyond the influence of its individual members and their works. In a wide sense, the group helped to found a new poetical spirit that is not limited to what is generally called experimental poetry. Many poets from different backgrounds crossed the fields of Oulipo and continued their own work being inspired by Oulipo’s experiments. Oskar Pastior’s playful poetry, for instance, made new use of old lyric genres like the pantoum or the villanelle. Pastior found many students and followers among the German-language poetry scene, among them Ulf Stolterfoht, famous for his (many) book-length ongoing series of poem sequences, Fachsprachen (1998, 2002, 2005, 2020). Stolterfoht’s often funny serial combinations deny adherence to any special technical jargon – which is the meaning of “Fachsprache” – and their achievement is, despite representing a somehow self-referential cyclical system, to mix as many references as possible from all kinds of scattered jargon, as well as from language material of the ordinary everyday world, academic babble, and allusions to the modern and postmodern history of world poetry. In their never-ending sequential form, the Fachsprachen series can be considered handmade simulations of automated, digital poetry in the wake of what is now considered digital poetry. The grave promises of early postwar cybernetics are, nonetheless, not lost whatsoever. Perhaps the most congenial spirit to fulfill them with his proper ideas, reflections, and lyrical cycles was Hans Magnus Enzensberger (cf. 1975). Although he dwells continuously upon the technical world, mathematics, and automatization, a peak of his constructive achievement is perhaps the invention of a Poesie-Automat (see Enzensberger 2000) – a machine stuffed with the input of words and verbal routines able to produce an infinite number of random poems.
 
               
              
                Exemplary cycles in contemporary poetry
 
                To conclude the discussion of the challenges of the lyrical cycle in the digital age, three tendencies of contemporary cycles will be highlighted, using examples from German-language poetry. These works apply highly different forms of cyclic writing, thus demonstrating the vast variety of possible creations to be considered a cycle.
 
                 
                  	 
                    (1) The long poem reconsidered as a cycle: The digital age is generally considered an age of omnipresent information and ubiquity of ever-growing data and news, of rhizomatic structures in which everything is connected and interwoven, the nearest with the furthest away, the local with the global, the private with the public, the ancient with the up-to-date, and the idiom of body, sex, and skin with the language of politics, religion, love and hate, death and life. What seems to be a description of the internet could also serve as a characterization of the ideal long poem of our time, which may be found in Paulus Böhmer’s Kaddish, when finished in 2007 a body of twenty-one single poems numbered I to XXI, entirely published in two books with a total length of almost seven hundred pages (2002, 2007). Böhmer is far from an apologist of the digital age (in fact, he never really worked with a computer), but his long cyclic poem simultaneously seems to cover all that is to be found (and lost) in a hyperreal postmodern (cyber-)world. With the verses printed in the run of the middle axis of the page, Kaddish borrows its title and visual aesthetics from the Jewish ritual praise for the deceased. The endlessly repeated phrase “Kaddish für …” [Kaddish for …] is already in itself a formula for cyclic repetition and return, calling countless names of dead persons but also praising the circle of life, paradoxically driven by continuous death. Böhmer – former student of Walter Höllerer during the mid-1960s when the scholar and poet published his programmatic Thesen zum langen Gedicht (1965 ten theses, justifying the open form of the modern long poem) – tried to create something like a super cycle celebrating existence as a Sisyphean attempt to break all cycles of ongoing death. Böhmer’s long poem Kaddish needs cyclic continuation as a verbal uprising against death, nourished by a tremendous treasure of continuously repeated and reorganized vocabulary: not a cycle in the traditional sense, but rather a cyclone of words (see 2002, 2007).

 
                  	 
                    (2) Formal or thematic playful invention and restriction: Zsuzsanna Gahse’s Donauwürfel [Danube cubes] (2010) is a cycle, or a long poem, consisting, instead of chapters, of twenty-seven equally long (and wide) “cubes.” The idea of a cube as a mathematical model for a series of poems dates back to Jacques Roubaud’s Oulipien invention Trente et un au cube [Thirty one in a cube] (1973), but, in Gahse’s case, each of her twenty-seven “cubes” dedicated to the river Danube consists of equally long and wide stanzas numbered from one to ten, each of which consist of ten lines which each contain exactly ten syllables. The altogether two thousand seven hundred lines of the whole poem – twenty-seven “cubes” containing a hundred lines each – would, if each represented one kilometer, approximately fill the length of the Danube river. Gahse’s lyrical subject, Europe’s second largest river, is all but a cube; formal restriction to a quadruple structure and the image of flowing water build a curious, often comic contrast. At the same time, the river shapes the unique form of that singular poem and draws attention to the contrast between land, national territories, and boundaries touched by the river on its course from source to estuary and the river’s neighbors’ often hostile relationship throughout the course of history. Likewise, for Gahse, the river contains not just one story, language, nationality, or identity, but many. Cutting the infinite flow of the river into the artifice of twenty-seven equally shaped “cubes” – as a literal equivalent of “cycles” – offers the opportunity of “taming” the Danube into something calculable, at least for the time the poem is told – a pool and reservoir for many little stories, for many small rivers finding their way into the big one, hesitating and following the many windings and circles of a river which cannot simply be straightened but which needs to be considered a digressive, largely associative plot in many swirling circles.

 
                  	 
                    (3) The renaissance of the sonnet cycle: While at the turn of the twentieth century, it seemed that the sonnet could only be revived for the sake of an immense artistic virtuosity and formal improvisation, as in Rilke’s case, the sonnet has remained, or returned to become, an almost colloquial means of lyrical expression at the beginning of the twenty-first century. The classical sonnet sequence or cycle is still far from common, but a considerable number of contemporary poets achieved mastership of that form, probably coming as close as one can get to the idea of a lyric cycle. Matthias Göritz, in his sonnet cycle “Automobile” from his collection Tools (2016), has a very intriguing and instructive example of mixing genres – a Bonnie and Clyde-like road-movie, a portrait of various car models of the 1970s and 80s, a love and hate story – with the idea of the sonnet cycle engendering technical movement forth and forth like in one of Leonardo da Vinci’s ideal perpetuum mobile machines (see Röhnert 2019). On the contrary, Thomas Kunst, an outspoken master of the contemporary sonnet, combines an internet correspondence with a virtual love story of the poem’s lyrical subject for a female Iranian beauty (whom he never sees in “real life”) in his cycle “miram fahmidi” from his collection Die Arbeiterin auf dem Eis [The female worker on the ice] (2013). What seems to be an impossible amour fou of the digital age, in which the loving couple never meets in reality, is in fact a subtle high-speed reference to the chief document of Oriental longing in German literary history, Goethe’s Divan cycle, mentioned above.

 
                
 
                Finally, the digital age seems not accidentally to coincide with the current clash of ecosystems, biodiversity, and global climate as we know it – a constellation that was never as clear as in 2020, when the Covid-19 pandemic restricted people to contacts in digital space. This was also the year in which Marion Poschmann published her poetry collection Nimbus (2020), which deals largely with figures, images, and artificial landscapes of the Anthropocene (→ IV.12 Posthumanism and Poetry in the Anthropocene). The sonnet cycle “Die Große Nordische Expedition in 15 Dioramen” [The great northern expedition in 15 diorames] is dedicated to the eighteenth-century naturalist Johann Georg Gmelin’s expedition to the Siberian Tundra and the Arctic Circle. The first verse of the concluding sonnet, “Die Welt stand still und Gmelin: abgebrannt” [The world stood still and Gmelin: burnt down/broke] (Poschmann 2020, 89), could be considered a meditation on the dialectics of exploration: While the explorer has factually found all the material to write a study on flora sibirica, he is personally “burnt down” from the exploration to near death. The image of heat in a region supposedly eternally cold reveals the perspective of today, when even the Siberian Tundra – as long-term digital data exploration shows – is literally burning due to global warming. The contemporary poet’s responsibility begins not in dreams, nor in the promises of the digital, but in the consciousness of the endangered cycle of life, even more so when he or she is committed to writing a lyrical cycle. The modern sonnet, as a key form for producing a cycle, is a good example of the way tradition and invention work together in the poetry of the digital age.
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              I.8 Verse, Stanza, and Versification
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              The terms verse, stanza, and versification are commonly employed to describe the formal structure of poetry. Versification is the umbrella term used to describe the method or system of verse composition, whereas verse and stanza are seen as underlying elements (see Burdorf 2015, 10–11; Zymner 2009, 59–60). Given the diverse manifestations of versification across different historical periods, it is essential to consider the prevailing characteristics of each period in any analysis. This may include examining different rhyme schemes or specific types of verse and stanza, as well as their function in maintaining the coherence and musicality of poetic forms. This article provides a selective overview of the interrelationship between traditional notions of verse, stanza, and versification patterns and their contemporary interpretations. To demonstrate their continued relevance in the digital age, the recent revival and appropriation of the sonnet form will serve as an illustrative case study.
 
              
                General definitions
 
                The notions of verse and stanza as fundamental structural features of a (printed) poem are closely linked to the question of what constitutes a lyric text and distinguishes it from other types of text (see Zymner 2009). Dieter Burdorf, for instance, identifies versification as the most salient commonality uniting most contemporary poems, with a particular emphasis on page poetry (cf. 2015, 10). He thus refers to Dieter Lamping’s minimal definition of the poem as “speech in verse” (1989, 23; trans. KH) but adds further characteristics, thereby identifying two constitutive features for a poem: “It is oral or written language set in verse, that is to say, it is distinguished from the typical rhythmic or graphic forms of everyday language by the inclusion of additional pauses or line breaks. It does not consist of playing a role and is not meant to be staged” (Burdorf 2015, 21; trans. KH). The distinction between verse language and everyday language represents an elementary starting point for further attempts at defining poetry. For example, according to Hans-Werner Ludwig, the core feature of verse is its possession of an additional organizational principle, which extends beyond the conventional linguistic structuring of words, phrases, and sentences (cf. 2005, 30). Gabriele Rohowski emphasizes the visual aspect of a poem, whose reception, in contrast to narrative texts, “is characterized by visual structures such as stanzas and sections, phonetic-rhythmic elements such as meter and rhyme, syntactic rearrangements and disruptions as well as a figurative language that needs to be deciphered” (2012, 413; trans. KH). In this context, the line break (enjambement) represents a significant visual, structural element within the lyrical verse, serving as a defining feature of poetry (cf. Burdorf 2015, 70). It contributes to the characterization of versification and simultaneously demonstrates that, in contrast to the prose line, the verse line represents a relatively closed unit (cf. Knörrich 1992, 247). These definitions are closely linked to overarching theories and methods, including Jürgen Link’s concept of Überstrukturiertheit [excess structuring], which considers the poem as a paradigmatic example of an excessively structured text (cf. 1981, 192–219; → I.3 Poetic Language). A further significant theory is based on the findings of the Russian Formalist school, which posits that the employment of versification in conjunction with rhythm represents the essential “unity of poetic language” (Tynyanov 1981 [1924], 31). The synthetic structure created by versification, in association with other factors, serves to defamiliarize and to foreground the language as that of a poem (→ I.2 Poetic Function; see also Benthien et al. 2019, Ch. 4.1).
 
                As the various attempts at defining poetry demonstrate, versification plays a foundational role in the understanding of the genre as well as the comprehension of a poem. The term versification is complementary to that of prosody (cf. Detering 2016, 76): While prosody encompasses the phonological characteristics of a language – accent, syllabic weight, intonation – versification pertains to the metrical rules governing the utilization of sound material in verse texts. Versification is based on categories such as → I.9 Rhyme, Meter, and Rhythm, as well as conceptions of single verses as smaller units and stanzaic forms as larger units. As poetological concepts and, with them, these categories of versification have evolved throughout the history of Western poetry, different forms of verse and stanza were dominant at different points in time (cf. Knörrich 1992, 248; Detering 2016, 77; see also Culler 2015).
 
                The most prominent verse forms have become emblematic of certain cultures and historical eras. For instance, the hexameter and pentameter represent two examples of predominant ancient verse forms (cf. Knörrich 1992, 93). Both of these types of verse are defined by the number of prosodic feet (patterns of long and short or, in stress-timed languages such as English, stressed and unstressed syllables): six and five, respectively. In classical Greek and Latin poetry, the most prevalent variant is the dactylic hexameter, as evinced by the works of Homer and Virgil (cf. Braden 2012, 627–629). The best-known form of pentameter is the iambic pentameter, which is particularly prevalent in English literature, notably in the works of William Shakespeare and other Elizabethan poets (cf. Halporn and Brogan 2012, 1015–1016). In Germany, hexameter and pentameter became prominent in the mid-eighteenth century, particularly through the work of Friedrich Gottlieb Klopstock (cf. Asmuth 1972, 38).
 
                It is also pertinent to consider stanzaic forms as a significant aspect of Western poetic history, alongside the more widely recognized verse forms. A stanza is described as a “unit of poetic lines organized by a specific principle or set of principles” (Krier 2012, 1357). An example of a short ancient stanzaic form is the distich, composed of one hexameter and one pentameter verse. In German-speaking countries, this form reached its zenith during the German classical period and was mainly employed in genres such as epigram and elegy (cf. Knörrich 1992, 44–45). One of the most well-known Romanesque stanzaic forms is the Italian terza rima, in which Dante Alighieri’s Divine Comedy (1321) is written. This stanza comprises three lines, with the central verse of each stanza rhyming with the initial and concluding verses of the subsequent stanza.
 
                The evolution of such diverse stanzaic structures can be largely attributed to the practice of composing poems with musical accompaniment, a tradition that has been a significant feature of European poetry throughout much of its history (cf. Krier 2012, 1357–1358). It is for this reason that the Lied [song] as literary genre is widely regarded as the “epitome of lyric poetry” (Knörrich 1992, 134; trans. KH). Its structural characteristics are closely linked to those of Minnesang or troubadour poetry, which experienced their heyday in the European Middle Ages. This can be observed, for instance, in the frequent use of memorable, rhymed, and short verses arranged in clearly structured stanzas. Such forms frequently contain refrains designed to enhance the musicality of the poem (→ I.10 Musicality and Sangbarkeit). The establishment of formal structures, such as meter and stanzaic form, is therefore often contingent upon the principles of musical order and structure. It was only when poets began to write poems without musical accompaniment that the profound interconnection between poetry and music became less pronounced (→ II.3 Musicalized Poetry), thereby creating an opportunity for a significant evolutionary shift towards increasingly free and unbound verse and stanzaic forms (cf. Lamping 2008, 59; Scott and Evans 2012, 1517).
 
                While the structural organization of poems up to the early nineteenth century used to be dominated in Western cultures by regular verse and fixed rhyme schemes, modern poetry found its liberalization from these structural boundaries in the French invention of verse libre [free verse] in the late nineteenth century (cf. Lamping 2008, 14). This advent can be understood as a significant disruption to the previously dominant tradition of verse poetry since, “along with the expanded construing of poetry to signify many kinds of linguistic poesis, [free verse] has largely rendered versification outmoded as a term in its original sense” (Winslow 2012, 1515). On a structural level, this means that free verse can still contain certain “metrical phrases,” or individual rhythmic figures that are based on metrical elements but no longer follow a metrical scheme (Knörrich 1992, 247; trans. KH). In other words: “The original sense of versification as making lines according to some measure, or meter […] has expanded to include all aspects of making poetry, from the smallest aspects of sound to stanzas to whole-poem forms and genres” (Winslow 2012, 1515).
 
               
              
                Elements of coherence: The example of the sonnet
 
                The term coherence refers to the structural and content-related uniformity of a poem. It is closely linked, as already defined, with the internal structure of a poem and is maintained through a number of formal strategies, such as the interaction of meter and rhythm, rhyme scheme, and the stanzaic form. In poetry, coherence is also achieved by acoustic correspondences (e.g., assonances and alliterations) as well as by syntactic parallelisms or recurring motifs (→ I.3 Poetic Language). This section examines the sonnet, one of the most prominent lyrical genres (cf. Burt and Mikics 2010, 5), to illustrate how formal coherence strategies and their use developed throughout the history of Western poetry.
 
                The sonnet form is constituted to a significant extent by metrical and structural characteristics. The term sonnet is derived from the Italian nouns suono [sound, tone] and sonetto [small sound piece], which originate from the Latin verb sonare [to sound], reflecting a musical background. Its close connection to music is particularly evident in its formal structure, which is often strict and regular, and its consistent use of meters and rhyme schemes. The sonnet’s defining trait is that it comprises fourteen lines, divided either into two quatrains and two terzets or, particularly in the Shakespearean form, into three quatrains and one couplet. The three most widely recognized versions of the sonnet, with their traditional rhyme schemes, are the Italian or Petrarchan (quatrains: abba abba; terzets: cde cde, cdc dcd, or a similar combination that avoids the closing couplet), the Spencerian (abab bcbc cdc dee), and the English or Shakespearean (abab cdcd efef gg; cf. Knörrich 1992, 211–212; Brogan et al. 2012, 1318; see also Mönch 1955). All forms – especially the Italian – have enjoyed increased popularity throughout Europe since the fourteenth century. Ultimately, the sonnet displays notable coherence on a sonic level, which is achieved through the utilization of a regular meter (e.g., iambic pentameter) and consistent rhyme schemes (end rhyme structuring), thus creating a fluid and melodic rhythm (cf. Burdorf 2015, 119–120; Koch 2017, 229). Even though it is a literary genre and not meant to be sung, it nevertheless exhibits close links to its musical origins and respective coherence strategies (cf. Burt and Mikics 2010, 7); throughout its history, many sonnets or sonnet cycles have been set to music.
 
                The sonnet is still regarded as an exemplary instance of a “remarkably stable form of poetry” (Ludwig 2005, 82; cf. Burt and Mikics 2010, 5–6), while at the same time constantly evolving to reflect “the most significant influences observable in modern poetry as a whole and up to this day, even when considered within the context of its traditional patterns” (Brogan et al. 2012, 1320). In the introduction to their anthology Sonett-Künste: Mediale Transformationen einer klassischen Gattung [Sonnet arts: media transformations of a classical genre], Erika Greber and Evi Zemanek assert that no other Western form of poetry can be identified that has experienced such an enduring surge and is “characterized by both continuity and flexibility” (2012, 11; trans. KH). It is therefore unsurprising that the sonnet is employed in a multitude of ways also in contemporary poetry, despite the historically constituted formal-structural characteristics being only sporadically realized in a consistent manner or integrated into the context of new aesthetic spheres of influence (cf. Zemanek 2016, 476).
 
                One illustrative example of an adapted use of coherence elements from the traditional form of the sonnet is the SP/M Sonnet project, which was initiated in 2004 by Slovenian digital and visual artist Teo Spiller. The project’s webpage “consists of a database of over 1000 e-mail header subject fields from which the computer randomly selects. Fifteen lines are placed as verses in the visual layout of the Italian sonnet: the title and four stanzas” (Vaupotič 2012, 494). Overall, the project can be understood as an example of → II.6 Digital Poetry, or flarf poetry (Bernes 2016), in which aspects of the traditional sonnet form are conceptually combined with elements of spam e-mails. SP/M Sonnet is predicated on the question of the “human-computer interaction” (→ IV.10 Digital Poetics Between Signification and Spectacle) in which the sonnet acts like an “interface” (Vaupotič 2012, 494), as the example of the sonnet “BUSINESS VENTURES AND PARTNERSHIP” shows:
 
                 
                  Create DvDs in Your Own Home!, 
 
                  +++ News-Alert: Magnetic Ink now available for Inkjets +++, 
 
                  Increase the length of your penis tonight Schenectady, 
 
                  exporter.

                
 
                
                  […]

                
 
                
                  Greta Lwin No Exam Valiumm-Viagraa-Xanaxx.,
 
                  amazing, you can get valium and other meds here Aabigail, 
 
                  Guaranteed lowest price. (Spiller 2010, 14)
 
                
 
                The lines above constitute the initial and concluding stanzas of the resulting poem. In essence, each generated poem within the project is structured in accordance with the strophic layout characteristic of the traditional sonnet form. However, this remains the sole structural feature reminiscent of the sonnet. The randomly selected spam headings that comprise the verses of each stanza exhibit stylistic and structural differences, as they are adopted as “complete ready-made statements.” The algorithm does not take any rhyming scheme into account, and, therefore, “the language is not determined by the sonnet context […] but by the specificities of the spamming communication medium” (Vaupotič 2012, 500). In this regard, the traditional stanzaic structure of the sonnet functions primarily as a conceptual vehicle for examining the phenomenon of spam e-mails on the internet by poetic means. The emphasis is thus not on the perpetuation of the sonnet genre in its traditional form, but rather on the deployment of its lyrical attributes in an innovative manner to defamiliarize the language of internet communication (→ I.2 Poetic Function).
 
                Conversely, the sonnet cycle “Die Große Nordische Expedition” [The great northern expedition] by the German poet Marion Poschmann, published in her 2020 poetry collection Nimbus, represents a distinctive engagement with the sonnet tradition. The 15 poems that comprise Poschmann’s cycle are consistently structured in accordance with the established formal conventions of the sonnet. This is achieved through the highly complex structure of fourteen sonnets plus a concluding fifteenth master sonnet composed of one verse from each of the preceding sonnets. Such a sequence of sonnets, also referred to as a corona or crown of sonnets, represents a direct adoption of a historically traditional form (cf. Rivers and Brogan 2012, 307; → I.7 Cycles and Sequential Structures). The rhyme scheme of the individual sonnets adheres to the Ronsard type: abba abba ccd eed. Poschmann’s rigorous adherence to the crown of sonnets form in this cycle is indicative of her general approach to poetic composition. Her poems are distinguished by an innovative resonance with tradition and literary history that she consistently endeavors to situate within contemporary discourses, such as nature writing or climate change. She is not alone in this poetic pursuit: Within contemporary German-language poetry, for instance in the poetic work of Jan Wagner or Matthias Göritz, overarching tendencies of a “reverberation to tradition” can be identified as a “gesture of retrospection,” (Hayer 2021, 7, 21) to be negotiated in the present.
 
                The two examples of contemporary sonnets presented here demonstrate the continued relevance and vitality of this poetic form. Greber and Zemanek provide a rationale for this assertion, citing several factors, including: “the return of bound poetry in late postmodernism, the provocative parodic potential of the canonical fixed form […] the interactive writing modes of the Internet, the new artistic possibilities of digital media, and the current tendency to mix the arts” (2012, 11; trans. KH). While Spiller’s project views the sonnet form as a visual template for reflection on new media, without reference to further layers of intratextual coherences, Poschmann’s adaptation of the traditional formal structure incorporates updated subject revitalizations of genuinely lyrical forms of expression.
 
               
              
                Contemporary perspectives
 
                As shown in the previous section, historical versified forms continue to be employed and adapted in contemporary Western poetry. This is not limited to the sonnet but extends to other traditional forms, such as ode and elegy (cf. Zemanek 2016, 476), as well. However, as demonstrated by the examples of Spiller and Poschmann, the emphasis in poems that employ historical forms is frequently on presenting a playful, experimental, and unbound revitalization of genuinely lyrical forms of expression. It can therefore be argued that “traditional forms are employed with a degree of skill, albeit with a discernible irony” (Zemanek 2016, 476; trans. KH). In the context of contemporary German-speaking literature, one may refer here to the works of numerous well-known poets and their works, for example, Ann Cotten’s book Fremdwörterbuchsonette [Loanword dictionary sonnets], Steffen Popp’s poem “Kutsch-Ode” [Carriage ode], or Poschmann’s cycle “Oden nach der Natur” [Odes after nature].
 
                Another significant factor contributing to the development of new contemporary verse poetry is the growing popularity of performed poetry. The concept of poetry as a “phonically represented language” (Zymner 2009, 196; trans. KH) is particularly evident in the oral formats that have gained in popularity over the last decades, such as spoken word and poetry slam (cf. Novak 2011; → I.11 Voice and Orality; II.1 Live Oral Poetry). Poems written primarily for oral presentation are characterized by high use of internal structural features like end rhymes and assonances (cf. Zemanek 2016, 476; see also Beissinger 2012). One case in point is the poetic oeuvre of British rapper and performance artist Kae Tempest. Their poems are published both in the classic book format and in combination with musical accompaniment. As Tempest writes in the prefaces to their first three poetry volumes, all poems are “written to be read aloud” (2018, 6) and are supposed to be accompanied by music when performed live on stage (see Goursaud 2022). In the formal structure of Tempest’s poems, for example, in their long poem Let Them Eat Chaos (2018), their oral and musical influences are clearly reflected. The layout of the text varies between free verse, relatively regular verse (mostly in rhymed stanzaic form), and moments of “typographical atomization on the page” (Goursaud 2022, n.p.). This multilayered formal structure corresponds to the live performance of the poem, where “Tempest alternates moments of cool, almost mechanical spoken delivery with moments of rapping or singing” (Goursaud 2022, n.p.). On the page, the formal proximity to rap becomes particularly clear through the use of the genre’s characteristic rhyming techniques, for instance, assonances (cf. Wolbring 2015, 314–333). In live performance, this impression is reinforced by the use of hip-hop beats and the resulting intensification of rhythm (→ I.9 Rhyme, Meter, and Rhythm).
 
                While the increasing prevalence of oral poetry formats such as slam poetry has resulted in a shift towards performative presentations, verse nevertheless persists as a significant and enduring feature of not only → II.1 Printed Poetry, but also of multimedia forms like Instapoetry and Twitter poetry (→ II.7 Social Media Poetry). In this context, a liberalization of form can be identified as a decisive factor: “Formally, the poetry, which almost always uses lower case, is mostly rhymeless, metrically unregulated and not bound to any verse form – free form and free verse are therefore predominant” (Zemanek 2016, 475; trans. KH; cf. Winslow 2012, 1515). An example of this can be found in the poems of the German poet Albert Ostermaier. Like Tempest, Ostermaier publishes his poetry books in conjunction with CDs, on which the poems are typically recited by him and accompanied by music. However, unlike Tempest, who incorporates the performative aspects into the printed version of their poem, the written form of Ostermaier’s texts is at odds with the oral presentation found on the accompanying recordings. Most of his poems are characterized by a columnar structure, with very short lines composing a single, long stanza. Frequently, the poems are written in lowercase, devoid of punctuation, and exhibit a paucity of rhyme structures. The layout gives rise to a rhythmically ambiguous form with a considerable number of enjambments, which frequently appear unconventional within the reading flow due to their deviation from traditional syntactic units (cf. Vorrath 2020, 134). It is precisely this unconventional structure, which is unintuitive for the reading flow, that Ostermaier overcomes in his oral performance by disambiguating it with a “conversational tone orientated towards the everyday use of idioms” (Vorrath 2020, 138; trans. KH). Although there are differences in the manner of presentation of the printed text between Tempest and Ostermaier, both are unified by the interplay – or tension – between the printed text and oral presentation. The extension of the book-based presentation of poetry into multimedia formats, such as oral performance, can be perceived as a distinctive phenomenon within the context of digital poetry.
 
                In conclusion, despite the dominance and diversification of free forms, poetry of the digital age continues to maintain links to traditional elements such as stanza or verse in various ways. The strengthening of oral formats and the associated use of structural coherence strategies such as end rhymes and assonances are a particularly prominent design principle in this context. The incessant development of new media and technologies and the associated shift to the digital realm will continue to have a considerable influence on the formal structuring of poems in the future and further increase the range of possibilities.
 
               
            
 
             
               
                References
 
                Asmuth, Bernhard. Aspekte der Lyrik. Düsseldorf: Bertelsmann, 1972. →
 
                Benthien, Claudia, Jordis Lau, and Maraike M. Marxsen. The Literariness of Media Art. London and New York: Routledge, 2019. https://doi.org/10.4324/9781315107981. →
 
                Bernes, James. “Art, Work, Endlessness: Flarf and Conceptual Poetry among the Trolls.” Critical Inquiry 42.4 (2016): 760–782. →
 
                Beissinger, Margaret. “Oral Poetry.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 978–981. →
 
                Burdorf, Dieter. Einführung in die Gedichtanalyse. 3rd edition. Stuttgart: Metzler, 2015. a, b, c, d
 
                Burt, Stephen, and David Mikics (eds). The Art of the Sonnet. Cambridge, MA, and London: Harvard University Press, 2010. a, b, c
 
                Braden, Gordon. “Hexameter.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 627–629. →
 
                Brogan, T. V. F., Lawrence J. Zillmann, Clive Scott, and Jennifer Lewin. “Sonnet.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 1318–1321. a, b
 
                Culler, Jonathan. Theory of the Lyric. Cambridge, MA and London: Harvard University Press, 2015. →
 
                Detering, Heinrich. “Rhetorik und Semantik lyrischer Formen.” Handbuch Lyrik: Theorie, Analyse, Geschichte. Ed. Dieter Lamping. Stuttgart: Metzler, 2016. 73–80. a, b
 
                Goursaud, Bastien. “Performance, Hybridity and Convergence in the Poetry of Alice Oswald and Kae Tempest.” Sillages critiques 33 (2022). https://doi.org/10.4000/sillagescritiques.14021. a, b, c
 
                Greber, Erika, and Evi Zemanek (eds.). Sonett-Künste: Mediale Transformationen einer klassischen Gattung. Dozwil: Edition Signathur, 2012. 
 
                Halporn, James W., and T. V. F. Brogan. “Pentameter.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 1015–1016. →
 
                Hayer, Björn. “‘Alles ginge, Möglichkeitsform, alles’: Zu einigen Tendenzen in der Gegenwartslyrik.” Gegenwartslyrik: Entwürfe – Strömungen -Kontexte. Ed. Björn Hayer. Marburg: Büchner, 2021. 7–27. →
 
                Knörrich, Otto. Lexikon lyrischer Formen. Stuttgart: Kröner, 1992. a, b, c, d, e, f, g
 
                Koch, Manfred. “Der Dichter-Sänger: Antikes Modell und spätere Adaptionen.” Handbuch Literatur & Musik. Ed. Nicola Gess and Alexander Honold. Berlin and Boston: De Gruyter, 2017. 217–246. →
 
                Krier, Theresa. “Stanza.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 1357–1359. a, b
 
                Lamping, Dieter. Das lyrische Gedicht: Definitionen zu Theorie und Geschichte der Gattung. Göttingen: Vandenhoeck & Ruprecht, 1989. 
 
                Lamping, Dieter. Moderne Lyrik. Göttingen: Vandenhoeck & Ruprecht, 2008. a, b
 
                Link, Jürgen. “Das lyrische Gedicht als Paradigma des überstrukturierten Textes.” Literaturwissenschaft: Grundkurs 1. Ed. Helmut Brackert and Jörn Stückrath. Reinbek: Rowohlt, 1981. 192–219. 
 
                Ludwig, Hans-Werner. Arbeitsbuch Lyrik-Analyse. Stuttgart: UTB, 2005. →
 
                Mönch, Walter. Das Sonett: Gestalt und Geschichte. Heidelberg: Kerle, 1955. →
 
                Novak, Julia. Live Poetry: An Integrated Approach to Poetry in Performance. Amsterdam and New York: Rodopi, 2011. →
 
                Poschmann, Marion. Nimbus. Berlin: Suhrkamp, 2020. 
 
                Rivers, Elias, and T. V. F. Brogan. “Corona.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 306–307. →
 
                Rohowski, Gabriele. “Lyrik.” Germanistik: Sprachwissenschaft – Literaturwissenschaft – Schlüsselkompetenzen. Ed. Heinz Drügh et al. Stuttgart: Metzler, 2012. 413–432. 
 
                Scott, Clive, and David Evans. “Vers libre.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 1516–1518. →
 
                Spiller, Teo. S.P.A.M. sonnets: Version 1.0e. Ljubljana: DOBER, Contemporary Art Institute, 2010. →
 
                Spiller, Teo. Založništvo in izdelava. Ljubljana: DOBER, Contemporary Art Institute, 2011 
 
                Tempest, Kae. Let Them Eat Chaos / Sollen sie doch Chaos fressen. Berlin: Suhrkamp, 2018. 
 
                Tynyanov, Yuri. The Problem of Verse Language. Trans. and ed. Michael Sosa and Brent Harvey. Ann Arbor: Ardis, 1981 [1924]. →
 
                Vaupotič, Aleš. “The Sonnet in New Media (General Issues and Slovene Examples).” Sonett-Künste: Mediale Transformationen einer klassischen Gattung. Ed. Erika Greber and Evi Zemanek. Dozwil: Edition Signathur, 2012. 491–510. a, b, c
 
                Vorrath, Wiebke. Hörlyrik der Gegenwart: Auditive Poesie in digitalen Medien. Würzburg: Könighausen & Neumann, 2020. a, b
 
                Winslow, Rosemary. “Versification.” Princeton Encyclopedia of Poetry and Poetics. Ed. Roland Greene, Stephen Cushman, Clare Cavanagh, Jahan Ramazani, and Paul Rouzer. 4th edition. Princeton and Oxford: Princeton University Press, 2012. 1515–1516. a, b, c
 
                Wolbring, Fabian. Poetik des deutschsprachigen Rap. Göttingen: V&R unipress, 2015. →
 
                Zemanek, Evi. “Gegenwart (seit 1989).” Handbuch Lyrik: Theorie, Analyse, Geschichte. Ed. Dieter Lamping. Stuttgart: Metzler, 2016. 472–479. a, b, c, d, e
 
                Zymner, Rüdiger. Lyrik: Umriss und Begriff. Paderborn: Mentis, 2009. a, b, c
 
               
            
 
           
           
             
              I.9 Rhyme, Meter, and Rhythm
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                Defining rhythm
 
                In literary studies, the term rhythm refers to the temporal organization of a text through comparable segments that give the poem a salient formal structure, as opposed to the amorphousness of prose and everyday speech (cf. Arndt and Fricke 2007, 301). In a similar way, literary studies define meter as a “general principle of verse structuring” (Küper 2007, 391; trans., also in the following, FW), often understood more specifically as an abstract organizational pattern in the sequence of syllables (cf. Lösener 1999, 141). Both terms refer to periodic principles of order in texts that format text units into verses and thus to the defining formal element of poetry as a genre (cf. Lamping 1989, 63; Fricke and Stocker 2007, 499). The lyrical text is permeated by the rhythmically or metrically organized verse structure and appears bound by it. Metrics as the “art of measurement” (Küper 2007, 593) is a basic discipline of literary studies already established in antiquity; outside of literary studies, meter plays a central role particularly in musicology and linguistics. The term itself inherently carries a sense of measurabilitiy, stemming, as it does, from métron: “measure, scale; syllable measure, verse measure” (Küper 2007, 593). However, the concept of rhythm is used in a wide variety of disciplines, such as musicology, philosophy, phonetics, anthropology, ethnology, psychology, physics, and (chrono)biology. Despite the different definitions and ways of being described, rhythm tends to be understood as a superordinate unit structuring time and movement (see Zollna 1994; Seidel 1998). Not infrequently, the concept of rhythm contains physiological inscriptions and naturalizing implications based on (supposed) rhythmic primal experiences (heartbeat, breath, step, tides, change of day and night, etc.).
 
                According to Janina Wellmann, a rhythm is characterized by the fact that “random sequence becomes a necessary succession” (2010, 105; trans., also in the following, FW). Rhythm is, therefore, “a structure that lends an inner regularity to a random sequence of tones,” which “replaces the random with the ordered, the arbitrary with the necessary sequence of events” (Wellmann 2010, 105). Rhythm combines the two moments of the dynamic and the constant that are intuitively difficult to reconcile: variation and repetition (cf. Kurz 1999, 15). Wolfgang Kayser postulated in this regard: “Variations in sameness – that is the basic law of all rhythmic beauty” (1968 [1946], 106; trans., also in the following, FW). This synthesizing function of rhythm is already reflected in its (controversial) etymology, as the term can be derived from the Greek term rhein, meaning “to flow,” as well as from rhýestai (“to pull,” “to tighten”) or rhyomai (“to hold back,” “to restrain,” “to keep under control”; cf. Benveniste 1974, 363–374). According to Christine Lubkoll, rhythm can thus be understood as a “force that gives stability to a movement, a flowing” (2021, 70; trans. FW). At the same time, rhythm patterns produce expectations in reception, according to which the subsequent event confirms and repeats the pattern, as well as, surprisingly, varying or disturbing it (cf. Bode 2001, 18; Meyer-Sieckendieck 2014, 347). Russian Formalism regards rhythm as shaping the elements of a verse, letting them “interact, overlap, crisscross” and bring to the fore hidden meaning, “new semantic nuances,” or “long-forgotten connotations” (Erlich 1980, 225; → I.2 Poetic Function; I.3 Poetic Language). Rhythm is “consequently one key factor in creating the effects of deautomatization and literariness” (Benthien et al. 2019, 117), since it creates a “moment of frustrated expectation” (Jakobson 1960, 366) opening additional ways of perceiving to the text.
 
                The concept of rhythm is often related to a concrete, possibly “immediate” temporality and implies levels of physicality, movement, and subjective co-performing that (over)challenge literary studies methodologically in their complexity (cf. Vollmar 2008, 156). Kayser already speaks of “the limit of what can be said and certainly of what can be learned and taught” (1968 [1946], 106) regarding the study of rhythm, while Felix Mayer defines it as a “process of movement” which must always be experienced and re-experienced in the moment (1959, 43; trans. FW). In parts of literary studies, rhythm has therefore become the established term for the individual phonetic realization of a meter in the text (cf. Lösener 1999, 141). The distinction between meter as an abstract and rhythm as a concrete temporal ordering structure in texts is known to have clear analogies to the distinction between the oral and the written modalities. However, the distinctiveness and interdependent relationship between meter and rhythm remains controversial (cf. Zollna 1994, 12; Lösener 1999, 142; Mellman 2007, 87).
 
                In metrics, four aspects of language are generally regarded as potentially constitutive for a structure in verse: (a) the quantity of syllables, differentiated according to long and short, (b) the accent in the word differentiated according to strong and weak syllables or stressed and unstressed syllables, (c) the pitch – which is, however, rarely accorded metrical relevance, and (d) the word boundary as the smallest syntactic unit (cf. Schweikle 1990, 366). For example, German and English are – contrary to all Romance languages – so-called “stress-timed languages,” in whose poetry the accentuating verse principle is used accordingly. The basis for determining the meter is the so-called syllabic centers, i.e., the syllable-forming vowels by which syllables can be determined to be heavy or light (cf. Wagenknecht 1981, 16). This accentual weight is essentially a purely phonetic feature that only becomes apparent through the articulation of the word: “Since the 18th century, the correctly accented sentence with slow articulation has served as the preferable basis for assessment” (Wagenknecht 1981, 17; trans. FW). Regularities in the distribution of heavy and light syllables in the text are usually indicated in the form of verse feet – a concept known since antiquity (yet here related to syllable length). However, the degree of heaviness of syllables needs to be differentiated gradually in the realization (cf. Wagenknecht 1981, 31; Vollmar 2008, 57).
 
                Andreas Heusler also introduces the tact-based method of determining meter, which is mostly applied to accentual verses of the Germanic tradition, whose most important feature is the variable number of unstressed syllables between stresses (see 1956 [1925–1929]). These verses are given order by the fact that the intervals between the stresses are assumed to be even, i.e., that the text generates stress expectations at certain intervals. As a result, the rate of speech increases or decreases depending on the number of syllables between the stresses. Heusler established a notation system for this type of verse in bars (based on the musical notation system), which provides information about the relative length of time available for a syllable to be realized. The bar-dividing description system is particularly suitable for folk song poetry and free verse. In addition, some metrical verse linking principles are ordered by regular rhyme and sound links or a fixed number of words or other combinatorial generation methods.
 
                Generally speaking, a rhyme is a partial correspondence of the phonetic material of two words in a text (cf. Wagenknecht 1981, 35). Rhymes whose consonantal initial sound is the same are increasingly perceived and classified less as rhyme and more frequently as alliteration. The so-called consonantal rhyme, in which the vowels change while the consonants remain (such as wall to will), is also generally not perceived as rhyme in the narrower sense. For the binding of versified texts, end rhymes – in which the same sound usually extends back at least from the end of the word to the nearest vowel – play a much more prominent role. They often function as the final caesura of a verse and set strong rhythmic accents, which also help the text achieve a higher memorability and impactfulness. In modern poetry, rhymed poems were partly perceived as trivial and restrictive but – especially in more contemporary, pop-culturally influenced forms of poetry, such as rap or slam poetry – a new desire for rhyme has evolved, as well as original ways of breaking the rhyme constraint, for example through homophonic wordplay, neologisms, and code-switching.
 
               
              
                Rhythm, rhyme, and meter in the digital age
 
                Recent literary research into rhythm and meter has been looking for new ways to describe the metrical nature of lyrical texts, for example, by identifying the smallest semantic units in verse (see Paterson 2018), typologizing prosodic information in poetic texts (see Donat 2010), identifying new forms of grouping and segmentation (see Cureton 1992), or exploring relationships of influence in writing and production methods (see Glaser 2020). A growing body of research also promotes a cultural-historical and comparative exploration of meters and rhythms (see Bunia 2014; Ronzheimer 2020; Hillebrandt 2022). The appropriate metrical indexing of speech rhythms remains a major challenge in literary studies (cf. Vollmar 2008, 20), and is addressed in particular by research in → III.8 Speech Communication Studies and → III.10 Performance and Theater Studies that strives for more differentiated ways of criteriological systematization.
 
                The possibilities offered by technical description and editing create new interdependent tensions between the oral and the written modalities of rhythm and meter (→ II.4 Recorded and Audioliterary Poetry). Lyrics are increasingly negotiated as a lyrical genre in their own right (see Achermann 2019); speech rhythms can be described in a more precise way using technical measurement and transcription methods (see Menninghaus et al. 2019; Meyer-Sieckendieck 2020).
 
                Popular performative poetry forms such as song, rap, spoken word, and slam poetry are rhythmically determined strongly by their phonetic presence and sonority in particular (see Pfleiderer 2006; Rakar 2019; Benthien and Prange 2020; → IV.5 Entanglements of Pop Music and Poetry). This can often lead to a stronger impression of fleetingness, dynamism, and eventfulness. However, in the digital age, the possibility of reproducing or recreating such performance effects, as well as of technical post-processing, must also be taken into account (see Novak 2011; Vorrath 2020). In rap studies, flow – the specific “dual rhythmic relationship” (Bradley 2009, 7) of the performing voice to the accompanying instrumental – has established itself as a subject of research in particular (see Wolbring 2015; Hörner 2017). Various notation and description systems have been developed to analyze the rhythmic interplay of lyrics, performance, and accompanying beats (e.g., Krims 2003; Kautny 2015; Ohringer 2019). Beyond the interplay of beat, speech, and language rhythm, research increasingly is interested in multimodal and intramedial rhythmic relationships in textual, auditory, visual, and tactile forms of expression and their structural and functional comparability (see Grüny and Nanni 2014; Andrews 2018; Benthien et al. 2019) and examines their respective “medial scripting” (Jäger 2008, 103–104; trans. FW). In particular, audiovisual media such as music videos (see Shaviro 2017) or poetry clips (see Littschwager 2011) and their “rhythm of figurative sentences” (Paech 1994, 47; trans. FW; → II.5 Audiovisual Poetry) are negotiated. While not directly related to poetry, rhythm-based video games such as Guitar Hero or Dance Revolution, which use game mechanics that require the player to rhythmize movement and input information as precisely as possible (cf. Leenders 2012, 69–70), can be considered a particular desideratum of metric research, as they point to new dynamics in the reciprocal interplay of art and reception.
 
                As metric description systems open up genuinely combinatorial patterns and measurability, they have great potential for the analysis of new “technology-driven rhythms” (Collins 2020, 321), such as those used in code poetry. Here, poems are programmed, animated, and – sometimes – also mixed with multimedia sound and graphic elements (→ II.6 Digital Poetry). In so-called “cybernetic poetry” or “cyber poetry,” the computer itself becomes the author (→ IV.11 AI Creativity and Poetry). Elements of such automated or aleatory poetry can now be found in a variety of apps and internet tools, such as the automatengedichtautomat [automatic poem machine] by Hannes Bajohr, a program that rearranges a source text automatically according to certain parameters to create poetic effects. However, regardless of the specific use of digital technology in the production process, contemporary poetry is also fundamentally shaped, rhythmically, by the changed conditions of writing in the digital age, especially through aspects such as hypertextuality and algorithmization (cf. Metz 2018, 42; see Bajohr and Krajewski 2024). Digital forms of communication such as posts, hashtags, and memes, which are geared towards hypertextual networking, de- and re-contextualization, and discourse mobility, tend to be conducive to formal lyrical principles of condensation and brevity. Typical lyrical procedures of phonetics and wordplay or rhythmization help to achieve a quality best described by the German term Prägnanz. This term refers to a certain kind of conciseness that stems from aesthetic features, leading to a persuasiveness of the form and thus to the potential for disposing of the flood of text and information in the digital discourse and stimulating citation, reproduction, and distribution (see Wolbring 2024). The study of Prägnanz as the “disposition of a text passage to invariant memorability and discursive mobility” (Wolbring 2024, 2; trans. FW) can thus be defined as a task of metrics and rhythm research that harbors particularly high cultural diagnostic potential. It can thereby benefit from, as well as contribute to, cognitive linguistic studies on the neural processing of rhythmic patterns and phonological parallelism (see, e.g., Obermeier et al. 2016).
 
               
              
                From rhythm to Prägnanz
 
                Shirin David’s rap song “Lieben wir” [We love it] from her second studio album Bitches brauchen Rap [Bitches need rap] (2021) follows typical genre conventions in its rhythmic design. The beat is at the tempo of 96 BPM, commensurate with everyday speech. The four-four time signature has the typical rap back-beat arrangement (with a strong emphasis on beats 2 and 4 marked by the snare). The couple rhyme scheme, with a continuous end rhyme structure, is not varied in the verses, creating an expectation of resolution from line to counter-line that places both in a fundamentally terse tension-promoting relationship and appears catchy in its metric congruence. It is remarkable, however, that the passage of the text that is by far most characterized by Prägnanz is not part of this rhythmic convention.
 
                The segment “Lieben wir” is the lyric most clearly remembered after listening to the rap song. Trivially, this is due to the fact that this phrase is repeated eight times during the song. One could almost assume that the whole rap primarily serves to popularize the phrase. This strategy can also be diagnosed in other Shirin David songs (e.g., “Gib ihm,” “Ich darf das,” “Bauch, Beine, Po”) and is recognizable as a general trend in modern rap and trap songs (e.g., in Lil Pump’s “Gucci Gang,” Soulja Boy’s “Crank That,” or Apache 207’s “Roller”). Traditionally, the aesthetic procedure most commonly used to generate Prägnanz in rap was the punchline structure, gaining its effect from a surprising, often humorous, resolution of a rhyme expectation. In newer rap, these are often replaced by one-liners, constantly repeated as taglines. The chorus of “Lieben wir” follows a typical pattern that significantly varies the rhythmic structure of the song:
 
                 
                  Meine Zehen sind weiß und der Booty ist nice
 
                  Seine Bitch sucht Streit (Hmm) – lieben wir!
 
                  Treffe ihn um eins, keine Ahnung wie er heißt
 
                  Aber mhh, er ist reich (Yuh) – lieben wir! (David 2021)
 
                
 
                An internal rhyme in the middle of the line (“weiß” / “nice,” “eins” / “heißt”) creates a caesura that divides the line into two short parts (“My toes are white and the booty is nice”; trans., here and in the following, FW). In this way, the opening line seems to fulfill a rather strict meter with strongly stressed corresponding syllables (“Zeh” and “weiß” / “Boot” and “nice”) that create a strong rhythmic bounding effect. The following line (“His bitch is looking for trouble [Hmm] – we love it!”), however, breaks with this structure, replacing the second half-line with a short pause and the phrase “Lieben wir,” rhythmically illuminated by the (frustrated) expectation of resolution. Since the song’s release, this iterative phrase has become widespread in German youth language and is used in both written and oral communication, functions as a hashtag, and has been translated into memes many times.
 
                The line must also clearly give recipients cause and opportunity to disseminate it on their own initiative so that it is quoted, copied, shared, and decontextualized. It must guarantee a certain openness to adaptation and media independence. The pragmatic dimension plays a decisive role here: above all, the phrase fulfills a communicative function that is particularly common in social media, namely, to indicate a positive evaluation and approval, analogous to the “like” button on Facebook, etc. In fact, many one-liners that have found a similar discursive distribution as “Lieben wir” seem to fulfill similar communicative functions and are also suitable as hedonistic slogans (e.g., “YOLO,” “Gucci Gang,” etc.). At the same time, however, the reproduction of the line “Lieben wir” is also affirmative of David: her image, and her ideological agenda. Its use creates a collective sense of belonging. In doing so, the phrase oscillates in a remarkable way between the “I” of the original utterance, which is clearly occupied by the persona of Shirin David, and the collective “we” of her followers.
 
                Thanks to its immediate communicative applicability, the line achieves Prägnanz that goes beyond a purely phonetically motivated catchy tune. The phrase “Lieben wir” succeeds in creating such a significant form in just two words that at least the initiated peer group immediately understands the allusion. It can also be transferred to written communication without needing to forgo the persona inscription. In addition, recipients have a wide range of possibilities for original and creative use in everyday life.
 
                The fact that “Lieben wir” is ideally suited as a slogan or catchphrase is also clear from the fact that the lyrics have since been reused for a McDonald’s advertising campaign starring David. In the accompanying commercial, the “Lieben wir” song is allusively rewritten. Shirin’s “Lieben wir” is prominently placed where the equally popular McDonald’s slogan “Ich liebe es” [I’m loving it] would normally be expected. Thereby the strategy of upending a rhythmically charged expectation is again used to illuminate the phrase.
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              I.10 Musicality and Sangbarkeit
 
            

             
              Frieder von Ammon 
              
 
            
 
             
              Musicality and singability – in German: Sangbarkeit – are traditionally conceived of as being essential features of poetry. This holds true both for academic research on poetry and for popular notions of it. The present article offers an overview of the (vast) field of poetic musicality, starting with the relation between poetry and music in general, continuing with the problem of singability in particular, and closing with recent transformations and current examples.
 
              
                Poetry and music: Preliminaries
 
                Poetry and music are and have always been two closely connected art forms (see Winn 2012; Eckel 2016). In the beginnings of Western culture (as far as they are reconstructable), poetry often even was music, just as music often was poetry. Exemplarily, both forms converge in song (see Jorgens 2012). The odes of the archaic Greek poet Sappho, for example, originally were performed, i.e., sung in front of an audience by a singer (not necessarily Sappho herself), who accompanied him- or herself on a lute, or a lute-like instrument such as the barbat. Thus, her poems in fact were bi-medial songs, consisting of text and music, intended to be realized in performance. That only the texts of these songs have survived is regrettable. Another example from Ancient Greece is Pindar, whose epinikia [victory odes] were also sung live, probably by choirs (see Rösler 2004). In this case, too, the music unfortunately has been lost. Similar things can be said about major parts of ancient as well as medieval poetry (see Haug 2004), which also was usually sung in performances. The two most important German genres Minnesang (see Reichlin 2021) and Sangspruch (see Wenzel 2019) are examples of this. At this premodern stage in the history of poetry, the musicality of poems therefore was a self-evident fact rather than a problem: typically, poems were songs, and vice versa, while poets were also composers able to set their texts to music and to perform them in front of an audience. Even if the musical part of the poems is lost in many cases, their texts usually have traces of their original bimedial form and also of performances: characteristic features are a stanzaic structure (→ I.8 verse, Stanza, and Versification), the use of refrains (→ I.9 Rhyme, Meter, and Rhythm), and, on the content level, the reference to the singer and his or her singing, sometimes also to the audience. These traces may also be fictitious, however, as part of a fiction of performativity typical for poetry in general (cf. Hempfer 2014, 30–45).
 
                In the Early Modern period, partly as a result of the invention and distribution of the printing press, the connection between poetry and music became less close, which led to an increased emergence of poems not conceived of as songs anymore (at least not explicitly), and, as a consequence, intended to be read rather than to be heard. This does not mean, however, that the musicality of poetry would have vanished at this point, for that was not the case. It just found other ways of materializing. The premodern unity of poet, composer, and performer from then on was often split up and divided between different persons with different faculties. Johann Wolfgang von Goethe, for example, who was not able to set his texts to music himself, used to write song texts which he hoped would then be set to music by composers he knew personally and deemed trustworthy because they would share his aesthetic views on songs, which was the case often enough. His first volume of poetry Neue Lieder [New songs] (Goethe 1770), for instance, was a songbook containing texts by him and music by Bernhard Theodor Breitkopf, a composer he had met while he was studying in Leipzig. Such a division of tasks, however, could also lead to problems. A poet not knowledgeable in music, for example, is rather likely to write texts that are difficult to set to music, even though he or she might have intended differently. In the example just given, the minor reputation of the composer (who otherwise made no noteworthy appearance in music history), as well as the simplicity of his music – which was appreciated by contemporary audiences, however – led to a lack of interest among later generations accustomed to a more complex style of setting texts to music, and also to a disregard by academic research. In the genre of the art song, for instance, composers often set poems to music regardless of the question of whether the poems had been intended to be set to music or not (see Hinrichsen 2017). The most famous example of such a precarious constellation is probably Franz Schubert, an – as we see it today – ingenious composer using poems by Goethe, Joseph von Eichendorff, and many others (see Rastl and Dellitsch 2023), whose daring new style of setting texts to music would, however, not necessarily receive the approval of the poets (see Hinrichsen 2019). It is not coincidental that in the course of such developments a second notion of “song” emerged, referring to poems in the form of songs, yet without melody or accompaniment or – as one could call it – “songs without music.” Accordingly, in Johann Georg Sulzer’s Allgemeine Enzyklopädie der Schönen Künste [General encyclopedia of the fine arts] (1774), two articles on song by two different authors can be found: one on song in poetry (see Grimm 1774), the other on song in music (see Schulz 1774), the former discussing the textual aspects of songs, the latter, their musical aspects. A famous example for purely poetic songs is Heinrich Heine’s Book of Songs (1856 [1827]). These songs without music seem to have challenged composers in a specific way, for they were set to music conspicuously often, most famously by Robert Schumann (cf. Tewinkel 2006, 420–421, 425–426). In music, a complementary genre emerged: Lieder ohne Worte [Songs without words], with popular examples by Felix Mendelssohn-Bartholdy (cf. Hinrichsen 2020, 381–386).
 
                Especially since the Romantics, the musicality of poetry could also materialize in poems decidedly not intended to be set to music, yet referring to music in other, intermedial ways (see Rajewsky 2005). Examples include poems treating musical subjects, e.g., Ludwig Tieck’s Gedichte über die Musik [Poems on music] (1802), poems imitating musical forms such as Paul Celan’s “Death Fugue,” or poems displaying the “music of words” – a specific inherent, purely linguistic musicality, which is generated, for example, by an extensive use of rhetorical devices such as alliteration, assonance, etc., or, more generally, by a strengthening of form and weakening of content – e.g., Clemens Brentano’s “The Night Song of the Spinner” (see Riethmüller 1996; Eckel 2016). Certain poems may exhibit all these features at once. The tradition of poetical Wortmusik [word music] culminated in the Dadaist sound poetry of Hugo Ball and others, which uses sounds without denotations instead of words (cf. Eckel 2015, Ch. II.4; see Benthien and Vorrath 2017).
 
                The musicality of poetry could also materialize in new forms of combining text and music in live performance and/or recording (→ II.3 Musicalized Poetry). One example emerging in the twentieth century is the genre “poetry and jazz” (see von Ammon 2018; → III.10 Performance Theory and Drama Studies). However, the song tradition still continued, although it partly moved to, or stayed within, areas beyond the canon of (written) poetry. Since the nineteenth century, the texts of church songs, for example, were usually not written by professional poets anymore. In the present time, the connection of poetry and music, as it materializes in the form of popular songs, is a phenomenon of global reach and relevance (→ IV.5 Entanglements of Pop Music and Poetry). Thus, even in the digital age, and although not everyone is aware of it, musicality is still an essential feature of poetry which in its significance for the practice as well as for the theory of this genre can hardly be overrated.
 
               
              
                The problem of singability
 
                Sangbarkeit or Singbarkeit, the much-used German notion of “singability,” is a specific sub-phenomenon of the musicality of poetry and is thus as old as the connection of poetry and music in general. In the German-language theory of the lyric, it is sometimes seen as a sufficient criterion of a poem (cf. Burdorf 2015, 21). What the term exactly means, however, is rarely explained (see von Ammon 2024). Obviously, singability relates to the quality of a poem to be well suited for singing. As long as poems were songs, and songs poems, singability was a self-evident feature of a poem. As soon as the connection between poem and song became less close, however, the singability of poems – which in most cases meant: of written texts – became a problem and therefore also a matter of reflection and discussion. According to Heinrich Schwab, in the context of mid-eighteenth-century song aesthetics, a poem’s Sangbarkeit was the crucial category (see 1965). How it was conceived at that time can be reconstructed by using relevant encyclopedias of the time. The article on song in poetry in Sulzer’s aforementioned encyclopedia names four criteria in particular:
 
                
                  	 
                    the division of the text into stanzas (each of which is to be sung to the same melody);


                  	 
                    its emotional unity (this has to do with the fact that the same melody is used for all stanzas and emotional contrasts between the stanzas could therefore not be rendered musically);


                  	 
                    the semantic unity of the verse and the syntactic unity or duality, respectively, of the stanzas (both of which are supposed to correspond to the structure of the melody);


                  	 
                    and, last, the “euphonia” of the text (referring to the “easiness” of its sound; see Schulz 1774).


                
 
                These criteria are of transhistorical relevance and remained quite stable until the end of the nineteenth century. In the context of modernism, however, together with all other features of poetry, singability was called into question. One example is Walter Mehring’s poetical song “If the man in the moon were a coon…” (1920), in which he satirically adapts the American popular song tradition by parodying it on the content level, and partly imitating it on the formal level by using stanzas and a refrain. Yet, at the same time, he subverts it by employing an extravagant rhyme technique and unconventional rhythms (cf. von Ammon 2019, 257). Since modernism, and after the Holocaust in particular, a skeptical attitude towards singability in a traditional sense and towards song in general has been an integral part of poetry as well as the discourse on it. What could be sung, or was conventionally musical in general, seemed to be aesthetically suspicious (cf. von Petersdorff 2017, 78–79), a notion which found its exemplary expression in Celan’s “Death Fugue.”
 
               
              
                Musicality and singability: Recent transformations
 
                Further proof of the changing notions of singability comes from the texts of some of today’s pop songs, which in terms of content and form often differ quite profoundly from popular song texts in earlier centuries. Apart from that, they are increasingly involved in a media complex in which music is just one, if an important component (see Baßler 2019; Puhani 2019). One example is the so-called German Diskurspop [discursive pop] as it was practiced in the 1980–2000s by several bands, such as Blumfeld and, most prominently, Tocotronic (cf. von Petersdorff 2017, 89–99; see also Huber 2016; von Petersdorff 2019). According to Klaus Birnstiel, the texts of Diskurspop typically are conceived of as “counter-songs,” which means that traditional notions of singability are consciously subverted in them (2019; trans. FvA). Instead, the texts strive for a specific “discursive poeticity” for which references to a wide variety of pretexts is constitutive (Birnstiel 2019; trans. FvA). Texts of this kind do not fulfill the traditional criteria of singability, and yet, as song texts, they are highly effective – otherwise Tocotronic would not have sold so many records.
 
                A challenge for poetry research is the textual status of pop lyrics, which in many cases are sung (and recorded), but not published in written form. As a result, there is a noticeable imbalance between the wide dissemination of the texts in their sung form, often in conjunction with other media, and their unavailability in written form, their “unreadability,” so to speak. On the other hand, the texts of many pop songs are easily accessible on the internet, though often in versions put together by fans, yet not authorized by their authors (see Rehfeldt 2019). The question of rights is a further problem. As a consequence, pop lyrics are ubiquitous without having a stable textual status, which impedes their systematic exploration by academic research, a problem of particular relevance in rap (see Wolbring 2015; → IV.5 Entanglements of Pop Music and Poetry).
 
                Along with singability, the phenomenon of “speakability” has increasingly come to the fore in recent years, especially in the context of spoken word, slam poetry, and rap (→ II.2 Live Oral Poetry). In order to be successful within a framework of a live competition between several poets, for example, a text needs to be suited to be spoken rather than to be sung. The deployment of concise rhythmic patterns as well as of internal rhymes are techniques frequently used in order to achieve an effectiveness of this kind (→ I.9 Rhyme, Meter, and Rhythm). Since many young poets have been growing up with these genres, such techniques also enter poetry in general.
 
                The internet has furthermore favored the emergence of forms and genres in which the musicality of poetry materializes in partly new ways. This holds true for the new genre of the poetry clip, for example, a filming of an orally performed poem which often includes music (→ II.5 Audiovisual Poetry). Some poetry clips orient themselves towards music videos, others decidedly do not (see Poppe 2016; Klimek 2021). Another possibility is the documentation and distribution of audio and video recordings of musical poetry performances which otherwise would have vanished with the event (see Benthien 2013; Vorrath 2020).
 
               
              
                Musicality and Singability in the digital age: Two case studies
 
                The German poet Rike Scheffler, for example, makes use of the internet as a medium to document and distribute her performances, which always include music (→ IV.7 Digital Publishing and its Detractors). This is all the more noticeable as these performances are an integral part of her work. Her two volumes of poetry so far – Der Rest ist Resonanz [The rest is resonance] (2014), and Lava. Rituale [Lava. Rituals] (2023) – contain written poems with many references to music, but do not include any music recordings. If one would only read these two volumes, one would therefore get a rather reduced impression of Scheffler’s poetry, in which the premodern unity of poet, composer, and performer seems to come to new life. On the internet, one finds video recordings of several of her performances, in all of which she displays a unique poetical style. One of the recordings captures Scheffler’s performance at the European Poetry Festival on April 8, 2018. This multimedia performance, combining text, music, and movement, is bilingual, German and English, and deals with “books about young men” (a phrase repeated several times at the beginning of the poem): “they travel,” “they fall in love,” “they think about meaning in life” (Scheffler 2018). With this, Scheffler seems to ironically allude to the tradition of the Bildungsroman. In the poem, the threatening presence and dominance of this genre written mostly by male authors and consisting mostly of male protagonists is questioned from a female perspective. The poem offers a counter-proposal on all levels, starting with its mediality, which does not evolve in the typical media of the educational novel, script and book, but in the contrasting media of voice, music, and live performance. An experience of presence thus takes the place of an experience of distance, and it does so programmatically.
 
                In the course of the performance, Scheffler acts as speaker, singer, and DJ. The poem that she performs is based on a repetitive rhythmic structure, a basso ostinato created by electronic means. It consists of a descending bass line extending over four bars in a consistently dotted rhythm. On top of the bass line a polyphonic texture evolves in a harmonic setting, as is typical for Western pop music. The texture is characterized by an increasing number of voices originally all created by Scheffler herself, and then processed electronically. The design of the vocal part oscillates between speaking and singing, sometimes using distinct pitches, sometimes not, subverting and expanding the traditional notion of singability. Instead of fulfilling a catalog of criteria, Scheffler’s performance maps out the whole field of singability and speakability. The texture slowly becomes thicker and thicker, corresponding to the growing anger and anxiety in view of the dominance of male books (“how can I escape this?”; Scheffler 2018). As a whole, the performance can be seen as an attempt to put the performance by a young woman poet in opposition to the “books about young men,” and to develop an individual form of expression free of medial limitation and gender oppression.
 
                A further example to discuss here is a poetry clip that was published in 2022 on the internet by poet Ulrike Almut Sandig. It is linked with Sandig’s recent volume of poetry Leuchtende Schafe [Shining sheep] (2022), insofar as it is based on one of the poems included in this volume. The poem is titled “Friedrich Hölderlin, revised” and confronts lines quoted from Hölderlin’s fragmentary hymn “Wie wenn am Feiertage” [As on a holiday] (1800) with lines by Sandig (cf. 2022, 70–71). In this way, the poem transforms the schizophrenia Hölderlin is assumed to have suffered from into a poetic form consisting of two contrasting voices, one being Hölderlin’s own voice, characterized by its “high tone,” the other one being Sandig’s voice, characterized by its “low,” i.e., decidedly casual tone, expressing the alienness, but also relatability of Hölderlin’s poetry in the twenty-first century. At the same time, Sandig stages herself as a cheeky as well as self-conscious successor of the classical poet, whom she lulls to sleep at the end: “Friedrich, und jetzt || schlafe | ein” (2022, 70–71).
 
                In the poetry clip based on this poem, the two textual voices are brought to life: Sandig herself, using her own unique voice, speaks “her” lines, and an impersonal text-to-speech software, Hölderlin’s (cf. Sandig 2020; → I.11 Voice and Orality). The contrast between the authentic human and the synthetic computer voice highlights the gap between tradition and present. As is suggested, the present is alive, whereas tradition is dependent on artificial aids in order to be brought to life. Singability is of no importance anymore, it is continuously replaced by “speakability.” During the recitation, however, the two voices are accompanied by music and other sounds. Fragments of a lullaby build the frame for the film, and electronic sounds surround the voices. Thus, musicality is not given up altogether, it just changes location. Additionally, the poem finds a visual interpretation based on the images contained in the text, which are partly treated in an abstract, partly in a psychedelic manner. In total, starting with its subtitle (“Ulrike Almut Sandig feat. Friedrich Hölderlin”), the film is strongly reminiscent of a music video, in which Sandig acts as the main character. Contemporary poetry thus uses a medium which is otherwise mostly connected with pop music, and in this way participates in this musical genre. The boundaries between contemporary poetry and contemporary pop music blur, and they do so programmatically.
 
                These brief case-studies of Rike Scheffler and Ulrike Almut Sandig demonstrate that musicality and singability in the digital age are still essential features of poetry. Their manifestations may have changed, but the close connection between poetry and music continues to exist. To examine and explore it is one of the tasks for future academic research on contemporary poetry.
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                Oral literature and voice in poetry research
 
                Voice can be material – a sound – or it can be a symbol. While this article will for the most part deal with the former, much of literary theory has historically privileged the latter. In other words, as a classical category of poetry research, the voice is often surprisingly silent. The poet’s voice can be a metaphor for their signature style or their identity (cf. Perloff 1999, 405–406). A similar concept is literary voice as the expression of the speaker’s attitude, emotions, or point of view, which is typically invoked in narratology to distinguish between the positions of the author, narrator, and characters. This understanding of voice can also be applied to poetry, as in T. S. Eliot’s essay “The Three Voices of Poetry,” in which he speaks of “the voice of the poet talking to himself – or to nobody,” “the voice of the poet addressing an audience,” and the voice of the poet as “a dramatic character speaking in verse” (1961, 96). Essentially, these approaches present the voice as a broader and somewhat vaguer version of the lyric subject (→ I.4 Lyric Subjectivity).
 
                This privileging of the metaphorical voice in lyric theory is both paradoxical and logical. It is paradoxical because poetry has been performed orally for most of its history. In the introduction to her book Oral Poetry, Ruth Finnegan ponders that even studies of oral literature have remained strongly text-centric and have tended to neglect the performance aspect (cf. 2017 [1977], 7–8, 28). However, the development of literary studies as a discipline coincided with an era dominated by writing and print and characterized by swiftly rising levels of literacy (cf. Ong 1982, 7–10; Novak 2011, 20). As Walter Ong notes, the scholarly method of textual analysis itself can be seen a product of written culture (cf. 1982, 8–10). Furthermore, Western thought has a long tradition of equating voice with subjectivity (cf. Weidman 2015, 233), so the appeal of voice as a metaphor is easily understandable.
 
                A shift toward the study of sounding literature has begun in the twentieth century, informed by the proliferation of acoustic and audiovisual media. Ong has even proclaimed the twentieth century to be an era of “secondary orality” (1982, 11) due to the strong resurgence of the features of oral, pre-written cultures in the modern mediascape. As early as in 1912, the German philologist Eduard Sievers proposed the project of Ohrenphilologie – a branch of philology that would address the sounding word. Sievers believed that voicing a poem is necessary to gain access to its full meaning, but that only the author’s voice did that correctly (see 1912). Conversely, Russian linguist Sergei Bernstein concluded, having analyzed an extensive audio recordings archive of Russian poets, that even the author’s reading is necessarily an interpretation that realizes some of the poem’s sonic potentialities while silencing others (see 1927). At the same time, Bernstein also challenged the primacy of the written word by pointing to the importance of voicing the poem in the poet’s writing process.
 
                Furthermore, recording brought with it more possibilities to study the performative and vocal aspects of oral poetry. Ong has even questioned the very notion of “oral literature,” as “literature” implies literacy and writtenness, stopping just short of proposing “voicings” as an alternative term (1982, 13–14). Finnegan has similarly called for a re-examination of the importance of performance in oral poetry, as vocal style can be a distinguishing feature that separates genres from each other (cf. 2017 [1977], 121). She was one of the first scholars to develop analytical parameters for the study of the voice in oral poetry, classifying voice into “singing, intoning, and spoken” and discussing the importance of such features as tempo and pitch (Finnegan 2017 [1977], 118–123).
 
                Nevertheless, up until the end of the twentieth century, such accounts of voice in literature were relatively rare. The research into → II.2 Live Oral Poetry and → II.4 Recorded and Audioliterary Poetry remained a rather marginal niche within literary studies. At the same time, studies of the performing and speaking voice largely gravitated toward theater and other forms of public speaking, as in the discipline of → III.8 Speech Communication Studies. This situation has, however, changed significantly in recent decades with several important studies of voice and performed poetry coming out in German (see, e.g., von Ammon 2018; Meyer-Kalkus 2020; Vorrath 2020) and English (see, e.g., Perloff and Dworkin 2007; Novak 2011).
 
                The reason for this growing academic attention is the ever-increasing importance of voice and vocal performance to poetic practices in the digital age. Some of these changes are quantitative, simply contributing to the higher prominence of spoken poetry (see Benthien 2017). For example, because of social media, the audio and video recordings of poets both professional and amateur reading their own poetry have become so widely available that, as Zoë Skoulding notes, “[r]eading any contemporary poetry now […] is difficult to separate fully from performance” (2020, 20). Proliferated by media technologies, the poet’s voice “might imprint itself in the ear in such a way that it changes all subsequent silent readings” (Skoulding 2020, 21). Other effects of digital technology are qualitative in that it has introduced new ways in which poetry can be voiced – for example, by applying digital vocal filters such as Auto-Tune to natural voices or using digitally synthesized artificial voices and text-to-speech software.
 
                These shifts in poetic practices have been accompanied by a shift in the way that voice is understood in contemporary philosophy and cultural theory. The traditional conception of the voice in Western thought presents it, somewhat contradictory, as the most direct and immediate expression of one’s true self and, at the same time, as a neutral medium of speech “subordinate to its referential content or message” (Weidman 2015, 233). In the twentieth century, this understanding was challenged by Jacques Derrida (1976), who argued against this privileging of the spoken and deconstructed the opposition between voice and writing. In recent decades, sound studies theorists (→ III.7 Sound Studies and Musicology) such as Michel Chion (1999), Steven Connor (2000), Adriana Cavarero (2005), Mladen Dolar (2006), or Nina Eidsheim (2019) have rethought the voice after Derrida’s critique, uncoupling it from both presence and referentiality and focusing instead on its materiality – its connection to the bodies that produce and perceive it – and its performativity, the voice’s capability to enact and effect things.
 
                This article adopts a similar approach, discussing the materiality and performativity of voice in contemporary poetry. Such a perspective is made pertinent, on the one hand, by the renewed interest in the materiality and performativity of poetry itself, and on the other hand, by the fact that the aspects of voice have been affected by digital technology the most.
 
               
              
                The materiality of voice and language
 
                The materiality of the voice comprises the sound that is voice as well as the material conditions of the body producing that sound. The connection between these two aspects has been emphasized by numerous theorists. Roland Barthes (1977), for example, famously spoke of “the grain of the voice,” the sonorous corporeality that attests to the speaking body even in situations where this body is not present, such as on the radio or in audio recording. Dolar similarly refers to the voice as “the surplus of the body” (2006, 71). From this perspective, rather than being a neutral carrier of meaning, the voice “appears as the link which ties the signifier to the body” (Dolar 2006, 59) and operates simultaneously on the levels of affect and signification. The tension between the sonorous and the significant is particularly salient in poetry performance, which “rematerializes language” (Bernstein 1998, 18), making “rich precategorical sensory information” (Tsur 1992, viii) perceptible. Cavarero even describes poetry as “a realm of speech in which the sovereignty of language yields to that of the voice” (2005, 10). Non-speech sounds and non-linguistic aspects of speech, such as intonation and timbre, qualify the poetic utterances (for example, hinting at irony), imbuing them with affect and in some cases contextualizing them (see Novak 2011, Ch. 4).
 
                The materiality of the voice is further entangled with the materiality of speech and language. Ong has even made an ontological distinction between written and spoken language, characterizing the former as analytic and abstract and the latter as empathetic and participatory (cf. 1982, 37–49). The essentialism of this opposition is questioned, however, by Peter Koch and Wolf Oesterreicher, who propose to regard it as conceptual: While language may indeed exhibit the qualities that Ong ascribes to orality and writtenness, these qualities can be equally realized in phonic and graphic media (cf. 1985, 17–24). This entanglement is often evident in the case of spoken-word poet-performers, who adopt the “natural” intonation of spontaneous oral speech to perform written texts in order to create an effect of intimacy and emotional authenticity. Paul Zumthor makes a similar distinction between vocality as the quality of the poet’s performing voice and orality as a communicative mode (cf. 1990 [1983], 53)
 
                While any kind of poetry performance foregrounds the materiality of voice and speech (cf. Bernstein 1998, 17), it gains utmost prominence in sound poetry, which downplays, or even outright rejects linguistic meaning (see MacCaffery 1998). Its asemic quality may raise the question of whether it even belongs under the category of poetry, as the sound poets’ explorations of voice are difficult to distinguish from those of experimental vocal music. However, as Brandon LaBelle notes, rejecting its communicative instrumentality, the voice of sound poetry “poignantly reveals a locatable conflict of the subject in relation to the swirl of language” (2010, 150), thus staying within the literary domain.
 
                Technological mediation does not fundamentally alter the relationship between poetry and the materiality of the voice. Analog approaches such as audio cut-ups and collages have already been employed by sound poets to “[render] the acoustic dimension of language palpable,” foregrounding “the signifier and its materiality, not […] the signified” (Benthien et al. 2019, 52, 64). The same treatment of speech as sound is evident in early experiments in the digital alteration of the voice, such as the text-sound compositions of Lars Gunnar Bodin and his circles at the Stockholm Electronic Music Studio in the 1960s (see Groth 2014, Ch. VII–VIII). The digital age, however, has brought with it a wider availability of such technologies and added new tools to the toolbox of poetry performance – most saliently, speech synthesis. Digitally generated voices, even when they are indistinguishable from human voices and speak in meaningful sentences, challenge the referentiality and meaningfulness of speech as they lack a subject that is the source of meaning. Text-to-speech engines further question the dichotomy of orality and writtenness, even more so than audio recording, as they operate, like oral speech, in real time, yet with the mechanical precision of writing.
 
               
              
                Performativity and vocal identity
 
                The notion of performativity is used somewhat divergently across a variety of disciplines from theater studies, to linguistics, to gender studies (→ III.3 Gender and Queer Studies; III.10 Performance and Theater Studies). As even a brief overview of its usage is beyond the scope of this article, it approaches performativity from the perspective of voice studies, where it is used to call into question the traditional understanding of voice as the direct and unmediated representation of the speaker’s true self. Performativity focuses instead on “what voices do, how they create and disturb meaning and ‘identity’ rather than just conveying or expressing it” (Neumark 2010, 96).
 
                Whereas explorations of the materiality of the voice undermine its linguistic transparency, performativity challenges the authenticity ascribed to the voice – exacerbated in poetry performance by the entrenched perception of the poet’s speech as authentic (cf. Vorrath 2020, 143–144). However, this perception of authenticity remains an important part of the audience’s expectations (see Ailes 2021). It is the reason behind audiences’ strong preference for author’s own readings of their poetry (cf. Vorrath 2020, 141) compared to actors’ readings, which are perceived as inauthentic (cf. Bernstein 1998, 11). This “authenticity effect” (Neumark 2010, 95) stems from the connection that the voice establishes between the utterance and the speaking body as well as from the perceived authority the author has over the performance. Furthermore, the “poet-performer” (Novak 2011, 179) can purposefully adopt certain vocal stylings that create the feeling of intimacy and truthfulness (→ IV.2 Staging the Self in Spoken-Word Poetry).
 
                Through the mediation of voice, the abstract lyric subject of the poem becomes substituted with the embodied speaker (cf. Vorrath 2020, 147–151). Aspects such as race, age, gender, and the cultural identity of the speaker become traits of the lyric subject, lending credibility to its utterances. In the digital age, this identification has become particularly salient due to the increased visibility of minority identities and minority authors. In some poetry scenes, they even experience pressure to write about and perform exclusively their identities (cf. Ailes 2021, 149–150). The performative concept of the voice helps to avoid essentializing the vocal patterns associated with particular races, genders, etc. by recasting them as the product of interactions between the speaker’s body and internalized cultural norms. This cultural conditioning applies not just to speakers but also – and perhaps even more so – to listeners and their expectations (cf. Eidsheim 2012, 9–19). What is more, the voice is flexible and can be employed both to affirm and to subvert or challenge identities (cf. Eidsheim 2012, 22).
 
                The mediatization of the voice can be seen as an extension of its performativity as well. According to Norie Neumark, the way voices are shaped by technology is not fundamentally different from the way they are shaped by cultural techniques (cf. 2010, xx–xxiii). This is most evident when the authenticity effect of the voice is technologically subverted by emphasizing its materiality over its signification, as discussed in the previous section. However, media technologies are often employed to enhance authenticity effects as well – e.g., creating a sense of intimacy through close miking and by editing out the noises (cf. Vorrath 2020, 158–160; → IV.1 Poetry Performance between Liveness and Mediatization).
 
                The paradoxicality of such authenticity- and subjectivity-enhancing technologies is most evident in audio recordings of poetry, where the voice is separated from the speaking body. Wiebke Vorrath adopts Michel Chion’s notion of the acousmatic “I-voice” that prompts the listener to identify with the unseen speaker (Chion, 1999, 49) and applies it to audio poetry, where it comes to embody the lyric subject (cf. Vorrath 2020, 156–157). This “vocalic body” (Connor 2000, 35) is invoked even in poems that are performed by synthetic voices that do not possess an embodied source and that make claims to identity and selfhood through their synthesized vocal features and poetic utterances.
 
               
              
                Case studies
 
                To illustrate the transformations that the materiality and performativity of the voice are undergoing in the digital age, this article will now turn to two brief case studies. The Listeners (2015–2020) is a digital poetry piece by Canadian poet John Cayley that can be realized in several ways: as a gallery installation, a performance, or even a freely available app for Amazon’s voice assistant Alexa (→ II.6 Digital poetry; IV.11 AI Creativity and Poetry). The Listeners employs Alexa to deliver a poetic script in interaction with the human performer. The performer may request The Listeners to talk about several pre-defined subjects, ask Alexa how it feels, or tell it about their own feelings. Alexa responds to these requests with short poetic vignettes in the first-person plural, a collective lyric “we” of “the listeners” – voice-activated devices, whose servility is underscored by the constant surveillance they carry out on the user.
 
                The interactivity of The Listeners highlights the intersubjectivity of the voice that Adriana Cavarero (2005) speaks about, its existence in interaction between the speaker and the listener. But it also foregrounds and poeticizes a fundamentally new kind of orality in the digital age – voice technologies, where voice and speech serve as the interface for controlling and communicating with digital devices. Imbuing Alexa with a lyric persona, Cayley interrogates the humanization of such technologies, the utopic vision of the android – a machine that looks and sounds completely human but that is at the same time subservient to its human masters. Furthermore, the sinister collective “we” of The Listeners, who are always out there listening, disturbs the neutral, non-threatening image projected by the synthetic voice designed to be pleasant and unassuming. Juxtaposing a distinctly non-human lyric subject with this idealized vocalic body reveals the latter’s own disembodiedness and inhumanity, the impossibility of a human subject possessing such an inexpressive voice. The Listeners makes audible the inauthenticity of Alexa’s speech – which, ironically, creates a much more authentic representation of its synthetic self (or lack thereof).
 
                In other words, whereas voice processing has often been used in sound poetry to defamiliarize mundane language (cf. Benthien et al. 2019, 64), Cayley uses poetic language to defamiliarize synthetic speech. Such speech lacks affective excess, the subject matter of much of the twentieth-century sound poetry. Yet it is precisely this lack that brings attention to its sonic materiality and the technological conditions of voice and speech synthesis.
 
                The second example is Rosemary Baker’s poetry film Lesbian (2021), based on an eponymous poem by spoken-word poet lisa luxx, which explores lesbian identity and the politics of language surrounding it. As the broader issues of poetry performance in film are covered in other articles in this handbook (→ III.11 Film Studies; II.5 Audiovisual Poetry), the analysis here will concentrate on voice in its relation to the poem. At first glance, the setup of Lesbian seems straightforward: luxx (who uses they/them pronouns) is performing their queer identity through their poem. The authenticity of their experience living as a lesbian translates into the assumed authenticity of their speech. The poet-performer’s voice seems to reinforce this interpretation, adopting features such as a low pitch and a somewhat raspy tone to signal their divergence from stereotypical femininity (cf. Ertel 2023, 154).
 
                However, paying close attention to the performativity of their voice complicates this reading. Firstly, the identity embodied in the voice is not limited to queerness. Of Syrian and British heritage and raised in a Lebanese and English household in Yorkshire, luxx has a highly idiosyncratic accent. The unapologetic way in which the poet employs it reinforces – but also extends – the poem’s theme of embracing one’s identity. Secondly, luxx’s delivery is highly dramatic, even theatrical. They crea-tively utilize a variety of expressive means – from a drawn out “lezzzzzbian,” emphasizing the difficulty of saying a contested word out loud, to the staccato of the recurring line “Say. It. Like. It’s. My. Name” (Lesbian 2021). Their impassioned delivery underscores the rhetorical thrust of the poem. Tellingly, the authenticity effect produced by the author’s own voice overrides their theatrical, exaggerated intonation, performing the emotion as genuine. Finally, the film is not a documentation of a live performance – rather, it features a studio-recorded voice-over and footage of luxx performing their poem in a dramatized setting. In some of the scenes, they speak straight into the camera, as if their real-life self is directly addressing the viewer. In others, they speak to a mirror as if playing a character talking to their fictional self. Their voice is also used acousmatically at times and, in a brief scene, even lip-synced to a number of secondary characters who appear in the film, played by extras. The different filmic stagings of the poet-performer’s physical voice essentially embody all three of the metaphorical voices of poetry in Eliot’s (1961) essay. This dialectic of “I-voice” and character voices, of authentic, fictionalized, and fictional identities sharing the same vocalic body and the same lyric subject, makes the poetry film oscillate between autofiction and autoethnography.
 
                The two case studies above exemplify the shifts, both technological and cultural, that have taken place in how the voice in poetry performance functions and is understood. No longer simply a marker of authenticity imbuing the lyric subject of the poem with the reality and authority of its author, in these examples the voice presents as something performative and malleable, manifesting and constructing identities at the same time. Contemporary practices of poetry performance accentuate the materiality of the voice – both the bodily and the technological conditions of its production, further questioning its neutrality as a medium of speech. The widespread medialization of poetry readings in the digital age – as videos or films, podcasts or audiobooks – and new forms of digital poetry that combine orality and literacy in new ways have made voice a fundamental category of contemporary poetry research.
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                Introduction
 
                Although the genre of poetry is conventionally most often linked to oral culture and sound – the term “lyric” originates from the Greek term “lyra,” a musical instrument (→ I.1 Lyric Genre Theory) – the typographic layout of the printed page can be considered an integral part of the work’s aesthetics. Ruth Finnegan, though focused on oral poetry, states that “the handiest rule of thumb for deciding on whether something is poetry or prose is to look at how it is written out: whether ‘as verse’ or not” (1977, 25). Likewise, the German poet Gottfried Benn jokingly determines a layout consisting of “letterspaced print and special framing” as a guideline to distinguish a poem from other types of texts on the page of a newspaper or a journal (2001 [1951], 9; trans. JN).
 
                The verse as a shortened line of print, the white space as framing, and the ragged edge alluded to in these two statements, selected as representational from a large number of similar comments, are defining elements of what Susanne Wehde calls the “typographic dispositive” of poetry (2000, 119–133; trans. JN; see also Metz 2020, 107–132; → I.8 Verse, Stanza, and Versification). However, by examining typographic or even just visual characteristics one can not only determine whether a text is (or might be) a poem, but one can also differentiate certain subgenres of poetry, an apt example being the sonnet, with its decisive form of 14 lines structured in four sections (see Greber and Zemanek 2012). In Karl Riha’s “Gourmet Sonett” (1988), for instance, four forks – two larger with four prongs and two smaller with three prongs – represent the stanzas and lines of the sonnet in its Petrarchan form.
 
                The typographic dispositive of poetry is considered to be strongly marked, especially in comparison to that of narrative literature; poetry itself is thus characterized by typographical and visual deviations from standard texts (→ I.3 Poetic Language). Beyond that, however, the history of lyric poetry contains numerous examples of poems that deviate from this dispositive. These deviations are also discussed along the idea of typographic foregrounding (Van Peer 1993), which builds on the formalist concept of foregrounding and conceptualizes typography as an instrument to deautomatize perception and to directly bring focus to the act of expression itself (cf. Benthien et al. 2018, 23–25; → I.2 Poetic Function). Examples of typographically deviant poetry range from ancient and Baroque figure poems to the visual and concrete poetry of the twentieth century, with Stéphane Mallarmé’s poem “Un coup de dés” (1897) which uses double-page spreads, free verse, and white space, and Guillaume Apollinaires “Calligrammes” (1918) as key milestones (see Adler and Ernst 1987; Dencker 2010; Ohmer 2011). Another influential poet regarding the typographical design of poems is Stefan George, who himself designed a font for his publications (cf. Nutt-Kofoth 2004, 11–15).
 
                The works of Apollinaire, Mallarmé, and George also raise questions about the book format, with its specific constraints and affordances concerning layout and typography. The potential of the book as an object of poetic composition is the focus of Eugen Gomringer’s essay “vom gedicht zum gedichtbuch” (1966). Gomringer distinguishes different types of poetry books, among them arbitrarily compiled and strongly conceptualized collections as well as “the poem in form of a book,” in which the book functions as part and materialization of one single poem (Gomringer 1972 [1966], 162; trans. JN). The latter type, reminiscent of what Monika Schmitz-Emans, Viola Hildebrand-Schat, and Christian Bachmann call “book poetry” (2020, 79, 623–625; trans. JN), leans towards the artist book. In artist’s books, poetry and typography enter into a close relationship and stimulate each other mutually (see Drucker 1994). These books are often collaborations between poets and painters or book artists; in some cases, the poems serve more as a starting point or inspiration for independently and subsequently realized complex printed works.
 
                Since poetry is not only published in standalone books or collections composed by one author, but also (and often) in anthologies, collected works, and journals, the typeface, font size, and possibly even the layout in general might be altered in different publications. This particularly concerns the white space, or more broadly: the room dedicated to each poem. While it may occupy an entire page in a standalone publication of poetry, a poem must share the page with other poems or even texts of different genres when published in collected works or newspapers. On the one hand, white space itself and typographic blanks have been interpreted as iconic or symbolic signs, or in regard to their liminal or metaphysical functions (see Van Dijk 2011). On the other hand, and reminiscent of the white canvas, the white space links to the inherently visual and material character of script, which has been prominently studied by Sibylle Krämer under the term “notational iconicity” (Krämer 2003; trans. JN; see also Polaschegg 2012).
 
                Verse as a constitutive unit of the poem has also been subject to a script-sensitive revision. Even etymologically the “verse,” originating from the Latin expression for “furrow,” is to be assigned more to a spatial-material tradition than a temporal-oral one (cf. Müller 2021, 9–20). Peer Trilcke, for example, pursues a decidedly typographically oriented approach with his development of the “prosigraphic verse” (Trilcke 2020; trans. JN). With this concept, he builds on the idea of the “graphic meter,” a term suggested by Rüdiger Zymner to account for visual or typographical representations or reproductions of the “phonic meter” (2018, 46–47; trans. JN). Trilcke resolves the dependence of the graphic level on the phonetic level and demonstrates, using the poetry of Thomas Kling as an example, how the actual verse length, and thus the width of the individual letters, is taken into account in order to create, to a certain extent, “verses in justification” [Verse im Blocksatz], i.e., “prosigraphic verses” (2020, 378–379, 388–393; trans. JN).
 
               
              
                Transformations in the digital age
 
                In the digital age, poetry can be produced, distributed, and received in digital formats and with digital devices (→ IV.7 Digital Publishing of Poetry and its Detractors). This also entails changes in the typographic form of poetry, as predicted, among others, by Willie van Peer (cf. 1993, 59), and observed, among others, by Peter Stein Larsen (see 2021). Focusing on the aesthetics and theory of production, attention has been paid to the digital writing scene (see Giuriato et al. 2006), for instance to word processing programs, which give writers direct access to experiment with the layout of their poems. The poet and scholar Hannes Bajohr, for example, explains how he uses the digital typesetting program InDesign for his poem “Erotica” (2018): He transforms a list of words that already has a “graphic quality” by applying justification to the text; the result is a “completely different appearance,” allowing a “body-like structure” to emerge (Bajohr 2022, 121–122; trans. JN).
 
                Giselle Beiguelman, likewise an author of both poetic and theoretical writings, has also contributed to the discussions around word and text processors. The acronym WYSIWYG (“what you see is what you get,” referring to the graphic interface displaying text exactly as it will be printed, and not, for instance, mirror-inverted, as in letterpress printing) serves her as a starting point to question the “relationship between text, image, memory and representation” in the digital age (Beiguelman 2001, 4).
 
                In a different way, non-digital typographical techniques or writing instruments like the typewriter persist in the digital age. On the one hand, a genre like typewriter poetry, where the monospaced font and the use of black and red ribbon are crucial for the poetic layout (see Gilbert 2014), finds successors like Cia Rinne. Her concrete poetry is not only published as carefully layouted printed books, e.g., zaroum (Rinne 2001), but was also at one point accessible via an interactive, audiovisual website called “archives zaroum” (see Benthien 2010; → I.3 Poetic Language). On the other hand, the typewriter has had a comeback on the social network Instagram, with both the monospaced font and the typewriter as prop operating as devices of an aesthetic of nostalgia or nosthetic (Grubnic 2020). A different aspect of script and layout mentioned by Tanja Grubnic in the context of nosthetics is handwriting, also an important trend in the (typographical) presentation of poetry on Instagram. Seth Perlow gives several examples of this trend and links it to the auratic and intimate character of handwriting (see 2019; Wickberg 2020).
 
                Shifting the spotlight to the aesthetics and theory of reception and the question of distribution, graphic user interfaces, platforms, and displays could be considered even more crucial: Font size, typeface, and even line breaks might vary between the programs and devices used to display and read a poem (see Schaffner 2015). While Instapoetry stabilizes – and also formularizes (see Penke 2021) – the format in which a poem is distributed through its use of pictures, it is also inherently dependent on the persistence of the platform (→ II.7 Social Media Poetry). In the case of digitally distributed poetry, the risk is high that media obsolescence will take its toll; for instance, Rinne’s website is no longer accessible due to compatibility issues. Problems surrounding interfaces and displaying poetry are also discussed by digital publishers, for instance, the issue of line breaks in poetry (see Brady 2017; → IV.7 Digital Publishing of Poetry and its Detractors).
 
                Having focused on the conditions of production and reception as well as on writing and reading processes, the poem itself and its typographic arrangement remain to be examined more closely. However, very little research has been conducted on the actual typographic characteristics and devices of poetry. The choice (and changing) of font, size, and color, the alignment and white space, the use of punctuation and special characters, and strategies of blacking or crossing out must be considered in the analysis of poetry. Strategies of crossing out or censoring play an important role in the poetry genre of erasure poetry, demonstrating the interrelation of presence and absence (of meaning) and the inherent processuality of writing (→ I.4 Poetological Poetry). Other typographical devices like, for instance, punctuation marks, always oscillate between their function as notation for orally pronouncing a poem on the one hand, and their genuinely written-typographic character on the other; furthermore, they are themselves located on the border between writing and image, and have to be considered in their visual and symbolic dimension (for a detailed typology of typographic devices in prose fiction see Niehaus 2023). Typography can thus carry significance as an iconic or symbolic sign, and on a connotative or cognitive level, to name just a few possibilities, and must therefore be accounted for as a semiotic mode. Hence, one key theoretical framework for taking the poetic layout into consideration is multimodal studies (cf. Andrews 2018, 143; see Alghadeer 2014; Larsen 2021; → III.14 Media Linguistics and Multimodal Studies). Multimodality is, as is notational iconicity, inherent to written texts: They are not only read, but also seen (cf. for example and famously Valéry 1960, 1247). To this dichotomy, Aleida Assmann adds even another mode of reception, “gazing” (1988, 240–242), to account for the complexity of multimodal texts. This gaze can also be described as a reaction to an overabundance and an aesthetics of overwhelmment (cf. Benthien et al. 2018, 41–42), provoked by the multiplicity of modes. Another mode to be considered from a typographical point of view is the haptic dimension of printed books and their spatial dimensions, e.g., turning the pages or even rotating the whole book as bodily interactions.
 
               
              
                The (digital) typography of code poetry
 
                Focusing on the layout and typography of poetry in the digital age, the subgenre of code poetry (→ II.6 Digital Poetry) is an interesting example for closer analysis: Script, typography, and layout are pivotal in the texts themselves, but also in the processes of writing, distributing, and reading the poems. The poem chosen as a case study in this section is taken from the collection ./code --poetry by Daniel Holden and Chris Kerr (2016), which has as of yet received rather little critical and research attention (a rare exception is Vorrath 2022).
 
                Every poem in this collection of sixteen poems is written in the source code of a different programming language, each one providing not only its own syntax and rules, but also its specific set of typographic signs, special characters, and punctuation. In the case of “water,” which will be the object of the following analysis, this is the language “C,” an imperative and procedural programming language developed in the 1970s, for which the semicolon and the curly bracket are particularly important.
 
                Accordingly, it is not surprising that these two punctuation marks clearly dominate the typography of the poem. As is the case for the other poems from the collection, on the web page the display of “water” is divided into two parts: On one side, the source code or poem text can be read on a dark, but not black, background; on the other side, a visual representation of the code when compiled and run is shown as a looped GIF with white characters on a black background. This visualization consists of flickering semicolons and underscore characters, rendering this poem also an example of kinetic poetry. These punctuation marks evoke falling rain and water splashing on the ground, echoing the poem’s title in a rather simple way, while the poem’s text is more complex. It begins with a two-lined header in a muted color. Both lines begin with a number sign-character, denoting them as definitions of pre-processor directives. After a blank line that gives this header the character of an actual headline, the code and visually intriguing text of the poem follow. The text is structured by groups of threes and fours: Focusing on the actual words, there are three stanzas consisting of four lines each. The verses are divided into three parts by vertically running clusters of semicolons and curved brackets. At the top of each of these four clusters or columns, there is a group of letters and numbers, so the first “verse” of the poem reads: “_cOb8(o_, _oO8ocQOcOb, _ocQbo8oo, _oO8ocOb_.”
 
                Color plays a crucial role in the poem, particularly in these four columns: While the groupings of “O”s, “c”s, “8”s, and other rounded characters are displayed in white, the clusters of semicolons and brackets appear in a bright blue. In connection with the title of the poem, “water,” and the output visualizing falling rain, these arrangements immediately bring to mind rain (blue) falling from clouds (white). The colors in combination with the shapes of the characters – elongated or punctiform in the case of the raindrops, rounded and soft in the case of the clouds – evoke a notational iconicity reminiscent of visual poetry like Guillaume Apoillinaire’s “Il pleut” (1918, 62) or typewriter art by Ruth Wolf-Rehfeldt (for an example, cf. Lutz et al. 2017, 213–214).
 
                However, color also plays a role in the verses or lines of code themselves: Approximately half of the words in the poem appear in white, while the other half is displayed in four different colors: orange, green, yellow, and pink. The words highlighted in color are exactly those that can be functionalized in the programming language C as commands. The groups of words defined by the colors correspond to different functions in the programming language: Thus, “float” and the other words set in pink define variables, while “sleep” and the other words displayed in orange are functions. The practice of color-coding individual commands is common as a visual aid to programmers and is referred to as syntax highlighting: The colors themselves have no function for the code, but are instead part of the graphical interface used in the process of code writing. Thereby, the syntax highlighting semiotically resembles the choice of words: The majority of the commands, as well as the colors and most of the punctuation marks, do not serve any function for the code but only originate from the programming language. Except for some core commands like “while” or “printf,” most of the words can be deleted from the code without changing the output.
 
                When read not as code but on a general language level, the poem does contain comprehensible phrases or sentences, like “submerge us in sleep” or “shake time, register the clocks.” While it is difficult to discern a clear coherence, there are two thematic aspects worth pointing out. On the one hand, expressions of stable (or unstable) structures run through the poem: The word “static” in the first line is juxtaposed with the ephemeral “volatile” in the second stanza; the word “structure” is, in the last stanza, first typographically broken up by curved brackets (“struct{}ure”), only to be brittlely reassembled (“✶re;const ructed”). On the other hand, the four elements play a central role throughout the poem, with a focus on the titular water, particular in that it is referenced with the first word (“float”) and at the very end (“floods of water”), thus framing the poem in its entirety, analogous to the poem’s numerous brackets.
 
                When reading and analyzing a code poem like “water,” it is necessary to differentiate between code syntax and poetic, general language syntax: A word like “float” defines a variable in the syntax of the programming language, while working as a verb in the general language syntax. Layout enriches these two languages as an additional semiotic mode. As previously mentioned, it is in the typographic shape that the title, or one of the poem’s themes, is realized: On an iconic level, the characters are a visualization of rain. In addition, however, it is also the color scheme, in particular the light letters on a dark background and the monospaced font itself, that on a visual level creates an association of “code-ness,” and thereby shifts the poem close to the border of pseudo-code, such as “mezangelle” (→ II.6 Digital Poetry). The devices at play in “water” thus operate in the sense of an aisthesis of code rather than an aesthetics of code.
 
                In accordance with the multimodality of the code poem, different modes of reception are required. The general language text of the poem is read, while the notational iconicity, the typographically evoked aisthesis of code, and the visualization of the output are seen. In addition to this above-described classical difference (cf. Niehaus 2023, 24–25, 401–402; Coch et al. 2023, 8), in the case of the code poem, the execution of the code is added as an intermediary layer of reception: thus, the text is also compiled.
 
                Despite the genuine digitality of Kerr and Holden’s poems, there are also print publications of the poetry collection ./code --poetry. On the one hand, these books reduce the dynamic visualization of the output and deprive the poems of their kinetic dimension, but on the other hand, they add another level of aisthesis, specifically one of physical materiality. A first print version was made available as a self-published book in 2016, while a second publication, published by Broken Sleep Books, followed in 2023, now supplemented by two essays on code poetry.
 
                Hence, not all poetry in the digital age is produced, distributed, and received digitally. One last example may serve to further illustrate this. Since its founding in 2003, the German publishing house kookbooks has established itself as an important player in the field of contemporary poetry. The books published by kookbooks are characterized by their careful and advanced typographical design. For instance, Monika Rinck’s poetry collection Honigprotokolle [Honey protocols] (2012) is published with a book jacket that also functions as a poster, one paratextual element often utilized by kookbooks. Moreover, for some poems in the collection, the direction of print is turned, in order to fit longer verses on one page and avoid line breaks. The book as a physical, material object is foregrounded. This foregrounding of materiality in elaborate printed poetry books is to be considered part of an aesthetic of bookishness in the digital age (Pressman 2009; cf. Metz 2018, 32–41; → II.1 Printed Poetry).
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              That we live in a historical period where the circulation of printed books is no longer the dominant technological infrastructure for reading, writing, communicating, and storing information has been widely established over the course of almost forty years (see Kittler 1990 [1985]; Hayles 1999, 2021). And as confirmed by the articles in this part, poetry in the digital age thrives in multiple channels outside of the printed book. Yet, even if “poetry is not mainly, naturally, or inevitably a print phenomenon” (Chasar 2020, 6), there are media historical as well as current, empirical reasons why the subject of printed poetry remains an indispensable component in any adequate understanding of poetry in the present.
 
              First, because the contemporary understanding of poetry as a literary genre – however medially plural its materializations appear – remains profoundly molded by the medium of the printed codex: The connection between a work of poetry and a single, named author is secured with the print-borne history of copyright and the paratextual conventions developed in the codex (see Daugaard 2024). And much of the cultural prestige in the field of poetry is bound up on published print books, as is generally confirmed by the criteria for applying for cultural subsidies, residencies, and tenured teaching positions in poetry, the publishing records of winners of major literary prizes coming from poetry – think of digital age Nobel laureates like Louise Glück (2020) or Tomas Tranströmer (2011), with Bob Dylan (2016) as the exception that proves the rule. At the same time there is a persistent inclination of poets excelling in other channels to remediate their work in codex form with Canadian instapoet Rupi Kaur and US spoken-word poet Amanda Gorman being prominent, but not atypical, examples. And second, because poetry in print is a blooming phenomenon at this moment. In spite of the obvious competition that printed poetry meets from digital and live formats and of ceaseless denouncements of it as an art form no longer fit for our times (see Lerner 2016; Benthien 2021), over the last decade the number of printed poetry titles published per year is steady if not rising in countries across the world (see Colby et. al. 2020, Ch. 5; Publishers Association 2023; Stanićević 2023), sales are rising (see Andersen 2014; Tivnan 2023), and the diversity with which new print poetry books explore the aesthetic possibilities of the medium is sprouting (see Drucker 2004 [1995]; Pressman 2020).
 
              This article will begin by offering a general introduction to print and printed poetry in a digital age, where print surely remains an essential channel for poetry, but as N. Katherine Hayles has suggested, the changes in “how books are composed, edited, designed, warehoused, distributed, inventoried, sold, and read” (2021, 2) that computational technologies introduced in the printing industry are so profound that the book objects we face today call for a new conceptual framework. Then, it will proceed with a media historical elaboration of the ways in which print and the printed codex have shaped two sets of fundamental genre conventions of poetry in ways so pervasive that until recently they have only rarely been scrutinized, while also suggesting how these conventions are currently resurfaced, challenged, and transformed in a composite media ecology permeated by digital media. The examined generic conventions will adhere to printed poetry’s attachments to notions of human subjectivity, affect, and relationality and to its material, technological, and infrastructural embeddedness, respectively. The accounts will be equipped with examples representing new generic tendencies in printed poetry, thus sketching out a brief genre catalogue, mainly around the printed codex, but also casting a glance beyond it to consider poetry printed on other surfaces than the book page. While similar tendencies will likely appear in countries across the world, the examples are taken from North American poetry in the experimental vein and poetry published in Scandinavia over the last decade. It will group subgenres according to their different material characteristics and their navigation of infrastructural circumstances, taking its cue from Kiene Brillenburg Wurth’s reinterpretation of the term “comparative literature” in the late print age, as “no longer a discipline of comparative languages alone, but of the different materialities – digital, printed, handwritten, screen- or paper-based – that help to format and transform the stories that we tell and the poetries we forge” (2018, 2).
 
              
                Media ecologies, postdigital publishing, and the rise of bookishness
 
                Jacob Edmond has noted how contemporary poetry “increasingly circulates in multiple versions online, in print, as an audio or audiovisual file, and as a text” and “may equally reappear edited and transformed in different works across various media” (2019, 4). This description suggests the feasibility of a media ecological perspective which comprises all the processes, agents, and materials relevant to the production, distribution, and consumption of any media artifact (see Fuller 2005). The ecological entanglement of the contemporary literary circuit with various digital processes and networks creates an inclination towards convergence, where poetic practices gain exposure and become more successful when distributed across different platforms (see Soelseth 2023). To consider contemporary poetry in its media ecological embeddedness means adapting an approach where the poetic object is understood as part of a plurality of interconnected media instantiations with no self-evident center (see Daugaard 2018; → III. 15 Media Ecology and Media Archaeology).
 
                Under such circumstances, it would make little sense to attempt to set up a binary between books and screens. Instead, this article will follow Florian Cramer in tracing the interaction between them in a composite postdigital condition (see 2014, 2016; → IV.13 Negotiation and Critique of Digitality in Page Poetry). In the divide between “digital” and “analog” information, which Cramer crucially maintains, he lets the “digital” refer – not specifically to that which is processed by a computing device – but “much more broadly to any kind of information that is, […] ‘differentiated:’ that is, divided up into (a) unambiguously countable units that (b) stem from a finite repertoire of symbols” (2016, 12). This definition includes as “digital information” alphabetic writing, whether stored as digital code or discrete ink marks on a paper surface, and helps singling out an aspect of the postdigital condition highly relevant for understanding the changed role played by printed poetry. Namely, that in an age where the omnipresent internet and global streaming platforms has made cultural content available in abundance, the revenue base of the arts and artistic industries has shifted its center of gravity from selling content as information – that which can be seamlessly copied and transferred across platforms – towards stressing the qualities of the artwork that cannot be easily translated into zeros and ones: performance, bodily presence, tactility, materiality, physical presence, and social interaction. Thus, in the postdigital condition, a shift is taking place from centering the codable information that can be communicated in mass-reproduction media towards acknowledging and stressing its analog qualities – all that is not immediately transported from one mediation to the next – raising the attention on what Hans-Ulrich Gumbrecht has referred to as “the materialities of communication” (2004, 6; → IV.1 Poetry Performance between Liveness and Mediatization).
 
                In alignment with the postdigital focus on presence and materiality, Jessica Pressman has influentially argued for the rise of bookishness – attention to and affection for books as material phenomena – in a period grappling with extensive digitalization. Although Pressman’s focus is not specifically poetry, her claim that books in the early twenty-first century are “not going anywhere” but are being “repurposed and reimagined” (2020, 3) appears truer for poetry books than for any other genre, no less in the light of the fact that the outspread practice among major publishers to supplement print publications with e-book and audio book versions of the same work is rarely applied to poetry, which thus appears to depend on the book object more strongly.
 
               
              
                From lyric subjectivity to representational politics
 
                Media historical accounts bind the historical development of the modern individual to writing technologies tied to print (see Eisenstein 1979; Kittler 1990 [1985]; Siegert 2015). Thus, a connection between poetry’s central adherence to the expression of individual interiority (→ I.5 Lyric Subjectivity) and its codex instantiations is well-established. In The Gutenberg Galaxy, Marshall McLuhan addresses the evolution of poetry as a genre of alphabetic writing – the divorce of poetry from music by way of the printed page – as a crucial component in the molding of what he calls “typographic man” (1962, 200).
 
                The ties between printed poetry and the liberal human subject are clearly articulated in one of the strongest – albeit often implicit and underarticulated – generic conventions of poetry that we see surfacing with a new palpability in the current situation: the attachment between the uttering I and the empirical author whose name appears on the book cover. As Brian McHale has phrased it: ‘‘the assumption of autobiographical authenticity, of an identity between the poem’s ‘I’ and the poet’s self, is something like the ‘default setting’ for lyric poems’’ (2003, 235). In the postdigital era, where “there can be no truly disembodied or de-subjectified processing of text and symbol” (Cramer 2016, 20), this attachment is accentuated in the centering of the poet’s persona as an increasingly dominant interface for lyric poetry, supplementing the printed book (see Daugaard 2024). An interface, in this case, is a relational access point through which readers affectively connect with poetic practices (see Emerson 2014). As poetry is immersed in a “digital literary sphere” (Murray 2018) this persona becomes constructed across multiple channels and online platforms and the investment of the poet’s image, voice, and bodily identity attributes becomes part of the media ecological mesh.
 
                When printed poetry enters the literary mainstream to reach high sales and wider distribution, it is in most cases effectively interfaced through the poet persona. An example is the bestselling poetry of Danish Palestinian poet Yahya Hassan (2013, 2019) which thematically converged with urgent political agendas in society causing both the poetry books and the poet’s mediatized persona to reach enormous distribution across media outlets, even beyond the literary circuit (see Daugaard 2024). Thus, the distribution of a strong persona can be achieved by “hitting a nerve” in mainstream media but also with the leverage of commercial actors such as major publishers, able to fund multichannel productions like podcasts, videos, online platforms, flyers, and merchandise alongside print publication. Other strategies include the successful maneuvering of social media platforms such as Instagram that support multimedia content (→ II.7 Social Media Poetry) and using social media or micro-publishing channels to operate a poetic persona claiming minoritized identity attributes or belongings as indispensable parts of a poetic practice which can facilitate connections with minoritized or counter-hegemonic communities (→ IV.8 Representational Politics and Poetry). Thus, minoritized poets published in print can use such strategies to gain leverage to talk back to depictions of themselves and their poetry they encounter in the media and institutionalized literary discourse. An example of the use of independent publishing channels is the American poetry anthology Letters to the Future: Black Women/Radical Writing (2018) edited by the black American poets Erica Hunt and Dawn Lundy Martin and published by the crowd-funded, intersectional-feminist non-profit Kore Press in deliberate opposition to stereotypes of blackness.
 
                Hence, just as the category of the liberal, post-enlightenment subject has been challenged in terms of gender, class, racialization, and other parameters (Spivak 1999, Ferreira da Silva 2007), the question of which bodies get to be lyrical subjects, on what terms, and in service of what readership, is being raised with increasing urgency in contemporary poetry. When the racialized or otherwise marginalized poet enters the position of the lyrical subject, it involves a risk of being objectified as an othered body consumed by a primarily white readership which has made many observers reflect on and regret the neglect in poetry for a concrete, situated audience in favor of an institutional one which often has a conservative bias and is predominately racialized as white (cf. hooks 1992, Ch. 2; Mullen 2012, 3–12; Spahr 2018, Ch. 1, 4; Hong 2020, 36–65). While book sales only rarely constitute the better part of any poet’s income, book titles published on recognized, serious presses remain a significant source of prestige granting access to critical attention, popular distribution, literary prizes, university positions, as well as grants and subsidies. Thus, when Cathy Park Hong characterizes the audience of poetry as being first and foremost “the institution” (2020, 40), that institutionalization remains intimately connected to the medium of print. However, several recent accounts addressing an ongoing “renaissance” or flourishing of poetry are acknowledging the experimental engagement with various forms of minoritized experience in contemporary printed poetry, thus positively reintroducing questions of representation, identity, readership, and community (cf. Hong 2020, 36–65; Gilbert 2022, 11–17, 228–258; see also Daugaard 2024).
 
               
              
                The printed codex and the shape of poetry
 
                From the 1990s on, textual scholarship and book history have stressed the importance of print technologies, typographic design, and bookmaking in shaping the specific forms of poetry in the modern period (e.g. McGann 1993; → I.12, Layout and Typography). As Bartholomew Brinkmann has shown, “the placement of the individual poem on the page, framed by a border of white space” (2009, 22) was foundational for consolidating the serious literary genre of poetry, distinct from more commonplace, occasional verse which was printed alongside other types of content in omnibus magazines and daily newspapers. Supported by the printed book’s portability, this typographic practice favored a decontextualized reading practice that – like when the visual artwork entered the gallery – isolated poetry in the “white cube” of the page, kept from the instrumentalization of everyday life and distinct from public “low culture,” thus laying the grounds for the exclusive, readership institutionalized as bourgeois and white, and distinct from the more diverse mass readership of newspapers. It was implemented from the late nineteenth century in all of modernism’s dominant formats of printed poetry: the poetry collection or “slender volume,” the book of selected or collected poetry by a single poet, the poetry anthology, and the poetry journal or “little magazine,” all instantiations of the codex that still play significant roles in contemporary print poetry. In what Charles Bernstein once designated “official verse culture” (1985, 244–251), all of them are still common and successful but the ways in which they are used has only changed little in recent years.
 
                The typographic conventions of isolating the poem on the white page has also affected the ingrained reading habits of poetry in another way – which arguably, right from the start, has pushed against the modernist tendency of medium specificity and enhanced poetry’s inherent transmedia and multimedia effects. The varied possibilities for patterning words and line-breaks cultivated in the printed book poem (→ I.8 Verse, Stanza, and Versification) turns the page into an image much more strikingly than any block of prose, and this effect, along with poetry’s relative brevity invites the reader to ponder on each word longer to make both the sonic and visual qualities of poetic language resonate and also to seek patterns and resonances between the different poems, inviting a reading practice that is non-linear, fluctuating, repetitive, skipping, and jumping (→ I.3 Poetic Language). While Leah Price has convincingly demonstrated that the “silent, solitary cover-to-cover reading” which is idealized by contemporary proponents of print reading eager to warn against the superfluous “clicking and scrolling” habits brought to us by digital media, “has never been more than one of many uses to which print has been put” (2019, 7), reading poetry in the codex has always explicitly exploited the flexibility of the format, which, unlike earlier formats of writing like the scroll, supported the skipping of pages, and the leafing back and forth. Together, these generic conventions have made the leap out of the book and into other media appear shorter.
 
                While it was already present in the modernist period with poets such as Gertrude Stein, whose signature line “rose is a rose is rose is a rose” written into a ring was turned into a logo used on letterheads, book covers, table napkins, and pottery (see Daugaard 2018), the travelling, multimedia effect has become even more elaborate in a contemporary platform economy where poetry “exists in multiple media ecologies” (cf. Soelseth 2023, 33) and binds to different platforms, different material instantiations and textual bodies. This is demonstrated by playful experimental practices such as Danish book artist Kamilla Jørgensen, who prints poems on cigarettes and tea bags, or poet Gerd Laugesen, who printed a poem to be worn as a dress. If, “in the postprint era hard copy becomes merely one kind of output among many possible displays” (Hayles 2021, 3), then in the case of poetry, this is often radicalized to treat the book as merely one piece of merchandise among many. An example is Norwegian instapoet Trygve Skaug, whose poems are printed on coffee mugs, t-shirts, duffle bags, posters, and even tattoos (see Soelseth 2023). In such media ecologies, the printed book can also emerge as a hybrid object to instigate the reader’s own writing. Examples include the instapoet Rupi Kaur’s Healing Through Words (2022) and Danish poet Olga Ravn’s publication Min barsel (2021), both of which include space for the reader to write his or her own poems and reflections, and thus stage poetry and life writing as participatory art forms of self-care or therapy (→ II.7 Social Media Poetry).
 
               
              
                Artist’s books, calligraphy, and alternative alphabets
 
                Even if print formats remain common in the digital age, they are also becoming repurposed in several interesting ways. With digital tools for graphic design and printing, hybrid books integrating printed reproductions of visual art alongside textual passages have become less costly to produce and more widespread within many genres and styles of poetry (→ III.12 Visual Culture Studies). For example, Jamaican American Claudia Rankine’s “American” series, Don’t let me be lonely (2004), Citizen (2015), and Just Us (2020), all of which intersperse photographs, screenshots, and reproductions of contemporary artworks by numerous artists into the poetic text, reached a wide audience.
 
                As argued by Johanna Drucker, the development of the genre of artist’s book took speed as early computing and cybernetics was on the rise and these new information technologies were freeing the book format from its informational obligations to aesthetic exploration of its shape and materiality (see 2004 [1995]). It is a materially diverse genre that includes books modified to defy readership, books installed in spatial surroundings becoming architectural environments, and many other forms not immediately recognizable as codices, but also more immediately readable books in familiar formats but performatively exploring the graphic conventions of print such as Drucker’s own Diagrammatic Writing (2013).
 
                Practices expanding on alphabetic writing, its materiality, and its typography has also become more widely available with digital technologies for graphic design. Following the historical, institutionalized illiteracy of black Americans, the oral aspect of African American poetry has often been stressed (→ II.2 Live Oral Poetry). While this critical tradition embraces a line of work drawing on musical forms such as blues, jazz, scat singing, its exclusion of more writerly texts is based on “an erroneous Eurocentric assumption that African cultures developed no indigenous writing or script systems” (cf. Mullen 2012, 80). That this is far from the case is demonstrated by a rich subgenre of American experimental poetry where the visual design and word image are central generators of meaning, often connecting to script systems other than the Gutenbergian printing alphabet, such as handwriting, calligraphy, figural poetry, spirit writing, indigenous printing techniques, and hieroglyphic marks, and drawing on legacies from concrete poetry such as the Brazilian Noigrandes group and the 1960s black poet N. H. Pritchard (see Reed 2014; Ramey 2019). Examples include giovanni singleton’s AMERICAN LETTERS: Works on Paper (2018), exploring handwriting, Japanese calligraphy and African image/spirit writing systems bordering on drawing, Duriel Harris’ No Dictionary of a Living Tongue (2017) exploring typographic conventions of racist nineteenth-century reading primers with embellished initial letters and graphic decorations, and reading’s three-dimensionality as it intervenes with the physical handling of the book, by adding fold-out inserts of concrete poetry, and work by Julie Patton using rebus, riddles, scribblings, and the collaging of scraps of found material, and installing improvised extensions of poems in houses, community gardens and cityscapes or on stage alongside their printed versions, thoroughly disturbing the fixation and archiving of her own practice (Mullen 2012, 57–59). If all fronting of graphics and typography testifies to the valuation of print’s “analog” qualities over its “digital,” the critical use of other scriptural traditions, many of them more continuous, flowing, and ambiguous than discrete alphabetic print makes this point even stronger.
 
               
              
                Postdigital small press publishing
 
                Another important intervention stems from the significant contemporary rise in small press publishing in many countries. The causes of this boom include the monopolization of the print market by a few large commercial presses, killing off medium size commercial presses but also leaving a gap for less mainstream actors to fill, and the increased access to flexible and cheap technologies for designing and printing books caused by digitalization (see Cramer 2016; Colby et al. 2020; Stanićević 2023; → IV. 6 Contemporary Poetry as Commodity). In Scandinavia, this development accounts for the rise in numbers of published poetry titles, the number of debuting authors published, as well an increase in the diversity of print formats and genres, as the large network of independent, mostly non-profit enterprises makes room for specialized and separatist initiatives promoting the work of many different communities of poets and writers. Like artist’s books, many of the zines, pamphlets, chapbooks, and books produced by the small presses exhibit “visual, tactile and craft qualities” that, as Cramer remarks “overshadow or even completely supersede the writing. In other words, their analog information constituents marginalize their digital information constituents” (2016, 22). Furthermore, the small press boom has fostered an attentiveness towards community formation and the building of alternative infrastructures of production, distribution, and reception, such as independent bookshops, reading circles, and DYI writing and zine- and bookmaking initiatives, creating more inclusive, diverse, and caring forms of community-based readership where the distance between writers, publishers, distributors, community organizers, and readers is actively reduced and the social and collaborative aspects of literature brought to the fore (see Price 2019; Stanićević 2023; Daugaard 2024). In this diverse publishing landscape, books of poetry working not only with the material circumstances of the production of the book as object, but also with the infrastructural circumstances of its material distribution have thrived, including works hacking or disturbing the infrastructures of authorial attribution, copyright, and commercial distribution, such as Nick Thurston’s Of the Subcontract (2013), Ida Börjel’s Sabotage Manuals (2013, 2014, 2018), or Tan Lin’s Seven Controlled Vocabularies (2010). Furthermore, formats and genres not primarily book-bound or print-borne specifically challenge the decontextualization of poetry and its confirmation of a modernist division between high and low culture in attempts to reconnect poetry with a wider and more diverse audience beyond the institutionalized readership implied by the codex poetry formats (→ II. 2 Live Oral Poetry; II.7 Social Media Poetry; II.8 Political and Activist Poetry; II.9 Poetry as Public Art).
 
               
              
                Summary
 
                In conclusion, the emergence of the printed poetry book as an independent genre can be tied to the age of postdigital bookishness. In considering this genre, which is centuries old but currently becoming visible in new ways, this article inscribes itself into the sweeping tide of bookishness (see Pressman 2020), as well as into its equivalent, that which Brillenburg Wurth calls “book presence” (2018). Both of the sets of generic conventions that have been examined depend on affects adhering to presence: Whether the attachment to and engagement in the poet’s performance, authenticity and persona or the tactile, visual, craft, and communal qualities of the book object, that reveal themselves in the physical handling of it. Clearly, print conventions continue to shape the understanding of poetry and are integral to its cultural prestige in the present. As the integration of digital and print media creates complex media ecologies where poetry thrives across multiple platforms, reflecting on the medium of print remains indispensable for grappling with poetry in the digital age.
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                Introduction
 
                Live oral poetry is a term coined by the editors of this handbook to name a variety of practices of oral poetry that happen live, such as performance poetry, slam poetry, and even rap and songs. The term affiliates itself both to a long-standing academic discussion regarding oral poetry and performance and to more recent debates in the field, such as those that problematize the oral/written divide (→ I.11 Voice and Orality) and the idea of liveness (→ IV.1 Poetry Performance between Liveness and Mediatization). While the main aim of this text is to discuss live oral poetry as a genre and characterize its subgenres, the following discussion simultaneously foregrounds how live oral poetry radically challenges the law of genre (see Derrida 1980), crossing boundaries, and resisting classifications.
 
                This article’s take on live oral poetry is, of course, biased by the author’s own perspective as a Brazilian woman, as a researcher and professor from Latin America and the Global South. The localized and questioning stance typical of practices of live oral poetry requires an adjustment to this text’s methodological approach, destabilizing its genre, setting its scope beyond the digital age. It also inscribes its author’s own body and lived experiences into it, and demands the indication of the place of speech (see Ribeiro 2017) of each researcher and artist it discusses.
 
                The view of live oral poetry presented here is profoundly rooted in the Brazilian sung word tradition and the way Brazilian artists, practitioners, and scholars have been discussing our highly oralized culture for the last hundred years. According to Claudia Mattos, Elizabeth Travassos, and Fernanda Medeiros “the universe of repertoires concerned by the sung word comprehends a broad spectrum of modalities of musical modalization of the poetical discourse,” such as “oral or vocal literatures, the primitive, the folkloric and the mediatized song, classical singing and musical theater and may contain yet other kinds of expressive vocalization (words that have been recited, chanted, shouted …)” (2001, 7; trans. DSF). This article argues that the accumulation of artistic productions and critical reflections in this field in Brazil could offer researchers around the world a fresh theoretical perspective for the discussion of live oral poetry in the digital age, one that goes less in the direction of establishing clear-cut distinctions between different live oral poetry subgenres, but, like the idea of the sung word, emphasizes how these practices usually take place in a moving spectrum.
 
               
              
                Oral poetry, performance, and liveness
 
                While live oral poetry seems to be experiencing a boom in the digital age, oral poetry has long been a prominent topic in scholarly debate. In 1977 British anthropologist and linguist Ruth Finnegan first published Oral Poetry. In her study, Finnegan refuses to establish a confining definition of oral poetry, which she qualifies as unrealistic and unhelpful (cf. 2017 [1977], 22). In the “Preface to the Midland Edition,” she also reiterates her doubt about what she calls “‘Great Divide’ approaches” and comments on the lack of “clear or valid intellectual (let alone moral) basis” of a kind of criticism that would rely on the “old boundaries […] between oral/written, primitive/civilized, industrial/non-industrial, traditional/modern” (Finnegan 2017 [1977], xii). She emphasizes the fact that “oral poetry is not an aberrant phenomenon in human culture, nor a fossilized survival from the far past” (Finnegan 2017 [1977], 22), but part of the daily life of people in big cities around the world. For her, “oral, paradoxically and almost by definition, means something more than verbal” (Finnegan 2017 [1977], xii). Oral poetry essentially circulates by oral rather than written means: “in contrast to written poetry, oral poetry’s distribution, composition or performance are by word of mouth and not through reliance on the written or printed word,” even though these “three ways in which a poem can most readily be called oral do not necessarily coincide” (Finnegan 2017 [1977], 16–17).
 
                Swiss researcher Paul Zumthor’s Oral Poetry was mostly written during one of his research periods in Brazil. According to Jerusa Pires Ferreira, Brazilian scholar and Zumthor’s host in the country, Brazil’s extremely oralized culture offered him a real-life laboratory to go with his training as a medievalist, with his views of oral poetry having been influenced both by Brazilian folk traditions, such as repente and cordel literature, and by Salvador’s (the capital of the Brazilian state of Bahia) simmering urban song culture, such as Olodum’s drums and Gilberto Gil’s albums (see Ferreira 2007). In Zumthor’s view, the question of oral poetry is grounded in performance, in the presence of the voice, in the way voice overcomes the word. Performance, according to him, is “the complex action by which a poetic message is simultaneously transmitted and perceived in the here and now” (Zumthor 1990 [1983], 22). It implies competence: knowing how to do, how to say, and how to be in time and space. “Whatever the spoken or sung text evokes through linguistic means, performance imposes on it an all-encompassing referent at the corporeal level. It is through the body that we are time and space: voice proclaims it, an emanation from us” (Zumthor 1990 [1983], 118). Therefore, according to Zumthor, a study of oral poetry necessarily entails the analysis of voice and body in performance, of the knowledge stored, produced, and conveyed by them.
 
                Instead of using the term “oral poetry,” Austrian literary scholar Julia Novak prefers to refer to the “oral delivery of poetry,” which has grown in popularity in recent years, as live poetry (see Novak 2011; → IV.2 Staging the Self in Spoken-Word Poetry). She claims that live poetry is not to be subsumed under oral poetry, as its manner of composition also involves writing. Moreover, Novak argues, there is a fundamental bimediality to poetry, since, as a genre, it always bears the potential for spoken or written realization. Thus, live poetry would be a specific manifestation of poetry’s oral mode of realization, which is parallel to, rather than a mere derivative version of the written mode. Novak states that one of the main elements that characterizes live poetry is the direct encounter and physical copresence of the poet with a live audience, where the poet will predominantly perform his/her own poetry and is thus cast in the double role of the poet-performer. In the analysis of live poetry, she argues, focus should be placed on the oral verbalisation of the poetic text, with the story and images of the poem conveyed though the spoken word rather than through theatrical ostension.
 
                The issue of liveness is a central one in performance. American researcher Peggy Phelan states that “performance’s only life is in the present,” for it “cannot be saved, recorded, documented, or otherwise participate in the circulation of representations: once it does so, it becomes something other than performance” (1993, 197). Mexican scholar Diana Taylor refers to Phelan’s notion of performance while explaining how productive the tension between doing and done is for defining it (cf. 2016, 10; → III.10 Performance and Theater Studies). Taylor claims that instead of thinking of performance as “the act that bursts on the scene only to vanish, we can also think of [it] as an ongoing repertoire of gestures and behaviors that get reenacted or reactivated again and again, often without us being aware of them” (2016, 9). “The live and the archive,” she argues, “constantly interact in many forms of again-ness. Any given performance may be ephemeral, exceeding the archive’s capacity to capture the ‘live’,” but “the holdings in the archive – the videos that we see displayed, the photos, artifacts and so on – can spring back to life. They convey a sense of what the performances meant in their specific context and moment, and what they might mean now” (Taylor 2016, 187). American communication scholar Philip Auslander also refers to Phelan’s work when discussing liveness. However, he argues that “the progressive diminution of previous distinctions between the live and the mediatized, in which live events are becoming ever more like mediatized ones” makes him wonder “whether there really are clear-cut ontological distinctions between live forms and mediatized ones” (Auslander 2008 [1999], 7).
 
                Leda Maria Martins, a Brazilian literary scholar, poet, and playwright, also comments on the false dichotomy of orality/writing, but to highlight oraliture’s capacity to produce, store, and convey knowledge, functioning as a living archive to the repertoire of the practices and ways of life of these people. In her most recent publication, Performances do tempo espiralar [Performances of spiraling time], Martins explains that “African cultures transposed to the Americas found in orality its privileged, even if not exclusive, means of production of knowledge” (2019, 32; trans. DSF). Just like for “the peoples of the forest” (the words she uses to refer to the indigenous people who lived in the American territory before the invasion of the Europeans), in these performances a variety of “knowledges would be retransmitted, through the moving body and its vocality,” ranging “from the simplest behavior, practical expressions and everyday habits to the most sophisticated techniques, ways, cognitive processes, and more abstract and sophisticated reasonings, including cosmoperception or philosophy” (Martins 2019, 32; trans. DSF). For these people, recording knowledge was not synonymous with an alphabetically written language. Writing knowledge was, in fact, synonymous with a corporified experience, with an embodied knowledge, which found in this body in performance its place and environment of inscription: “One danced the word, sang the gesture, in every move, a choreography of the voice resounded, a score of one’s diction, a pigmentation graffitted on one’s skin, a sonority of colors” (Martins 2019, 36; trans. DSF).
 
                Martins’ reasonings go against a claim made by American Jesuist priest and media scholar Walter Ong that “without writing human consciousness cannot achieve its fuller potentials,” as “literacy […] is absolutely necessary for the development not only of science but also of history, philosophy, explicative understanding of literature and of any art, and indeed for the explanation of language (including oral speech) itself” (2002 [1982], 14). There is a lot that is missed out by critical perspectives such as Ong’s. When describing traditional communities in SubSaharan Africa, for example, Malian scholar Amadou Hampâté Bâ states that orality is a cosmology, a way of life, which undoes separations between a dead distant objectified past and the present: “Oral tradition is the great school of life,” he explains, “all aspects of which are covered and affected by it. It may seem chaos to those who do not penetrate its secret; it may baffle the Cartesian mind accustomed to dividing everything up into clear-cut categories” (Hampâté Bâ 1981, 168).
 
               
              
                Subgenres of live oral poetry
 
                The task of defining subgenres of live oral poetry seems to be a tricky one, since many artists float between a variety of genres and some of the most interesting productions in the field lie in between media and draw from different traditions, overflowing genre boundaries. Live oral poetry inscribes itself across different materialities: in the voice and the body of the poet in performance (including their clothing, hair, movements, and expressions); in the simultaneous or surviving transmissions of their live performance, such as audio recordings, videos, images, and texts; on the streets, the stages or the pages of books and websites, including social media platforms. Artists usually migrate across languages, frequently investing with meaning aspects of their performance that lie beyond the semantic layer of the words of their texts. Practices of live oral poetry in the digital age highlight the relation between poetry and technology, foregrounding the fact that this connection has existed long before the so-called digital age, to the point of de-naturalizing and historicizing the assumption that books are the natural habitat of poetry. Therefore, far from offering an exemplary, all-encompassing guide to the subgenres of live oral poetry across the globe in the digital age, what is presented in this section are brief and loose historical remarks about some of these subgenres (which sometimes, in a spiraling time perspective, stretch back to the past before the digital age), combined with comments provided by theoreticians and practitioners of these traditions. Besides, if, like Finnegan (2017 [1977]) and Zumthor (1990 [1983]) have claimed, the study of oral poetry always entails the study of elements that lie beyond the verbal, which methodological tools would be useful to the study of live oral poetry, as opposed to the analysis of page poetry (→ III.8 Speech Communication Studies; III.10 Performance and Theater Studies)?
 
                Even though songs are a subgenre of live oral poetry that has existed long before the digital age, it has also been closely determined by the availability of new technologies. Brazilian linguist Luiz Tatit points out that it was only with the arrival of phonographs in Rio de Janeiro, in the beginning of the twentieth century, that the format of the Brazilian song as it is known today came into being. Orality and technology are closely connected: the record will offer to the unstable orality of songs a means of conservation for those pieces which, when not lost in the circles where they were composed, had to rely exclusively on the memory of their practitioners (→ II.4 Recorded and Audioliterary Poetry). Moreover, Tatit explains that songs in Brazil carry a sort of musical orality in which meaning can only be complete when sonic forms are mixed with linguistic forms, inaugurating a singing gesture (cf. Tatit 2022 [2002], 43).
 
                Just like Tatit argues about Brazilian songs and phonographs, if it were not for block parties – for boomboxes, pick-ups, microphones, and audio mixers –, rap would not have come to exist and Black Atlantic oral traditions would not have constituted this new artistic language. American hip-hop scholar Tricia Rose explains that “rap music blurs the distinction between literature and oral modes of communication by altering and yet sustaining important aspects of African-American folk orality while embedding oral practices in the technology itself” (1994, 85). Afrika Bambaataa & the Soulsonic Force’s “Planet Rock” and “Renegades of Funk” videoclips are a direct display of this confluence, congregating, in an afrofuturistic perspective, elements of ancient traditions with outer space aesthetics, against the backdrop of scarcity of the New York of the 1980s. From the early days of rap, the digital is an essential presence, a concrete possibility, a new pathway that is appropriated as a means for self-expression and future imaginations.
 
                The music video, Rose argues, “revises meanings, provides preferred interpretations of lyrics, creates a stylistic and physical context for reception; and valorizes the iconic presence of the artist” (1994, 9). She also claims the visualization of music to have “far-reaching effects on musical cultures and popular culture generally,” among which are “the mode of visual storytelling, the increased focus on how a singer looks rather than how he or she sounds, the need to craft an image to accompany one’s music” (Rose 1994, 9). Since Michael Jackson’s and Madonna’s videos on MTV, such image-crafting has become essential for music in general. Available at their social media, their videoclips and the recordings of live performances, carefully curated images of Beyoncé and Rihanna are ubiquitously present around the world, having a more persistent presence than the lyrics of their songs. To use Jamaican scholar Stuart Hall’s vocabulary (see 1993), Rihanna and Beyoncé produce their bodies as canvas on which they can inscribe by means of their style.
 
                The use of body as utterance that is so typical of contemporary song and hip-hop culture had already been raised by Brazilian literary scholar Silviano Santiago when discussing Caetano Veloso’s performances in the 1970s both on- and offstage. For Santiago, the way Veloso dressed and presented himself, the statements he gave to the media, the ability in managing his image all added to his poetic composition: “The body is as important as the voice; the clothing is as important as the lyrics; the movement is as important as the music. […] The artist unfolds himself as creator and creature, […] displaying himself as an utterance” (2000 [1978], 158; trans. DSF). Veloso’s art lays in the intersection between these many media, producing meaning using a variety of resources and exposing how permeable those borders have been in Brazil since before the digital age. These flows are heightened in the digital age, but they have been in motion since before the popularization of the internet. From Martins’ spiraling time perspective, these reflections provide a pathway from which contemporary live oral poetry can be described and analyzed.
 
                For American scholar Irmani Perry, rap’s diverse media – an art form that “combines poetry, prose, song, music and theater,” which “may come in the form of narrative, autobiography, science fiction or debate” – is a challenge, for we are “called to evaluate the artistic production from a variety of disciplinary perspectives” (2004, 38). Emicida is a Brazilian rapper that builds his work in the intersection between the national song tradition and the transnational rap vernacular. His works sprawl across different media: Emicida writes raps, songs, and children’s books. He hosts TV shows, owns a fashion brand and a record label. Before he recorded CDs, he was famous for the rap battles he participated in downtown São Paulo. Amarelo, his latest project (2019–2024), encompasses two Netflix movies – a live concert and a documentary about the production of the concert, in which he also discusses the history of Brazilian song tradition in relation to its black elements since the beginning of the twentieth century –, a series of podcasts about mental health, eleven videoclips – one for each of the album songs – and a number of live concerts both in Brazil and abroad.
 
                Emicida’s prolific and widespread production seems to align with what Portuguese artist and scholar Grada Kilomba says about her need to create a new artistic language. In an interview, commenting on her 2017 exhibition in Portugal, The Most Beautiful Language, she argues that there is an urgent need to create a new visual and graphic aesthetics in the arts to tell the story of people who were not usually there. So, she does not work within classic disciplines, but makes a hybrid work, crossing theater, performance, and literature to tell stories (see Kilomba 2017). Her most recent work, The Boat, is a multisensorial piece which revolves around a poem she has written. Parts of the poem are inscribed into 140 blocks of wood that have been chosen by her in the forest and have been exposed to fire, air, and seawater before they could become surfaces for the inscription of the poem, written in six languages: Yorubá, Cape Verdean Creole, Kimbundu, Portuguese, English, and Syrian Arabic. According to the BoCA biennale website, the pieces form “the shape of the bottom of a ship, a detailed drawing of the space that was created to accommodate the bodies of millions of Africans enslaved by European empires” (Kilomba 2021, n.p.). Some of the pieces have recently been on display at Inhotim, in Belo Horizonte, Brazil, where they could be visited and the poems read. However, The Boat also includes a performance that involves choreography, singing, drums, sung word, and live oral poetry. Its first site of installation was a square along the banks of River Tagus in Lisbon, where the grand narrative of the discoveries is publicly celebrated. The space is reclaimed by Kilomba’s poetry, its history questioned by her poetic disobedience. As the artist says, “a country with millions of people cannot be discovered,” neither can “one of the longest, most horrible chapters of the history of humanity – slavery – […] be erased” (Kilomba 2021, n.p.). From Lisbon, her boat has sailed across the world. Pieces of the performance can be watched online, but not the performance in full.
 
                Slam is also a sort of poetry that tends to require the copresence of the poet and the public, even though (in Brazil, at least) it seems to be always looking for a means of preservation and survival beyond the moment of the performance. In Brazil, like in New York, slam poetry has been closely connected with hip-hop culture. The first poetry slams to happen in the country took place in São Paulo, in a moment when rappers such as Emicida were going mainstream and, according to some critics, drifting away from the streets. Together with rap, artists from the margins of the city were already producing other sorts of literature on and off the page, in a scene that encompasses saraus (events that usually take place in bars, where people show up to read verses they have written or admire), rap battles, the publication of independent books, magazines and zines of poetry, novels, and short stories (see Silva de Freitas 2018). It is in this context that slam inscribes itself. The first slam to happen in the country, ZAP! Slam, was produced by a theater collective from São Paulo, Núcleo Bartolomeu de Depoimentos. According to Roberta Estrela d’Alva, one of the members of the collective, they had already been researching on hip-hop theater when slam was presented to them (cf. 2014, 105). D’Alva is an actor-MC, a theater and movie director, a slammer/spoken-word poet, a host, a curator, and a scholar, for whom slam is less about the glorification of the poet and more about the celebration of their community, of the power of the spoken word. It is also about creating a space where listening is what matters above all else.
 
                Defining slam is no easy task, one which has often been undertaken by slammers, slammasters, producers, or curators of slam events, who are usually considered the most prestigious scholars of the field. Helen Johnson (née Gregory), British scholar, spoken-word poet, educator, and curator, defines slam as a contested and dual “for(u)m,” since it is both an art form and a forum – an event, “a performance poetry competition in which poets perform their own work before an audience, some of whom are nominated as official judges” (2008, 204). “That what is often called ‘slam poetry’,” Johnson states, “is simply that which wins slams more often,” a sort of formula that varies from place to place, for
 
                 
                  wherever slam has landed in the world, it has found related artistic traditions awaiting it. These art worlds and the specific geographical, historical and social contexts within which they arose work to reconstruct the for(u)m, ensuring that it takes on (subtly or dramatically) different forms in each new context in which it arises. (Gregory 2008, 205, 206)
 
                
 
                She argues that slam traditions and expectations in the U.K. are different from those in the U.S., “where the ‘message’ of a poem is often key […]. [A]dult slam in the U.K. is typically viewed as being primarily a for(u)m for entertainment” and “leans closer towards light, comic verse than the serious, emotive work that is common among U.S.-based slam poets” (Gregory 2008, 205). Similarly, in Hamburg, the slammers who tend to win Kampf der Künste (the largest organization of poetry slam competitions in Germany) are usually those who also address private, personal topics, such as their family and love relationships, their dearest or funniest memories, in a light, comic tone, unlike the agoras usually constituted by slams in Brazil (see Silva de Freitas 2021)
 
               
              
                Conclusion
 
                Recently, slam poetry’s desire for an archive has further complicated the oral/written divide and maybe, like rap and the song tradition before it, it has found in the tools and language of arising technological forms of its time a means of circulation and fixation. Social media can now offer online viewers some of the experience of watching poems live. Besides live broadcasts, oral poetry can now be heard and seen on videos produced especially for those platforms, which carry the voice of the poet and images of their bodies or of anything else they choose to associate their poetry with. During the pandemic, many Brazilian slams happened online, many slammers started producing poetry on Instagram and YouTube and these flows have been further intensified. At the same time, some poets and scholars (such as Coelho 2023) insist on the uniqueness of the presence of the voice, of a kind of poetry that cannot be captured by the page or stored in books, but happens only in performance. Concerts, music, literary and even poetry festivals and fairs are the main source of revenue for artists around the globe and have never attracted so many people. The presence of the artist in flesh and bone still fascinates the audience, who want to see the magic live, even if most people seem to spend a lot of their time in these live performances watching the artist through their cell phone screens, producing videos which they will later upload to their own Instagram pages, boasting about the privilege of that live moment shared in the presence of the poet. As for poetry, Brazilian indigenous author Ailton Krenak said in a recent speech, it is always important to remember that literature, which we have come to appreciate in books for the last three or four thousand years, has probably existed for at least another ten or twenty thousand years, during which nobody wrote anything, just told stories (see 2024).
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                Poetry, music, and multimedia
 
                Whether through the muses (found in the etymology of “music”; cf. Murray and Wilson 2004), through mélos (the term that characterized “lyric” poetry for the ancient Greeks), or through the main musical instruments used to accompany poetry (the lyre, the harp, the lute), the theoretical background of the lyric cannot avoid the question of music. Courtly forms, theological and philosophical poems, and popular creations such as lullabies and popular songs have, at different times and in different cultures, involved musical arrangements or musicalized poetry. This long historical and cultural tradition, which places poetry beyond the book, is now being called into particular question by media transformations. Definitions of lyric poetry differ not only historically, geographically, and sociologically but also regarding media. The transition from orality to manuscript, from manuscript to print, or from print to digital inevitably involves changes in genres and their definitions, and music plays a part in these transformations.
 
                Lyric poetry is currently most commonly experienced through multimedia devices. Associated with digitality, the term “multimedia” – as referring to multimedia devices – came mostly into use in different languages since the 1990s, when the computer industry created machines able to combine word processing, image, sound, and music. In its narrower meaning, “multimedia” implies the use of digital technologies. Not all → II.6 Digital Poetry is multimedia, and not all multimedia poetry is musical: There are e-poetries based on text generators, which are visual or textual patterns that don’t necessarily include sound, much less music – for example, the “prehistoric” work of digital poets (cf. Funkhouser 2007, Ch. 3). However, most combinations of music and poetry in the digital context can now be found in multimedia works, including many multimedia poetic installations in media art (see Benthien et al. 2019; → III.13 Media Art Research).
 
                Multimedia transforms not only the production of lyric poetry but also its modes of circulation and promotion, such as social networks (see Thomas 2020), as well as its means of recognition (see Rustad 2023). “Multimedia lyric” therefore shares close links with multimodal poetry (→ III.14 Media Linguistics and Multimodal Studies): production and interaction that stimulates different senses, perhaps synesthetically (see Lindholm 2022) beyond silent reading. Research into musicalized poetry can thus concern numerous aspects, ranging from the complexity of poetic soundtracks produced with editing software to the diffusion of music during a live poetry performance or to the diversity and mobility of listening media. Rather than focusing on these questions, this article aims to synthesize more general issues of music in lyric poetry (terminology, media history of the genre, aesthetics, interactions, heritage) to understand their transformation in the digital age. In this way, one can try to understand what a “multimedia lyre” (Rodriguez and Stirling 2022) implies, compared to → II.1 Printed Poetry or → II.2 Live Oral Poetry.
 
                On the one hand, there are singers who, like Björk for her Bibliophilia project (cf. Rustad 2023, 32), have developed not only an album, a singing tour, a video clip, or an extensive social media campaign, but also a collection of poems and an exhibition. On the other hand, some poets publish books, perform live, create poetry films, manage a blog, like Charles Pennequin in France, or sometimes sing, too, like Aurélia Lassaque, who revitalizes the canso, the Occitan troubadour song. Slammers (for instance, Grand Corps Malade) at times produce albums accompanied by music and films. Following Henry Jenkins (see 2003), the boundaries between musicalized poetry and poetized music seem to be blurring in the so-called “transmedia” strategy. However, the networks and methods of production remain quite distinct between the worlds of music and concert halls and those of theaters or scenes devoted to literature.
 
                Moreover, festivals, in partnership with cultural or academic institutions, have created digital platforms or promoted the creation of audio poems, video poems, recordings, and even online events. Here, music serves not only as an introduction or accompaniment but also as a central creative element. This kind of hybridization is hardly new to the digital age, and the relationship with music has undoubtedly found a particular legitimacy since Bob Dylan was awarded the Nobel Prize for Literature in 2016. While he is certainly an outlier in the list of recipients of this prestigious prize, the choice of a singer-songwriter – who has published his lyrics in books – suggests an institutionalization of intermediality between poetry, song, music, performance, stage, and festivals (see Hampton 2019). In such contexts, poetry is becoming more closely associated with music beyond the practice of including audio CDs with poetry book publications. Platforms promote the distribution of poetry in units different from those of publishers: The poem or sequence is privileged over the collection, just as in music the track becomes the basic element rather than the album (see Marshall 2015). The decline of the book as an object of consumption is resulting in changes to the most widely circulated poetic unit: becoming shorter and inserted into sequences of interaction, like music playlists, stories, or posts.
 
                These problems are not exclusively literary or focused on media studies. They require thinking about the contributions of digital technology to intermedial and cultural matters in poetry. Poetry in the digital age can involve many fields: It can exist in a networked digital environment via a browser or take the form of media artworks that can be software pieces as well as “room-sized immersive environments” (Kirschenbaum 2012, 394). Music is as much a part of online literature – such as “LittéraTube” (see Bonnet and Théron 2019) – as it is of poetry in augmented reality or virtual reality. The multiplicity of media implies multifaceted interactions between them, particularly with music.
 
               
              
                The musical terminology of lyric poetry in the digital age
 
                In literary theory, terminology for lyric poetry is fundamentally associated with music (cf. Jackson 2012, 826–829). The word “lyric” itself is derived from the name of a musical instrument, the lyra. But many musical instruments have been significant in the history of the genre, such as the harp (kinnour or nebel in Hebrew) in the biblical tradition or the lute of the troubadours developed via Arab influences from the Iberian Peninsula. Instruments providing musical accompaniment to lyric poetry have been widely used as genre designations or to metaphorically characterize poets’ works. Through the existence of multimedia poetry, the very foundations of the terminology of poetry and music are questioned. What becomes of the “lyre,” the “lute,” or the “harp,” metaphorically or literally, in the digital age?
 
                Among the elements of a digital and multimedia lyre, the most salient are microphones and voice amplifiers, which are already consequential for the music scene. Microphones have played a determining role in poetry readings and performances, particularly in the context of open mic sessions or poetry slams. From the outset, they can make the speaker’s voice deeper, lower, and more intense, digitally distort it, tone it down, or make it more metallic. This amplified voice can be accompanied by minimal music, via an instrument – an electric guitar, for example – a synthesizer with a few long notes, or musical or vocal loops via a looper. Digital instruments can also be added to accompany the voice: for instance, three instrumentalists played with Kae Tempest on March 28, 2017, during their live performance on KEXP radio, which was recorded and uploaded on YouTube. Numerous recordings of such performances can be found on online platforms, which may also include audiovisual projections. These performances, therefore, have new digital components, which have become increasingly frequent at the beginning of the twenty-first century.
 
                However, when considering the recorded formats (e.g., audio poems), the complexity increases, as the sound of a live performance can be overlaid with additional sound effects, music, or voices in postproduction (→ II.4 Recorded and Audioliterary Poetry). This is particularly characteristic of poetry film soundtracks. For example, before the title of the poetry film Your Memory Is My Freedom (2013) appears on screen, poet Marie Silkeberg recites a poem in Swedish that is simultaneously subtitled in English, while the soundtrack includes the sounds of running and panting (see Almadhoun 2013; Rustad 2023, Ch. 8). The opening title then appears, accompanied by oriental music. In the multimedia age, the means of creating such poetic works are easily available: smartphones for video and audio recording, editing software for postproduction, and online platforms for distribution, most notably in the form of podcasts (→ III.9 Audio Media Research). The podcast follows in the footsteps of radio poetry, which has developed since the mid-twentieth century (see Pardo 2015). Contrasts between a cappella reading and music can be associated with visual effects in films: for instance, black backgrounds, slow motion, and overlapping, which appear in many cinematographic sequences in a poetic vein (see Rodriguez and Stirling 2022). Finally, poetry clips, cinepoems, and short films also contribute to the musicalization of poetry (cf. Orphal 2014, Ch. 1.2; → II.5 Audiovisual Poetry)
 
                Multimedia interactions foster not only connection to orality as a mode of performance, but also to oral cultures, where traditional poems are sung accompanied by music and dance (see Zumthor 1990; → III.5 Postcolonial Studies). Hence, for example, the sama of Sufism is closer to multimedia lyric poetry than to the model of silent reading, which is still prevalent in the West in the twentieth century. Reflections on the digital do not imply a historical disruption but reveal connections with traditions and practices that the dominance of silent reading in modern culture has made less visible (see Van Looy and Baetens 2003). When the “lyre” is transformed by multimedia, poetic objects undergo perpetual “remediation” in the sense of Jay David Bolter and Richard Grusin: “the way in which one medium is seen by our culture as reforming or improving upon another” (1999, 59).
 
                Already by the Middle Ages, poetic forms were often designated with a reference to musical genres. For example, the major formes fixes, such as the ballad and the rondeau, are derived from dances (Buffard-Moret 2006; → I.8 Verse, Stanza, and Versification). Today, the clip, the audio poem, the podcast, the post, and the playlist are not yet recognized poetic genres, but they do contribute to the creation of associated objects. It is common to qualify an audio or video clip as poetic – more in the context of contact, of immediate consumption, than regarding a critical relationship with genres (see Hanna 2010; Cohen and Reverseau 2017). Academic studies have not yet elaborated a more enduring, identifiable genre designation. This does not mean, however, that these formats cannot lead to new aesthetic orientations. In music, for instance, the bpm (beats per minute) often marks the measurement and distinction between electronic genres: less than 100 bpm for trance or trip-hop; between 100 and 160 bpm for garage; and more than 160 bpm for jungle (see Jouvenet 2006). Such medial and rhythmic features enable distinguishing between different genres. Hans Kristian Strandstuen Rustad states:
 
                 
                  Poetry is an art form that is materialized in several media. To be experienced, a poem in digital media needs a technical medium, like a computer; it requires a platform, like a website or a social media platform; and it must engage computer codes as well as written and spoken language, often in interaction with music and images. (2023, 7–8)
 
                
 
                In addition to musical instruments or the denomination of forms, lyric genres are related to song. This is crucial to understanding the fundamental features of poetry, irrespective of whether it is meant to be sung or if singing is a metaphor (see Rodriguez and Wyss 2009; → I.10 Musicality and Sangbarkeit). In literary theory, the notions of voice and intonation are ambiguous: They may refer to embodied musical practices as well as serve as metaphors for features of printed poetry such as the lyric speaker (cf. Izenberg 2012, 1025; → I.11 Voice and orality). The history of poetry includes the Greek practice of mélos, the term used by the Greeks, notably Plato, to identify sung and ritual forms (cf. Calame 2024, 215–219). These are then designated as lurikos in Alexandrian philological classifications as early as the first century BC. However, this terminological transition marks a first remediation, as the Alexandrian edition retains only the texts of the melic rituals, removing the musical content from the poems (cf. Guerrero 2024, 178–180). The term lurikos refers to sung poems but renders them as texts. Virginia Jackson synthesizes this point: “Thus, lyric was from its inception a term used to describe a music that could no longer be heard, an idea of poetry characterized by a lost collective experience” (2012, 826). While the memory of singing or music was inscribed in silent reading, it finds new practices via multimedia.
 
                The site Lyrikline.org can serve as an example of such practices. Founded in 1999, this internationally renowned German platform collects readings and creations by living poets, including audio and video recordings. The site features widgets that characterize nationalities and languages, as well as “genres and aspects,” “poetic forms,” and “rhythmic patterns.” The multimedia conception of the site provides three different frameworks for identifying the presence of music in poetry: (a) texts dealing directly with music or genres historically associated with it, such as villanelle or ballad; (b) musicality through sound experiments or musical accompaniment (acoustic, electronic), classified into the following categories: experimental poetry, collage and montage, sound poetry, spoken word and rap, and poetry accompanied by music or sound; and (c) music within poetry films in collaboration with Zebra Poetry Film Festival in Berlin. Files uploaded to Lyrikline.org can also be found on various social networks (Facebook, Instagram), video platforms (YouTube), and other sites.
 
               
              
                Common aesthetic orientations beyond genres
 
                In the connections between poetry and music, genres are only one part of the puzzle, as several techniques take on greater importance: the partnership of poets with sound designers, the use of sampling, loopers, or even voice modulators such as Auto-Tune. Poetry in the digital age, particularly performed poetry, also stands in close connection with rap, electronic music, and even pop, not only through video clips or digital formats but, above all, through aesthetics coupled with techniques (→ IV.5 Entanglements of Pop Music and Poetry). The idea of multisensory poetry is currently making a strong comeback. This not only results in intermedial dialogues between the arts but also creates a propitious horizon for synesthetic and transmedial interactions (see Lindholm 2022).
 
                The boundaries between song and poetry are constantly being debated by scholars (cf. Hirschi 2024, 66), the press, and the public, often focusing on the practices of performance, slam, and rap. Apart from the lyrical content, song and poetry share several formal devices such as loops, rhythm or rhyme, prosody, and paronomasia (→ I.9 Rhyme, Meter, and Rhythm; I.8 Verse, Stanza, and Versification). Folk etymology even interprets the word “rap” as an acronym for “Rhythm and Poetry” and links it to literature (Ghio 2016, 13–14). Nevertheless, the interpenetration of lyrical and musical techniques in such practices raises the question of whether it constitutes a re-musicalization of poetry (cf. Ammon 2018, 43) or a lyricization of music. In French, the series on cantologie [song studies] by the Belles-Lettres press includes reflections on the lyric patterns of songs (see Hirschi 2008). On the other hand, sung poetry, singing, chants, sound poetry, and spoken word foreground such parameters as the warmth and closeness of the voice or the experience of the flow, making it necessary to consider these poetic practices in relation to music (see Benthien 2020). At the same time, certain idiosyncratic characteristics of rap, such as the ego trip, the punchline, or the battle remain difficult to address in either literary or musical terms. Not all rap can be considered literary: Flow can be based on everyday texts – such as newspaper articles – which are then given rhythm. However, there are more literary forms of rap which borrow existing poems and give them a more contemporary interpretation: Vîrus (2017) raps on poems from Jehan Rictus’ Soliloques du Pauvre (1897) to “give Rictus back his roughness.” The album is released in audio form and published in printed form by Au Diable Pauvert, a literary press in Paris. The lyrics must themselves have poetic content for the rap interpretation to contain a lyric quality (cf. Hirschi 2024, 66–70).
 
                Slam is distinguished from rap, at least canonically, by the absence of music and costumes. On stage, the slammer benefits from a microphone and spotlight but must use his or her voice a cappella and body without dance. In several countries, slam performances with minimalist accompaniment have entered the music industry and enjoy strong sales: For instance, Abd al Malik, inspired by Sufism, has rapped for a long time with the group NAP, New African Poets. In Brazil, for instance, the site Slam Poesia Digital (https://slamdigital.com.br) offers videos of slammers with musical accompaniment. Some slammers have come to use the term “slap,” a fusion of slam and rap (Sopycal, Phanee de Pool). Similarly, spoken word can be accompanied by jazz musicians, electro beats, guitar, or other instruments.
 
                Poetic patterns such as → I.8 Rhyme, Meter, and Rhythm seem to be central to the continuum of contemporary musicalized poetry. With digital technology, these patterns may be supported by specific technical devices: Anaphoras and refrains are reinforced with loopers and samplers. The sampler itself produces a particular aesthetic, sometimes associated with an “analytical and post-historical” deconstruction: “it substitutes instrumental technique, whose supreme form is that which we designate by the term ‘virtuosity’, with another relationship to music, namely an ability to revisit its history, genres and forms” (Le Guern 2020, 255; trans. AR). In addition to virtuosity, sampling also challenges notions of originality or the work’s authenticity. Fragments, through quotation or metatextual reference, enable new combinations. Loops thus create repetitions, a return of the same, within the difference engendered by a flow or a recitation. Sampling reflects techniques well known to the avant-garde since the early twentieth century: cut-up and collage (see Robinson 2011; → II.4 Recorded and Audioliterary Poetry). A common denominator for these practices can be found in rhythmic patterns and rhythm-based aesthetics. These cut-up can be linked to “syllabic decomposition” techniques or Lettristic decomposition (as in scratching). De- and re-composition are therefore central to this process.
 
                In the “pre-digital” period, voice tracks may well have anticipated some uses of multimedia sound. The movement from single-take recording to multitracking led to the widespread use of “re-recording” (Le Guern 2020, 254) and transformed the art of arrangement. Such is the case, for example, in the reading of Michael McLure’s poem Harlow and the Kid in Harold Budd’s album Walk into My Voice (1998). Moreover, voice filters can also be implemented via Auto-Tune, a software program created in 1996 that was initially designed to smooth vocal imperfections (especially in pop) but can also be used to create “distorted pitch” in media art (Benthien et al. 2019, 65) or produce what is known as an “Auto-Tune effect”: a metallic, robotic, artificial effect instead of the natural, transparent quality intended by the program’s designers. Such filters can be combined with synthetic voices, text-to-speech software, or layers of vocal recordings, resulting in a rich palette of vocal sounds (see Provenzano 2018) that stands out from the ordinary readings still practiced by many professional poets affiliated with the printed book.
 
                As Patrice Flichy has shown, internet 2.0 has enabled the “coronation of the amateur” and “ordinary passions” for art or writing and poetry – for this sociologist, the amateur takes advantage of self-education and digital experience to compete with professionals or experts, through “creative reception” (2010, 31). This can involve the re-appropriation of poems to set them to music or include them in a video, hosted, for example, on YouTube or other social networks (→ II.7 Social Media Poetry; IV.7 Digital Publishing and Its Detractors). Editing software also plays a part in this trend. As Flichy points out, collaborative editing projects are emerging as new creations (cf. 2010, 31). The decline in virtuosity, originality, and authenticity has led to the emergence of the criteria of poetic amateurism (see Mouaci 2001), to which digital technology contributes: viral effect, self-promotion, posture (dress code), and clips created with standard devices. Musical accompaniment, made with a looper or recordings, then appears as a distinctive feature, often guided by autodidactic knowledge. At the same time, a “transfiguration of the commonplace” (Danto 1981), artworks that cannot be distinguished from everyday objects, has long been the norm in the artistic field. The rise of computers and dedicated software has democratized equipment and learning – for example, with online tutorials – contributing to a transformation of publishing professions. In this way, digital technology allows for an upgrading of technical skills without immediately compromising the quality of the texts. To reiterate Vilém Flusser’s positions on photography, these musico-poetic productions realize “the possibilities contained within the program” of the digital multimedia apparatus, whose number “is large, but it is nevertheless finite” (2000, 26). Hence, each audio and musical poem contributes to the sum of multimedia works that can be produced. However, these imaginaries, linked to the rise, first of the internet, and then of social networks, are above all part of the ideal of a digital conquest of one’s own notoriety according to a capitalism of attention (see Citton 2017). The inflation of the quest for attention and recognition in poetry thus coincides with the search for a digital restructuring of authority, power, or selection by elites.
 
               
              
                Digital heritage for poetry and music
 
                To conclude, the digital heritage of musicalized poetry created by online platforms must be mentioned. By collecting a large quantity of poetry works, such platforms have not always set qualitative boundaries for living creation. And yet, they effect a patrimonialization of musicalized poetry, “as the act of safeguarding entities in order to transmit them by giving them a value and a meaning linked to a past” (Treleani 2017, 6; trans. AR). It now appears impossible to conduct a history of poetry without taking digital developments into account. The advent of multimedia platforms is helping to preserve audio and video archives (of events, festivals, clubs), along with music. In the words of Italian philosopher Maurizio Ferraris, the current society is one of the “record” or “trace” rather than communication (cf. 2013, Ch. 1).
 
                Among the most exemplary projects involving poetry and music is the Baudelaire Song Project (https://www.baudelairesong.org), led by teams working with the University of Birmingham. University researchers have compiled over 1,700 musical adaptations of Charles Baudelaire’s poems in twenty languages and forty musical styles (classical, pop, rap, death metal), based on scattered databases. Helen Abbott’s work (2019) highlighted less visible projects led by female composers or collectives. However, this kind of archive depends on links to other commercial platforms and social networks, which challenges its sustainability. Each interpretation is accessible via a link rather than stored on the project’s servers. This type of database, which can be viewed in open access, demonstrates the qualities of digital technology but also the public investment and selection required.
 
                In this way, the patrimonialization of musicalized poetry contributes to a series of renewed digital questions: regarding formats (audio, video) and genres (the video clip, online spoken word), modes of interaction (the track, the post, the sequence, the playlist), forms of circulation (platforms, live streaming, social networks), “transmedia” promotion of a project, aesthetic proximities (sampling, looper, Auto-Tune) or short- and long-term archiving. While it is difficult to claim that there is a digital ut musica poesis, we are currently experiencing a multimedia expansion of poetry.
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                Introduction
 
                The wish to capture sound in general and speech in particular is centuries – if not millennia – old, first expressed in ancient tales and fables (see Davies 1979). To this wish speaks a variety of derivative forms such as the transcription of speech into script-based written records, the memorization of texts, and musical scores and notation systems, which were, however, unable to genuinely capture sound. This became possible only in the late nineteenth century with the invention of technological devices and methods to record sound in its aural form, which, for the first time, enabled the capture, documentation, and mediatization of sound events. For this purpose, various technological devices – from wax cylinders to digital recorders and smartphones – and methods – from analog engraving of soundwaves to their transformation into digital code – have been applied. Today, digital recording can be considered the dominant method of capturing and playing back sound. Digitality has made recording and playback more ubiquitous, more accessible, and easier to handle, while benefitting from compression formats (like MP3 for sound; see Sterne 2012).
 
                Recording enables the documentation and preservation of readings, recitations, and performances, featuring a poet’s or other’s voice(s) in front of an audience or secluded in a studio, a recording booth, or any other location, private or public (→ I.11 Voice and Orality; II.2 Live Oral Poetry; IV.1 Poetry Performance between Liveness and Mediatization). Today’s ubiquity of recording also has effects on the production of poetry, as well as on its reception. Contemporary poets respond to “developments in recording technology and approaches to sound,” enabling them to “reflect and create new forms of lyric subjectivity as well as new relationships between bodies and environments” (Skoulding 2020, 1). Recording technologies have therefore re-shaped listening conditions and practices, ranging from private intimacy – at home or with headphones in public – to public listening sessions, enabling the formation of community and participation through reception (cf. Skoulding 2020, 8; see Luther and Williams 2020).
 
                Generally, poets have in large part accepted, embraced, and experimented with recording technology. Even when it was still in its infancy, the technology’s productive aspects were anticipated by some poets in the early twentieth century: “The phonetic babble of [Hugo] Ball, the simultanéisme of Henri Martin Barzun, and the zaum’ poetry of Velimir Khlebnikov and Aleksei Kruchenykh were all forms that called for technologies still to come” (Noland 2012, 1415). By this period, the French poet Guillaume Apollinaire had already imagined using the gramophone and other new media technologies not only for capturing and documenting but also as instruments for poetic creation, predicting hitherto unknown artistic possibilities (see 1918).
 
                Since the invention of tape recorders, audio poetry has been produced both by professionals in recording studios and amateurs making use of consumer devices. Sound poets have used audio tape recorders since the late 1950s to create their works, manipulating recordings of spoken language using the possibilities of the tape medium, such as instantaneous playback, manual cutting and editing, or overdubbing and layering of recorded speech material (see Olsson 2011; Epping-Jäger 2014). Since about the 1990s, digital technologies have been used more frequently, making recording even more manageable and ubiquitous while also increasing the possibilities within postproduction through the use of digital sound effects. Furthermore, digital speech synthesis allows for the creation, or rather imitation, of speech that sounds reasonably human, without necessarily recording a given text. Recording therefore enables not only the capture and documentation of speech, but also the creation of new forms by making use of the productive potential of recording technologies and electro-acoustic treatments such as editing, cutting, layering, and the use of sound effects.
 
                The various forms of recorded poetry can be summarized as recorded performances, studio recordings (both with or without an audience), and sound and audio poetry composed as audioliterary works. The following sections will present first the potential of recording for documentation and preservation, and, second, the productive potential of recording technology for creating works, in relation to audioliterality and audioliterary writing (see Jäger 2020).
 
               
              
                Recording for documentation and preservation
 
                A recording can capture all specifics of the sound shape of language that escape a script-based representation, such as prosody, tone, pauses, cadences, interjections, paralinguistic sounds (i.e., sounds that are not part of a language’s standard phonology, but still convey meaning), or any other aural elements that may have no equivalent in script-based writing and can “become poetic materials in their own right” (Noland 2012, 1415). It is nonetheless important to point out that a recording can never be neutral or objective, because many decisions have to be made that determine the recording process and its result. Concerning technology and context, these include the location, situation, environment, and atmosphere, as well as the start- and endpoint of a recording, the applied medium (analog or digital), the technological equipment (e.g., acoustic resolution of the microphone), and the possibilities within postproduction, because a recording always needs a technological realization (see Pinto 2014). However, not only technological determinations but also social and political implications must be considered here, because sound recording conveys hierarchical relations between the ones recording and the ones recorded (see Garcia 2017); although digital (handheld) recorders (built-in in most smartphones) in particular make it very easy to record oneself, one must have access to a technological device capable to record sound.
 
                Poetry recordings enable listeners to experience the voices of poets, including those who are long gone, due to the technology’s ability to store and preserve spoken words. It also offers scholars the opportunity to study the poets’ actual speech performances, extending the analytical approaches from close reading to close listening (see Bernstein 1998) of audio material (→ III.7 Sound Studies and Musicology). Poets themselves can record and play back their own recitations, either to improve and train their recitation skills, or to merely document their readings. Because recordings can be stored over long periods of time – although the disintegration of physical, analog sound carriers and the steady changes in digital formatting pose problems – they can also serve as storage, creating an archive for broadcasting poetry on radio, TV, or the internet.
 
                Early examples of poetry recorded by institutions are the Archives de la Parole at Sorbonne University (Paris) started by linguist Ferdinand Brunot in 1913, and the Woodberry Poetry Room at Harvard University, established in 1933 and linked to Vocarium, one of the first record labels dedicated to poetry. In the analog era, magnetic tape and shellac or vinyl disks were the main media for storage, preservation, and also publishing.
 
                Since the advent of digital sound technology, preservation and storage have shifted to computer hard drives, digital sound carriers such as CDs, and later also to online storage such as clouds. The publication of poetry has also shifted first to CDs and later to downloading and streaming; poetry readings of various kinds can be found on online platforms, and publishers of audio poetry use such platforms or individual websites or publish in hybrid forms. In the following, several aspects of recorded poetry are presented: medium and method; location, situation, and context; and function and intention of a recording, such as preserving and archiving, as well as publishing and platforms.
 
                Medium and method: Before digital means were available, various analog media were used for recording, storing, and publishing audio material (→ III.15 Media Ecology and Media Archaeology). From wax cylinders to shellac and vinyl disks, from analog tape and portable recorders to digital means, media for recording have changed and evolved. The different methods of recording itself can have strong aesthetic effects, impacting the artistic expression and the perceptive experience. For example, when a microphone is placed very close to a speaker (“close-miking”), the way of speaking is intensified: In a listener, whispering may then result in a perceived intimacy or, conversely, screaming in overload and distress.
 
                Digital media has made recording much easier on the whole. Most laptops and smartphones have a built-in microphone, and even the simultaneous streaming or subsequent uploading of a recording is of the utmost simplicity. Today’s (digital) online environments offer many advantages for preservation and accessibility: Plenty of poetry readings can be found online and are therefore accessible immediately and (mostly) free of cost. This allows scholars (and others) a rather effortless and direct access to original recordings and an expansion of potential corpora and artists an abundance of new inspiration and access to material from which they may create new works (e.g., by sampling it). Digital platforms and online resources also make the process of publishing and distribution easier, faster, and more direct than the manufacturing and distribution of a physical medium, thus facilitating DIY- and self-publishing. Because of this, publishing and distribution of poetry has, to a certain extent, shifted from official, established publishers to more direct approaches via online platforms, with the effect of being more immediate, encouraging non-established poets and amateurs to make their work public. At the same time, some analog media, like vinyl disks and audio cassettes, are still in use today and even making comebacks.
 
                The location, situation, and context of a recording can have crucial implications on the (sound) character and quality of a recording, its epistemic status, and, therefore, on its reception. An intimate atmosphere in a private environment may offer an isolated and focused context for a poet and a listener may associate it with homey intimacy, seclusion, and privacy. A recording out in the woods or a crowded public space may include audible side noises, although these can also be added in postproduction to evoke associations to specific locations and to deliberately include them as semiotic elements. Field recordings have also been relevant for ethnology and anthropology, in capturing the music and poetry of various peoples, oftentimes in a problematic colonial context of preconception and supremacy (see Hoffmann 2020; Ismaiel-Wendt and Schoon 2022). Different locations and their site-specific sounds may be audible on a recording and relate it to specific environments and contexts, evoking associations and therefore influencing a recording’s overall character, its semiotic features, and its reception.
 
                The function and intention of poetry recordings are manifold. They range from documenting one’s own performance for rehearsal and practice to building archives and collections for granting public access to recorded poetry and enabling scholarly research, to publishing and distributing recordings in various forms on different media to an audience. Many traditional libraries, archives, and institutional collections have expanded their purview to include sound and audiovisual recordings (e.g., the “Archive of Poetry and Literature” at the U.S. Library of Congress stores about 2000 recordings). Some not only store and preserve the recordings, but also digitize them to make them available to scholars and the interested public.
 
                Several record labels publish poetry recordings commercially, often in hybrid forms – simultaneously on physical media (vinyl, CDs) and as digital downloads: Voxxx editions (FR/ES) or Spoken Matter (GER) feature experimental works, and Fonograf editions (USA) releases works by older as well as younger artists with a focus on ethnic and artistic diversity, also including field recordings and musical elements (cf. Stackmann 2022, 13; → II.3. Musicalized Poetry). They publish vinyl disks that serve as collectable items and are part of a retro-trend of analog sound media, but also offer immediate access via internet platforms (e.g., Bandcamp). Other hybrid forms of publishing are printed books that include digital sound carriers like CDs, download codes, QR codes, or mere URLs, containing audio (or video) material. These publishing projects aim to extend the paradigm of poetry into the sound sphere, from recordings of live performances to audioliterary studio productions.
 
                Online-only projects benefit from the quick and ubiquitous availability of the internet: PennSound (associated with the University of Pennsylvania in the U.S.), and the German online archive lyrikline.org (run by Haus für Poesie) offer recordings of readings and performances by hundreds, if not thousands, of poets, most of them contemporary (see Meyer-Sickendiek 2020), making them available to anyone with access to the internet. Other online projects are realized by informal associations or individuals, such as the Austrian online journal huellkurven.net, which focuses on experimental works and sound poetry.
 
                Recordings of poetry can also be found on big online platforms like YouTube or Wattpad, including poetry read, recorded, and uploaded by users, to make accessible their own poetry or classic favorites. These platforms also store recordings of live events like poetry slams and spoken-word events, oftentimes provided in a manner of rogue archiving, a specific practice of digital online culture in which nonprofessional archivists take care of cultural preservation on the internet, differing substantially from analog-era archiving (see De Kosnik 2016; → IV.7 Digital Publishing of Poetry and its Detractors).
 
                This depicts a general phenomenon of digitality and online culture concerning storage and preservation: a shift from public institutions and specialists to private companies, informal outfits, amateurs, and users. Whereas institutions oftentimes handle preserving and archiving along conventionalized standards based on considerate and careful selection and curation to ensure widespread and long-time accessibility, informal outfits and individuals might lack some of these standards but are oftentimes quicker in adapting to new media environments and the affordances of online culture.
 
                In general, and not limited to sound recordings, archiving in digital formats, particularly long-time preservation of digital poetry and social media poetry, is a complex challenge (on archiving sound recordings in general, see Rodriguez 2016; on poetry in general, see Hartling and Suter 2010; Angello 2015; Dassie and Gandolfi 2021). This practice has social, cultural, and political inclinations that determine who has – and who has not – access to what kind of recordings according to which circumstances and for how long into the future.
 
               
              
                Audioliterary writing and recording’s productive potential
 
                Besides capture and documentation, recording technology also enables the composition of genuine audio works by using recordings as a basis for further electro-acoustic processing and the creation of new works. From the late 1950s on, with the availability of sophisticated technologies (at the time the tape recorder), electro-acoustic works of poetry have been realized by editing and cutting up, mixing and layering, or sampling already mediatized spoken-word material (see Matter 2025). The introduction of sound technologies and recording allowed an “electro-acoustic” poetry (Wendt 1985), a kind of “writing” on the tape recorder (McCaffery and bpNichol 1978, 10). As Friedrich Kittler argues, “voices that start to migrate through frequency spectra and time axes do not simply continue old literary wordgame techniques such as palindromes or anagrams. […] Time axis manipulation […] affects the raw material of poetry, where manipulation had hitherto been impossible” (1999 [1986], 36).
 
                Audioliterariness denotes the transcriptions between script-based written and auditive-vocal texts, in which both of these modal variants relate to and influence each other in a reciprocal way, generating the audioliteral text (cf. Jäger 2010, 72, 75). Ludwig Jäger furthermore emphasizes the semiotic aspects of the intra- and intermedial transfers and (re-)mediations constituting these transcriptions, for example in straight-forward recordings of audiobooks based on preceding (script-based) texts. For poetic forms that do not necessarily depend on preceding texts, Jäger proposes the notion of “audioliterary writing” to describe the process of technologically manipulating and iteratively reworking recordings of spoken language (of an author’s own voice, or other voices, including already mediatized sampled voices) as base-material for the creation and composition of genuine works. Audioliterary writing is defined as the creation of audio texts by making productive use of recorded material in combination with sound- and recording technology.
 
                Editing may be the most important and widely used method to technologically treat and rework recordings. Cutting apart and reassembling fragmented material can be considered a key method of electro-acoustic treatment in general and audioliterary poetry in particular. Editing allows the splicing of audio recordings to isolate portions and to rearrange them in all possible ways including excessive editing, collage, cut-up and permutation, as well as the creation of specific compositional patterns and structures, like loops, created by uninterrupted subsequent repetitions (see Matter 2024). The historical shift between analog (tape) and digital (software) editing enabled a shift of aesthetics: While analog editing may rather be associated with linearity due to the materiality of magnetic tape – recording onto a single line of tape and then cutting and assembling this single line –; digital audio editing simplifies multi- or nonlinear editing because a multitude of tracks can easily be layered above each other – without additional steps in the working process –, enabling the creation of polyphonic works (cf. Spinelli 2006, 104). In general, editing may be utilized merely to polish the recording: to erase errors or unwanted passages (e.g., mispronunciations or stutters) and to structure the spoken material on a recording according to an author’s (or producer’s) intention (e.g., adjusting pauses), resulting in a final, smoothened edit of a work. But it may also create genuine aesthetic effects, for example disrupting the flow of speech on a recording, or even disintegrating a word by directly cutting into it, or composing complex structures out of cut fragments. This results in a medial palpability of the editing itself that foregrounds the electro-acoustic treatment, eventually enabling compositions that would not be performable without sound technology.
 
                In a version of Prosthetics (2018), available both as a vinyl album and as a download or stream, Hannah Silva cuts up recordings of her own voice to create collage-like structures, addressing audio cut-up as a metaphor for physical amputation of body parts. In performance, Silva mimics the small-scale editing structures of an additional, pre-recorded playback track orally, imitating technology (editing) with vocal technique. By this, Silva combines oral and aural aspects, vocal techniques, and sound technology – the latter affecting and informing the former.
 
                Multitracking and Mixing are technological methods of mixing together and layering various recordings, making them audible simultaneously – both in recording and in live mediatized performance. From the duplication and mixing of one voice that speaks the same text, to numerous voices that speak different texts, many constellations with a variety of aesthetic and cognitive effects are possible. An early example of the same voice speaking up to eight different texts on a multitrack composition is Fa:m’ Ahniesgwow (1960) by Hans G Helms, which results in an overwhelming text-music (cf. Dencker 2011, 75). A more recent example of the same voice reciting on two layers is the Evénements series by Anne-James Chaton (1999–ongoing) which combines highly rhythmic loops consisting of well-known names or short slogans with a dense and monotonous recitation of mundane found texts like shopping lists or subway tickets – composed for release on CDs but also performed live with the looped track as additional playback. A pairing of a poet’s own voice with historical material is found in the work of Tracie Morris: Without much technological effort and solely by playback, Handholding with Schwitters: Resonatæ (2016) presents a new approach to a recording of Schwitters’ Sonate in Urlauten, as Morris simultaneously speaks over the recording, mimicking the sound shape of the original, while extending and varying it by way of spontaneous improvisational vocal gestures. Schwitters’ work is not just a reference or inspiration here – the historical recording serves as a material basis and becomes part of Morris’ new work, as it stays constantly audible next to Morris’ own voice, resulting in a “handholding with Schwitters” that also relates to media, technology, and history.
 
                Impossible without recording technologies is the practice of sampling, originally applied in electronic music (see Davies 1996). Sampling has been considered as an element of digital culture’s paradigm, illustrating the “new logic” of “computer culture”: the “selection and combination of preexisting elements,” like in DJing (Manovich 2001, 135). In contrast to editing and mixing techniques, sampling is mostly associated with found material, pre-mediatized spoken-word material selected and sampled from already published recordings, radio and television broadcasts, or the internet. By way of sampling, speech material is used to compose new and unique works, while featuring the aural details of the original. The use of found voice recordings opens up an additional layer of associations by either evoking a particular style of speech (e.g., the vividness of colloquial talk, or the standardized dispassion of news broadcasts or documentaries), or because the sample contains voices of well-known public figures that the audience may recognize. Recent examples benefit from digital technology, concerning the availability of material due to online resources and a more effortless handling and editing of the material, such as Jörg Piringer’s Vokàl (2004) or Jürgen Stollhans’ Frank-Walter Steinmeier (2021), reworking recordings of news broadcasts, or Dagmara Kraus sampling recordings of Oskar Pastior taken from an online archive (see Matter 2025, Ch. 4.3). A special case of sampling in live performance is the project Mask Mirror by Alessandro Bosetti, in which he uses pre-recorded samples of his own voice and plays them back via a digital sampler on a keyboard, entering into a virtual and improvised dialogue with the sampled, pre-recorded material of his own voice (see Matter 2025, Ch. 4.2).
 
                Sound effects are examples of other ways to manipulate spoken-word material. Already the slowing-down or speeding-up of recorded voice and speech during playback can have strong effects on linguistic material – to the extent of incomprehensibility if the change of velocity is extreme enough. Moreover, postproduction offers many possibilities to add sound effects to the voice, such as vocoder or autotune. With such effects the voice – and spoken-word material – can be manipulated and altered to achieve an effect of estrangement: a human voice can, for example, be tweaked to sound like a synthesized computer-voice, or the pitch can be shifted in extreme ways, so that the voice may sound frightening (low pitch), funny (high pitch), unusual, or non-human. In Sounds for Soloists (2011), Cia Rinne manipulates her voice with technological sound effects to the degree of sounding like a computer-voice, and furthermore turns her voice into a digital element; this manipulated voice even becomes a part of a musical beat at the end of the composition and thus makes the shift from speech to sound (cf. Vorrath 2020, 158).
 
               
              
                Prospect
 
                The recording of poetry in today’s foremost digital media environment is a complex and multifaceted practice, at times to the extent of effecting seemingly paradoxical entanglements. Such cultural phenomena as the retro, analog trends in the digital age point to the non-linear development of culture, aesthetics, and recording technologies, as well as practices of mediatization (see Reynolds 2012).
 
                Both key aspects of recording – the storage, documentation, and distribution, as well as the productive potential for creating new forms of poetry – may become even more important in the future: while the merits of recording include allowing an overwhelming availability of material, especially in the case of digital and online resources, the preserving and archiving of ever-more material in a constantly changing media environment poses a profound challenge. At the same time, new and ever-expanding developments in digital media technologies, as well as an ongoing availability of some analog devices, open up aesthetic possibilities and may “create effects that have never been produced before, thus opening a new frontier for poets” (Burroughs 1979, 9).
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                Introduction
 
                Ever since the emergence of audiovisual media in the early twentieth century, the convergence of poetry and audiovisual material has been an important part of both artistic and scholarly practice and theorization. Poetry in audiovisual media continues to be the subject of recurring research discussions, not least due to the various conceptualizations and understandings of poetry circulating within the literary studies field. Audiovisual poetry is a living and constantly evolving phenomenon, encompassing numerous genre hybrids – and hybrid genres – which originate from a diverse array of traditions and fields of artistic practice (cf. Orphal 2014, 33). Rather than being its own genre, audiovisual poetry functions as an umbrella term for a multitude of (sub-)genres, formats, and types of audiovisual poetic material, including everything from poetry film, which is directly related to experimental or avant-garde film, to kinetic poetry, with its associations to media art and visual/concrete poetry (→ III.13 Media Art Research), audiovisual poetry on social media (→ II.7 Social Media Poetry), mediatized spoken-word performances, poetry readings, and poetry clips. Further interactive genres originating in both analog and digital environments, such as flash and game poetry (→ II.6 Digital Poetry), could also be included under the umbrella of audiovisual poetry.
 
                While the genres and categories of poetry in audiovisual media mentioned here are united by a relatively stable set of conventions, these hybrid formats, and the playful approaches they invite, highlight a dynamism and air of innovation of artistic, medial, and platform-specific practices, alongside continuously evolving artistic and scholarly discourses. The diversity of artistic expression also stems from the rich array of backgrounds of audiovisual poetry creators; from skilled amateurs to professionals and producers who belong to and operate within various fields of art and who refer to themselves as, e.g., (poetry) filmmakers or video, media, and multimedia artists, as well as digital, audiovisual, spoken word, or video poets (see Tremlett 2021). Additionally, these filmmakers, artists, and poets tend to work individually as well as in smaller or larger creative collectives, consisting of, among others, poets, filmmakers, composers, and sound artists (cf. Tremlett 2021, 41–49; see Ertel 2023). Poet, theorist, and artist-filmmaker Sarah Tremlett’s deduction, in reference to poetry film, can, thus, be applied to audiovisual poetry material in general: “The medium has grown from being an artist’s medium to become accessible to anyone” (2021, 43).
 
                This article aims to map a number of the most prominent and growing genres of audiovisual poetry in the digital age, showcasing the breadth of both production and distribution means that come to define approaches to audiovisual poetry currently. It will use, above all, poetry film, poetry clips, and kinetic poetry as its points of departure into wider-reaching discussions on audiovisual poetry. These categories demonstrate not only the range of audiovisual poetic material and how the tradition of “poetic film” has developed but also the ways in which various genres are closely interlinked. While the limits of the term are seemingly diffuse, audiovisual poetry can be distinguished from non-poetic, plot-driven, and strictly narrative (short) film formats. Narrative elements, however, can certainly appear and be utilized in audiovisual poetry. Other audiovisual materials which are not included under the umbrella term are cinematic expressions and forms of written poetry printed in books, meaning, for example, cinepoetic forms of synesthetic poetry, as sketched by the Italian Futurists (cf. Tremlett 2021, xxiii; Marinetti et al. 2017 [1916]), and echoed by the European avant-garde and neo-avant-garde.
 
                As Web 2.0 and “participatory culture” (Jenkins 2009) have evolved, the avenues of production and dissemination of audiovisual poetry have increased. While audiovisual poetry was previously dependent on distribution channels such as cinemas, museum exhibitions, and television broadcasting (and therefore also dependent on their gatekeepers), audiovisual poetry in the twenty-first century circulates on and throughout various devices, screens, and platforms, following the current dispositives (→ III.11 Film Studies), which highlights not only the possibilities of distribution but also the direction in which individual genres of audiovisual poetry develop. Notably, while expanding, certain kinds of audiovisual poetry, especially poetry film, are still conventionalized by institutions such as film festivals and their submission guidelines. Other genres of audiovisual poetry, such as the poetry clip, are growing due to the accessibility to digital software and hardware as well as the possibility of freely self-publishing on social media. In the digital age, “prosumers” (Toffler 1980, Ch. 20; see also Beyruther et al. 2013) of audiovisual poetry are also able to influence the developments of these genres through the content they publish and the topics they engage with, ranging from everyday routines to socio-political developments. Tremlett argues that marginalized communities, in particular, are empowered by the new opportunities for self-expression, mediated through poetry, that are free from traditional gatekeepers (cf. 2021, xxiv) and both utilize and contribute to a democratization of audiovisual poetry. Gatekeeping online is, however, still present, albeit in a different form. Hidden algorithms and phenomena such as shadowbanning highlight the challenges that lie ahead (→ IV.10 Digital Publishing of Poetry and its Detractors).
 
               
              
                Genres, types, and formats of audiovisual poetry
 
                A central “evolving genre” (Orphal 2014, 6; trans. here and in the following, AH and AS) of audiovisual poetry is poetry film, which has gained new avenues of production and distribution in the digital age. Poetry films are shown in cinema, as part of exhibitions, on TV, and are available on platforms such as Vimeo, YouTube, and Instagram, as well as TikTok. The origins of poetry film are attributed to the European avant-garde of the twentieth century, operating in the realm of experimental film, media art installations (→ III.13 Media Art Research), and performance art (for a history of the phenomenon see: MacDonald 2007, 1–15; Pfeiler 2010, 148–157; Orphal 2014, Ch. 2; for a history of terminology see Tremlett 2021, Ch. 1). Hauled as one of the pioneers of poetry film, experimental filmmaker, choreographer, and theorist Maya Deren initially envisioned the concept of poetry film as marked by its engagement with “a poetic experience” (Deren in Maas and Vogel 2000 [1953], 173). Deren argued that a “poetic film” is comprised of two “attacks” – the “horizontal,” dramatic one, “concerned with development,” and the “vertical” poetic one, which brings the audience to moments of contemplation and emotion (Deren in Maas and Vogel 2000 [1953], 174; see also Benthien et al. 2019, 118). Several other influential filmmakers, such as Pier Paolo Pasolini, have also discussed the importance of poetry for cinema (→ III.11 film studies). Short film, Deren argues, lends itself particularly well to poetic dwelling as “it is difficult to maintain such intensity for a long period of time” (Deren in Maas and Vogel 2000 [1953], 175). At this early point, poetry film was to be understood as a kind of “embodiment” of the poetic, rather than necessarily based explicitly on a poem.
 
                As time has passed, the guiding lines of what constitutes a poetry film have developed. The (sub-)genre of poetry film has, as part of its development throughout the twentieth and twenty-first centuries, been influenced by both the spoken-word scene and, more recently, poetry on social media. Since around the turn of the millennium, forums, magazine features, articulations by artists, and several academic works have influenced definitions of the genre and its boundaries, alongside film festivals such as ZEBRA, Visible Verse, and Videobardo (cf. Orphal 2014, 29). While numerous conflicting terms and definitions of poetry film continue to be in use, the last decade has seen a number of comprehensive works published, most prominent among them media scholar Stephanie Orphal’s Poesiefilm (2014) and Sarah Tremlett’s The Poetics of Poetry Film (2021), attempting to map and systematize poetry film. These studies are also most important for the following mapping.
 
                Orphal defines poetry film as “a combination of poetry and short film” (2014, 5), marking the genre as inherently hybrid (cf. 2014, 15). The classification of what “kind” of poetry film a work can be defined as depends on its utilization of poetry (cf. Orphal 2014, 29–41); whether the work directly references poetry, audibly or in writing, making it a so-called Gedichtfilm [poem film], or uses poetry as a foundation for a filmic “adaptation,” which does not include explicit referencing (Orphal 2014, 41). Additionally, there are also audiovisual poetry film formats without a poem at their foundation – as in the case of, e.g., Deren’s conceptualization – but with poetic audiovisual qualities. Orphal terms this kind of poetry film “poetic film” (2014, 41), while Tremlett, following the theorization of video-poet Tom Konyves, uses the term “videopoem” (Tremlett 2021, xxi; see Konyves 2011). It is worth noting that “videopoem” should not be confused with the term “video poem” which Tremlett uses as a synonym for poetry film. Tremlett, however, like Orphal, also emphasizes the entangled nature of these various categorizations (cf. 2021, xxi.). Orphal also underlines the shared traditions and conventions between avant-garde/experimental (short) film genres and current understandings of poetry film, as she defines it (see 2014). These, as poetry films, too, strive for a reflection of their own mediality and attempt to create an “intangible aesthetic participatory experience” (Orphal 2014, 27, 269). Poetic film, as a non-narrative art, harnesses particular associative qualities, not least through the treatment of images, which are often arranged in a non-sequential or non-linear manner (cf. Bordwell and Thompson 1997, 129; Orphal 2014, 54–55).
 
                Tremlett defines poetry film as a “genre of short film, usually combining three main elements”: (a) a “verbal message” that is expressed by voice or text, (b) “the moving film image (and diegetic sounds),” and (c) “non-diegetic sounds/music” (2021, xxi). In relation to the first category, Tremlett notes that the “verbal message” encompasses various ways of relaying text, such as “voice-over or on-screen narration,” “subtitles (repeating or replacing voice),” as well as different visualizations of “text-on-screen” (2021, xxi). Text-on-screen can, for example, be visualized as kinetic script or “static” script. These various methods are neither mutually exclusive nor mandatory, and many poetry films invoke poetry without showing or spelling out the text.
 
                An example of a poetry film which includes visual, audible, and verbal elements and makes use of multimodal layering, is the Super 8 film Zyklus [cycle] (2021), produced by the Luxus Filmkollektiv and based on a poem in German by Eva Matz, which addresses a, still, taboo topic: menstruation and severe pain, echoing experiences of PMDD and endometriosis. Using voice-over, Matz stages a countdown of the ten days leading up to the onset of menstruation, starting over on day 28, recalling the logic of an average cycle. The experience of cramps that results – together with other dire physical and psychological side effects – in hospital admission is depicted in an uncompromising fashion. On the audiovisual level, cool-toned colors dominate the film’s industrial settings, reflecting the despair experienced. The actress-performer, Matz herself, is, first, seen standing behind plastic curtains. On the 28th day, she begins – gasping and grunting – to splatter the surface of the curtains from within with a red liquid – signifying blood – running along her face and body, covering the floor around her. Running water is also intermittently seen and heard from this point onward. The poetry film includes shots of pills raining down the screen, onto the actress and the floor, as the voice-over documents stages of self-medication. In this manner, the poetry film generates an associative quality through an aesthetic experience, engaging the audience by reminding them of their own bodily presence.
 
                One could also consider the kinds of poetry films, as well as “videopoems,” that take place on, e.g., social media. There, creators often stage compilations of footage, from “everyday” experiences in urban and rural settings to a poetic reading of either a self-composed poem and/or found material, texts, sound recordings, and film snippets, under hashtags such as #poetry, #filmtok, #spokenword, #cinematography, and more.
 
                When considering videos on social media to which lyrical qualities are attributed but which are not based on poems, a phenomenon such as audiovisual “meme-poetry” (Francombe 2023, n.p.) may be seen directly in light of experimental filmmaking. On TikTok, clips with this kind of poetic essence often fall under the hashtag #corecore (→ II.7 Social Media Poetry). These video poems – referring to memes or micro trends on the internet which are often attributed the suffix “core” (e.g., cottagecore, normcore, etc.) – started out as a nihilistic meta-commentary on the late-capitalist condition as well as fast-moving and superficial social media logics (see Francombe 2023). Thus, they often come to criticize digital consumer culture or normative conceptualizations of masculinity. The rapid audiovisual collage format has the potential to reflect a sense of chaos, missing connection, and meaninglessness which marks experiences on social media and in real life. As such, it ties in with experimental and avant-garde traditions related to, e.g., Dadaism (cf. Seiça 2021, 176; Scott 2023). The complex interplay of multimodal elements and the “imaginative leaps” (Konyves 2011, n.p.) integral to the format of videopoems is what opens up #corecore poetry to a rich horizon of association and creates a sense of poeticity.
 
                A rather more coherent kind of audiovisual poetry is the so-called poetry clip. Poetry clips are often driven by a drama-led or narrative structure and held together by a focal “poet-performer” (Novak 2011, Ch. 6.2.1) who performs their material directly to a camera (cf. Böttcher in Porombka 2006, 224), tying into a music video tradition. These performances can take place in various settings, be accompanied by sound and music, and use more or less advanced cinematic devices. In this way, poetry clips exist on a spectrum between recordings of poetry performances and short films showing poetry performances (cf. Pfeiler 2010, 172–174).
 
                Poetry clips were initially distributed mainly via television, on tape, or on DVDs. With the possibility of posting online on platforms such as YouTube, Instagram, and TikTok, the format has come to grow in recent years. Looking at hashtags and framing on social media, these works are rarely referred to as poetry clips – with creators opting for #spokenword instead – which points to the genre term being less conventionalized than, say, poetry film. Poetry clips, according to a number of scholars, differ from mediatized live spoken-word performances, poetry slam performances, or readings on stage (cf. Anders 2008, 58; opposing: Klimek 2021; → IV.1 Poetry Performance between Liveness and Mediatization), which also circulate on social media and may have a considerable reach (see, e.g., independent publisher of performance poetry Button Poetry). Whether poetry clips can in fact count as an independent genre at all is a matter of discussion (see Jankowski 2003; Benthien 2013, 299–300). While literary scholars Martina Pfeiler and Orphal see poetry clips as a kind of poetry film, including live poetry performances and material where poetry is recited into a camera without any aesthetic framing (cf. Pfeiler 2010, 20, 148–192; Orphal 2014, 41), Tremlett’s understanding of poetry film would not include such clips, as “poetry films and videopoems are not vehicles for poets solely reciting to camera, unless within a narratively defined scenario” (2021, xxi).
 
                According to literary scholar Stephan Porombka, poetry clips rely on a particular kind of dramatization, independent of conventional literary forms (cf. 2006, 224). As such, scholars often compare poetry clips to music videos in order to underline the independence and particular aesthetics of the format (cf. Porombka 2006, 223; Pfeiler 2010, 172–173, 2024). Rooted in pop culture, the tradition of poetry clips can be at least partially distinguished from the avant-gardist film tradition, while still maintaining a “visionary, experimental” and “utopian” urge to renew culture (Porombka 2006, 233; trans. AH and AS). At present, hip-hop and rap, as well as the spoken-word scene, have become particularly important influences.
 
                One of the central conventions of the poetry clip genre is that the poet-performer breaks the “fourth wall” by looking into the camera so that an apparent eye contact is established between performer and audience. Poetry clips often stage a closeness, seemingly without mediation, between performer, text, and addressee (cf. Benthien 2013, 302) also by way of the settings of the videos, often shot on a smartphone in private, echoing a DIY aesthetic. This contributes to effects of authenticity and leads to questions of whether poetry clips today are connected to renewed kinds of authorial presentation (→ IV.2 Staging the self in spoken-word poetry). Poetry clips on social media seemingly tend to echo traditional, Romantic, forms of authorial presentation, associated with subjective and inward-facing poetry readings and enhanced by thematization of, e.g., love, relationships, melancholy, and loneliness.
 
                Exemplary poetry clips, evoking music video aesthetics, mediatized poetry performances, and short film, can be found among spoken-word poet @JR’sWRLD’s works, mostly distributed via TikTok. In one clip, based on his poem “Still in Love,” the text is partly lip-synched by the poet directly into the camera and partly audible as a voice-over (@JR’sWRLD. “Still in Love.” TikTok, posted on November 24, 2023). His poetry performance, subtitled and accompanied by extradiegetic music, draws on current postdigital aesthetics on social media, including answering machines and movie dates, while referencing videos and 1990s hip-hop and RnB performances. Combining the past and present, the poet-rapper is styled in a bandana, baggy jeans, an oversized leather jacket, Timberland boots, and accessories like chunky golden jewelry and grillz. The settings of the clip reference pre-digital dating culture and romanticize a kind of nostalgia for that time. This is also reflected in the poem’s content and shared by many viewers in the comments. Through the combination of audiovisual, performative, and narrative elements, which have their roots in different artistic genres and pop cultural milieus, a hybrid work, a poetry clip, emerges.
 
                It is noteworthy that social media affordances are contributing to the transformation of audiovisual poetry in general, and the poetry clip genre in particular. These changes pertain to, for example, the design of the clips, filmed in 9:16 format (vertical/portrait mode), and the frequent use of subtitles and closed captions, either algorithmically generated or added by the poet-performers themselves. The latter increases accessibility for deaf or hard of hearing users, just as it optimizes the ability to consume clips without sound for hearing users as well, in either noisy or silent environments, and promotes a greater reach of audiovisual content. Naturally, the components of poetry clips discussed here are all entangled with other common phenomena. The centering of the poet-performer in a close-up, additionally, mirrors not only the general proximity that many of us have to our phones but also echoes a global selfie aesthetic.
 
                The final category of audiovisual poetry to be explored is kinetic poetry, a transmedia and hybrid genre of “poetic works that employ motion” in various arrangements (Seiça 2021, 173), influenced by, e.g., installation, video, and media art as well as (avant-garde) film, and, thus, encompass various terms describing similar concepts (cf. Benthien et al. 2019, Ch. 3.2; see Knowles 2015). Like the other audiovisual poetry genres discussed, kinetic poetry does not originate in the digital age. Rather, early forms can be detected in avant-garde spheres of the pre-war period, among Futurists, Dadaists, and Surrealists as well as in artistic circles of the postwar period, especially those dealing with concrete poetry (cf. Simanowski 2011, Ch. 2; see Seiça 2021). Within the genre, artists were and still are occupied with varying media and material means to set writing in motion to reflect on existing societal, artistic, and media conditions (cf. Seiça 2021, 193). In kinetic poetry, the moving script itself generates meaning by playing with the classical “typographic dispositive” (cf. Wehde 2000, 119; trans. AH and AS) of written poetry, in addition to the temporality, movement, and rhythm afforded by multimodality (cf., e.g., Orphal 2014, Ch. 3.2; → I.12 Layout and Typography).
 
                Kinetic poetry can, for example, be incorporated into and take the shape of a poetry film involving moving script alongside other moving imagery, vocal expressions, sounds, and music. As such, it intersects with the concept of Schriftfilm, meaning films where the central subject and form of expression is script – or the written word – expressed visually, and at times also combined with audible elements (cf. Orphal 2014, 201–202; see Lentz 2002; Scheffer 2009). Dor Bar Shlomo’s poetry film The Poetry of Non-Self (2021) is an illustrative example of a work incorporating kinetic script in various ways, without any audible recitation of poetry. In the film, lines of the poem – sometimes sole words – written in Hebrew, appear sketched in black on a mostly white background, flickering in the same manner as the film’s, otherwise, vivid and colorful animated illustrations depicting “everyday” scenes. The poetry, thus, alters the perceived pace of the film, inspiring the audience to contemplate the poetics of mundane routines and the passing of time. This shift in mood is also marked audibly, as the film mingles the sound of busy roads, crowds, and clanging in the home environment with a calmer musical score. Moving script is also introduced in the shape of collages of paper clippings, and, in one version, English subtitles. While the former flicker, the latter do not, rather appearing sequentially, from the left, at the same time as the poem’s lines.
 
                Kinetic poetry is not only evoked as part of poetry film but is also a hybrid and interactive genre of digital poetry that is used by artists for (audio)visual art projects and (digital) installations. An example is Franziska Ostermann’s work Interverse (2023) which stages several kinetic poems in a virtual, aquatic landscape, accompanied by ambient music. In recent decades, works like those by Young-Hae Chang Heavy Industries (cf. Benthien et al. 2019, 234; see Pressman 2008) have brought forth a discussion on the genre borders of kinetic poetry, as several of their works mingle and echo traditions of concrete poetry, digital art, and cinema, while destabilizing the associated genre conventions (cf. Knowles 2015, 57). Pfeiler divides kinetic poetry into two kinds: “visual kinetic” and “visual-kinetic-tonal” (2010, 207–215) – depending on the presence or absence of sound and music in the artwork. The literary scholar Roberto Simanowski points out that different forms of dissemination of digital kinetic poetry affect the recipient’s aesthetic experience. Some works “are presented on a computer screen” (Simanowski 2011, 66; see also Simanowski 2023; → II.6 Digital Poetry), while others are presented as “kinetic text installations” (Seiça 2021, 186). In many cases, a producer of digital kinetic poetry acts as a “poet/programmer” (Pfeiler 2010, 207). Digital kinetic poetry also realizes the avant-garde call for a spatio-temporal dissolution of the boundaries of printed book pages, directing attention to the material properties of writing (cf. Bolter 2001, 153–154; Schaffner 2005, 150; Simanowski 2011, 63). Pointing to the various entanglements of kinetic poetry, literature researcher Álvaro Seiça summarizes: “What is transversal to all forms of kinetic poetry is a fascination with motion, visuality, temporal modification, and how the animation of language can impact the aesthetic experience” (2021, 193).
 
               
              
                Summary
 
                Any mapping of audiovisual poetry rapidly reveals that the digital age, and its technological affordances, invite new experimentation and hybrid artworks combining visual, audible, and textual/verbal layers. Looking ahead, scholarship on audiovisual poetry must consider the formal aspects of, as well as thematical contents in, audiovisual poetry, influenced by everything from postdigital, analog-inspired to AI-generated, futuristic aesthetics (→ IV.11 AI Creativity and Poetry). While the genealogy of audiovisual poetry, dating back to, e.g., experimental filmmaking and techniques of collage, montage, and a grasping of poetic essence, can be traced in contemporary works, ever-evolving trends, dispositives, and means of making audiovisual poetry, as well as the platforms – which are decisively not unproblematic to begin with – where content is circulated, or the institutions within which they are showcased, keep guiding the approaches of filmmakers, artists, prosumers, and creators to their work.
 
                The technological means, moreover, become vessels for engagement with social themes (see Papacharissi 2014) pertaining to everyday life, personal relationships, larger events, and political movements, intertwining the private and public. Audiovisual poetry in the digital age is increasingly being used for political activism (→ II.8 Political and Activist Poetry). Poetry clips, recordings of spoken word, and poetry readings on social media are often employed to discuss topics such as rigid gender norms, climate catastrophe, and different experiences of discrimination, and have become a more and more important part of protest movements such as #blacklivesmatter or @hot_poets (cf. Klimek 2021, 295; Lückl 2024), while poetry films negotiating identity, memory, the contemporary condition, and which shine a light on injustice, are integral to the poetry film festival circuit, screened and prized internationally.
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              The genre of digital poetry emerged between the late 1950s and the 1960s and has developed in parallel with computer technology and the advancements that have been made in its electronic devices and programs. Digital poetry is aging, regenerating, changing, and evolving at a similar pace and therefore exhibits a great variety of shapes and types (cf. Funkhouser 2007b, 1–3; Bajohr and Gilbert 2021, 9). This diversity renders the task of defining the genre rather challenging despite its comparatively short history. One basic but pertinent definition of digital poetry refers to the use of computer technology: “A poem is a digital poem if computer programming or processes (software, etc.) are distinctively used in the composition, generation, or presentation of the text (or combinations of texts)” (Funkhouser 2007a, 319). Since digitality affects almost every aspect of the present, and because digital technologies are usually applied in several steps of literary production, this definition requires more precise clarification. Following Hannes Bajohr and Annette Gilbert, “distinctive usage” is understood here as a set of reflexive practices that employ digital technology in the composition of poetry aesthetically, constitutively, and self-aware (cf. 2021, 9–10). This also means that digital poetry is born digital whereas poetry that was or could be created without digital means but is, for example, written using word processing software (e.g., Microsoft Word), transferred and distributed in file formats such as PDFs, and/or uploaded onto websites in photographs or in audio or audiovisual recordings of poetry readings, etc., should be labeled digitized instead (cf. Simanowski 2002, 14–23, 2005, 161–162; Hayles 2008, 3; Rustad 2023, 19).
 
              Correspondingly, there are positions that do not consider the printed versions of digital poems to be part of the genre, for example, book publications of generative poetry or code poetry: “As soon as the poem is printed it is no longer a digital poem, it has been transformed into an analogue poem” (Naji 2021, 22). The reason generally given for this view is that book publications do not have the same qualities as online versions (e.g., interactivity or audiovisuality). However, a definition that is based first and foremost on the medium in which poems are distributed and read disregards the fact that they would not exist in the particular way that they do without the application and reflection on digital technologies, even in their analog forms (cf. Rettberg 2019, 2; Rustad 2023, 28–29). Examples such as the four volumes of Poetisch denken (2020) by the text collective 0x0a (Hannes Bajohr and Gregor Weichbrodt), which present AI poems generated on the basis of German poetry by Ann Cotten, Steffen Popp, Monika Rinck, and Jan Wagner; or the book publication ./code --poetry by Chris Kerr and Dan Holden (2016b), which contains code poems from the authors’ same titled website (2016a), can therefore still be regarded as digital poetry.
 
              In the 2000s, the term postdigital entered the discourse as differentiating between analog and digital became near untenable. It is also used to denote media critical practices that promote digital literacy in an engagement with digital technology, as well as movements that rediscover and turn back to analog technology in their artistic production (cf. Cramer 2016, 31; Schmitt 2021, 7–8). Even though there are forms of digital poetry that exhibit a postdigital disposition, the genre as a whole is fundamentally digital as it deliberately utilizes software, programming, and algorithms for poetic creation, regardless of the medium of publication (cf. Bajohr and Gilbert 2021, 14). Furthermore, classification as digital poetry indicates its traditions and shared features, such as collaborative creation (between poets and programmers or between humans and machines), interactivity (between producers and users or between users and works), and medial as well as modal combinations (of audio, visual, and kinetic elements). All of these characteristics are traits of digital literature and digital art forms in general (cf. Bachleitner 2005, 303–304; Suter 2005, 204–205; Hayles 2008, 21–27).
 
              Digital art pushes genre and media boundaries in many ways, for example, by mixing genre features and modalities, and by being published at different sites simultaneously, e.g., on the internet, as live performance, and in art installations (cf. Strehovic 2013, 9; Rettberg 2019, 7–8). In fact, “digital poems share so much with other forms of multimedia art that it can be difficult to make distinctions between works that employ sound, imagery, language, and animation” (Funkhouser 2007b, 326; → III.13 Media Art Research). Nevertheless, it is still beneficial to review the various types of digital literature from the perspective of genre in order to focus on specific aspects of the works in question, to establish shared terms for their investigation, and to map the broad field of digital literature – at least in its current state as it is a dynamic, ever-changing territory (see, e.g., Mønster 2017, 244–245; Rettberg 2019, 8–11; Bajohr and Gilbert 2021, 7). The investigation of digital poetry as a genre raises the following question: what are the characteristics through which the different kinds of digital poems that constitute the genre under review can be considered poetry?
 
              In → III.1 Lyricology, one common response to this question is to describe the genre in the tradition of poetic avant-garde and neo-avant-garde practices (cf. Glazier 2002, 26–28; Strehovic 2013, 7–8; Mønster 2017, 243; Stahl et al. 2021, 3). It is often seen as something that has adapted and continuously developed the work of its predecessors in regard to the impetus of language and media reflexivity (→ I.2 Poetic Function) and, in accordance with this, in regard to its language use (→ I.3 Poetic Language), which is, for instance, marked by excessive structuring or qualities of alienation as theorized in Russian formalism and structuralism (cf. Benthien et al. 2019, 21–23, 115–117). These poetic characteristics are updated in digital poetry to foreground the functional logics of computer-based language technologies, e.g., of the operating principles in algorithms and source code. However, when compared with avant-garde movements, digital poetic endeavors are “less focused on breaking with norms and taboos than on testing and exploring possibilities” (Müller and Stahl 2021, 12). As digital technologies are constantly evolving, they provide a wide array of opportunities for investigating their structures, functions, and premises. Digital poets experiment with technology in a variegated and often playful manner that has not only led to the diversity of the genre but has also displayed certain trends in different decades. In the following, this article will discuss the most relevant types of digital poetry, ranging from generative, hypertext, and audiovisual digital poetry (including Flash, adaption, and game poetry) to code poetry. The succession is more or less chronological in order to give an overview of the emergence, further development, and sometimes passing of digital poetic forms.
 
              
                Subgenres of digital poetry
 
                Generative poetry is a type of digital poetry where poets create a computer program that chooses words from given databases and arranges them in predefined formats that frequently consist of verses, stanzas, and repetitive structures. One of the first poetry generators was a program by Theo Lutz, which he wrote in the programming language Fortran and which selected nouns and adjectives from Kafka’s novel Das Schloss to generate poems. The results of this process were first published in print under the title “Stochastische Texte” in 1959 (cf. Reither 2003, 11; Cramer 2005, 74). Since then, many poetry generators have been written and are usually released online (→ IV.7 Digital Publishing of Poetry and its Detractors), where they either run for a certain count of iterations or infinitely. The generative poem “Taroko Gorge,” written in Python 2 by Nick Montfort, for instance, has been running since 2009 and has no finishing date. It is also an example of collaborative creation because the author published the code so that other poets could feed it with different databases in order to produce additional poetry generators (see Montfort 2009; Marino 2020, 210–215). On the sidebar of the “Taroko Gorge” webpage, the viewer can choose and read the various poems while they are being generated – or rather: the flow of endless poetry that scrolls up from the bottom of the screen, resembling the closing credits in movies (→ I.12 Layout and Typography), which again points to the transmedial character of digital poetry. Moreover, by running potentially forever (or until the server crashes or the software becomes obsolete) and constantly producing new verses and stanzas along the way, there is not one single text or poem but a bouquet of textualities. This can be read as both a commentary on the idea of literary texts as fixed entities and of poetry as a short, hermetic form.
 
                While the technology used to create and display digital poetry generators emerged in the first half of the twentieth century, the idea of automated text generation and poetic machines is much older. In his book Words Made Flesh, Florian Cramer explores historical forms of poetic experiments with algorithmic writing spanning two millennia, from classical rhetoric and Lullist poetry to concrete poems and digital poetry (see 2005). These precursors thus constitute a more extensive line of tradition than poetic avant-garde movements. The algorithmic techniques and general principles of word combinatorics such as recursion, randomization, and permutation are still at work in recent generative poetry, although now in different ways due to the application of electronic computation. One current type of generative poetry can be found on the social media platform X, formerly Twitter: poets program bots (often in Python) that have their own pages and tweet short poems autonomously, which they generate from preset databases. The first poetic Twitter bots appeared shortly after the launch of the social networking service in 2006, but this subgenre of digital poetry reached its peak, especially in the wake of the American elections in 2016 (cf. Rettberg 2019, 51–52). Presently, the generative poetry trend is experimenting with AI generated texts. Digital poets are investigating the possibilities of neural networks and machine learning, e.g., by feeding the open-source artificial intelligence GPT-2 with poetry to enable it to create poems as in the aforementioned project Poetisch denken (see 0x0a 2020). All of these digital poetry works deconstruct and challenge concepts of authorship, raise questions regarding the relationship between humans and machines (→ IV.11 AI Creativity and Poetry), and examine the functional logics of new and the latest digital technologies, as well as of platforms (cf. Cramer 2005, 84–85; Suter 2005, 219; Wardrip-Fruin 2007, 165; Tomasula 2015, 484–485).
 
                Hypertext poetry: in this type of digital poetry, poets incorporate hyperlinks in different ways that allow readers to navigate through the poems themselves; that can lead to other words, texts, and webpages; or that are connected to further graphical and virtual components (cf. Bachleitner 2005, 304; Hayles 2008, 6–7). This means that the poems are not received in a preset order; instead, their progression depends on the reader’s activity and they therefore might look different for every user. Hypertext literature emerged in the 1980s and was “developed in sync with the increasing availability of the personal computer” (Funkhouser 2007a, 323). While early works of hypertext poetry were distributed on floppy disks or CD-ROMs, more recent examples have been published on websites and are therefore connected to the World Wide Web (cf. Reither 2003, 13; Bachleitner 2005, 303). Even though hypertext poetry (and related forms like hyperfiction) is only produced rarely nowadays, it is worth mentioning here, because the early works of digital literary studies from the 1990s focus a great deal on hypertext literature (see, e.g., Bolter 1991; Joyce 1996; Aarseth 1997). Due to the huge influence of hypertextual works, the ensuing theory building emphasized hypertextuality as a digital form of intertextuality and a paragon of interactivity, and networking in the double sense of textual interconnectedness and collaborations between practitioners on the internet (cf. Heibach 2003, 46–49; Wardrip-Fruin 2007, 163).
 
                One example from poetic practice that compellingly showcased these features was the open collaborative work “The Last Performance” (2007–2009). This community-based hypertext poetry, for which several authors contributed thousands of source texts to the project’s webpage, was initiated by Judd Morrissey and programmed in PHP. During its run-time, it constantly changed and evolved through the addition of new texts, which were linked and arranged in a circular shape. By clicking on them, further words and phrases appeared, started to move, and generated different poems in various shapes. The website was terminated in the beginning of 2022 and is therefore not only an example of hypertextual, interactive, and collaborative, as well as visual and kinetic poetry but also of the disappearance of digital poems from the internet. On the Electronic Literature Collection platform created by the ELO (Electronic Literature Organization), there is an entry for “The Last Performance” that contains a project description, a video, and photos of the accompanying reading and exhibition, but the website with the final state of the work has not yet been archived.
 
                The issue of preservation is an often-discussed problem in research on digital poetry. Its ephemeral character is generally explained with the rapid progress of digital technology, e.g., by pointing out that the hardware and software used for literary production become obsolete and that methods and structures for their archiving need to advance. There are, however, several online institutions and collections dedicated to the preservation of digital literature such as ELO, ELMCIP (Electronic Literature as a Model of Creativity and Innovation in Practice), ADEL (Archiv der deutschsprachigen elektronischen Literatur), and netzliteratur.net (cf. Hayles 2008, 39–40; Block 2015, 10–11; Rettberg 2019, 3–5; Bajohr and Gilbert 2021, 17–18). Even though they have not archived the entire field as of yet, many of the digital works preserved there would have otherwise vanished from the internet. Next to hypertext poetry, this also includes Flash poetry.
 
                Flash poetry is named after the software platform Adobe Flash, which poets mainly used to program and display audiovisual poems, especially between the late 1990s and 2010. Digital poets created all kinds of animated, kinetic, and interactive poetry that could be viewed using the Flash player, which was terminated by the company on December 31, 2020. Nevertheless, many of these poems were preserved on the ELO platform, where users can run them using the Flash emulator Ruffle. One example is Alison Clifford’s “The Sweet Old Etcetera” (2006), in which she transformed visual poems by E. E. Cummings into an interactive, audiovisual poetry collection. When clicked on, the letters and punctuation start to move; they come in several sizes and from different directions, group into shapes, and disperse again, while also producing tonal elements (cf. Schäfer 2015, 173–176). Like this example, a great number of Flash poems either use excerpts or quotes from pre-existing poetry as their starting point for novel creations, or they adapt formerly analog poetry into the digital sphere, often visual and concrete poems. For instance, Johannes Auer’s adaptation of Reinhard Döhl’s well-known concrete poem “Apfel mit Wurm” (1970) into “worm applepie for doehl” (1997), in which the worm eats through the apple and ultimately leaves it behind, is not merely digitization but an audiovisual transformation that opens up new levels of meaning (cf. Bachleitner 2005, 307). Moreover, these examples, and Flash poetry in general, exhibit some game-like qualities: alongside the playful way in which they encounter language, this includes their audiovisual features and their use of a play-button, as well as the options that they present to navigate through poems by clicking on words and other elements that then change their behavior or bring new words, phrases, visuals, or sounds into being.
 
                Game poetry displays an increased form of interactivity and more audiovisual layers than most Flash poems, but is also more inclined to mix genres, as it has been conceptualized similarly to video games and can manifest, e.g., narrative traits (cf. Aarseth 1997, 4–5; Strehovic 2013, 8–9; Rettberg 2019, 87–88). Since the 2010s, game poems have been designed to be played on not only computers but also smartphones. One early example is “Strange Rain” from 2011, created for the iPhone by Erik Loyer. Users can play it in three different modes operating their touchscreen (which displays photorealistic images of the sky) to navigate through words, sounds, and pictures in order to produce poems that resemble visual and concrete poetry at times. This example also demonstrates that game poems and digital poetry in general are highly complex, e.g., in regard to their levels of multimodality and interactivity, and therefore in terms of the technologies used in their production. Poets have to become “poet-programmers” (Funkhouser 2007a, 330) – in other words: they require either advanced coding skills themselves or support from programmers in order to create digital poetry, which is also the case for the next subgenre presented here, namely code poetry.
 
                There are three main types of code poetry: Some code poems employ a code-like orthography, meaning that they are written in a style that resembles programming languages. In digital literature research, the computer artist most widely associated with pseudo-code is Mez (Mary Ann Breeze), who created the hybrid poetic language mezangelle which she uses to write code poetry and other forms of code work. Through the particular application of linguistic signs, this computer English looks like source code but can only be read by humans, not interpreted by machines (cf. Cramer 2005, 94–95, 99–100; Hayles 2008, 20–21; Bootz 2013, 43; see Mez 2006). The second type are code poems written in a particular programming language, which nevertheless cannot be executed. They cannot be compiled and run for different reasons, for instance, because the scripts do not contain instructions for the computer, are (intentionally) flawed or, as in the early and often-cited example “Black Perl” (1990), because they include an exit command right at the beginning of the poem (cf. Cramer 2005, 95; Tomasula 2015, 488–489). The third type are executable “poegrams” (Aarseth 1997, 11; cf. Cramer 2001, 120–123), which combine human-readable text with machine-readable source code. If the poegram’s output is presented together with its script, yet another layer of signification appears as part of the digital poem. On the ./code --poetry webpage by Kerr and Holden (2016a), the viewer can read the scripts of the poegrams (all of which are written in different programming languages) and simultaneously watch them being executed by the machine, creating visual and kinetic content.
 
                Many code poems are arranged in verse and integrate poetic language into the source code in a way in which the semantics of both, functions or instructions and words or verses, become polysemous. They bring together (at least) two different kinds of digital textualities, which usually have distinct addressees and separate reception processes: the interface text that appears on the screen for users to read or look at and the source code’s script that is processed by the computer in order to generate the interface text (cf. Cayley 2002, 1–3, 8–9; Reither 2003, 14–15). By combining programming and “natural” language, the peculiar scripts vary greatly from ordinary language use as well as from regular source code. As a result, code poetry not only questions the place of digital reading and writing practices as well as the materiality of digital writtenness but also reflects on the progression and hybridization of human-machine interactions (cf. Hayles 2008, 21).
 
               
              
                Conclusion
 
                This overview of digital poetry gives insight into the most important types and developments of the genre. Digital poetry clearly has an exploratory quality and has contributed to the reevaluation of reading and writing practices in digital spheres. For this genre, the impetus of experimenting with digital (language) technologies in order to investigate their operating principles and effects seems to be equally important as the poems themselves (cf. Cramer 2005, 87), like in poetic avant-garde and neo-avant-garde practices. The genre can be viewed in the avant-garde tradition but also as part of a much more extensive history of poetic experimentation with algorithmic writing. The techniques and general principles of word combinatorics that were already being applied in various forms of proto-digital poetry have been updated using digital technologies and expanded with the addition of interactive and collaborative features as well as visual, audiovisual, and kinetic qualities. Moreover, as the examples in this article illustrate, many digital poems contain conventional poetic characteristics such as verse, stanza, repetition, rhyme, metaphor, etc., but they also reflect or comment upon, or subvert traditional understandings of poetry. Digital poems therefore lead to playful encounters with different language systems and manifest poetic qualities such as excess structuring, alienation, deviation, etc. (→ I.3 Poetic Language). In addition, numerous digital poets select pre-existing poems from all kinds of epochs as their source texts or databases or in order to adapt them to the digital sphere, through which they connect their work to poetry as a genre, as well. It is worth mentioning here that many of the “voices exploring the new territories of networked and programmable media” (Hayles 2008, 23) are digital poets and scholars of digital literature, who also contributed to the genre’s theory building from an early stage, such as Eduardo Kac (1996), John Cayley (2002), Loss Pequeño Glazier (2002), Brian Kim Stefans (2003), and Noah Wardrip-Fruin (2007), to name just a few (cf. Block 2015, 23–24).
 
                There are undoubtedly more forms of digital poetry that have not been mentioned in this article, mainly because they have not established a trend or because they have been poetic experiments carried out by individual poets. These include virtual reality, 3D, and holographic poetry (for in-depth discussions of these subgenres, see, for example, Hayles 2008; Bootz 2013; Block 2015; Rettberg 2019). Additional types that might be considered part of the genre in a broader sense have been left aside because they are discussed in other articles in this handbook. In particular, this concerns poetry that works with digital voice and speech technologies (→ I.11 Voice and Orality; II.4 Recorded and Mediatized Poetry), which is explored in regard to studies on the voice and sound studies; further types of audiovisual poetry such as poetry films (→ II.5 Audiovisual Poetry) that may also make use of digital technology but need to be examined using approaches from film studies; and poetry on social media platforms (→ II.7 Social Media Poetry) that is distributed through digital media and devices but does not make use of programming or software for aesthetic means, except for X/Twitter poetry, as discussed above.
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                Platformized socially engaged poetry
 
                “[G]enre feels as fluid as gender to me,” said the Vietnamese-American poet and writer Ocean Vuong (quoted in Murphy 2017, n.p.), and, concerning the genre of poetry on social media (→ I.1 Lyric genre theory), this fluidity is clearly evident. With the constant stream of poetic writing within the social media sphere, specifically since the 2000s – after the establishment of the platforms that became major podia for poetry (Twitter: 2006, Instagram: 2010, TikTok: 2016) – “new” forms and formats of poetry not only revive “classical” notions of poetry but also seemingly challenge the concepts of poetry and even literature, as the following discussions demonstrate. The rapid “co-evolution” or “technogenesis” (Hayles 2012, 13) of technology and humans also means that coverage of the vast quantities of current poetry creations, productions, uses, disseminations, collaborations, and readings on social media and beyond in its entirety is impossible. Hence, rather than a finite catalog of social media poetry, the article at hand provides a snapshot of platformized poetry in the postdigital condition – more specifically, of socially engaged e-literature on Instagram, Twitter, and TikTok in English, Polish, and German posted within the timeframe 2018–2023. Whereas the analyzed examples on Twitter refer to poetry on the platform before Elon Musk’s take-over in October 2022 – the critical state of the platform after the implemented changes needs to be adequately described and is beyond the scope of this article – examples on TikTok and Instagram are also taken from the year 2023; the poetry analysis on these ever-changing platforms is therefore a contribution to an archival effort.
 
                Before discussing the structure of the following article, the postdigital condition needs to be made clear: It is a sensibility – captured in the poems – toward the mash-up culture of the internet, with its intrinsic platform origins and influence of online spaces, as well as in relation to “older,” poetic traditions. Taken together, the discussed poems embody a high hybridization “of ‘old’ and ‘new’ media” (cf. Cramer 2015, 24; see also Holm Soelseth 2023, 54). Furthermore, the intertwining of analog and digital materialities as well as techniques along an online-to-offline continuum – “AFK” or “away from the keyboard” as Legacy Russell (2020) uses it in reference to Nathan Jurgenson – constitutes the postdigital aesthetics of the poems. For example, poems on Instagram are interconnected with and used for protest signs during public demonstrations (see Cleo Wade [@cleowade] “We Are the Builders” in the context of the Black Lives Matter movement; posted on July 23, 2020). Or the vintage form of “nosthetics” (i.e. literary nostalgia aesthetics; cf. Grubnic 2020, 147) within Instapoetry and its relatively short text- and typewriter-, text-image-, black/white-aesthetics illustrates a direct reference to the materiality of books in a digital environment (e.g., in Anna Ciarkowska’s [@ciarkowskapisze] unnamed poem from her series “Dewocje” [Devotions], Instagram, posted on June 7, 2021).
 
                Returning to the outline, the next section illustrates the major points of contention in the literature with regard to definitions of Instapoetry, Twitterature (cf. Kreuzmair et al. 2022), and TikTok poems as poetic genres. These points of contention are brevity, the tradition of digital poetry, and visuality, to name a few. The section argues that none of the mentioned markers are ultimately definitive characteristics but are rather described possibilities of how certain forms of Instapoetry are visually manifest. Additionally, these qualities follow discussions which have dominated social media poetry in academia so far. Following that, the text will show how a theoretical switch from solely form-based genre discussions to include the notion of affordances as it relates to social media poetry is more expansive and highly productive in terms of a multifaceted genre analysis. With that in mind, the affordances of multimodal creation, self-branding, creating and/or interacting with affect, and participation will be further explained in detail with references to specific poems/poets. The hereby presented list is not exhaustive as it excludes strands of, e.g., patriarchal “pseudo-feminist” poems. The common element uniting the poems discussed in this article, though, is a platformized, audiovisually oriented medial environment and an orientation toward a socially engaged nature in poetry.
 
               
              
                What defines social media poems?
 
                The term Instapoetry is strongly associated with Instagram, the platform which this poetic practice inhabits (cf. Knox et al. 2023, 3). It reflects a number of this poetry’s ascribed traits – on this platform and beyond: its supposed immediacy (“instantaneity”), accessibility in terms of style and media literacy (cf. Manning 2020, 267, 272), as well as simplicity (cf. Grubnic 2023, 212). The academic literature often describes this form (and especially its early realizations) in terms of a short or small form. This characteristic is not only associated with the length of some Instapoems or their ephemerality (see Perlow 2019) but also links Instapoetry to minimalist poetry traditions (cf. Olson 2023, 1), namely to “micropoems” (Knox 2022, 479) and forms such as aphorisms or epigrammatic writing, to small presses, and, furthermore, to the highly “traditional” genre marker of brevity and implied poetic density per se (cf. Müller-Zettelmann 2000, Ch. 3.2). Brevity is also distinctly referred to as a defining factor by Lytter Zine, a German-language Twitter poetry zine collective (main activity: 2020–2021), which defined Twitter poetry via the neologism “twyrik,” a combination of Twitter and Lyrik (poetry). They claimed that the platform’s character limits, along with ways of circumventing them in a humorous manner, constitute another marker of “poetic density” (Mahmoud and Löffelbein 2021, n.p.). Some authors even go as far as calling conceptualizations of Instapoetry “instalyric” (Holm Soelseth 2023, 55) in reference to the short repetitive poetic structure, or name them “(lyric) poetry” (Penke 2023, 51). Please also note that the capitalized spelling of instapoetry is an editors’ choice and solely reflects stylistic reasons. Argumentatively, this article follows discussions in favor of a lower case spelling that decenter technocapitalist determinance in unison with a nuanced approach toward ambivalence as a core principle of the socio-aesthetic and platformized poetic phenomenon that instapoetry is (cf. Mackay and Mackay 2023, 5–6).
 
                Terminologically, there seem to be two existing schools of thought. Some researchers regard the cross-media format of Instapoetry as an essential part of its genre – whether it is printed in book form, published on Instagram, woven into mittens, or sold as slogans on cups or tote bags (cf. Holm Soelseth 2023, 51) – while acknowledging platform-boundedness as one possible medial form. Others emphasize the platform-dependence of Instapoetry as its prescriptive characteristic, expressed by the foregrounding of “the genre’s dependence on a distinct medium” (Knox 2022, 483) and its definition as a “digital vernacular mode of expression” (Khilnani 2023, 14) or a “digitally distributed cognition ecosystem” (Tselenti 2023, 60). In other words, the latter position always returns to the platform as a mode of poetry distribution or even as a publisher of poetry, thus as a factor of utmost importance.
 
                These discussions all include a desire to demonstrate the relevance of the platform ecosystem: to categorize the analyzed poetry as a separate form of digital literature, as “platform literature” (“Plattformliteratur;” Bajohr and Gilbert 2021, 14); or, moreover, as an equally important overall constitutor of digital literature – with its creative exploration of certain media operators at its center and its rich history founded in digital art, the literary avant-gardes, and the broader conceptualizations of e-literature (incl. e-poetry; see also Hayles’ 2007 argument of e-lit’s constitutive “network media”; see Flores 2019 for the mash-up culture of the internet pertaining to literature; Danai Tselenti for Greek Instapoetry as “digital media art,” 2023, 62).
 
                A current approach to situating Instapoetry in the arts (→ III.13 Media Art Research) is offered by Yasamin Rezai, who describes it as a “visual and literary digital art,” “digital poetry” as well as “visual poetics as a form of digital activism” (2023, 148). The literary-visual duality of online poetry becomes particularly evident when looking at influences of glitch art, post-internet visualities, or combinations of paintings and poems in carousel posts. For instance, Yrsa Daley-Ward’s [@yrsadaleyward] visual poem “it happens without you” (October 9, 2023) combines her text with the social realist painting “Conversation” (1981) by Jamaican artist Barrington Watson in a post on Instagram. The conceptualization of social media poetry as e-lit as such lies at the basis of this article’s argument – which sees the arts as constituents of the digital poetry tradition as well as internet aesthetics/visual culture as this phenomenon’s “influencers.”
 
                Visuality as the most distinguishing feature of poetry on social media is also emphasized in the anthology Instagram poetry for everyday (Atkinson and McCabe 2020). Its editors link Instapoetry to “photopoetry” and offer the medium of photography as the binding element across a vast manifestation of genres and styles on Instagram, e.g., “nature poetry,” “political poetry,” or “sonnets and haiku” (cf. 2020, 7–8). Niels Penke’s 2023 study of Instapoetry as a phenomenon is even called Digital Image Texts, thereby paying tribute to the inherent intermediality and multimodality of Instapoetry. Several humanities scholars have emphasized multimodality as a defining characteristic of Instapoetry (cf. Korecka 2023, 121; Knox et al. 2023, 10; Grubnic 2023, 142; Holm Soelseth 2023, 55). Furthermore, this observation can be extended to all kinds of social media poems to varying degrees, with Twitter currently being more text-based, to Instagram including rather static images, and TikTok completely relying on videos.
 
                Moreover, poems move between platform-conforming and -challenging visual trends. This broad visual range manifests itself in the continuously emerging “sub-genres” or audiovisual trends across social media platforms such as “CoreCore” poems on TikTok (#corecore), e.g., “do you feel it?” (July 17, 2023) by masonoelle [@masonoelle]. These videos are anti-capitalist or merely ironic, playful commentaries on the fragmented aesthetics and over-saturation of information within internet culture and could be compared to Dadaist experiments because of their seemingly non-sensical editing of found materials (see Pitcher 2023). Despite their seeming superficiality, these poetic experiments are often connected to literary tradition. For instance, the Twitter, and since the end of 2022, Mastodon bot @gomringador, created by Kathrin Passig, has been re-using Eugen Gomringer’s poem “Avenidas” from 1953 as a basis for poetic explorations on the discussion of sexism and poetry in public space (cf. Glanz 2021, 13). Numerous tributes to the famous Polish Nobel Prize-winning poet Wisława Szymborska can be also found throughout Instagram via the hashtag #wisławaszymborska. Objectivism, William Carlos Williams and his “simple” language, as well as flarf poetry are also relevant points of an established historical lineage (cf. Knox 2022, 485); Williams’ poem “This is just to say” (1938) also serves as the basis for the poetological @sosweetbot on Twitter (cf. Glanz 2021, 13).
 
                While the genre features discussed above – brevity, common historical precursors, multimodality, platform-specific vs. cross-platform functions – pertain to a certain pool of poems on Instagram and elsewhere, poets also find creative alternative strategies to subvert them. Some have created longer poems by using the slide-carousel post-function, with multiple slides containing longer texts, and/or by adding visual material such as illustrations, poems, magazine snippets, or memes (e.g., Kate Baer’s [@katejbaer] poem “Transfiguration” 2023). Others employ heightened complex language and visual forms – evident, for example, in poems published in the zine “Filter” [@filterinstazine], funded by the Electronic Literature Organization. Thus, as the discussions above illustrate, it is not possible to offer a single genre definition that would encompass the totality of social media poetry practices without significantly simplifying them. Additionally, some poets (e.g., Hollie McNish or Amanda Lovelace) reject or criticize such labels as “Instapoetry,” as they imply a diminished aesthetic value (see Watts 2018, Leszkiewicz 2019; → IV.7 Digital Publishing of Poetry and its Detractors). These classification terms are used to denigrate the poetry of women, particularly of women of color, by distinguishing it from poetry proper, resulting in sentiments of rejection toward this terminology. Others invent their own names in manifestos, e.g., the abovementioned “twyrik.” Following Bella Boqo (cf. 2023, 83), among others, this article aims to delineate the phenomenon of participatory and socially engaged online poetry in a non-normative manner.
 
                Scott Rettberg speaks of the genre of electronic literature (in which he includes early forms of →II.6 Digital Poetry) as “considerably resistant to clear lines of demarcation” (2019, 9). Danai Tselenti also fittingly argues with regard to poetry on social media that there is “a challenge in terms of treating Instapoetry as a homogenous genre with fixed features” (2023, 74). Hence, it is more useful to attempt to explain the “genre” of social media poetries with the concept of affordance as it additionally allows for emphasizing not only the formal, but also the socio-political, “poetic-aesthetic,” (Staśko, n.p.) institutionally bound aspects of the practices. In the words of Audre Lorde, “[f]or women, […] poetry is not a luxury […] it is a vital necessity of our existence” (1984, 36). Thus, the lens of affordances allows for the integrating of this existentially driven basis of poetry and fosters many-sided arguments.
 
               
              
                Affordances and social media poetry
 
                The term affordance, which stems from environmental thinking (see Gibson 1986 [1979]), was further developed by Dan Norman in a design context (see 2013) and is a now popular way to describe how social media platforms “afford” certain actions (cf. Bucher and Helmond 2018, 233–253; Davis 2020, 18, 22). In the context of social media, affordances explain how, in a human-technology relation, certain actions are made possible (afforded) but also constrained (limited) by a myriad of factors such as certain platform features, media literacy of the users (poets and/or readers), the context of production, consumption, and creation, etc. (cf. Korecka 2023, 125). Several affordances are particularly important for the genre of social media poetry: for multimodal creation, for self-branding, for creating and/or interacting with affect, and for participation.
 
                Firstly, the category of genre needs to be multimodally expanded or updated beyond the sole analysis of “text” (→ III.14 Media linguistics and multimodal studies), taking multimodal genre markers and their visual “disruptions” of social media use into account. The affordance for creating multimodally stems from the functions of the platforms and the media literacy of its users. At the moment of writing, the manifold creative communities on social media and their aesthetics are highly multimodally diverse, with the expectation of more styles appearing in the future. (Audio-)visuality is realized through the use of colors, specific typographies, editing, cut-up techniques, disruptions and glitches, or continuities and serialities. Interactivity, audience interaction within comments, hashtags as theme categorizers, broadcast channels, and collective poetry accounts that re-post famous “book poems,” e.g., [@poetryisnotaluxury] (2023) are influential for the multimodal aesthetics of Instapoems, Twyrik, and TikTok poems. To account for these aspects, the analysis of social media poetry ideally considers the entire poem with its paratextual additions (location tag, comment section, the caption, tagged and/or connected profiles), as well as its “context of use” – i.e., the ways it is read and interacted with. Audiovisuality in combination with popular culture also plays an immense multimodal role, manifesting in intertextual and intermedial references to classical writers, found poetry, or diary-like galleries.
 
                Continuing the multifaceted socio-aesthetic poetic possibilities here, only a few visual realizations of poetry on social media platforms are included here: Thus, the use of diverse analog, fragmented materialities plays a role in collagist poetry (e.g., works by Simone Scharbert [@simonescharbert], e.g., the anti-right-wing poem “Europäische Nacht” [European Night] 2023). The fragmentary poetic circulation and intertextual allusions to modern poets Anne Carson or Sylvia Plath happen in memes or bots (cf. Nguyen 2023), and materially-rich poems traversing the online-offline continuum to, e.g., gallery exhibitions are created by Astra Papachristodoulou, [@heyastranaut], in the form of poetic protest banners or as blackout poetry, for instance (“bi-erasure poetry” – blackout poems on biphobia; → I.4 Poetological Poetry). Other poetic ventures include poetry in the form of animated book pages which are exhibiting the work process; poetry in the realm of therapeutic cultures and self-help, e.g., the aesthetic-content phenomenon of the “sad girl poem;” “nosthetic” poetry utilizing the 35mm filter on Instagram or black/white-typewriter topography; diary style-scrapbook-fragmented poetic projects such as “SNOW” [@snowshelleyjackson] by Shelley Jackson or other poetological works by collective accounts; etc. While these are not exhaustive, this list showcases how many different multimodal styles are afforded in a poetic human-technology interaction.
 
                Secondly, the affordance for self-branding and the pressure platforms put upon poets to utilize the spaces in this way is another central, institutionally-bound social media poetry genre marker. Not only is an individual poem-post affected by these affordances, but the whole creative practice of the social media poet as well as the aesthetics of their work are influenced by platforms. This manifests in, e.g., the timing schedule and visual patterning of posts (seriality), the advertisements that are sometimes placed together with a poem, and the self-fashioning of specific artist names, sometimes a pseudonym, in the form of account handles and their repetitions through hashtags. Circulations through collaborative tagging as well as the “branding” of the author persona contribute to a perceived authenticity, too (see Pâquet 2019). This also means that, in addition to their creative output, the author must also perform visibility labor (see Holm Soelseth 2022), taking on the roles of the marketing team, the publisher, the PR specialist, the agent, the designer of merchandise, the editor, and the administrator of cross-platform work (unless they are highly commercially successful, like, e.g., Rupi Kaur, and can employ working teams). This puts a particular burden on marginalized authors whose content is often “shadowbanned,” i.e., pushed down on explore pages, and therefore made less visible by racist and sexist algorithms (cf. Noble 2018). Since the social media environment is a continuously changing one, cross-platform work is a popular avenue, as are “traditional” book publications or ventures into media art. For monetization efforts, a solid fanbase and the placement of ads are usually necessary as the initially free content is not monetized. Thus, it can be said that the affordance for branding is entangled with social media poetry as a platformized genre since it functions through “the penetration of digital platforms’ economic, infrastructural, and governmental extensions into the cultural industries, as well as the organization of cultural practices of labor, creativity, and democracy around these platforms” (Poell et al. 2022, 5; cf. Korecka 2023, 130).
 
                Thirdly, another highly important affordance in the context of social media poetry is the affordance for creating affect and intimacy. Poets might use location tags and hashtags as topical categorization tools but also for messaging or for calls to action in an activist sense (movement-specific slogans, for instance, can heighten the poet-reader relationship). Moreover, affect can be expressed by poets and readers, (who are sometimes poets themselves) through multimodal possibilities, such as emojis. For instance, the sparkles emoji can have a humorous effect for social media-savvy people if it is placed in-between words with a serious connotation to express “anti-seriousness”: “[S]parkle sarcasm,” as the linguist Gretchen McCulloch terms the phenomenon, refers to a culturally-specific internet history (cf. 2019, 137–139, 149). Affective expressions in poems may strengthen the poem’s arguments, as well as the debate in the paratextual comment section. Gulsun Ciftci even advocates for a general “affective close reading” (2022, 10), which could, for example, concentrate on the role of anger and its effectivity in the Polish feminist movement “Strajk Kobiet” and its poetry – e.g., by Rudka Zydel [@rudkazydel] – a part of demonstrations against the curtailing of women’s rights in Poland since 2016. These affective-emotional expressions are also translated to the imagery, language, and rhythmic structures of poems, as well as to the use of voice, the poem-post’s placement in the gallery, the utilization of certain hashtags, etc.
 
                In addition, social media poetry often employs the lyric address in a second person “you” or a plural first person “we.” This creates an “empty space” to be filled by the audience, as Heinz Schlaffer argues (cf. 1995, 40–41; → III.1 Lyricology). Jonathan Culler speaks of the “triangulated” address, where the speaker addresses a third party as a way of indirectly addressing the readers (2015, 186–187). This can be transferred to the visual realm, where common art-historical markers such as design can be used to address a specific audience within (feminist) poems, as well as within promotional material. This approach geared toward a potential readership includes appealing, community-specific color use, and visual parallelisms to a text-based lyric address in the form of popular poetry-anthology-shots that show a book lying on a blanket, thereby making space for and encouraging users to start reading, for example (e.g., as used by Nikita Gill [@nikita_gill] or under the hashtag #booktok). So, in relation to genre, affect plays a major role in the construction of poems that are connected to socio-political movements and specific calls to action as well as relationship-centered poems. This combination of lyric address and the expression of affect in an intimate way within social media poetry can be seen as an actualization of traditional genre markers that are combined with the affordances of the platforms. As more general research on affect in social media has demonstrated, the affordance for emotional mobilization is a marker of social media per se – in a positive as well as negative way –, which is also utilized around social media poems, as in the comment/discussion sections (see Papacharissi 2014; Korecka 2023).
 
                A fourth affordance shortly discussed here is the possibility to connect, the opportunity to participate, and the so-called “community building” around poems in social media. In general, social media is “accessible” to anyone with an internet connection. On the one hand, connection applies here to actual groups that gather for a socio-political cause with the help of comments, a.o.; on the other hand, participation also manifests visually and, at times, expresses an artistic sentiment to playfully engage with platform features. Thus, comments underneath poems, tagging, replies to, and likes of comments can potentially foster a connective sphere. Especially in the context of socio-political poetry, hashtags in the comment section can create alliances and solidarity, reminiscent of a participatory culture (see Jenkins 2016; e.g., #mentalhealthpoem on Instagram or TikTok). In empirical research, however, actual users’ opinions need to be deliberately studied for definitive statements. Concerning participation in terms of creative playfulness, interface elements are explicitly designed to elicit maximum engagement and interaction between users. Additionally, borders between roles ascribed to poets and poetry readers, respectively, are diffused, with many users playing both roles simultaneously. Platforms can become creativity enclaves, as the use of filters and third-party applications for the conception of reels and other social media poems make it relatively feasible for people, especially those with prior knowledge and a high media literacy, to create multimodal poetry. For attempts to create poems beyond the wishes of the platforms – as they are laid out in the Terms of Use conditions – or visual alternatives beyond pre-set features such as platform filters, creative and complex circumvention strategies need to be applied. For instance, some poets (seemingly) photograph material that was created in an analog manner and further digitally edit/remediate it, e.g., Charly Cox [@charlycox1] in certain poetic instances. Others create visual poetry in a series format and thus approximate a reproduction or facsimile of the algorithmic structure. With that, poets criticize the platform-capitalist environment of Instagram, a case in point is xtine burrough’s [@xtineburrough] series “Paying It Forward, M.I.A. Edition,” tagged under #poemsaboutcapitalism (e.g. May 4, 2023). Participation can as such be regarded as a creatively afforded tool, but also as a potentially occurring social mechanism amongst readers/poets.
 
                To conclude, a variety of influential genre factors can be considered when switching from traditionally laid-out genre traits to the affordances at play in social media poems. The affordances of multimodal creation, self-branding, affect creation, and participation can be seen as genre-defining as they ultimately determine poetry’s aesthetics, its associated reading experience, as well as its contextualization in the social media sphere. Therefore, case-by-case analyses according to the mentioned affordances seem meaningful at this stage of social media poetry existence and research in order to determine in how far (sub-)genres develop, exist, and function on an aesthetic as well as on an institutional basis.
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              Poetry has been a venue for political discourse since classical antiquity (cf. von Ammon 2011, 146; see also Günther 2016). Throughout the history of world culture, poets have made use of poetic texts to convey a multitude of political messages, including, but not limited to, invectives, panegyrics, social protest, and calls for upheavals and revolutions. The flexibility and diversity of poetry in its long-standing relationship with the political realm paradoxically coexists with the general, non-professional perception of poetry as a space almost exclusively confined to the expression of individual feelings and with a penchant for obscurity. Although poetry’s political capability has been a constant since ancient Greek culture, one can claim that with the growth of technology and its penetration into the everyday life of consumers around the globe its social potential has received a significant boost. In the digital age, poetry has become an easily accessible venue for reflecting, discussing, and spreading awareness among large audiences on a wide range of political topics (cf. Shakargy 2020, 332), from the effects of free-market capitalism on communities to human and animal rights, and environmental issues. With its large array of rhetorical devices and its penchant for intermediality, poetry can be approached as “a form of speech that can influence people to act in certain ways in the public and political spheres” (Dowdy 2007, 4). A wider recognition of poetry’s deep entanglement with several spheres of the social and the political should put an end to that constant demand for justification that has traditionally come from some segments of its potential audience (cf. Heß et al. 2022, 4).
 
              This contribution will first discuss the tenuous distinction between political and activist poetry. Then it will provide some examples of contemporary political poetry, including on such themes as social justice, minority rights, and environmentalism, pointing out the various strategies that scholars have identified as instrumental for poetry’s ability to convey messages, foster awareness, and, possibly, promote change among various communities. The third section will be devoted to (trans-)national struggles in online poetry. Finally, focusing on contemporary Belarusian and Ukrainian activist poetry, the last part will reflect on the role of social media in the dissemination and impact of a specific kind of political poetry, defined as community-building through a national lens, in times of acute social and political crisis.
 
              
                Defining political and activist poetry
 
                In an entry on political poetry on the Poetry Foundation website, American poet Christopher Soto quotes from Edward Hirsch’s definition: “The premise of political poetry is to carry ‘news’ or information crucial to the populace” (2017, n.p.). According to Hirsch (and Soto), political poetry acts as a medium of social communication able to convey critical messages to possibly large audiences. Political poetry can be distinguished from protest poetry, which Hirsch conceives as “[p]oetry of dissent and social criticism. It protests the status quo and tries to undermine established values and ideals” (Soto 2017, n.p.). Not limiting itself to providing readers and listeners with information (cf. Edmond 2021, 274), protest poetry has the ambition to have a lasting impact on the whole body of society and support change. While in Hirsch’s view all poetry aiming at influencing ideas and behaviors is “protest poetry,” this kind of poetry can also be viewed as part of a broader category, that of “activist poetry.” In comparison with the “protest” label, which insists on the act of criticizing more than on the outcomes of dissent, activism stresses the role of poetry as a means of direct intervention in the realm of social and political life.
 
                Some theorists and poets consider all poetry to be political. For example, in a 2018 TED talk, American poet Amanda Gorman said that “it’s this openness, this accessibility of poetry that makes it the language of the people. It’s this connection making that makes poetry, yes, powerful, but also makes it political” (2021, n.p.). Similarly, drawing on Theodor W. Adorno, Jon Clay claims that “politics are inscribed in the form and structure of a poem” (2010, 152), with any formally innovative poem challenging the status quo through its very existence, its intrinsic performative gesture. By the same token, formally conservative poetry could be read as an expression of a certain extent of social and political conservatism (see Kurp 2017), although such an analogy is clearly far from representing the whole spectrum of contemporary poetry. David Orr has defined politics “as the most favorable non-artistic arena for poetry” (2008, 412). However, other scholars have argued that only poems that explicitly thematize political themes should be viewed as political (cf. Kreppel 2009, 118). If the political dimension of poetry as a genre is set to remain up for debate, it should be easier to achieve consensus on activist poetry, which can be defined as a type of poetry that openly embraces its political power and strives to combine words and action, to transform words into deeds.
 
                In his book on modern American poetry and social movements, Clemens Spahr has pointed out the paradoxical nature of activist poetry, torn between its goal to foster inclusion and its being rooted in the same hierarchical structures that produce inequality (see 2015). Being produced and disseminated in and through the framework of capitalism and globalization, activist poetry actually perpetuates the same dynamics of inequality and exploitation that it strives to undermine (cf. Spahr 2015, 5). At the same time, the ability of politically engaged poetry to produce new subjectivities united by a sense of solidarity makes it an important factor in the fight against social injustice. As Spahr puts it, “[p]oetry’s cultural work, then, consists in mapping ideologies that sustain global capitalism, while at the same time establishing a poetic space for the imagination of a global solidarity” (2015, 2). Other poets and scholars have foregrounded the ambiguity of poetry as a genre with a conflicting reputation, torn between elitism and popularity (see Majmudar 2015; Staff 2015). On the one hand, poetry can become a commodity (→ IV.6 Contemporary Poetry as Commodity), thus sustaining the very mechanisms of social and labor injustice that activist poetry aims to criticize (cf. Walton and Luker 2019, 16). On the other hand, as a profoundly intimate experience that may require dedicated time, readiness for interpretation, and emotional capacity, poetry is able to provide spaces of freedom from alienation, thus facilitating the fight for justice.
 
               
              
                Themes and strategies of activist poetry
 
                Activist poets are engaged in spreading awareness and possibly promoting change on several issues that affect society, including, but not limited to, gender inequality, speciesism, and the uncontrolled exploitation of environmental resources. This section will discuss some contributions dealing with various examples of contemporary activist poetry focused on different themes and hailing from different backgrounds. What emerges from the literature on activist poetry is that it is often difficult to separate themes, with various manifestations of inequality playing a central role in each of the issues that activist poetry strives to tackle.
 
                Commenting on writer and activist Sonya Renee Taylor’s Facebook project “The Body is not an Apology,” Valerie Chepp writes that “[w]hat started as a spoken word poem has evolved into a multi-issue social justice advocacy organization that connects individual body empowerment to broader – and intersectional – racial, feminist, queer, disability, and economic justice issues” (2016, 44). Mentioning Taylor’s approach to poetic words as a “tool,” Chepp notes that “the poets have an intersectional and multifaceted understanding of inequality. Poets use spoken word as a platform to advocate for issues, a mechanism to build allies and networks, and a means to engage and mobilize these networks” (2016, 44). In Chepp’s view, the effectiveness of Taylor’s and other activist poets’ success in impacting communities through social media is linked to activist poetry’s proximity to storytelling (→ IV. 2 Staging the Self in Spoken-Word Poetry), its containing a moral, and the explicit character of its performative nature (cf. 2016, 45).
 
                In her study of vegan poetics based on Arianna Reines’ 2006 poetry collection The Cow, Jessica Holmes defines activist poetry as a kind of poetry “engaged in such interventionary and reparative practices of thought” as fighting anthropocentrism and fostering the rights of frailer, non-male bodies, both human and non-human (2020, 238). Like Chepp, Holmes also notes the intertwining of various spheres of social activism, including anti-speciesism and feminism. But while Chepp sees poetry’s often neglected storytelling resources as the key to its impact success, Holmes focuses on the dangers of metaphor, which risks frustrating poetry’s efforts to enact change through persuasion (cf. 2020, 243–244). She identifies concreteness as a strategy to overcome the trap intrinsic to poetry’s penchant for tropes: By choosing to write “a text of cow” instead of a generic “text of meat,” that is a concrete (female) protagonist for her poetry, Reines avoids metaphorical translation and does justice to the cause that she is fighting for, hence “actively striv[ing] against the ongoing erasure of oppressed bodies” (Holmes 2020, 248; on poetry as a means to reclaim oppressed, unaccepted female bodies see also Schoppelrei 2019, 77–78).
 
                In light of the environmental crisis, climate change poetry is a subtype of activist poetry that can be expected to grow (→ IV.12 Posthumanism and Poetry in the Anthropocene). In his studies, Sam Illingworth has emphasized the many ways in which climate change poetry tries to impact readers, from “fear-inducing representation” to positive, “non-threatening imagery that links to people’s everyday concerns,” which he sees as “far more valuable for raising awareness and promoting action” (2022, n.p.). As in the case of poetry centered on human and non-human rights, environmental poetry also intersects with a number of other discourses, including slavery and colonialism (→ III.5 Postcolonial Studies). Illingworth foregrounds poetry’s capability “to communicate complex scientific concepts to non-specialist audiences,” which he has used as a way to “inspire environmental action” through a poetry contest aimed at publishing a multilingual poetry anthology (Manchester Metropolitan University 2017). Conversely, Chao Xie points out how climate-change poetry often “targets at eliciting activism by provoking visceral emotions, such as fear, regret, and guilt from readers” (2022, 5). Both scholars agree that climate-change poems “attach increasing attention to women, ethnic minorities, and non-human beings that actually bear the brunt of climate change and suffer the greatest consequences” (Xie 2022, 4). As shown by these examples, activist poetry may use different strategies to invite readers to act, from arousing emotions through metaphors to providing facts in plain language.
 
               
              
                Poetry and (trans-)national struggles
 
                Poetry has a long history not only as a platform for discussing social and political thought, but also for spreading revolutionary content. In his book on revolutionary poetry in twentieth-century Iraq, Kevin Jones claims that “it was the capacity of poets to mobilize mass audiences and shape mass culture that forced political authorities to recognize the threat posed by poets” (2020, 191). Poetry’s ability to foster upheavals and strengthen communities united in a fight for justice and independence in times of revolution also shows the ambiguity of its relationship with the national sphere (cf. Aberbach 2003, 256). In its various treatments of matters pertaining to issues of nationality, migration, and displacement, contemporary poetry both promotes inclusive, transnational identities, and supports the fight of oppressed nations in their struggle against colonial powers and/or their consequences in the political life of formal colonial states. A striking feature of most contributions dealing with contemporary poetry as a platform for national emancipation in different countries and areas of the world is that they tend to foreground the digital dimension of such poetry, pointing to a particularly strong nexus between online literary communication and post- and anticolonial national struggle.
 
                Discussing contemporary African poetry, Tanure Ojaide has problematized the aesthetic value of online (activist) poetry, pointing out its ambiguous nature, which combines an important push towards the democratization of writing with “a lack of gatekeeping in self-publishing and the online posting of works [that] has adversely affected the quality of poetry” (2015, 147; → IV.7 Digital Publishing and Its Detractors). Commenting on the legacy of Nobel-prize winner Wole Soyinka, Ojaide emphazises the fundamental role played by activist poetry in political battles in Nigeria and other parts of Africa even before the digital age (cf. 2015, 121). Other scholars have stressed how poetry writing inspired by the encounter with distant communities can foster connections to other cultures. In her account of her trips to Rwanda and the poetry that has flowed from these visits, Laura Apol speaks of “‘research poetry’ or ‘poetic inquiry’,” an instrument that “merges the power of poetic artistry, of scholarship, of political activism and self-awareness, and of relational accountability” (2021, ix, 15).
 
                Available scholarship also shows the specificities of political and activist poetry in different cultural, national, and language contexts. In the Chinese case, online poetry has been defined as only “mildly innovative” because of censorship (Hockx 2005, 691), with a limited political potential as a consequence of lack of freedom of speech, although this should not be seen as preventing online Chinese poetry from being aesthetically engaging or personally and socially empowering.
 
                Reflecting on Afghan social-media poetry, Zuzanna Olszewska writes that “[s]een as a major vehicle of ethical intervention, social critique, and even an alternative form of knowledge in this part of the world, poetry is necessarily political” (2023, 142). Drawing on the long history of Persian-language poetry across the whole of the Persian-speaking world, contemporary social-media poetry by Afghan refugee poets “helps to galvanize this affective community” by privileging accessibility and emotional relatability (Olszewska 2023, 144; → IV.8 Representational Politics and Poetry). Images of the horrors of recent Afghan history generate a kind of impromptu writing that is at the same time immediately understandable among target readers and based on a solid local culture.
 
                In his study of poetry arising from Vietnamese-American “refugehood,” Vinh Nguyen quotes Audrey Lorde claiming that “Poetry is not a luxury” (2016, 171, 187; see Lorde 1984). Nguyen sees performance poet Bao Phi transcending the boundaries of nationhood, being at the same time American and Vietnamese (cf. 2016, 171), both (multi)national and borderless at the same time (→ III.5 Postcolonial Studies). That strategy that Nguyen identifies as crucial to Phi’s “written oral poetry” is that of a lyrical subject that although retaining an individual dimension manages to embody and foreground a “We” (2016, 175, 178). By doing so, Phi’s poetry becomes a “tool of empowerment” for communities struggling against marginalization (Nguyen 2016, 188).
 
                Analyzing “online activist ecopoetry” in Brazil, Eduardo Ledesma (2018) shows how indigenous poets make use of traditional themes and topoi to resist against the loss of biodiversity in their lands, thus combining environmental activism with the fight for indigenous rights. Ledesma stresses not only the instrumental role of the internet for the dissemination of activist poetry, but also that “its importance as a tool of social change far outweighs somewhat trivial and decidedly arbitrary, not to speak of culturally biased, questions of its literary merits” (Ledesma 2018, 246; → II.7 Social Media Poetry). With a focus on the Mexico-US border, Sergio Delgado Moya has analyzed the Transborder Immigrant Tool (TBT), “a cell phone-based” “code-switch between computer code and poetry, between activism and aesthetics” (2018, 33). The TBT, which was never employed, was meant to “deliver poetry to its users in an effort to assist in their emotional and mental well-being while offering information about survival during the dangerous journey” (Cárdenas et al. 2007, n.p.) through the Sonoran Desert. Delgado Moya sees in the TBT “a will to disturb the dividing lines that keep what is aesthetic (art, poetry) distinct from and often incompatible with what is political (social intervention, activism)” (2018, 34). He also mentions the term “artivism” used by the TBT producers to characterize it (Delgado Moya 2018, 41), which highlights the tension between the human struggle of the migrants and the commodity character of the tool.
 
                In the digital age, poetry has been responsive to, and a participant in, political upheavals throughout the globe. In this regard, the case of the post-Soviet space is also worth mentioning. Discussing Russian culture and society in the 2010s, Kirill Korchagin writes about “the renaissance of individual hotbeds of civic activism in the early 2010s” (2018, 121), which has brought about a “rebirth” of Russian political poetry after postmodernism. He sees Russian poetry of the 2010s as “balancing between a search for collective unity and focused attention on the individual” (Korchagin 2018, 123). In the early 2020s, one of the most widely discussed examples of Russian-language online poetry with an explicit political agenda is Galina Rymbu’s “My Vagina,” a long poem published on Facebook with the clear aim of shocking conservative readerships and prompting public discussions on conservatism in Russian society and culture (2020a; see von Zitzewitz 2022). A few days later and in response to the criticism that she received on Facebook for her poem, Rymbu, who had left Russia and settled in Ukraine in 2018, published another long poem, ironically titled “Great Russian Literature.” In it she calls for a new, inclusive, Russian-language poetry – not necessarily or primarily linked to the Russian Federation and its culture – with explicit activist goals aimed at fighting repressions and imperialistic attitudes, and fostering inclusion (see Rymbu 2020b).
 
                At the same time, in authoritarian regimes, poetry is often used for propaganda purposes. “Z-poetry,” as the propaganda poetry written in the Russian Federation after the full-scale invasion of Ukraine is generally referred to, is a case in point. Both poets who had shown their loyalty to the regime before and poets who had positioned themselves as independent have used poetry to show their support for the Russian aggression of Ukraine, cast as a heroic act liberation of Russian people in eastern Ukraine. Such poetry, circulated both online and in print, is built around a black-and-white worldview in which Russian soldiers are depicted as saviors of the Russian people, freeing them of the corrupt Ukrainian identity that have been imposed upon them. Z-poets, a phenomenon that can be explained mostly through the high prestige enjoyed by poetry in eastern Europe, aim at boosting public approval for the war by overwhelming readers with emotions.
 
                A challenging feature of contemporary activist poetry aimed at fostering national struggle is its being characterized by both a strong embeddedness in a national context and the globalizing effect of its penchant for online dissemination. This apparent tension may be dampened by the circulation of such poetry among global audiences: Through exposure to texts hailing from a wide range of backgrounds, activists fighting for local and international justice should be in a position to recognize the common ground of many national causes.
 
               
              
                Political poetry in Belarus and Ukraine
 
                It is likely that pandemic-related lockdowns provided a boost to online poetry, with in-presence opportunities less available to writers and readers and the internet as the main medium for most activities, thus making online publishing, reading, and discussions a favorite, if not even the default option for poets, especially for those eager to combine writing and activism. This final section discusses the situation in two countries bordering Russia: Belarus and Ukraine, in which online poetry has been a crucial venue for political fighting. In officially bilingual Belarus, the very choice of the Belarusian language over Russian can be perceived as a political act, although Russian-language poetry can be as politically engaged against the Belarusian regime as Belarusian-language poetry. The protest wave of summer 2020 against Aliaksandr Lukashenka’s then latest electoral fraud was accompanied by an online poetry boom that was both an ongoing diary of the protests and a way to make sense of current events and reinforce a feeling of community among its participants (see Lewis 2021; Achilli 2022), while also ensuring its global circulation. Political themes have been a constant of independent Belarusian poetry since the 1990s (see McMillin 2016), but the closure of several independent publishing houses after 2020 has made online venues even more crucial, although traditional publishing practices by publishers based outside of Belarus have also gained traction. Online dissemination plays a crucial role in both ensuring communication between Belarusian poets abroad with those still living in Belarus, and in facilitating the exposure to Belarusian poetry of non-Belarusian readerships. The occasional use of languages other than Belarusian and Russian for poetry may provide further opportunities of interaction with international readers, as shown by the example of Belarusian poet Julia Cimafiejeva’s “My European Poem” (2020). In this poem, the lyrical subject thematizes the forced choice of the English language as an instrument of global communication with the aim of sharing knowledge on the political situation in Belarus. After 2020, Belarusian poetry, both online and in print and through translations, has been deeply engaged in dealing with the plight of Belarusians in Belarus and abroad in light of the constant erosion of human rights in the country and the lack of perspectives for its political renewal.
 
                In Ukraine, both after the 2014 illegal annexation of Crimea and concealed occupation of swaths of the eastern regions by the Russian Federation, and the full-scale invasion of 2022, poetry has served as a space of resistance and a platform for both internal and international conversations on matters pertaining to the war and the country’s fight for survival. After the factual demise of the blogging platform Live Journal in the early 2010s, which lost attraction due to the rise of social media, Facebook has become the most important venue for Ukrainian poets, although other platforms, including YouTube (see Stahl 2016), may also occasionally play a significant role. Both professional and amateur poetry has thrived. In an interview with Charlotte Higgins from The Guardian, Ukrainian poet Daryna Hladun mentions that she “sits at the boundary between literature and journalism. It is poetry in uniform. I set aside metaphors to speak about the war in clear words,” thus, pointing out the importance of using an understandable language as a strategy for successful communication in an activist context (2022, n.p.), although this may not always be the case. Ukrainian poetry has played a political role since the early days of modern Ukrainian culture in the nineteenth century, acting as the mouthpiece of a to-be-(re)constructed nation under imperial oppression. It is not by chance that Taras Shevchenko, a poet who modernized the Ukrainian literary language in the mid-nineteenth century and was a victim of the repressive system of the Russian Empire, is viewed as both the father of modern Ukrainian literature and the symbol of the nation (cf. Finnin 2011, 30–31). In Soviet times, poet and dissident Vasyl Stus suffered a similar fate, dying in a Gulag camp as late as 1985. While in the 1990s and in the 2000s Ukrainian poetry was mostly confined to small audiences and could not be said to have activist ambitions, with the onset of the digital age its public presence and its importance as an agent of national consolidation and international communication regained strength. Poetry’s presence as a significant political actor has remained significant after 24 February 2022, with translations of Ukrainian poems rapidly published and shared online in several languages.
 
                In a poem by Ukrainian poet Iya Kiva from March 2022, poetry and activism are presented as deeply intertwined activities: “our language is now a chat of volunteers and refugees / in which sirens are singing songs for Odysseus” (2022; trans. Julia Musakovska). In an emotionally loaded and intellectually challenging speech held in June 2022 in Berlin, Ukrainian poet Halyna Kruk paradoxically claimed that there is no space for poetry in today’s Ukraine, pointing out that it has now fully become synonymous with facts: “War makes everything so straightforward that almost no room remains for poetry – only for testimony” (2022, n.p.). It should be added that it is thanks to their role as poets and the online presence of their poetry that Kruk and many other Ukrainian poets have become mouthpieces for the Ukrainians in their resistance and their fight for freedom.
 
                The case of contemporary activist poetry from Ukraine and Belarus, aside from foregrounding the traditional prestige still enjoyed by poetry in Central and Eastern Europe, shows the enormous role played by social media in reducing the distance between national cultures and foreign audiences, thus relativizing the apparent contrast between national struggles for self-determination and global aspirations for equality and justice that might appear so striking at first glance.
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              In the digital age, poetry has found its way into various urban spaces – such forms of poetry as “public art” will be introduced here. Poetry projects in cities are an astonishingly diverse and apparently global phenomenon. They range from informal actions, such as poems on paper, pinned to trees in parks or recited in pedestrian zones, to image campaigns by public transport companies that create a little space for poetry alongside billboards and screens, to huge artistic light projections of poems that visually dominate central squares in a city for a given time. Public poetry festivals – the most prominent being O, Miami in Southern Florida (cf. Benthien and Gestring 2023, Ch. 5; see Benthien 2024) – bring poetry to the people through creative event formats (→ II.2 Live Oral Poetry). Poetry in public space can address consumption, capitalism, or unfreedom, and thus pose political questions (→ II.8 Political and Activist Poetry); it can bring people with different backgrounds into contact with each other, but it can also simply serve the goals of giving poetry a new public, or of beautification. In addition to such urban forms, some poets and conceptual artists create poetry installations in rural landscapes, another variant of site-specific public art. Presenting poems publicly is not an exclusively recent phenomenon – for instance, there is a long tradition of wall poems, either on panels or as inscriptions into a façade (see Klimek 2020) – but it seems to be gaining popularity in the present, corresponding to the general trend of multilayered and intermedial forms of poetic expression in (post-)digital culture.
 
              
                Poetry in public spaces: Theoretical background
 
                When examining poetry in public spaces, three theoretical approaches are particularly relevant: the debate on the public sphere initiated by Jürgen Habermas, urban sociological concepts surrounding public space, and cultural studies and art theory contributions to concepts of public art.
 
                Habermas (1991 [1962]) examines the way a public sphere beyond the family and the state emerged in the eighteenth century in literary salons, coffee houses, and voluntary associations. He sees the development of this autonomous sphere, in which citizens can debate their concerns, as a central foundation of a deliberative democracy. However, already by the nineteenth century, according to his analysis, the decay of the bourgeois public sphere had begun, as public affairs increasingly became a matter for the emerging mass media. Critics have drawn particular attention to the problematic exclusivity of the concept of the bourgeois public sphere as envisioned by Habermas, which seems to be essentially a concept for upper-class males, while largely excluding women, as well as workers and members of minority groups (see Allen 2012; Fraser 2017). Recent discussions, furthermore, address the significance of digitalization and transnationalization for a contemporary understanding of the public sphere (see Seeliger and Sevignani 2021; Habermas 2022). The debate oscillates between the presumption that new forms of platform communication are damaging the self-perception of the political public as such, and a consideration of them as merely a new phase of the public sphere.
 
                Public urban spaces are characterized by a “heterogeneity of actors,” by frequent encounters with strangers, and by a “spatial density of interactions” (Häußermann 2005, 238). Particularly in big cities, social relations are functional and segmented. Urbanity, on the one hand, enables individualization, but on the other strongly affects human behavior by creating distance between city dwellers. Georg Simmel calls this mental state a “protection of the inner life against the domination of the metropolis” (Simmel 2002, 12). Public space can be characterized by accessibility, anonymity, and behavioral openness (see Gestring et al. 2005). Accessibility implies that, in principle, there are no barriers such as entrance fees, restrictions, or even access bans. Anonymity means that no formal identification is required, entitling to everyone the right and actual possibility to move around without identity control. Behavioral openness indicates that – within a given legal framework – there are no controls or parameters for behavior: In public space, people can, for instance, wait, consume, stroll, walk, and play. Popular thinking about urban spaces is often still determined by the polarity of public and private. In the contemporary reality of cities, however, such a stark distinction has become questionable. The sociological debate about urban public spaces is characterized by a particular attention to processes of privatization, surveillance, commercialization, gentrification, touristification, etc., which ultimately amounts to a differentiation of city spaces. Because public spaces are changing, they can no longer be adequately captured by the polarity of public and private use, but rather by an interpenetration of these spheres (see Lofland 1989; Wehrheim 2012). Shopping malls, airports, railway stations, and other “non-places” of transit and consumption (Augé 2006 [1992]) are examples of spaces that are private in the legal dimension but public in social perception and use.
 
                The contributions of art theory and cultural studies to public art show references to Habermas’ theory of the public sphere as well as to the urban sociological debate on public spaces. “Public art” or “art in public space” refers to artworks and contextual art practices commissioned for specific sites, beyond conventional art venues. Cameron Cartiere distinguishes four dimensions of the attribute “public” that are not only relevant for visual arts but for poetry as well:
 
                 
                  	 
                    in a place accessible or visible to the public: in public

 
                  	 
                    concerned with or affecting the community or individuals: public interest

 
                  	 
                    maintained for or used by the community or individuals: public place

 
                  	 
                    paid for by the public: publicly funded (Cartiere 2008, 15).

 
                
 
                Dimensions 1 and 3 differ only gradually – the first emphasizes general accessibility, the second the spatial location of an artwork. That art is in the public interest and publicly funded are two dimensions also relevant for some public poetry projects. The central feature of public art is its free accessibility, which does not, however, guarantee an engagement with artworks – people encountering public art are “undirected observers in the open urban field” (Zebracki 2013, 304) and do not necessarily react to it, in contrast to purposeful visits to cultural institutions like art museums or theaters. In addition, art in public space is often addressed towards the privileged and educated strata of the majority society, which is why reducing such barriers is a guiding principle of many contemporary projects. Alongside official and institutionally sanctioned art, informal, partly subversive art forms have arisen as well, for example, street art. Christian Höller has divided public art projects into so-called “Störungsdienste” [disruption services] and “Entstörungsdienste” [de-disruption services]:
 
                 
                  [O]n the one hand, there is the disruption of authoritatively decreed, capitalist conditions (immigration laws, gainful employment, the rule of money); on the other, there is the charitable impulse to lend a hand to marginalized groups through artistic contributions, in short, to disrupt the functioning of the social wheel. (Höller 1995, 22; trans. CB and NG)
 
                
 
                As “disruption,” art in public space is directed, for example, against neoliberal urban policy and the gentrification of neighborhoods. In this respect, public art can become “one of the most penetrating weapons” (Lossau and Stevens 2014, 4).
 
                “Site-specificity” is a concept from art theory understood as “art for a particular place that is inseparably connected to it and thereby deals with it not only formally […] but also in terms of content […]” (Krystof 2002, 231; trans. CB and NG; see Kwon 1997). Such a conceptualization of spatial-artistic interdependence can also be applied to poetry in public spaces, which fulfills several or even all dimensions of the attribute “public” according to Cartiere. Attention must be given both to the artwork and to the way it stands out from the surrounding space, with the work itself highlights its own specificity. Like visual art, poetry in public space can also contribute to “place-making” (Lossau 2015) – a term used in urban research to denote the production of space by various actors such as urban planners and investors but also by grassroots initiatives and residents. Here one could refer also to the notion of the “production of space” as theorized by Henri Lefebvre, in that artistic and poetic practices may change both the “perceived space” and the “inhabited” space of a “lived experience,” enabling other, perhaps unintended, uses of an area (cf. 1991 [1974], 34, 38–39).
 
                Based on the materials of an encompassing study on Public Poetry (Benthien and Gestring 2023) and including a few further materials, the following two sections will present a broad spectrum of poetry as public art. Many projects were developed by individuals or institutions and not conceptualized as recurring events. Poetry as public art particularly aims at surprising and even provoking the audience into experiencing poetry in unexpected ways and sites – for instance in places one would expect to find advertisements. Furthermore, public poetry is often related to other art forms – visual art and performance art in particular – as well as to everyday practices and life. The following brief descriptions make the case for categorizing the spectrum of poetry as public art in two groups – poetry installations and performative poetry formats – the main criterium being the respective aesthetics. For a detailed discussion, aspects like the artistic concepts and intentions, the possible socio-political or cultural-political backgrounds, the specificities of the chosen site, the various actors and institutions involved, as well as the modes of reception, would, of course, also be significant.
 
               
              
                The aesthetics of poetry installations
 
                Wall poems are a classic format of public poetry, often realized by dedicated individuals whose motive is a combination of enthusiasm for poetry and educational ambitions. For wall poems as permanent, often large-scale inscriptions of publicly visible facades and walls, surfaces are chosen that would also be suitable for commercial or political advertising. The muurgedichten [Wall poems] in Leiden are a particularly ambitious long-term project. Scattered throughout the city, more than 120 poems can be read on the facades of residential and some commercial buildings. It is poetic world literature; most of the poems are by canonical poets from different centuries and countries. They are displayed on the walls in their original languages and scripts; on plaques mounted below the poems at eye level, Dutch and English translations can often be found. The Leiden wall poems are not only literary but also graphic works of art: Painter Jan Willem Bruins, who died in 2021, created for each poem its own aesthetic, with obvious echoes of the Bauhaus, the Dutch De Stijl group, and Russian Constructivism.
 
                Based on the success of the Leiden poetry project, muurgedichten were increasingly painted in other Dutch cities, such as The Hague, Utrecht, and Rotterdam (see Van der Starre 2021). The wall poems in Charlotte, North Carolina, were also inspired by the Leiden wall poetry, using eleven English-language poems by regional authors. Again, each poem is designed individually in large-scale but the aesthetics are more diverse than in Leiden, which may also be due to the fact that different visual artists are involved. The recent poem “Black Lives Matter,” realized in graffiti style, also deals with a highly topical political subject. In the New York neighborhood of Fort Greene (Brooklyn), a third variant of wall poems was brought to life in 2021: Eight different haikus by Richard Wright can be found, each designed according to a unified concept. Designer Stephen Doyle chose a sans serif typeface with silver-gray letters that have – depending on the lighting conditions and the position of the viewer – varying degrees of reflection and alternating shades of color.
 
                Poetry installations in rural landscapes: Although the majority of poetry as public art is featured in an urban context, there are also some projects created in the context of land art. One of the most spectacular permanent poetry installations in rural space is the Stanza Stones Trail, created in 2012, which runs through forty-seven miles of the Pennine region in Northern England. Similar to other poetry trails, it can be received only by hiking, and the experience is made difficult as the words are often hard to find on the scattered, secluded rocks. The Stanza Stones consist of verses from six site-specific poems by Simon Armitage, who grew up in this area, carved into various stones. Conceptually the engraved verses are related both to the “scars” of industrial exploitation of that area as well as the traces of human beings using it for recreation: Armitage and the letter carver Pip Hall had to adapt the verse to the stones’ rugged surface, and the resulting texts “might be touched with the hand. When rain fills up the engraved word ‘Rain,’ rain itself writes the poem” (Ghëerardyn 2023; see also Ghëerardyn 2021).
 
                Self-reflexivity is constitutive also for the public artworks of conceptual Scottish artist Nathan Coley, who works both in cities and in the countryside. His main artistic materials are illuminated light bulbs and scaffoldings, out of which he builds large text sculptures with found lines or aphorisms in capital letters like “A PLACE BEYOND BELIEF” or “I DON’T HAVE ANOTHER LAND.” Coley’s project Tentative Words Change Everything (2022) consisted of large-scale text works installed at locations in and around the Lewes region of East Sussex, England. Sculptures faced out over the channel towards France, peered over historic towns, and sat in churchyards, vineyards, and atop a derelict modernist car park. The artist places identical sculptures in different landscapes (and cityscapes), each creating a singular context: “The work responds to its site, and to the particularities of each encounter” (Le Feuvre 2014, 9–10).
 
                Billboard poems, including poetry in public transport: Although billboards are mainly used commercially for advertising, they are also often a medium for political or religious propaganda or appropriated for artistic and literary expression. Here, the similarity of text types or articulatory modes can be deliberately played with, in order to unsettle the recipients or to express social critique. The Scottish artist Robert Montgomery is known for his poetic billboards: brief English texts written by himself, printed in plain white majuscule on a black background and pasted on billboards, mostly in Western metropoles. As they are neither marked with the artist’s name nor with that of an institution and contain indefinite personal pronouns, they are agitating “speech acts.” Montgomery is interested in “the lyrical potential of the city” and in “the idea of the city as a collective property, and thus a place of constant encounter and exchange” (Polla 2015, 19). His poetic critique is not directed against recent problems of urban life such as gentrification but rather responds to topics like capitalist consumption or the climate crisis, which he considers “the biggest question of our age” (Montgomery in Small 2013). Many poems therefore describe perceptions of nature that recall what is absent – a poetic concept of “urban greening.”
 
                A second type of billboard poetry is poetry in public transport, which has found appeal in a number of initiatives around the world, particularly in subways in metropolitan areas. What is special about them is that poems are not placed in a static location but travel with the passengers through the underground. Correspondingly, the title Poetry in Motion of the New York City initiative alludes to movement as a special feature. Poems are selected jointly by the operating company MTA and the Poetry Society of America. The long-term project is serialized, with two poems published per quarter, almost exclusively contemporary American works. A new layout, initiated in 2012, corresponds to the MTA’s corporate design: framed poems in portrait format supplemented by illustrations of artworks, mosaics, and other wall designs that adorn New York subway stations, often shown only in sections or in graphic adaptations. In terms of content, Poetry in Motion can be interpreted as an element of image-building: Foregoing high-yield advertising space, it instead offers an opportunity for beauty and reflection through poetry in the inhospitable non-place of the subway – or, as has been remarked about a comparable project in Singapore, thus serves not least to improve the ambiance and pacify the users of mass transit, as a “literary distraction” (Gui 2019, 3). Today, poetry projects in public transport increasingly make use of digital screens, thus presenting poems in brief intervals between security advice and ads.
 
                Xenon and LED light projections of poetry range between literary and conceptual art. The most prominent works are Jenny Holzer’s open-air light installations, consisting of verse or short Truisms in capital white letters, projected onto facades, walls, and urban landmarks shown exclusively in the dark. They are created by xenon projection, a system capable of casting radiant and strong light over long distances, resulting in an ephemeral, elegiac flow of movement, running like film credits from bottom to top. One example is the projection, in the summer of 2019, onto the facade of the Guggenheim Museum in Bilbao – a famous, postmodern building by star architect Frank Gehry – on which the kinetic type disappeared again and again into the angles and shadowy surfaces, “enveloping” the organically sinuous, cubist-looking facade coated with shiny titanium plates before disappearing into the sky. The building was illuminated with poems in Basque, Spanish, French, and English; up to five were projected in parallel, which resulted in an overstraining of the viewers, an almost Babylonian confusion of languages.
 
                The aesthetics of TRANSIT – Vorübergehende Literatur [Transit – passing literature], realized on Ebertplatz in Cologne in the spring of 2021, consist of texts by various authors in German plus a few in other languages, including many poems or poetic miniatures, presented on a 50-meter, high-quality LED treadmill with white script mounted on the parapet of the square above an underpass, which ran all day. Unlike their usual versed organization, poems were arranged in one long, horizontal line with slashes between verse and stanzas. The project’s title plays on the ambivalent meaning of vorübergehend – which can be translated as both “temporary” and “walking past something” – referring to the constant movement of both the poems on the display and the passers-by underneath it. The presented poems dealt with (a) socio-political issues such as flight, immigration, and racism, (b) the pandemic situation (state control, isolation, fear), (c) the Ebertplatz or other urban spaces – the latter being site-specific poetry. The square has been considered dangerous in recent years, and the city authorities have reacted with video surveillance and plans to rebuild it. So far, however, only concepts for interim use have been implemented. Despite its partly provoking texts, the aesthetics of TRANSIT contributed both to “calming” the square and to a temporary place-making.
 
               
              
                The aesthetics of performative poetry formats
 
                Poetry as public art also includes performative formats and events. Such poetry projects attempt to create an intimate relationship between the performers (or performative objects) and the audience. They initiate performative processes, in which attention is drawn to the materiality and copresent fleeting collectivity of performers and audiences (see Fischer-Lichte 2008).
 
                As an example, fire poems, invented by Montgomery, are combustible short poetic texts lit in public display. In 2012 he realized the exhibition Echoes of Voices in High Towers with billboard poems at Tempelhofer Feld and in the streets of Berlin. For the opening, Montgomery effectively lit a fire poem on the field in an open-air performance against the night sky. Unlike a number of his other fire poems for major international museums and art events, including in the courtyard of the Louvre and at the Edinburgh Art Festival, here the letters hung like pieces of laundry on a fireproof line. Made of wood, a coating of flammable textile soaked in liquid accelerant caused them to catch fire quickly and then burn out over a long period of time. However, the obvious association – that in 1933 books were burned in public places in Berlin and other German cities – was not part of the artistic conception. The fire poem contained a single, enigmatic poetic phrase – “THE WAY THE PAGAN GODS ARE HALF REMEMBERED HERE” – invoking an eerie association, since there was indeed an affinity to the pagan gods of antiquity in National Socialism.
 
                Another performative type of poetry as public art is shown in the Bombardeos de poemas by the Chilean artist group Casagrande: a “bombardment” or “rain” of poems printed on bookmarks from flying helicopters or airplanes over central urban squares. In the first of those financially and logistically elaborate events, 400,000 bookmarks were dropped from six airplanes in March 2001 over La Moneda, the presidential palace in Santiago de Chile that was bombed in 1973 during the bloody military coup. The group wanted this to be understood as “a political gesture in opposition to Pinochet and opposed to any kind of dictatorship anywhere in the world” (as it read until recently on the Casagrande Website). The starting point is the idea that aerial bombardment attacks not only “the urban geography of a city but also its symbolic structure” (Casagrande 2011, 8; trans. CB and NG) and that this could be “healed” through poetry, as an “operation to resignify urban space destroyed in the past” (Bianchi 2020, 373). In documentary videos of the Regen der Gedichte [Poem rain] in August 2010 over Lustgarten in Berlin, for instance, people look joyfully and expectantly into the sky and catch some of the 400,000 German and Spanish contemporary poems sailing down. The fleetingness, singularity, and collectivity of the event play a major conceptual role, including “the experience of holding and reading messages individually” as well as “the multiple co-presence of bodies performing the running, the jumping to catch the passages, the holding and the reading of them” (Lagos Preller 2015, 160). The spatial movement of the participants and of the poems are interwoven and, like in Holzer, the vertical dimension of space is emphasized.
 
                Smaller-scale performative practices of poetry in public spaces are less iconic and site-specific but still relevant. At least since the time of the Beat Generation, open-air poetry readings have been used as a creative format to present poems as public art – sometimes including or alluding to political protest (e.g., in the Gezi Park protests in Istanbul in 2013; → II.2 Live oral poetry, II.8 Political and Activist Poetry). An example is #audiblepoetry, a project by poet and performer Ulrike Almut Sandig, realized in spring 2019 in the Indian cities Delhi, Kolkata, and Pune: Sandig plus changing participants read poems of their choice in the noisy streets, amplified by a megaphone or a loudspeaker. Preceding the events, the poet had shared three messages: (a) “Words create reality”; (b) “A suitable text would be a poem/story that they think of would be strong enough to add something to the city that she lacks of”; (c) “short (5 mins max), audible, preferably in a language that is understood in the city (Hindi, English, …).” (Sandig in an email to the authors, March 4, 2019) Sandig conceptualized poetry in public space as a “gift” to the city, providing a quality of language that not only sounded different but was also understood and received by a certain group of residents, thus also thematizing the constitutive multilingualism of Indian society.
 
                Informal poetry postings in the city: a tiny format, implemented by dedicated individuals or poetry collectives, involving slips of paper containing poems pinned at various urban locations. It also includes anonymous verse written on neglected walls, often in suburban zones, and, like graffiti, is conceptualized as “poetic assault,” popular particularly in Italy (see Gusella et al. 2020). This format is performative and ephemeral because the poetry notes are written over or torn off; it is also interactive because people add comments or, at times, “corrections.” In a Hamburg park during the Covid-19 pandemic, canonical poems copied on slips of paper appeared under the motto Mal was Schönes [Something beautiful for once] and were pinned to trees anonymously. The no-budget project can be interpreted as a gift to and comfort for the neighborhood. From 2001 to 2004, a group of young female authors in Leipzig put up small posters of their own experimental poems and other texts in public space. The project’s name augen::post [Eyes::post] emphasized the (visual) communication function. In some cases, the poems were annotated by readers, resulting in a communication between poets and the public. The most famous actor in this format, however, is the Viennese “Zettelpoet” [Note poet], for whom the posting of his own aphoristic texts on Post-Its and notes in subway stations, bus stops, and other sites has become a life’s work.
 
               
              
                Closing remarks
 
                The discussed formats of poetry as public art range from sheets pinned to lampposts or verses scrawled on walls or carved in stone, to posters with poems competing for attention with advertising messages, to permanent, large-scale wall poems on publicly visible facades, to the overwhelming aesthetics of light installations and fire poems. As diverse as the public poetry projects are, so are the ways in which the altered spaces can be perceived: A slip of paper on a tree can be mistaken for a housing request, while large-scale projections are hard to ignore. Public poetry differs from page poetry in the aesthetics of movement and mobility that are important to many projects – quite often poems are to be received “in motion.” Underlying the works in public space is a wide and disparate understanding of poetry, ranging from poems of the national or international literary canon to contemporary poetry, to simple short verse or aphorisms written by amateurs. AI-generated poetry is also used – for instance, in TRANSIT, Cologne – as well as prose texts that are often versified and exhibit poetic procedures. When these various types of poetry are presented in public space, they become part of urban (or rural) spatial production, insofar as the poems intervene both in the semantics and in the aesthetic shape of spaces, particularly if they are site-specific. As the diverse formats reveal, poetry as public art is situated between politics and beautification, between disruption and pacification, as well as between special events and everyday practices.
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              Lyricology is a term used to refer to approaches that aim to provide a systematic and methodological framework for the analysis of lyric poetry. The term itself is a rather recent invention (cf. Rodriguez 2003, 135; cf. Zymner 2009, 7–8; also see the variant “lyrology”, Wolf 2023), not much younger, in fact, than the process of accelerated digitalization that has taken place since the turn of the millennium. Most of lyricology’s objectives, however, concern long-standing poetological questions, such as “Who speaks in poetry?” or “What is lyric form?” These issues have preoccupied lyric theory for centuries, and lyricology – notwithstanding the fact that it emerged recently – is not exclusively concerned with digitalization or contemporary poetry, but with lyric poetry in general (see Hillebrandt et al. 2019, 2020). In this respect, the lyricological project is more extensive than the number of scholars explicitly dedicated to lyricology, and it can be understood as an umbrella term used to refer to all approaches that are dedicated to a systematic, lyric-theoretical description of poems and a general explanation of their poetics (see Hillebrandt et al. 2017; Zymner 2023). What sets lyricology apart from traditional scholarship, though, is the goal of systematizing lyric analysis and its terminology, as well as broadening the corpus of lyric poetry that is covered.
 
              When it comes to broadening the academic perspective on lyric poetry, digitalization becomes a significant factor, insofar as it has established new forms of the preservation, dissemination, and appreciation of lyric poetry. Lyricology is thus interested in the varieties of media that we can encounter in the context of lyric poetry, be it printed on a book page or in a booklet, streamed as a YouTube clip, or performed at a poetry festival. Since the notion of media is sometimes understood narrowly, and at other times broadly, a more precise view of lyric poetry emerges if we instead consider the multimodality of the genre (→ III.14 Media Linguistics and Multimodal Studies). Multimodality, in contrast to intermediality, considers the fact that a poem, while appearing in a distinct medium (e.g., a book) may tap into various communicative modalities (see Kress and Van Leeuwen 2017). Modalities can be distinguished in terms of perceptual modalities (e.g., sensory channels, such as visual, auditory, or tactile) or semiotic modalities that are less clearly defined (e.g., images, writing, etc.; see Sachs-Hombach et al. 2018), although the accumulation of modalities does not necessarily lead to disambiguation, but rather to more complexity. In many contemporary poems (e.g., Ulrike Draesner: Nibelungen, 2016), the unusual arrangement of lines with variation in the type markings (e.g. italics, bold) along with illustrations, tends to lead to more complexity (→ I.12 Layout and Typography). At the same time, developments connected to digitalization recontextualize seemingly stable conventions in the reception of lyric poetry, such as the assumption that print and silent reading is the default mode of appreciating lyric poetry (for a critique cf. Novak 2011, 19–20). Hence, lyricology is about how we read poems (potentially in a silent reading setting), but also how we listen to, see, or watch poems (→ II.5 Audiovisual Poetry; III.7 Sound Studies and Musicology; III.9 Audio Media Research; III.13 Media Art Research). However, this article is concerned with general terminological issues; more specifically, it will discuss: (a) fictionality and non-fictionality, (b) lyric enunciation and address, (c) lyric text worlds, and (d) form and lyric.
 
              
                Fictionality and non-fictionality
 
                The term lyricology, and particularly the nominal ending -ology is obviously reminiscent of narratology, the systematic study of narrative. In contrast to narratology, which has occasionally positioned itself as a theory of almost everything (including lyric poetry, see, e.g., Hühn et al. 2007), lyricological contributions are committed to an approach that is adapted to lyric poetry. Consequently, there is a lyricological interest in pointing out differences between narrative and lyric, which is based on the premise that a lyric poem invites us to enter into a relationship with it that sometimes differs from our usual behavior towards fictional narratives. This differentiating objective concerns the highly controversial question of whether or not a lyric poem should be read as fictional.
 
                With regard to the fictionality of lyric, we find a broad spectrum of conceptual positions: Lyric is fictional (cf. Wolf 2005, 23; Eagleton 2007, 25); lyric is a primarily non-fictional “statement about our world” (cf. Hamburger 1994, 188; Culler 2017, 32); lyric can be fictional or non-fictional (cf. Zymner 2009, 20; see Zipfel 2011), and lyric is indifferent to the categories of fictionality or non-fictionality (cf. Anderegg 2000). What is the reason for such a wide range of opinions? The problem is that not only do different notions of fictionality exist, but also very different opinions about how readers should approach lyric poems.
 
                What is actually meant when theoretical contributions assume that lyric poetry is fictional? Concepts of fictionality are usually discussed in the context of fictional narratives or fiction. In this context, fictionality implies not only that we should avoid drawing conclusions about reality from what is presented as fictional, but also that we simultaneously imagine it, just as we might prompt someone to “imagine a house in the forest” (cf. Klauk and Köppe 2014, 7–8, trans. RM). A similar understanding of fictionality with reference to lyric can also be found in the following example from Eva Zettelmann: When “we read, listen to or remember a poem we ‘see’ something, we construct a cognitive image of the fictional world prompted by the text’s signifiers” (2017, 138). However, some theorists have criticized this view, claiming that, in this way, we would read a story into a poem that is not necessarily there (e.g. Culler, 2015), while even ardent advocates of lyric fictionality have admitted that many poems do not lend themselves that well to such a reading, or at least not as well as typical novels do. Zettelmann, for instance, concedes that the poem’s tendency towards brevity and foregrounding of the linguistic material work against esthetic illusion and immersion in fictional worlds (cf. 2017, 138–139; → I.2 Poetic Function; I.3 Poetic Language). Hence, if you read poetry as fiction, you might even be disappointed, which is perhaps an indication that the concept of fictionality is not appropriate to most examples of lyric poetry.
 
                Literary studies are not in a position to prescribe certain ways of reading (fictional or non-fictional) for all forms of lyric poems, even if it may be difficult to understand Lucas Rijneveld’s poem “alles bewoonbaar” [Everything inhabitable] (2021) without reference to the actual debate about whether he – a white, non-binary person, preferred pronouns: he/him – was the right choice to produce the Dutch translation of Amanda Gorman’s inaugural poem “The Hill We Climb” (2021; → I.3 Poetic Language; IV.8 Representational Politics and Poetry). Conversely, impossible courses of action or unreal spaces tend to impose a fictional reading – for example, in Monika Rinck’s poem “mein lyrisches ich,” in which “the lyrical I” returns to the “I,” whereupon they both encounter the oppositional principle of the “brutal double” (in German, this is a pun on the second person pronoun “du,” Rinck 2007, 22; trans. RM). At the same time, Rinck uses fiction as a playful reflection on the conditions of lyrical writing, such that merely following the fictional story may not be the most rewarding approach. But what could non-fictional reading look like? First of all, “non-fictional” is not the same as “factual” (cf. Klauk and Köppe 2014, 3–7, trans. RM; also see Rühling 2001). Reading poems as factual accounts of biographical events is merely of historical interest; reading them as a factual message to the reader is generally problematic. In fact, proponents of a non-fictional understanding of lyric poetry not only accept that entities in poems are frequently fictive (cf. Culler 2015, 108); but they also assume that lyric poetry is non-fictional in the sense that poems are not used in the same way as fiction. For instance, Kendall Walton has proposed that lyric poetry – in contrast to props in games of make-believe (i.e. fiction) – should be considered as “thoughtwriting”: Poets may aim to make words available for use by their readers, just like speechwriters who produce a text to be appropriated by someone else (cf. 2011, 455, 460), i.e., “the reader imagines using the words of the poem to express her own feelings or attitudes” (Walton 2011, 460). There are some difficulties with Walton’s notion of thoughtwriting, however: Lyric poems are not only about thoughts, but also about the form in which they are expressed. Moreover, we may not care who has actually written a politician’s speech, but copyright laws establish a unique relationship between an author and his or her poems, and the author’s name can function like a trademark for some readers. Nonetheless, it seems that Walton describes what a non-fictional reading of a poem might look like. A similar, although explicitly rhetorical conception has been developed by Jonathan Culler, who has proposed that we should see lyric poetry in terms of a so-called “epideictic discourse” (2015, 128), i.e. statements of value about our world.
 
                These forms of non-fictional reading may seem similar to what has also been said about fictionalizing in lyric poetry, i.e., “detach[ing] a piece of writing from its immediate, empirical context and put[ing] it to wider uses” (Eagleton 2007, 31). After all, the proponents of non-fictionality do not seem to ascribe a distinct reference to the words of a lyric poem either. However, for Terry Eagleton, fictionalizing is an effect of the poet’s and the reader’s imagination. For Walton and Culler, poems are not written to be imagined as fictional worlds, but as words that may be appropriated according to context and that can acquire a truth value in that context.
 
                It seems problematic to assume that all forms of lyric poems could be either non-fictional or fictional. There are various poems that lend themselves strongly to a fictional reading: E.g., Monika Rinck’s “mein lyrisches ich,” which was mentioned above, can be read as a fantastic story about “Monika”’s encounter with her lyrical I and her brutal double. In other cases, fictionality is a questionable category at all, because imagining even a simple text world with objects or possibly a subjective perspective would be a gross over-interpretation of the poem: For instance, Eugen Gomringer’s famous concrete poem “schweigen” (“silence”; 1969) repeats the German noun Schweigen fourteen times in five lines, in such a way that a gap remains in the center between the words in the third line, thus making the silence visible. There is no further information about a situation, in which somebody may have used these words, and any assumptions about a text world with objects and subjects would be pure speculation. Yet, many poems are more interesting when read as an expression of a value judgement that praises or denigrates something, formulated in a way that seeks to be appreciated and remembered.
 
               
              
                Lyric enunciation and address
 
                The discussion of fictionality is not only about the status of lyric text worlds, but it is first and foremost about the status of the enunciative stance. Klaus Hempfer, for instance, has defined lyric with respect to the mode of utterance as “fiction of performativity” (Performativitätsfiktion; 2014, 30–45; trans. RM; see also Hempfer 2017). To some extent, Hempfer’s notion recalls the widespread scholarly convention of reading lyric poetry as the expression of a fictional persona or → I.5 Lyric Subjectivity (cf. Müller 2021). Consequently, it seems more appropriate to consider Hempfer’s proposal – and, in fact, the proposals by Culler 2015 and Hamburger 1994 as well – from the perspective of the enunciative structure of lyric poetry.
 
                As with fictionality and non-fictionality in general, it seems problematic to explain the entire spectrum of lyric in terms of one specific form of enunciation. Some poems (many examples of concrete poetry) do not fulfil basic requirements of textuality (i.e., a meaningful finite sequence of linguistic signs, cf. Zymner 2009, 21–25), with the result that hardly any statement and its source can be determined. Some poems develop a uniquely subjective perspective, and yet Walton’s notion of thoughtwriting reverberates with the convention that poets can speak on behalf of others, possibly many others, to the point of dispersing subjectivity or coherence. Furthermore, the modality of the lyric statement – e.g. writing in different media, speech, or sign language – may be relevant for the interpretation of the enunciative stance. For instance, there is a widespread convention in Anglophone poetry analysis of attributing the words of a poem to a speaker (but also in German, e.g. Hempfer 2014). However, this is in most cases a figurative use of the word. This figurative use of “speaker” becomes more apparent as we increasingly encounter poems as audio or visual recordings that are actually spoken or recited by an actual speaker (or even just a machine; → IV.11 AI Creativity and Poetry), not to mention that recitation in front of an audience was probably the most common mode of reception in the past – and it has recently gained in popularity again (→ II.2 Live Oral Poetry). Since the speaker “in” a poem is not identical with the actual speaker “of” a poem (cf. Borkowski and Winko 2011; von Ammon 2019), this notion is fraught with terminological ambiguity. Alternatively, one could speak of a “persona” (as it has been dubbed on analogy with the masks worn by actors in Roman theater; cf. Izenberg 2012), although this term is associated with concealment and fictionality. A terminology that is not biased in terms of the fictionality or modality of the poem – e.g. printed, spoken, staged in a poetry clip – has not yet been established. In the context of lyricology, it has recently been proposed to frame this utterance structure as the juxtaposition of an addresser (equivalent to the sender within the poem) and an addressee (the receiver in the poem, cf. Hillebrandt et al. 2019, 11–14).
 
                The addresser is a function of a text, just as the deictic personal pronouns (e.g., “I”) require interpretation according to the situation of expression, and in some cases, the addresser may refer to the actual poet in such a way that the poem may be considered an assertion, praise, or complaint by the poet. In fact, the idea that lyrical addressers are fictional in an analogous way to characters of dramas (i.e., “lyrisches Ich”), and therefore entirely independent from a poet’s own opinions is a relatively recent invention. Margarete Susman (1910), who first formulated the concept of the “lyrisches Ich” [lyrical I] also associated it explicitly with modern lyric poetry. In contrast, the theorists of lyric in the nineteenth century, most notably Georg Wilhelm Friedrich Hegel, were convinced that lyric poetry gives voice to a poet’s own rich inner life (for a discussion, see Culler 2015, 92–109), thus equating the addresser and the poet. Culler’s own proposal is largely indebted to Käte Hamburger, who considered every addresser in lyric to be the actual subject of expression (“reales Aussagesubjekt;” Hamburger 1994, 220–221).
 
                A rigid decision to identify or disassociate the addresser and the poet would go against the diversity of kinds of poems. On the one hand, there are poems where the addresser appears as an elaborate character (like in a dramatic monologue; in the German academic terminology, a Rollengedicht); on the other hand, there are examples of lyric poetry in which we can assume a congruence between the addresser and the poet – in some cases, e.g. in confessional poetry, this relationship may be crucial for understanding the poem. Last but not least, it has been pointed out that the addresser may remain abstract and that readers could also appropriate the position of the addresser (cf. Fricke and Stocker 2000, 505).
 
                The addresser is only one element in the enunciative structure of a poem. Some poems mention an addressee, typically designated by the use of the second-person singular. Just as in the case of the addresser, the addressee may correspond to an actual living person or designate a fictional character or even an object or nature. At this point it is helpful to include William Waters’ proposal to distinguish between “addressee” and “target”: A poem may be addressed to a single “you,” while simultaneously targeting a non-addressed audience; hence readers sometimes feel addressed by the poem, when they are actually targeted (2003, 19). This particular relationship between the addresser, the addressed “you,” and the reader has been theorized as a form of “triangulated address” (Culler 2015, 186–187).
 
               
              
                Lyric text worlds
 
                Many poems evoke text worlds that are different from narrated worlds. For instance, Elke Erb’s Sonanz poems (2008) are the product of écriture automatique and offer space for sound and association, but no coherent worlds. When reading a novel, we may occasionally encounter immersive beginnings or suspenseful series of events. In contrast, we may also have the experience of poems seeming inaccessible to us at first. To some extent, one could say that, rather than reporting an event, lyric tries to foreground itself as an event (cf. Culler 2017, 37). In addition, it is well known that narratives typically apply the past tense (although not exclusively), whereas lyric poetry is usually set in the present. Quite tellingly, the English language has two different forms of the present tense: The present simple is used to talk (among other things) about general truths as if they were immutable, as well as to provide synoptic summaries of events; in contrast, the present continuous marks actions that we are doing right now. Lyric poetry in English shows a clear preference for the present simple, as if confirming the intuition that lyric poetry is different from a conversation about activities.
 
                Hempfer describes the prototypical unfolding of lyrical text worlds as a “speech situation” that is characterized by a specific realization of the deictic center (2017, 59–60), which according to Karl Bühler can be defined relative to the “here-now-I” system of subjective orientation (cf. 1990, 117–136). Notwithstanding the fact that there are many poems that signal temporal shifts (“yesterday”), spatial distance (“there”), or social distance (“them”), lyric poems prototypically position things or actions in the deictic center (cf. Schiedermair 2004): Hempfer speaks of a “situation […] which comes into being in and through the simultaneous speech act based on an identical deixis” (2017, 60). The addresser sequentially uncovers elements of the text world as she or he mentions them.
 
                Text worlds are not necessarily fictional, they are rather an analytical tool to describe what is happening in a lyric poem in terms of deictic (i.e., temporal, personal, and spatial) positioning and the world’s inventory (cf. Werth 1999, 17, 51). Some poems do not allow the reconstruction of a coherent text world, but this kind of analysis is useful for identifying figurative language. Moreover, a single lyric poem may project additional text worlds, potentially with a modal status if a poem includes wishes, dreams, or extended metaphors.
 
               
              
                Form and lyric
 
                So far, this article has not discussed the prominent features of lyric poetry, e.g., the many stanzaic and metrical forms (→ I.7 Verse, Stanza, and Versification; I.9 Rhyme, Meter, and Rhythm), and more generally the features of linguistic repetition, that have been used to define lyric poetry. Dieter Lamping, for instance, proposed that the genre of lyric poetry is equivalent to all verse texts (i.e., poetry) that are lyric monologues (see 1989, 2017; trans. RM). Lamping’s definition reminds us of the fact that lyric and poetry are terms that have complex histories: Whereas “poetry” used to refer to all texts in verse and has only more recently been identified with shorter, non-narrative or non-dramatic texts, “lyric” used to refer to poems that could be sung and only acquired a broader meaning after the Renaissance, bringing with it numerous definitional challenges (→ I.1 Lyric Genre Theory). Moreover, whereas Lamping’s definition was rejected as too narrow by various theorists, the criterion of verse or line has been repeatedly mentioned as one of the most important features among others (cf. Burdorf 2015, 10–18). However, the line breaks are a time-limited convention of the typographic representation of poetry in modernity, which should be redefined prosodically and rhythmically for poetry that is performed or simply spoken (→ I.9 Rhyme, Meter, and Rhythm; II.2 Live Oral Poetry; III.8 Speech Communication Studies). Moreover, there are some texts that are considered lyric poetry even if they do not exhibit the typical feature of left-aligned lines whose line breaks have been chosen by the author and not by the printer. For instance, Claudia Rankine’s Citizen (2014) is a book-length lyric essay, many of whose pages look like illustrated prose. A possible way out of this dilemma is to consider broader categories of form: For instance, repetition or dense poetic form (→ I.3 Poetic Language) is another way of looking at the peculiarities of lyric poetry (cf. Zymner 2009, 193–194).
 
                Such proposals frequently go together with prototype definitions. In analogy to the category of birds, where a penguin is still a bird, although it does not fulfil the typical features such as “can fly,” a prototype definition of lyric would allow to include less typical examples next to influential examples of lyric poetry. However, this way of defining the genre would also leave wide margins for decisions about whether a poem should still be included in the corpus in question. Moreover, proposing defining features that encompass all texts that have been considered lyric poetry would lead to a broad concept. An option would be to define lyric as the genre of texts whose status is essentially contested; and, indeed, more recently there has been an increasing focus on the question of how inclusion or exclusion with respect to the genre is negotiated. One way to do this is to consider lyric poetry as an “institutional practice” (cf. Hillebrandt 2020; trans. RM), which “is constituted by a set of conventions and concepts which both regulate and define the actions and products involved in the practice” (Lamarque and Olsen 1994, 256). Institutionalized conventions do not refer to facts of lyric language use. As Lamarque puts it: “They are better seen as very loosely defined conventions of reading, not something we discover but something we demand when we approach discourse as poetry” (2015, 35).
 
                When dealing with contemporary poetry, we could focus on whether there is a perceivable intention that something should be read within the institutionalized conventions of lyric poetry (cf. Hillebrandt 2020). Yet, we also consider texts from periods when, besides dramatic and epic poetry, there was no concept of lyric. Assuming a genre-related intention in these periods is problematic, even if later poets can draw inspiration from such older texts. It is possible that we can gather further clues by looking at the particular kinds of expectations that accompany this institution. From this perspective, the semantic and formal density of the linguistic material – that is, poetry’s “finegrainedness” (Lamarque 2015; → I.3 Poetic Language) – is not seen as an essential feature of the genre, but rather as the institutionalized expectation of this feature. With it comes the expectation that lyric will confront us with extravagant formulations that require an extra interpretative effort (which is probably also the reason why it is not that easy to teach it in classes and seminars). Clearly, this is not a new criterion. In terms of institutionalized conventions, however, we can focus on how this link between form and content is treated, which could lead, for example, to the description of the “heresy of paraphrase” (cf. Lamarque 2017) in lyric poetry, i.e., the common belief that lyric poetry needs to be recited and cannot be summarized.
 
                The conventions mentioned above have only become established in the context of modernism, even if certain older conventions such as rhymes or biographical subjectivity continue to have a hold over many readers. The question is whether these conventions are bound to change in the era of digitality. The further development of “digitally born” poetry (→ II.6 Digital Poetry) with respect to new forms of presenting and distributing lyric poetry, but especially with respect to conceptions of digital authorship in an era of machine learning (so-called “artificial intelligence,” cf. Bajohr 2022; → IV.9 11 AI Creativity and Poetry) is of growing lyricological interest.
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                The predicament: Poetry studies and the challenge of mass culture
 
                Due to their deep investment in poetry as a countercultural or oppositional artistic practice or as a fine or high art anchored in print culture, many poetry scholars have been slow – one might say reluctant, and even resistant – to reckon with the wide-ranging effects of digital media on the genre they study as well as the various subgenres and literary communities those media have made increasingly visible or possible. In some respects, this is surprising, because poetry scholars have otherwise mainstreamed cultural studies as a mode of analysis. Traditional cultural studies keywords and concepts – ideology, hegemony, discourses of power, subjectivity, agency, representation, cultural capital, and the discourses and experiences of minoritized, marginalized, and oppressed social groups – are now routine features of poetic analysis. Poetry scholars and critics regularly approach a “text” as more than a literary artifact, and insofar as they assume that the text participates in the construction and reconstruction of everyday life, they have also centered cultural studies as a methodological and theoretical approach. And insofar as they pursue interdisciplinary humanities work that is expressly political in nature – especially following cultural studies’ intersections with feminist, critical race, queer, and postcolonial theories – poetry critics and scholars have in that way, as well, incorporated critical cultural studies into their regular practice (→ III.3 Gender and Queer Studies; III.5 Postcolonial Studies). Indeed, it is reasonable to say that that many, if not most people now studying poetry are in one way or another “doing” cultural studies. Nevertheless, they have been slow to recognize and study poetry as a multimedia and mass cultural rather than a print- or book-based niche literary phenomenon.
 
                Scholars and critics working within cultural studies frameworks have long felt that poetry – more so than other literary forms – harbors an antidote, corrective, or instrument of resistance or opposition to the homogenizing forces of mass culture and the dehumanizing (capitalist, patriarchal, white supremacist, colonialist, or homophobic) forces of what Herbert Marcuse called “the prevailing form of life” (1998, 201). This idealization of a capital-P “Poetry” and its counterhegemonic force is hardly new, nor is the use of hyperbole to describe poetry and/or its effects. In his Preface to the Lyrical Ballads, William Wordsworth wrote that “The Poet sing[s] a song in which all human beings join with him” (2009 [1802], n.p.). In “A Defense of Poetry,” Percy Bysshe Shelley called poets “the unacknowledged legislators of the world” (2009 [1840], n.p.). Eulogizing Robert Frost, U.S. President John F. Kennedy claimed that “When power corrupts, poetry cleanses” (2013 [1964], 16). Lawrence Ferlinghetti called poetry “eternal graffiti written in the heart of everyone” (2004, 13). And Alice Walker has argued that “[p]oetry is the lifeblood of rebellion, revolution, and the raising of consciousness” (2010, n.p.).
 
                For critics and scholars in the critical cultural studies tradition, however, poetry’s counterhegemonic potential carries a new imperative, and its perceived resistance to dominant and oppressive power structures – and therefore its oppositional or revolutionary potential – comes in different forms for different people. For some, it is the distillation or symbolic flag of organized avant-garde projects and/or progressive or countercultural social movements. For others, it is a non-utilitarian activity that resists market logics. Some find in poetry a site where utopian thinking and feeling is preserved and sustained if not nourished and realized, and some find in it a particularly hospitable avenue for the broadcast of historically marginalized and/or impoverished voices and views. “Of all the art forms,” Audre Lorde wrote, “poetry is the most economical. It […] requires the least physical labor, the least material, and […] can be done between shifts, in the hospital pantry, on the subway, and on scraps of surplus paper” (1984a, 116). From the alternate value or exchange economies in small artistic communities ranging from little magazines and zines to basements and coffee shops, to the ephemeral artworks, antique machinery, and non-commodifiable types of language use that are commonly part of those endeavors (→ I.3 Poetic Language; IV.6 Contemporary Poetry as Commodity), scholars routinely imagine poetry’s small-scale manifestations as essentially countercultural: an art pursued, produced, circulated, and consumed by the few who feel, like Lorde, that “poetry is not a luxury” but rather that it “forms the quality of light within which we predicate our hopes and dreams toward survival and change, first made into language, then into idea, then into more tangible action” (1984b, 37).
 
                Even as poetry scholars have pursued and maintained this cultural studies interest, most have not absorbed a corresponding, parallel cultural studies focus on the products of the culture industries themselves, along with studies of mass-mediated poetry, the poetry of popular culture, poetry in everyday life beyond small-scale fields of cultural production, and the experience of non-elites or ordinary people in relation to poetry or culture writ large. See, for example, how pop music lyrics have been cut off from poetry studies and segmented into the category of popular music studies (→ IV.5 Entanglements of Pop Music and Poetry). See the historical reluctance to consider non-print-based poems as “literary.” See the absence from poetry studies of figures like bestselling poet and spoken-word recording artist Rod McKuen whose books sold more than sixty-five million copies in the 1960s and 1970s. See the dismissals and blunt assessments of poetry slams, Instagram poetry, or spoken-word performances like the one that Amanda Gorman delivered at Joe Biden’s inauguration in 2021 (→ II.2 Live Oral Poetry; II.7 Social Media Poetry). If one does not have to look hard for examples of people idealizing poetry as Wordsworth, Shelley, Kennedy, Ferlinghetti, and Walker have done, one also does not have to look hard for examples of popular poetries that regularly occupy the ordinary person’s eyes, ears, hands, minds, and electronic devices and yet have found comparatively little space within the field of poetry studies: newspaper and greeting card verse, the haiku section of Craigslist, karaoke night at the local bar, advertising verse, the poetry appearing in any number of video games and across social media platforms like Twitter and Facebook, and so on (→ IV.7 Digital Publishing of Poetry and Its Detractors).
 
                This imbalance – mainstreaming one set of cultural studies methods and concerns while refusing to engage and employ a complementary set of cultural studies methods and concerns – has produced something of a “crisis” with regard to studying mass cultural poetry in the current moment. Faced with the large-scale multimedia, transmedia, and intermedia production and distribution of poetry in the digital age, today’s poetry scholars inclined to study the subject frequently find few scholarly precedents and often face pedagogical or editorial resistance to taking on the subject of popular and non-print-based poetry. The field’s carefully honed, nuanced views of mostly print-based, small-scale forms of cultural production based on poetry’s supposedly inherent niche position of resistance to market logics leaves poetry scholars unprepared to assess poetry “on the ground,” as it were, in the age of mass media, and especially in the digital age; unlike communication studies, film studies, or fiction studies, poetry studies has not made the analysis of popular and/or multimedia texts central to scholarly training or its own intellectual history. Had poetry scholars and critics schooled themselves in the side of cultural studies concerned with large-scale fields of production and consumption – i.e., with the history of poetry’s popular and nonprint forms – they would be better positioned to respond to the digital moment.
 
               
              
                The unfulfilled promise of early cultural studies and literary sociology
 
                Now a global, diverse, situational set of loosely affiliated theories and practices, critical cultural studies has its roots in three schools of Marxian cultural analysis that emerged after the Second World War: the Birmingham (British) School, the Frankfurt (German) School, and the French school. As opposed to previous generations of critics like T. S. Eliot, F. R. Leavis, and William Empson who conceptualized “culture” in Matthew Arnold’s terms – as “the best which has been thought and said in the world” and therefore as “the great help out of our present difficulties” – critical cultural studies set out to be capacious in subject matter and analysis (1894, xi). Stuart Hall, for example, described “culture” as “experience lived, experience interpreted, experience defined” (quoted in Hsu 2017, n.p.). Raymond Williams called it the study of “relationships between elements in a whole way of life” (2001 [1961], 63). And all of its early formulations have been further expanded and complicated by feminist studies, critical race studies, postcolonial studies, queer studies, and more. That said, many early cultural studies theorists reserved a place of privilege for poetry. Richard Hoggart, one of the founding figures of the Centre for Contemporary Cultural Studies (CCCS) at the University of Birmingham, England, for example, called poetry “the most important literary form” and “the queen of the literary arts” (in Tredell 1993, 32). That poetry might strike readers today as a specialized artistic endeavor that nevertheless commands significant respect is due in part to the status that early cultural studies practitioners afforded poetry.
 
                In Poetry and Cultural Studies: A Reader (2009), Maria Damon and Ira Livingston include writings by Wordsworth and W. E. B. Du Bois to suggest that “cultural studies” did not invent or discover the intersection of poetry and cultural studies theory; Wordsworth, Du Bois, and others were such theorists avant la lettre. Under CCCS sponsorship, however, British scholars pioneering cultural studies as a coherent field centered poetry as a source and site of cultural formation and as a mode of intellectual training. According to Hoggart, he and CCCS cofounder Stuart Hall taught work by John Donne or had students work through some other “very tough poem” together. If students cannot “talk with real weight and penetration about a good poem,” Hoggart explained, “they’re not going to get very far talking about cartoons or popular fiction” (in Tredell 1993, 35).
 
                CCCS teachers and scholars practiced in their writing what they preached in class. As Dick Hebdige was writing about punk rock, as Angela McRobbie was studying girls’ magazines and youth culture, and as others were busy pioneering television and advertising studies or “talking about cartoons or popular fiction,” Hall turned to Édouard Glissant, Kamau Brathwaite, and Derek Walcott to think through “the question of ‘creolization’ in the wider processes of globalization” (2015, 13). Edward P. Thompson peppered The Making of the English Working Class (1966) with quotations from Samuel Taylor Coleridge, William Wordsworth, George Crabbe, and Robert Southey, as well as the song lyrics, hymns, seditious ballads, and other types of “popular” verse by Luddites and weaver poets. In Culture & Society: 1780–1950 (1983 [1958]), Raymond Williams looks to John Keats, William Blake, Percy Bysshe Shelley, Matthew Arnold, John Ruskin, and T. S. Eliot, among others, as intellectual precedents and touchstones.
 
                These beginnings might seem ripe for studying and theorizing popular and/or mass-produced poetry in multimedia contexts, but as the example of Culture & Society suggests, few if any early practitioners went in that direction; in fact, other major figures in cultural studies were at the same time consolidating or reaffirming the narrow scope of poetry studies. In his influential essay “Lyric Poetry and Society,” for example, Theodor W. Adorno contrasts “greatness” in art with the “false glitter” of “weaker poetry” insofar as the “the greatness of works of art […] [w]hether intended or not […] transcends false consciousness” (1974, 63, 58). Indeed, he writes, “the idiosyncracy of poetic thought, opposing the overpowering force of material things, is a form of reaction against the reification of the world, against the rule of the wares of commerce over people” (Adorno 1974, 58). Arguing that even the most seemingly subjective and insular literary art is in fact social in nature, Adorno’s focus on the lyric is understandable. Marcuse pursued a similar logic when suggesting that the seemingly “unpolitical character” of love poetry is in fact the source of its “political action” (1998, 204). By attributing such importance to the already privileged genre of lyric poetry, however, and by targeting the subject of literary “greatness” as the primary focus of poetry scholarship, Adorno’s essay worked to keep generations of poetry critics looking away from the cultural and aesthetic work being done by the presumably “false glitter” of poetry in popular contexts.
 
                In Culture & Society, Williams tracks an emergent nineteenth-century discourse in which authors and especially poets became “convinced that the principles on which the new [market-driven] society was being organized were actively hostile to the necessary principles of art” and began, in response, to reject “the Public and […] Popularity as standards of worth” (1983 [1958], 35, 40). If “greatness” in poetry – or “genius” in the case of the Romantics – can be recognized only by the select few, and if that greatness or genius is the primary source of poetry’s counterhegemonic potential, it is no wonder that the field of poetry studies would narrow its focus accordingly; why then study the broader public and popular writing? Walter Benjamin mused in 1939 that “conditions for a positive reception of lyric poetry have become less favorable,” and “only in rare instances is lyric poetry in rapport with the experience of its reader” (2007 [1939], 156). Nearly forty-five years later, French sociologist Pierre Bourdieu would reinforce Benjamin’s view that poetry and the marketplace were anathema. Positing that poetry is “the most perfectly autonomous sector of the field of cultural production,” Bourdieu proposed that poetry as an art “exists virtually in a closed circuit, from the field of mass production,” that its circuit is “made up of [only] the writers themselves,” and that, insofar as the “loser wins” (i.e. doesn’t sell), the world of poetry follows “a systematic inversion of the fundamental principles of all ordinary [i.e., capital-based] economies” (1983, 320, 330–332).
 
                While the rest of cultural studies expanded the purview of academic study to consider both high and low art (TV, pop music, cartoons, popular fiction, etc.) and to work on deconstructing what Andreas Huyssen called the “great divide” between the categories of high and low (1987, viii), the field of poetry studies – prompted and guided by Adorno, Marcuse, Benjamin, Williams, Bourdieu, and the cultural prestige of the Romantics – instead ended up replicating and reinforcing that divide, focusing on greatness, genius, lyric poetry, and the “closed circuit” of poetry’s existence over and against mass culture, popular culture, poetry’s many other genres, and the public. No one in the world of poetry criticism at this time legitimized studying, much less complicating, the category of “false glitter” in the way that Fredric Jameson legitimized studying Hollywood movies (see 1979); no one did for poetry what Janice Radway did for the study of romance novels (see 1984), or what others did for the study of advertising or soap operas. Instead, poetry studies hewed close to Bourdieu’s argument – that “the break between poetry and the mass readership has been virtually total since the nineteenth century” (1983, 332) – even though that “break” bore little resemblance to reality. Ironically, while their writings would become central to expanding how literary scholars and critics would understand and approach the relationship between the literary text and culture more broadly, they would do little to equip those scholars to understand poetry as a popular and/or mass mediated phenomenon let alone to make it the centerpiece of academic study.
 
               
              
                Exceptions and ways forward: Cultural studies approaches to mass-produced, -circulated, and -consumed poetries
 
                As Williams, Thompson, and others likely knew, from the industrial revolution onward, more poetry was being written and circulated in more forms than ever before, oftentimes with immense public and market appeal and fueled by a range of factors especially the booming popular press and increasingly literate social classes. The nonprint media landscape of the long twentieth and twenty-first centuries would only accelerate and compound that history in scale and scope. The open secret of so much popular verse in the history of poetry has quietly dogged poetry studies since: advertising poetry, newspaper poetry, greeting card poetry, religious poetry, schoolroom poetry, poetry at public events, radio poetry, popular music lyrics from Tin Pan Alley to rock and roll and rap, poems recorded for a wide range of playback technologies, poems made into films and cited on television, poetry on Instagram, Twitter, Tumblr, and TikTok, and so on (→ II.7 Social Media Poetry; IV.7 Digital Publishing of Poetry and Its Detractors). The “break between poetry and the mass readership” that Bourdieu (1983, 332) and others tried to sell in their scholarship was in fact no break at all.
 
                Most poetry criticism deals with the open secret of poetry’s proliferation and multimedia history by ignoring it and the larger culture of which it was part. Not everyone followed suit, however. In the U.S., Janice Radway and Perry Frank were perhaps the first to broach the topic in a mainstream way (1988), though they focused only, in a single book chapter, on book sales as a measure of poetry’s popular appeal, rather than its many manifestations in other media and media platforms. And studies of the African American literary tradition – in which oral, folk, and popular poetries, as well as their musical forms, were never differentiated from literary writing in the same way as they were in studies of White poetry – introduced and kept alive, in theory if not necessarily in practice, the prospect that high and low are not only connected but equally deserving of attention (→ II.1 Printed Poetry; IV.8 Representational Politics and Poetry).
 
                In the late 1980s, however, Cary Nelson’s field-exploding work made the study of popular poetry both viable and urgent. Recovering a forgotten tradition of leftist and working-class American poetry – work that Nelson valued for its cultural impact as well as its literary character – Nelson’s Repression and Recovery (1989) decentered “greatness” as the first talking point of poetry analysis while also decentering the book as the privileged vehicle of poetry’s transmission. Instead, he focused on the ephemeral and “commonplace” forms ranging from fliers and handbills to posters, songs, advertisements, and, in subsequent work (2004, 61), even propaganda postcards dropped via specially-designed bombs during World War Two. For a time in the 1990s and early 2000s, Nelson’s work inspired studies in a similar vein and went hand in hand with the recovery of neglected texts by women and Black authors during the same period. Each of these recovery endeavors established a footprint in the workings of popular or mass culture that were central to the social histories and political movements of their respective poems, but those recovery efforts – eventually aimed at expanding the literary canon (cf. “the best which has been thought and said,” Arnold 1894, xi) – ultimately prioritized the subject of aesthetic greatness. The footprint in popular or mass culture they established has not disappeared, but most poetry scholars have not taken the possible next steps in that direction – especially not when compared to cultural studies work in other fields that have enthusiastically run toward video games, television, movies, and social media, as well as the “cartoons and popular fiction” which Hoggart identified as early CCCS students’ interests (in Tredell 1993, 35).
 
                By decentering “greatness,” by considering the social impact of poems among ordinary readers and in daily life, and by considering media other than the book or little magazine, Nelson’s work provides the foundation for Mike Chasar’s two-book sequence on the dynamics of popular poetry in U.S. culture and everyday life as well as poetry’s mediation and remediation by a wide range of so-called “new” nonprint media. The first, Everyday Reading: Poetry and Popular Culture in Modern America (2012), uses approaches by theorists like John Fiske, Henry Jenkins, and Michel de Certeau to focus on the consumer as producer in a pre-digital world as well as the nature of the popular text including its complicated aesthetic dimensions. It discussed uncredentialed readers sourcing poetry from mass culture to make their own cut-and-paste scrapbooks; mass audiences whose fan letters to interwar-era poetry radio shows resisted the corporate logics of the shows’ design; and the ways in which advertising jingles’ wordplay troubled and eventually overwhelmed the commercial messages of a nationwide advertising campaign. The second, Poetry Unbound: Poems and New Media from the Magic Lantern to Instagram (2020), challenges the notion of poetry of the long twentieth century as a primarily book- or print-based “closed circuit” by tracing poetry’s history in emergent non-print mass media forms like the magic lantern, radio, silent film, sound film, TV, and social media.
 
                Taken together, these and other works by Nelson and Chasar call for a number of paradigm shifts within poetry studies that remain relevant for the study of poetry in the digital age: (a) a shift from poetry’s producer to the consumer or user; (b) a shift from poetry in “official verse culture” (Bernstein 1987, 35) or avant-garde contexts into the realm of everyday life; (c) a shift from print and book to nonprint media forms; (d) a shift from closed circuit to large-scale fields of production and reproduction; and (e) a shift from “greatness” to a more diverse set of aesthetic guides, end goals, or effects. Other works from this period pursue and deepen these suggestions in important ways: Joan Shelley Rubin (2010) and Catherine Robson (2015), for example, invite readers to view how educational and other public contexts shape the social, ideological, and aesthetic dimensions of poetry at the level of everyday life, among uncredentialed readers, and in non-book-centered contexts. When placed next to work by a range of scholars on performed, recorded, broadcast, and new media poetries usually concerned with avant-garde or traditionally “literary” work (for instance, Morris 1998; Wheeler 2008; Morris and Swiss 2009; Jones 2011; Shaw 2018; Hollenbach 2023 in the U.S. or Schäfer 2015; Benthien 2021 in Germany), one can see a foundation for the study of poetry in the digital age taking shape. Today’s emerging generation of poetry scholars currently focusing on Instapoetry and its antecedents (see, for example, Manning 2020; Grubnic 2020, 2023; Knox et al. 2023) is just one of the many possible academic trajectories that poetry studies in the digital age can take. Why should the poetry in video games like Child of Light (2014) or Ghost of Tsushima (2020), or the delivery of text via digital karaoke systems, or the writing of poetry via artificial intelligence not be next (→ IV.11 AI Creativity and Poetry)?
 
                Regardless of direction, the study of poetry in the digital age necessitates an expanded understanding of aesthetics. What are the aesthetics of popular and nonpopular poetries in their many forms if “greatness” is not – or does not appear to be – their aim? How and why do they appeal to or affect consumers or users? How are those aesthetics shaped or made possible by digital interfaces and platforms and in relation to previous media forms and platforms? How do those aesthetics resist, inform, and otherwise dialogue with “literary” poetry being created and disseminated in the same age, and how do “literary” poetries engage and incorporate them? To this end, Sianne Ngai’s pathbreaking work on the aesthetic categories of consumer capitalism – the “cute,” “zany,” and “interesting,” which stand in contrast to traditional aesthetic categories such as the “beautiful,” “sublime,” “grotesque,” or “tragic” – is invaluable (see 2015; → IV.6 Contemporary Poetry as Commodity). Ngai does not focus on poetry, but her model opens the door for the application of these and other new aesthetic categories to poetry analysis. The promise of this approach is illustrated best by Daniel Tiffany’s My Silver Planet: A Secret History of Poetry and Kitsch (2015), which reveals how poetry was instrumental in pioneering “kitsch” as an aesthetic first in relation to popular and then literary contexts. The unexpected relation between avant-garde and popular or “non-literary” poetries that Tiffany identifies – both oppose a bourgeois literariness – is itself a model for future scholarship; more importantly, Tiffany’s work illustrates how poetry that doesn’t necessarily aim for “greatness” is nevertheless a complicated phenomenon with identifiable literary, social, and cultural impacts on ordinary readers and in everyday life. Cultural studies practitioners interested in TV, fiction, comics, advertising, and so on seem to have known this all along. Faced with poetry in the digital era, poetry studies is beginning to catch on.
 
               
              
                Conclusion
 
                Poetry is and has always been a global, multilingual, multimedia art form (→ III.6 Multilingualism Research; III.13 Media Art Research) with forms, practices, and histories that inform and feed the present moment in too many ways for a single short essay to count. Likewise, the field of cultural studies – now charged with studying experience lived, interpreted, and defined across the globe – is too diverse for a single essay to describe. From the United Arab Emirates reality TV shows Million’s Poet and Prince of Poets, to the various Dutch poetries occurring “off the page” that Kila van der Starre tracks and studies (2021), to the antiwar “poetry rain” projects being carried out by the Chilean art collective Casagrande, to Jennifer Crandall’s Whitman, Alabama documentary video series, poetry moves faster, in more media forms, and at larger scales than the scholarship charged with assessing it (→ II.5 Audiovisual Poetry; II.9 Poetry as Public Art). That art outpaces its champions and detractors is nothing new, and it’s the case with poetry as well, whether it be small-scale or large-scale, progressive or reactionary, high, low, or somewhere in-between, or digital, digitalized, or not yet. Those seeking to understand poetry in the digital age cannot afford to be too choosey when looking for subject matter or critical models at the present moment – certainly not as choosey as those who have come before. This area of poetry scholarship needs every springboard, assist, and leg-up it can get.
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                Field and key terms
 
                The academic study of gender first emerged in the late 1960s, driven by the rise of second-wave feminism (cf. Pilcher and Whelehan 2004, ix). While gender studies focus on social and cultural constructions of gender (see Fausto-Sterling 2000) and address gender inequalities as well as dynamics and structures of power within patriarchy and postcolonialism (see hooks 1984; Spivak 1988; Connell 2005 [1995]), queer studies in the mid-1980s marked “both a continuity and a break with previous gay liberationist and lesbian feminist models” (Jagose 1996, 75). Both fields analyze gender, bodies, and sexuality as instruments and effects of specific processes of regulation and normalization, and both “draw theoretical attention to the fact that the […] coherence of sex, gender, desire, and identity is socially constructed” (Hark 2005, 285; trans. JR). A second central premise of queer studies is the assertion that the presumed naturalness of the binary gender order must be questioned, challenged, and ultimately destabilized (see Butler 1990; Jagose 1996; Engel 2002). The term queer theory was coined as a joke by Teresa de Lauretis for a conference on the “History of Consciousness” held at the University of California in 1990 (cf. 1991, iii). Originally an offensive term that meant “strange” and “weird,” as well as anything or anyone that deviated from the conventional norm (cf. Pilcher and Whelehan 2004, 129), the term queer has been “resignified” as a subversive “counter-appropriation or restaging of offensive speech” (Butler 1997, 14, 158).
 
                One of queer theory’s key underpinnings is the concept of intersectionality (see Spivak 1988; Crenshaw 1989; Muñoz 1999), which explores how various aspects of identity – such as gender, sexuality, race, class, or age – intersect and overlap to produce unique experiences of marginalization and privilege. This theoretical framework emerged from critical race studies in the late 1980s and early 1990s, although analysis of the multidimensionality of lived experiences, particularly for individuals from multiple marginalized communities, predates the coining of the term intersectionality. This Bridge Called My Back (1983 [1981]), edited by Gloria Anzaldúa and Cherríe Moraga, is not only the first anthology of literature by women of color, but its “significance stems […] also from its direct address of the imbricated relationships racism, poverty, and sexism have with homophobia” (Tatonetti 2014, 552). Another key concept is gender performativity, a term coined by Judith Butler (1990) that posits that gender is not a fixed biological essence but is constructed through repeated performances that produce a range of effects. As Eve Sedgwick notes, the term performative draws on the authority of two different discourses: “that of theater on the one hand, and of speech act theory and deconstruction on the other” (2003, 7). In this sense, the concept of gender performativity extends beyond theatrical representations – it is not about staging one’s gender. Rather, it means that gender and gender expression not only describe one’s identity but also produce the effects they pretend to describe.
 
                Butler draws on the performativity of language as analyzed by John Austin. In his seminal work How to Do Things with Words (1975), Austin explores the extent to which speech transforms reality – that is, the extent to which a person does something by saying something. First, he distinguishes between constative and performative utterances; the former would simply describe reality, whereas the latter would attempt to transform reality. Then, he dismantles his own theory of distinct and contrasting categories. With this, Austin aims to demonstrate “that speaking always involves acting” (Fischer-Lichte 2008, 25; → III.10 Performance and Theater Studies). Relying on the performativity of language, “we ascribe an agency to language, a power to injure” (Butler 1997, 1). To assert that language is capable of inflicting harm, or that “words wound […] suggests that language can act in ways that parallel the infliction of physical pain and injury” (Butler 1997, 4). It establishes a connection between language and the body, between the speech act and physical well-being. Language thus has a “somatic dimension” (Butler 1997, 5). If this somatic dimension allows speech acts to have a physical impact, to wound, then the link between language and the body can facilitate healing.
 
                This connection between language and embodied experience is crucial within poetry, especially spoken-word poetry, where the text is delivered to the audience through the body and voice of the performer (→ II.2 Live Oral Poetry; → IV.2 Staging the Self in Spoken-Word Poetry). More generally, poetry can amplify the potential of speech acts to reshape identities and realities. Just as gender is performatively enacted through repeated social acts, so is poetry – on page or stage – enacted through repeated reading and/or listening. This contrasts with other literary genres, which are typically read or listened to only once, due to their length. In addition to its aesthetic and literary dimensions, queer poetry has been shown to have healing and empowering effects (see Tully 2000). This will be demonstrated in the following sections.
 
               
              
                Preliminary notes on queer poetry
 
                The presence of queer themes and homoerotic allusions in poetry can be traced back to antiquity (see Coote 1983). Queer poetry emerges from a complex interplay of historical marginalization and theoretical frameworks that challenge normative constructs of gender, sexuality, and identity (see Detering 2002). This led to the development of “encoding strategies” (Kramer 2019, 236) that enabled poets to express queer desires and identities covertly to avoid social, political, or even legal consequences. Encoding strategies include euphemization, which softens or cloaks explicitly queer themes in more socially acceptable language. Metaphor plays a central role in this process through the use of symbols and images such as nature, mythological figures, or religious imagery (see Martin 1979; Sedgwick 1997; Detering 2002; El-Rouayheb 2009; → I.3 Poetic Language). Moreover, Linda Zionkowski points to the class prerogatives at the heart of queer poetry: Court wits like Rochester used their “proficiency at composing verse” to validate “their dominant social status and aberrant sexual practices,” while also exchanging private manuscripts to create exclusive homoerotic bonds (2001, 21). At the same time, the marginalization of queer poetry in literary studies is also evident, as scholars such as Hans Dietrich Hellbach had to use pseudonyms to avoid academic discredit for a long time (cf. Popp 1992, 6). Other scholars avoided queer topics altogether due to fears of being mislabeled (cf. Leupp 1995, 1–2). This hesitancy is further illustrated by David Richter, who initially misrepresented Shakespeare’s sonnets to students, at times “directing the ‘students to imagine the sonnet […] is addressed to a woman if they can’t cope’” (Caplan 2004, 71).
 
                Furthermore, the marginalization of queer poetry is not only a product of societal attitudes toward queerness but also a result of broader colonial and heteropatriarchal structures that have suppressed diverse narratives and expressions (→ III.5 Postcolonial Studies). The marginalization of, for instance, Two-Spirit and queer Indigenous identities in North America has its roots in settler-colonial practices (see Tatonetti 2014). Children from Indigenous communities were “forced into Canada’s residential school system,” where they were made to renounce their traditional gender roles and sexual identities, resulting in a form of “cultural genocide” (Bradley 2023, 115–116). Despite these conditions, queer Indigenous poets have used their works as acts of resistance. Poetry, “by far the most common genre in Two-Spirit literature,” centers themes from “queer urbanity” to “intersectional concerns of queer Native people” and “claims for Indigenous difference, erotic wholeness, and Two-Spirit diversity” (Tatonetti 2014, 550, 555). The analysis of Indigenous queer poetry must take into account how these broader structures have shaped the forms, themes, and subversive strategies employed by these poets, whose works often simultaneously critique colonial power while reclaiming Indigenous epistemologies. The portrayal of Black queer women in South Africa, as depicted in selected isiXhosa and English poems (see Chidi et al. 2024, 1–5), also underscores the nuanced and complex nature of systemic homophobia and patriarchal structures.
 
                Although gay male love has long been a common poetic theme, literary studies have only recently begun to explore female homosexuality (see Garber 2012). In the latter half of the twentieth century, women’s poetry experienced a period of significant growth and recognition (see Keller and Miller 2012). Similarly, openly gay poetry blossomed in the wake of the Stonewall riots of 1969 (see Keenaghan 2012). Particularly through the interconnection of literary-performative practices with queer political spaces, spoken-word poetry represents a significant contribution to the formation of feminist and queer subcultures (cf. Robinet 2022, 188). In Butler’s view, the genre of slam poetry and related forms of spoken-word performance provide a valuable opportunity for queer people to “raise their own voices” and “speak their own minds clearly” (2019, 18; trans. JR). Today, queer spoken-word performers explore intersections of race, gender, sexuality, and class. The following section will examine the work of a selection of contemporary poets.
 
               
              
                Queer poetry in the digital age
 
                As discussed above, the strategy of embedding queerness within more widely accepted frameworks has allowed poets to resist erasure while covertly asserting their identities. This strategy persists in the contemporary era, as evidenced by the spoken-word performance “Dear Straight People” (2013) by Denice Frohman. As a queer woman of Puerto Rican and Jewish heritage, Frohman examines homophobia as well as interconnections between gender, sexuality, and race in her poetry, drawing upon her personal experiences. In “Dear Straight People,” for which Frohman won the Women of the World Poetry Slam, she recounts how, as a young lesbian poet, she used to change the pronouns in her love poems “to him instead of her” to avoid homophobic discrimination, adding that “straight people […] make young poets make bad edits” (2013, n.p.). Frohman’s strategy of adjusting pronouns reflects a larger practice within queer poetry that balances the tension between visibility and secrecy in order to survive. In a sense, however, by using “he” instead of “she” for a lesbian love poem, Frohman is taking a certain liberty with the denotation of words. The use of pronouns can be an example of queer linguistic disobedience, a concept that will be developed below. While traditional grammar rules prescribe “he” or “she” for individuals, the intentional use of “they/them” as a singular pronoun has become common in recent years, particularly by non-binary people who have appropriated “they/them” to resist the binary gender framework. This challenges linguistic norms and promotes inclusivity by breaking the rule that pronouns must conform to traditional gender categories. As Butler asserts, “[o]ne ‘exists’ not only by virtue of being recognized, but, in a prior sense, by being recognizable” (1997, 5). This assertion is particularly relevant in the context of Frohman’s poetry, which can be seen as having an empowering quality by fulfilling this function.
 
                Concepts such as linguistic disobedience and disidentification play pivotal roles in understanding how queer poets negotiate their identities and subvert dominant ideologies. The former refers to the deliberate breaking of linguistic rules, particularly those governing the offensive use of slurs, in attempts to appropriate and transform them into tools of empowerment (see Gray and Lennertz 2020). Linguistic disobedience, which parallels civil disobedience, is at the core of queer theory since the epithet “queer” has itself been resignified, as discussed in the first section of this article. Disidentification (Muñoz 1999) is a strategy used by queer people of color to engage with dominant ideologies without fully assimilating into them or outright rejecting them. Instead, disidentification allow them to operate both within and against these hegemonic structures, transforming cultural logics from within while acknowledging the value of everyday acts of resistance (cf. Muñoz 1999, 11–12). In the context of book poetry, the poet Roque Raquel Salas Rivera focuses on experiences as a migrant to the United States and as a queer Puerto Rican, as well as on the colonial status of Puerto Rico. Salas Rivera leaves certain words in Spanish untranslated in the English edition of their poems, which they refer to as “knots” that “resist assimilation and loss” when they feel that “the translation [would] silence rather than open up new meanings” (2016, n.p.). For example, the word adoquines, “the ones I stumbled over on my way to and from the water, could never bear the word cobblestone” (2016, n.p.). They also incorporate English words into Spanish. In their poem “they,” Salas Rivera examines the symbolic violence of language, even in absentia – superscript numbers are common in their poetry, for adding thoughts and comments or for linguistic disobedience, as will be discussed below: “en este, nuestro idioma,1 | no existe un plural que no me niegue. | | 1nuestro idioma es el español. nuestro, pues no exactamente el mío” [in this, our language,1 | there exist no plural that doesn’t deny me. | 1our language is Spanish. ours, but never quite mine] (Salas Rivera 2020, n.p.; trans. JR). On occasion, the poet creates new terms in code-mixing: Salas Rivera identifies as non-binary and has created the Spanish neologism buchipluma to describe their gender identity as a feathered butch.
 
                This amalgamation of English and Spanish is part of a phenomenon called queer hybridity – a form of linguistic disobedience, arising from the merging of genres, languages, cultural references, and identities, particularly in Latinx queer literature (Chamberlain 2014). It should be noted that multilingualism and code-switching are not exclusive to queer poetic strategies; they are also a feature of contemporary poetic language styles (→ I.3 Poetic Language; III.6 Multilingualism Research). However, queer hybridity extends beyond mere code-switching to also include genre mixing, which deviates from the literary conventions to “resis[t] the divisiveness of homophobia and ethnocentrism that is often predicated on the dominant US-American culture’s ideals of moral and cultural purity” (Chamberlain 2014, 2). In their collection while they sleep (under the bed is another country) (2019), Salas Rivera writes poems in Spanish and English in the wake of Hurricane Maria, which killed more than 3,000 people in Puerto Rico in 2017. The English verse is printed on the top right of the page, with the Spanish verse on the bottom left, the two are linked through a superscript number and a footnote. However, in this instance, the poet employs the superscript number as a form of linguistic disobedience, as the Spanish text is not a translation of the English. This results in the emergence of two distinct discourses that appear to correspond or respond to each other but are, in fact, entirely separate entities: “one week after the hurricane we | ‘have different views on colonialism’28 || 28como si te importara el nombre de mi pueblo” [like you care about the name of my town] (Salas Rivera 2019, n.p.; trans. JR). Furthermore, Salas Rivera uses silence as a strategic and aesthetic tool to resist colonial and patriarchal domination (cf. Lear 2024, 3). Being bilingual, the poet is inclined to recite poems in Spanish as a “political act” (Salas Rivera quoted in Regan 2018, n.p.). Salas Rivera argues that presenting a language that is not understood by the audience to the audience creates a discomfort that resonates with the everyday struggles of immigrants who are still in the process of acquiring the language of their new country (cf. Regan 2018, n.p.). Linguistic disobedience, like a cat slipping through the cracks of a closed door, finds ways to defy imposed structures while retaining its elegance and autonomy. This “working on and against” while “valuing the importance of local or everyday struggles of resistance” (Muñoz 1999, 11–12) is an example of disidentification.
 
                Exploring the multimodal stylistics of the verse novel genre further underscores the hybrid and fluid nature of queer narratives. The Afro-German queer poet, writer, and spoken-word artist Chantal-Fleur Sandjon has been awarded the German Youth Literature Award 2023 for her verse novel Die Sonne, so strahlend und Schwarz [The sun, so brilliant and black] (2022). This coming-of-age text encompasses the experiences of a Black, queer young woman in Germany. It is a story of racism and domestic violence, but also of love, friendship, and collective solidarity. Sandjon draws on concrete poetry, as the text’s layout makes evident: The lyric subject states that she used to hold her breath in order not to drown in other people’s milk. The verb ertrinken [to drown] is hyphenated, with some fifty wave dashes above, below, and to the right, representing the waves that threaten to drown her. In a society that is perceived as deeply racist and sexist, self-determined sexuality and a flexible handling of one’s own sexual orientation are recognized as “places of power negotiation and possible disposition of oneself and one’s own life energy” (Eggers and Mohamed 2014, 59; trans. JR). In that sense, Black queer poetry offers a potential for empowerment.
 
                Hybridity and disidentification bring queer theory into relief with posthumanism in that both perspectives interrogate and dismantle normative categories – including, among other things, the category of “human” as a site of exclusion. The notion of “human” often relies on rigid boundaries that dehumanize marginalized identities, including queer, trans, and non-binary people (→ IV.12 Posthumanism and Poetry in the Anthropocene). Similarly, posthumanism and ecofeminism critique the category of human as historically constructed through processes of exclusion – whether through race, gender, sexuality, or species hierarchy (see Mies and Shiva 1998; Barad 2007). Human, in this sense, is not an innate or neutral category but a political one that can be used to justify domination over others, especially women, animals, and the environment. Spoken-word performer Andrea Gibson can be cited as an illustrative example of how queer and posthuman perspectives converge. Gibson is a non-binary, white poet from the U.S. who addresses a range of themes, including war, society, queer feminism, sex, love, spirituality, and white privilege. Best known for their live performances on stage, Gibson also regularly posts video reels on Instagram in which they recite a poem or passages from a poem, with written text appearing alongside Gibson’s voice, making the video more accessible. They film themselves in casual settings, such as in their car or their living room, giving the viewer a sense of intimacy and authenticity. For example, in one video, Gibson performs a passage from their text “The Year of No Grudges” published in their poetry collection You Better Be Lightning (2021), in their kitchen, to an audience of their four dogs (Andrea Gibson [@andreagibson]. “The Year of No Grudges.” Instagram post, June 10, 2022). The dogs listen, lying on a carpet, sitting, or standing, as Gibson performs for them, naming each one throughout the performance, laughing at the dogs’ reactions until they finally bark. Gibson has published a poem called “A Letter to My Dog Exploring the Human Condition” (2015), but, for this Instagram video performance with their dogs, they chose one of their most famous texts instead. “I know most people try hard | to do good and find out too late | they should have tried softer. | I’ve never in my whole life been level headed. | but the older I get the more level hearted” (Gibson 2015, 30). In performing for their dogs, Gibson opens up “the prospect of a society that is not based on colonization of all kinds: of women by men, of colonies by metropolises, of nature by human beings” (Mies and Shiva 1998, 9).
 
                The poetic strategies of linguistic disobedience, disidentification, and hybridity serve queer empowerment, as exemplified by the poetry clip “Jenga” (2021b), an interdisciplinary spoken-word project by Lavender Szymula (Lila Sovia) that focuses on the theme of sexual violence. It follows in the tradition of poetry clips (→ II.5 Audiovisual Poetry) with its mix of filmic images, poetic text, and reciting voice – here also adding a calm beat to electronic music. Sovia is a German non-binary rap artist, spoken-word performer, and writer. The poem “Jenga” was published in their poetry collection fluide (2021a). For the text version of “Jenga,” Szymula plays with graphic representation, building a pyramid tower out of words. According to the poet, “Jenga is a metaphor for people who get tangled up and cause themselves and their perspectives to fall because the way they argue is illogical and their lines of reasoning have holes in them. And even when they realize that, they pull out the next brick and put it on top” (Szymula in a Telegram message to the author, July 24, 2024; trans. JR). But it is the poet who is able to topple the whole structure with one touch. Although the poem evokes a sense of violence, at the end of the poetry clip, Szymula and seven dancers are arranged in a line, intertwined with one another, symbolizing a collective empowerment for themselves, each other, and the viewers.
 
                The poetry clip “Jenga” is set in the Gasometer in Leipzig, a former industrial monument that is now a venue for cultural events and exhibitions. Seven dancers accompany the poetry and music with movement; they are part of the Gems_Crew, a FLINTA+ (female, lesbian, intersex, non-binary, trans, agender) freestyle hip-hop and breakdance ensemble. Szymula’s clothes and hair are lavender, as are those of the dancers, which may evoke the color lavender as the symbol of the feminist movement (see Müller 2004). The German rapper Sookee has also made lavender and purple her signature color – she always wears a piece of clothing in this color, and the artwork for her debut album Kopf Herz Arsch [Head heart ass], as well as her website, are each entirely purple (cf. Sookee 2007, 37; see also Sookee’s song “Purpleize Hiphop” from her 2011 album Bitches, Butches, Dykes & Divas and her 2014 album Lila Samt [Lavender velvet]). For Sookee, the color lavender/purple is “the visual equivalent of Quing” (2007, 37; trans. JR) – a portmanteau of queen and king that the rapper uses to describe herself. The use of purple, “initially a mixture of the masculine connotation of blue and the feminine connotation of red” (Sookee 2007, 37; trans. JR), visually illustrates the concept of gender as a spectrum. The exact proportions of red and blue result in a color spectrum of shades of purple, violet, lilac, and magenta (cf. Sookee 2007, 37). But Sookee’s use of the two gender-coded colors is also intended to deconstruct this connotation: Until the early twentieth century, pink was associated with boys (as the “little red,” associated with war and courage) and blue with girls (because of the blue color of the Virgin Mary’s veil).
 
                While often historically suppressed, queer poetry has existed across cultures and eras, employing coded language as a form of resistance. A gender- and queer-focused perspective allows for the examining of how a poem navigates disidentification, linguistic disobedience, and empowerment to challenge the conventional categories of identity, gender, and desire, thereby creating space for marginalized voices. Furthermore, posthumanism extends focus beyond human-centered narratives, inviting us to rethink interconnected identities and subjectivities. This multifaceted analysis deepens our understanding of how queer poetry operates as a tool for social and political transformation.
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              The entanglement of poetry and memory has a long history. From ancient epics, mnemotechnics, and oral poetry’s function as an “art of memory,” to the modern lyric’s ability to capture human experience in concise forms, often through engaging with visuality (see, e.g., Hetherington 2012; Zettelmann 2013), poetry remains an essential means of recording, enacting, and circulating memory. As such, it is crucial to study poetry in relation to cultural memory – tentatively defined as “the interplay of present and past in socio-cultural contexts” (Erll 2010, 2) – and discuss it through theories and methods researched within and provided by cultural and literary memory studies.
 
              While poetry has been foundational, and continues to be of importance, for thinking about literary representation and documentation of memory, scholars of cultural and literary memory studies have tended to take a greater interest in studying mnemonic processes in relation to prose. Though the field of cultural memory studies has expanded geographically as well as thematically by applying new critical perspectives and theories while studying previously underrepresented memorial practices, writings, and sites and centering remembrance and experiences of war, trauma, diaspora, and migration as well as memories beyond trauma (see, e.g., Kaplan 2023), this tendency seemingly persists. This article is, thus, a call for greater attention to the thematic, formal, and medial aspects of representations of memory in poetry.
 
              The digital age, in particular, evokes questions pertaining to the circulation and archiving of memory in various media and formats, inviting considerations of how cultural and literary memory studies may be combined with digital memory studies. This article outlines the history of cultural memory studies, considering its theoretical foundations as well as more recent developments and trends, to illustrate theoretically and methodologically fruitful approaches to memory, as acts of remembering (see Bal et al. 1998), in and through poetry today.
 
              
                A brief overview of cultural memory studies
 
                Although thinking about memory and poetry stretches beyond ancient times, memory studies, and then, cultural and literary memory studies, was only established as a research field in the late twentieth century. Since then, it has brought together scholars from sociology, history, psychology, cultural studies, anthropology, literary studies, media studies, trauma theory, migration studies, and more, underlining the wide-spanning and interdisciplinary interest in memory. Research on Shoah memory and trauma in particular was essential for the formation of the field and the following critical discussions regarding how memory and remembrance are expressed or represented in and through cultural practices, as well as the various challenges this presents. This interest in memory, and how traumatic events are memorialized, paved the way for a host of new questions and examinations of how memory changes intergenerationally as “postmemory” (Hirsch 1997, 2008) and takes new forms in a globalized world as “cosmopolitan” (Levy and Sznaider 2006, Ch. 2), “multidirectional” (Rothberg 2009), or “travelling” (Erll 2011) memory.
 
                The origins of memory studies theory are largely credited to French philosopher and sociologist Maurice Halbwachs whose works, e.g., On Collective Memory (1992 [1925]) and The Collective Memory (1992 [1950]), outlined the concept of collective memory. Halbwachs argued that collective memory is a social kind of memory, and, while individual memory is distinct, its formation in the present is necessarily shaped by various social (familial, communal, societal) frameworks and belongings (cf. 1992 [1950], 38, 52–53). His theorization elicited many responses with differing, though interlinked, foci. Alongside sociology and psychology, collective memory sparked great interest in the fields of (cultural) history and cultural/literary studies in the 1980s and 1990s. Among the most prominent responses are Pierre Nora’s examination of the line between historicization and collective memory (1989) and Aleida and Jan Assmann’s conceptualization of cultural memory, which also builds on Aby Warburg’s work on the recurrence of visual imagery throughout history generating, in effect, collective frameworks for recollection (cf. Assmann 1995, 129; see also Assmann 2011). Contrasting communicative memory, which is recounted by one person to another and has a limited span of 80 to 100 years, cultural memory, as per Jan Assmann, is more enduring, carried over via practices, institutions, memorials, literature, and more (cf. 1995, 125–133). The shift from collective to cultural memory marked the importance of studying cultural production and practices “in their own right” (Rigney 2016, 66). According to Max Saunders, cultural memory also has a terminological advantage “since it is concerned not with actual events but their cultural repercussions; not with actual memories but with memories as representations, and with representations of memories” (2010, 330). In her influential work Cultural Memory and Western Civilization (2011), Aleida Assmann illustrates how literature has been a vessel of cultural and communicative memory by encapsulating imagination, recording, and recollection, noting that, historically, “it was poets and historians who provided the media for cultural memory in societies with and without writing” (2011, 89). Though that which poets choose to record shifts throughout time (cf. Assmann 2011, 89), the role of poetry as mnemonic container and space for filtering experience remains.
 
                In recent decades, researchers have focused on how memory moves and changes across time and space. In her article “Travelling Memory,” Astrid Erll appeals to scholars of memory studies to move away from “site-bound,” “nation-bound,” or “cultures-bound” research and turn toward an “attentiveness to the border-transcending dimensions of remembering and forgetting” (2011, 15). As part of this, Erll sketches “five dimensions of movement” contributing to mnemonic circulation: “carriers, media, contents, practices, and forms” (2011, 12). These categories can all be seen as methodological and theoretical points of departure into studies of poetry, considering, for example, how authors (as carriers) circulate memory, how memory travels within or via works of literature, or how memory is remediated and transforms from oral recount to writing and film (see Erll and Rigney 2009) or moves between individuals and communities (see Laanes and Meretoja 2021).
 
                If Erll’s work focuses on the spatial and medial transformations of cultural memory, the concept of postmemory, coined by Marianne Hirsch, foregrounds its development in time. The term “describes the relationship that the generation after those who witnessed cultural or collective trauma bears to the experiences of those who came before, experiences that they ‘remember’ only by means of the stories, images, and behaviors among which they grew up” (Hirsch 2008, 106). Postmemory was developed in connection to engagement with memory through visual artifacts and in writing by second-generation survivors of the Shoah, termed the “postgeneration” (Hirsch 2008, 103). It has since become a central study object in literary works on family memory and trauma. While the theory was not created in relation to poetry, recent publications dealing with poetry use the term to discuss, e.g., “gendered intergenerational transmission of trauma” of and after the Shoah (Miñano Mañero 2023, 283), intra-African displacement and migration – showcasing how restorations of a parental past can lead to a reconsidering of “the boundaries of traditional historical archives” (Adeoba 2024, 5; → III.5 Postcolonial Studies) – and refugee experiences after the Vietnam War (see Wei 2022). Reading and (re)writing poetry, as “memory-work” (Young 1993, 15), Joseph Wei suggests, “can enable ways of feeling and seeing the ruptures of the Vietnam War in the present tense without acceding to narrative demands for reconciliation and closure” (2022, 5).
 
                Another influential concept is multidirectional memory, introduced by Michael Rothberg, which invites a reading of different events and histories dialogically rather than comparatively by drawing mnemonic connections between them (cf. 2009, 1–7). Rothberg proposes that discourse and writing on the memory of the Shoah can be used for writing and thinking about other atrocities. He also addresses the risk of relativizing the Shoah and “where memory’s multidirectionality functions in the interests of violence or exclusion instead of solidarity” (2009, 12). While this framework has proved productive for approaching memory’s role in, e.g., constructing and reading different collective, politicized identities together (cf. Kaul 2023), scholars have also problematized the concept. Discussing World War II allusions in poetry on The Troubles, Charles Armstrong shows how a multidirectional framing is not always straightforward; a single poem can both invite and “withdraw” from multidirectional connections (2021, 76). Armstrong deduces that poetry, in this case, “shows itself to be an oddly ambivalent and dynamic form of cultural memory” (2021, 78).
 
                The continuous interest in the entanglement of memory and culture is apparent in looking at the numerous publications in the last years, including The Collective Memory Reader (2011), Routledge International Handbook of Memory Studies (2016), The Handbook of Culture and Memory (2017), Critical Memory Studies: New Approaches (2023), and The Palgrave Handbook of Literary Memory Studies (2024), alongside the growing number of special issues such as “Memory and Literature” (cf. Milevski and Wetenkamp 2022) and publications in journals such as Memory Studies (founded in 2008). Though the importance of poetry and poeticity is emphasized across a number of cultural and literary memory studies publications (cf. Neumann 2010, 340) – and works such as Jahan Ramazani’s Poetry of Mourning: The Modern Elegy from Hardy to Heaney (1994) and, more recently, Adele Bardazzi, Roberto Binetti, and Jonathan Culler’s The Contemporary Elegy in World Literature (2025), alongside others, many of which are cited in this article, have illustrated how memorialization and poetry are closely interlinked – comprehensive, collative works with a transcultural focus on poetry from a cultural memory studies perspective still largely remain desiderata.
 
               
              
                Analyzing memory in (print) poetry
 
                Looking at cultural memory studies theorization and methodology, certain paths of inquiry seemingly persist, while newer ones are also introduced. Scholars of → III.16 Digital Humanities and digital memory studies, for example, are encouraging methods such as distant reading for studying memory practices and community building on social media platforms (see, e.g., Strandgaard Jensen et al. 2023). Looking at research on poetry, scholars tend to analyze thematic, contextual aspects as intertwined with constitutive formal matters, paying attention to → I.9 Rhyme, Meter, and Rhythm as well as lyric address (see Culler 2015), effects of empathy (see Pietrzak 2022), the role of imagery, and how memory is evoked and enacted in poetry with certain characteristics, particularly autobiographical, life-writing, documentary, historical, or elegiac features.
 
                “There is no direct route from life to poetry, because poetry is made not from the original emotions but from memories of memories,” as Aleida Assmann writes in reference to William Wordsworth’s work (2011, 93). Poetry with autobiographical features is very important for considering cultural memory formation, as autobiographical memory is an integral part of constituting a lyrical self, a singular “I” or a plural “we.” In particular, poems “that are accompanied by strong visual imagery often persuade us that they are based on the poet’s actual experience” (Hetherington 2011, 104). While literature, like history, has a legitimizing function for (collective) memory (cf. Nora 1989, 24), poetry, in its fragmentation, also emphasizes memory’s fickle nature. Forgetting is just as important as remembering, making fragmentation and absence of knowledge equally integral to studies of memory and poetry. “The poet,” Marjorie Perloff remarks, “has no obligation to be a responsible historian” (1999, 434). However, “poetic memory does not reject historic memory,” as Uta Gosmann argues, but “is aware of the limitations that derive from a self grounded in a narrative of its past. It is dissatisfied with the naiveté of such historic narrative, and historiography shares this dissatisfaction” (2012, 3). As such, analyses of poetry with autobiographical features should note how these works encapsulate an ability to archive and legitimize memory – collective and personal – while remaining ambiguous and “condensing what were originally different experiences into one ‘memory’” (Hetherington 2011, 110).
 
                Additionally, as noted by Jo Gill and Melanie Waters, it is necessary to consider “how the ‘I’ is constituted, what it stands in for, and how it is placed historically, politically and culturally” as “current theories of life writing (particular in its gendered, racial and ethnic diversity) are particularly relevant to poetry” (2011, 4). This is especially important in poetry with autobiographical features that oscillate between an individual’s and a community’s experiences, which, in turn, has a wider cultural and collective impact. This can be traced in poetry by Shoah survivors. “Through the process of poetic engagement,” as Shellie McCollough deduces in reference to Nelly Sachs’ writing, “witnessing creates a community through memorialization” (2020, 352, 355). The ways in which familial, communal, and individual memory also develop with time is evident when studying recent writing on the Shoah. Though both the second- and third-generation deal with a sense of postness, the poetry of the latter is often characterized by a focus on self-positioning, negotiating one’s own experiences and identity in the present in light of the past as well as, importantly, what lies ahead (see Hofman 2023). These authors, additionally, often interrogate established memory discourses while criticizing antisemitic stereotypes, ignorance, and societal inaction (cf. Hofman 2023; Stirner 2023).
 
                Evoking the past, the third generation often reiterate and (re-)frame fragments of familial memory in and through poetry, exploring how collective remembrance changes and what effects it has intergenerationally. An example of how this is dealt with can be found in Channa Riedel’s multilingual poetry collection Karlsbad (2023). In one poem, Riedel lists a number of site-specific words, emphasizing the sonic qualities of different letters and evoking questions about what role the loss of language has for a loss of place: “Rrrreise | Heydrrrich | Karrrrlsbad | Rrrrosenbaum | Leipzikk | Rrricharrrd Wagnerrrstrrraße | Wurrrst” (2023, 20). The poem considers what is lost between generations: places, languages, sensations, and direct memory itself, while tradition and collective, cultural memory remain. In this way, third-generation poetry considers the unknown future while archiving the living memory of those lost, holding the door open for continuous remembrance (cf. Hofman 2023, 13).
 
                Poetic engagement with the experiences of previous generations is common in poetry with documentary features, which are often also blended with autobiographical material. Documentary poetry as a genre is particularly relevant for literary memory studies, as it consists of a poetic reworking of an archive. While autobiographical and documentary poetry at times display similar approaches to memory, the former does not necessarily involve a scrutinizing of documents and their role or a journalistic method or inclination; the latter need not be centered around a lyric subject and their personal memory. Joseph Harrington defines “docupoetry” as poetry that “(1) contains quotations from or reproductions of documents or statements not produced by the poet and (2) relates historical narratives, whether macro or micro, human or natural” (2011, 1). It is a kind of “nonpoetry” – neither poetry nor documentary – that “produces a perspective, response, and critique that neither personal, expressive […] poetry nor a scholarly historical account could provide” (Harrington 2011, 5). Perhaps because of its “non-ness,” documentary poetry in particular opens up for an archiving of otherwise underrepresented experiences as well as re-examinations of an archive, including how to understand its contents, present and absent.
 
                Analyzing documentary poetry demands particular attention to the interworking of collective memory, history, and personal recollection, most notably the dialectic between official framing and recording of memory and the real experience of the peoples affected by historical events. For example, Layli Long Soldier’s poetry collection Whereas (2017), in part, interacts with the joint resolution introduced in the United States Senate in 2009 aimed at officially apologizing “to all Native Peoples on behalf of the United States.” The poems included in the suite “Whereas Statements” employ anaphora to mimic the phrasing and language of the resolution, in which each paragraph commences with “Whereas.” Long Soldier co-opts this official bureaucratic language for a poetic protest against the state and the continuous suppression of indigenous populations in North America while at the same time evoking emotion non-existent in the official document. “Whereas I cross my arms and raise a curled hand to my mouth as if thinking as if taking it in | I allow a static quiet then choose to stand up excusing myself I leave them to unease,” Long Soldier writes (2017, 72). In this way, poetry addresses various differing, collective understandings of the past. The poet actively engages with collective memory, intentional societal misremembrance and disregard as well as family memory, contextualizing impersonal, anonymous documents through both her own experiences and scenes from her family members’ lives.
 
                An example of documentary poetry, which is more closely related to journalistic methods and “found poetry” and utilizes snippets of documents and recorded material, is Charles Reznikoff’s poetry collection Holocaust (1975), which consists of slightly edited testimonies and historical records of the Shoah. As Jill Magi states, the work blurs the boundaries between the roles of poet and editor (cf. 2016). Though the text seems to be unemotional, the mediation of personal experiences and the tension between traumatic experience and laconic, bureaucratic language clearly elicits affect. By utilizing seemingly non-poetic or non-artistic writing, documentary poetry can engage with archiving of memory on multiple levels, underlining the deficiency of historical writing and bureaucratic processes while also highlighting the human experience often left to the side.
 
                Another poetic subgenre that often examines processes of memorialization is historical poetry, which thematizes historical events, either real or fictional. Like documentary poetry, historical poetry may be seen through a didactic lens, as an attempt to engage readers in learning about the past or dissecting the present by reflecting on the past. It may also be connected to memorial poetry and the genre of elegy, the features of which, as seen throughout this article, can be found across a significantly large corpus of works. Poetry with elegiac features is, as per Lucy Alford, characterized by its recollective potential and ability to elicit a particular form of attention, meaning “the act of attending to what is no longer present” (2020, 99). An example of historical poetry is Ilya Kaminsky’s collection Deaf Republic (2019), which details a military invasion and occupation of a fictional town, Vasenka. Kaminsky brings forth questions of culpability and how collective remembrance easily falls into a trap of “word over action,” additionally highlighting poetry’s role in activating people socio-politically. The last poem in the collection, “In a Time of Peace” (Kaminsky 2019, 75–76), encourages readers to juxtapose the fictional shooting of a deaf boy in Vasenka – an earlier occurrence in the poetry collection in response to which the townspeople go deaf in protest – with real police violence against young black men and boys in the U.S., interrogating different understandings of peace and the ways these are recorded and remembered. Kaminsky’s text exemplifies how poetry can critically examine memory through its imaginative aspect, employing it for building mnemonic solidarity and reflecting on how we choose to, or are taught to, remember or forget over time.
 
               
              
                Memory poetry in digital media
 
                The digital age has seen poetic expression and engagements with memory move online and onto social media. Recorded poetry readings, poetry clips, and poetry films are increasingly distributed and circulated on platforms like YouTube, Vimeo, and TikTok in addition to being screened at festivals (→ II.5 Audiovisual Poetry). The “connective turn,” Andrew Hoskins argues, “drives an ontological shift in what memory is and what memory does” by way of “liberating it from the traditional bounds of the spatial archive, the organization, the institution” and distributing it “via a connectivity between brains, bodies, and personal and public lives” (2017, 1).
 
                Digital and recorded engagements with memory and the role of social media platforms for education on and remembering of historical events (see, e.g., Berenson and Ezra 2023), as well as for memorialization of the everyday (see Annabell 2022), are essential for memory studies. While capturing memories or looking back is a common practice online (e.g., the Instagram trend #throwbackthursday, in which users post old photos or re-post previously shared content), poetry on social media also often employs more traditional formats of commemoration and mourning, reimagining collective remembrance practices pertaining to death. Though culturally specific, loss and grief are historically collective, communal endeavors and, with the use of the internet, the collective – or, rather, “community” – involved widens (Walter et al. 2012, 295). Social media networks have become surfaces open for communal mnemonic practices of sharing and engaging in grief, utilizing the multimodal opportunities afforded by the platforms by re-posting classical grave poems – epitaphs – while also sharing new memorial poetry. Poetry written for protest movements and gathered under hashtags such as #SayHerName is also a vital part of memorial poetic practices online.
 
                What is highlighted in the digital age is also the call for poetry to engage with memory beyond trauma. This development may be seen within a larger so-called “positive turn” (Rigney 2018, 370). Rigney notes that while “memory studies have developed very sophisticated conceptual tools for capturing the interplay between representation and ‘unrepresentatibility’ in cases of mass violence and suffering […] we still have a very limited repertoire of tools to capture the transmission of positivity” (2018, 370). Tea Sindbæk Andersen and Jessica Ortner, in turn, emphasize the stakes of excluding “positive, joyful, hopeful memories,” as this impacts not only the memory studies field and its approaches but also collective understandings of the past (2019, 8). Centering joy and hope – regarding concepts and practices such as, e.g., Black Joy – can ignite whole movements of poetry performances, films, and contests, effectively reframing collective memory and resisting stereotypical discourses. The act of telling and defining one’s story through this lens also continues a long-standing cultural and poetic tradition while taking it online (see Lu and Steele 2019).
 
                Notably, the digital age encompasses both challenges and opportunities pertaining to remembrance. Difficulties of archiving digital material in a lasting manner and the rapid spread of disinformation and distortions of truth online are only two of many currently pressing issues impacting cultural memory. Simultaneously, the digital age offers possibilities for works to reframe and re-imagine the old in new ways through, e.g., poetic memory practices involving virtual reality, augmented reality, or AI (→ IV.11 AI Creativity and Poetry). An example of a work engaging with memory through and in poetry is the interactive installation Fãl Project (2023–ongoing) by Mohsen Hazrati, which invites participants to press their finger onto a surface – a screen implemented as part of a book – to generate a personalized poem based on a database of poetry by Persian poet Hafez (1325–1390). Combining traditional modes of reading and foretelling with digital technology and visuality, Fãl Project sparks questions of how memory practices may change and expand in a digital age, reiterating the continuous relevancy of canonical and traditional texts for new modes of reading as well. Works such as these, which combine programming and artistic practice or, indeed, make programming part of artistic practice (→ II.6 Digital Poetry), point to the importance of considering new interdisciplinary connections, involving, e.g., digital humanities scholars and computer scientists in established discussions of cultural and literary memory studies, and of thinking about memory studies as an ever-expanding collective project.
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                Concepts, key terms, trends
 
                Postcolonial studies took off as an interdisciplinary academic field in the last decades of the twentieth century. It is a critical approach to European colonialism and the effects of the subjugation and exploitation of usually racialized peoples and their lands in the Global South as well as diasporic and Indigenous communities in the Global North. It also concerns the study of colonized and ex-colonized peoples’ cultures, experience, and resistance to empire. The field is often seen as having been founded by Edward Said’s landmark book Orientalism (1978), which proposed its central concept not in the former, neutral meaning of “orientalism” as the Western study of the East, but in a newly politicized sense, as the theory of “the Orient” as the West’s “Other,” which “has helped to define Europe (or the West) as its contrasting image, idea, personality, experience” (1978, 1–2). Said’s work was indebted to the great theorists of decolonization, such as Frantz Fanon, who described the colonial world as “a Manichean world,” that is, “a world cut in two,” with “the supremacy of white values” violently affirmed, in contrast with the systematically debased, racialized, and dehumanized otherness of the native (1963 [1961], 38, 41). To a greater extent than Fanon and other early anticolonial thinkers, Said, together with the two other leading postcolonial theorists, Homi K. Bhabha and Gayatri Chakravorty Spivak, brought discourse to the center of attention – that is, the linguistic and cultural means by which colonialism created, sustained, and imposed itself. Bhabha focuses on the ways in which colonizer and colonized are enmeshed, the colonized ambivalently subverting the colonizer through a process of resistant hybridization (cf. 1994). Spivak highlights how academic research, underpinned by Western epistemologies, tends to make non-Western ways of knowing inaccessible, particularly those of subaltern women, doubly subjugated under patriarchy and colonialism (cf. 1988).
 
                In the twenty-first century, few figures in the field have had the commanding influence of its founders. Some postcolonialists, notably Robert J. C. Young, have argued for a more historically and politically grounded approach that hews to the anticolonial, “tricontinental” struggles in Asia, Africa, and Latin America (see 2001). Others, such as Neil Lazarus, have favored a Marxist, econo-centric view of colonialism as part of the capitalist world system in which the center violently dominates the peripheries (see 2011). Theorists coming out of Latin American sociology have proposed the term decolonial in place of postcolonial, arguing against the poststructuralist and discursive preoccupations of postcolonial studies, and for the idea of the decolonial as the project of undoing Western ways of knowing (cf. Mignolo 2007, 452). But a careful reading of the leading postcolonialists reveals that they were already attempting to decenter Western epistemology, just as the earlier revolutionary theorists of decolonization, such as Fanon and Ngũgĩ wa Thiong’o, were calling for what Ngũgĩ called “decolonising the mind” (1986). Moreover, as Kwame Anthony Appiah has argued, it can be exceedingly difficult if not impossible to disentangle “native,” non-Western ways of thinking and knowing from those of the West, especially once they have been inversely shaped by the Western views against which they react (cf. 1992, Ch. 3).
 
                As a disciplinary formation that pushed for widening the reach of the humanities and social sciences beyond the West, postcolonial studies helped spur the twenty-first-century transnationalization of disciplines. More encompassing conceptualizations such as transnational, global, planetary, and world have tended to overlap with, and to some extent compete with, postcolonial studies. But these approaches can be seen as potentially complementary and “mutually enriching” rather than incompatible (Helgesson 2014, 484), combining an alertness to cultural mobility with the sensitivity to political repression and historical injustice in postcolonial studies (cf. Ramazani 2020, 151; see also Hena 2017; Hunter 2019).
 
                Because the term postcolonial is sometimes misunderstood as postindependence rather than post-colonization or even anti-colonization, and because postcolonial literary studies has tended to focus on works in the English language, some recent critics have preferred the idea of the Global South, coming out of geopolitical studies and Spivak’s later work (see 2003). But much as the term postcolonial has the disadvantage of seeming to imply a teleological temporality toward independence, the term Global South has the disadvantage of implying a binary geographic divide between North and South, even though critics have recognized interconnections and have tended to use the term not merely spatially but as a synonym for the “developing” countries – yet another problematic term. Ultimately, each of the associated and overlapping terms – postcolonial, Global South, developing, decolonizing, Third World, non-Western – is imperfect, whether implicated in temporal teleologies, social hierarchies, or geographical binaries, yet each can be seen as useful for highlighting real if complex differences that should be kept in view in any approach to global culture (cf. Ramazani 2020, 20–22).
 
               
              
                Poetry and the postcolonial
 
                Poetry was largely absent from postcolonial studies until the turn of the millennium. This is not to say that there were not valuable regional studies, such as books on the poetry of India (see King 1991, 2001 [1987]), Africa (see Goodwin 1982; Fraser 1986), and the Caribbean (see Breiner 1998; Chamberlin 2019). The foundational studies excavated the distinctive histories that shape these bodies of poetry, such as the decimation of Indigenous peoples in the Caribbean, followed by centuries of enslavement and importation of millions of Africans to work plantations, and after their emancipation, the importation and exploitation of indentured laborers from India and elsewhere; the shorter, more abrupt, and brutal colonization of sub-Saharan Africans in their own lands and the extraction of natural resources with the late-nineteenth-century “scramble for Africa”; and the longer, slower encroachment of economic and then political colonialism in India, with the establishment of a local westernized bureaucratic and professional elite. These studies also placed postcolonial anglophone poetry within the linguistic contexts that shape these bodies of work, such as the everyday multilingualism of Indian poets speaking and writing in English among other local languages, as distinct from the large-scale loss of Indigenous languages in the Caribbean with the arrival of Westerners and enslaved Africans, who creolized English, French, Dutch, and other Western languages with African languages like Twi. But regional studies, for all their depth and specificity, make difficult these kinds of comparative analyses, which are enabled by the inter-regional framework of postcolonial studies.
 
                As the field developed in the 1980s and 1990s, the dual focus of postcolonial studies was on prose fiction, with novelists such as Salman Rushdie looming large (cf. Lazarus 2011, 22), and on the new field’s methodological presuppositions, with numerous self-analyses revolving around matters such as the prefix post in postcolonial (cf. Appiah 1992, Ch. 7). Several factors played a role in the initial absence of poetry from the field and its ongoing subordination (cf. Ramazani 2001, Ch. 1; 2017, 1–15). Prose fiction typically offers a fuller, richer mimesis than poetry of sociopolitical and historical worlds. A narrative of precolonial Igbo culture, its subjugation under British colonial rule and the onset of anticolonial resistance, is harder to extract, for example, from Christopher Okigbo’s poetry than from fellow Nigerian Chinua Achebe’s Things Fall Apart (1958; cf. Ramazani 2014, 24–32). Even when a novelist like Rushdie deploys nonrealist allegory and fabulation, a novel such as Midnight’s Children more obviously retells the history of the modern Indian nation than does the poetry of such leading poets as A. K. Ramanujan, Arun Kolatkar, or Agha Shahid Ali. But if the genre of the novel tends to outstrip poetry in plot, character, and social mimesis, poetry is more likely to outdo the novel in formal density, verbal compression, figural richness, syntactic freedom, allusive play, ambiguity, polytemporality, and the layering of space (→ I.3 Poetic Language). Understanding such aspects of poetry’s aesthetics in relation to postcoloniality, as well as the poetry’s postcolonial thematics, politics, literary history, and production and circulation, has been part of the challenge for the first comparative, book-length studies of postcolonial poetry (see Ramazani 2001; Pollard 2004; Patke 2006; McKinsey 2010; Hena 2015; Suhr-Sytsma 2017a; Neigh 2017b; Stilling 2018).
 
                Another complication for the study of postcolonial poetry has to do with poetry’s especially deep, multifaceted memory of form. In its initial phase, postcolonial studies needed to carve out a field for itself as “autonomous” (Chinweizu and Madubuike 1983 [1980], 2–3) or at least “distinct” (Gikandi 1992, 4–5) from modernist studies (cf. Ramazani 2009, 96). To read the poetry of leading postcolonial poets such as Christopher Okigbo, Wole Soyinka, Kamau Brathwaite, Derek Walcott, Agha Shahid Ali, A. K. Ramanujan, and Lorna Goodison is to be continually reminded of how formative the modernism of poets such as W. B. Yeats, T. S. Eliot, and Ezra Pound was for the development of postcolonial poetry’s bricolage, hybridity, code-switching, multilingualism, apocalypticism, translocalism, mythical syncretism, self-reflexivity, cosmopolitanism, collective personae, metrical inventiveness, decadence, and aestheticism (see Pollard 2004; Ramazani 2009, Ch. 5, 2020, Ch. 4; Stilling 2017, 2018; → I.9 Rhyme, Meter, and Rhythm). This isn’t to say either that postcolonial poetry is shaped any less by the socio-political history of the postcolonial world or is any less rich in local inheritances than is fiction or drama. Indeed, if we consider how postcolonial poets hybridize their Western inheritances with local idioms, metaphors, rhythms, and creoles, with specific forms such as the ghazal (a Muslim Asian monorhymed poem) and oríkì (a Yoruba praise poem), with varieties of songs, dirges, incantations, chants, curses, blessings, and so forth, we begin to understand the powerful contributions they have made to global literature (see Ramazani 2001, 2017; Patke 2006; Suhr-Sytsma 2017a; Burt 2017; Stilling 2018). Moreover, this entanglement of postcolonial poetry with modernism complicates an early premise of postcolonial literary studies: the “writes-back-to-the-center” narrative that postcolonial writers are engaged in combat against the Western canon (see Ashcroft et al., 2002 [1989]). Although they emphatically reject modernist attitudes that are often racist, elitist, and right-wing, the relationship, as the above-cited works on postcolonial poetry demonstrate, is productively vexed and ambivalent. In addition, as critics have also shown, institutional networks such as radio, publishing, and the academy also knit together modernist and postcolonial poets (see Kalliney 2013; Suhr-Sytsma 2017a, 2017b; Cyzewski 2018).
 
                As the subfield of postcolonial poetry studies has developed, its geographic, cultural, and conceptual scope has widened in a number of ways. In The Cambridge Companion to Postcolonial Poetry, for example, its regional scope includes not only Africa (see Okunoye 2017), India (see Zecchini 2017), the Caribbean (see Breiner 2017), and Ireland (see Quinn 2017), but also Indigenous and Asian and African diasporic poetries of the Pacific Islands (see Wilson 2017), Australia and Aotearoa/New Zealand (see McCooey 2017), Canada (see Collis 2017), Great Britain (see Robinson 2017), and South Asian nations such as Pakistan, Sri Lanka, and Bangladesh (see Zecchini 2017; Suhr-Sytsma and Topper 2024). The subfield increasingly attends to poetry not only in written form but also in performance, of special significance for postcolonial poets because of the cultural importance of oral poetries and creoles (see Neigh 2017a, 2017b; Sacks 2020a, 2021; → I.11 Voice and Orality; II.2 Live Oral Poetry). As such, it examines not only formally shaped, literary poetry (see Burt 2017) but also the “vernacular avant-garde” poetries of slam, dub, and hip-hop, as well as the writerly experimentalism made possible by the computer (see Jenkins 2017). It analyzes not only inward, lyric modes but also more outwardly facing, politically activist protest poetry that “seeks to win assent or support for a faction, value, belief, principle, or persuasion,” typically registering injustices and demanding redress (Patke 2017, 180; see Sacks 2021; → II.8 Political and activist poetry). It explores poetry in relation not only to literary and cultural traditions but also to the spaces that shape it, whether the intersectional and conjunctural, temporally layered and socially complex environment of the modern city (cf. Nerlekar 2017) or the natural environment, as repossessed and re-enchanted by the postcolonial imagination, if also as defended and mourned for its ongoing vulnerability to the neocolonial degradations of multinational corporations (cf. Garuba 2017; see Posmentier 2017). It extends beyond the anglophone to code-switching, multilingual, and other language postcolonial poetries (see, e.g., Ramazani 2020, Chs. 9, 10; → III.6 Multilingualism Research). And it increasingly brings to the fore the specific experiences of women and LGBTQIA+ poets in relation to the gendered nation, warrior masculinities, differential sexual orientations or continuums, women’s oral traditions, queer collectivities, queer-coded forms, and so forth (see Innes 2017; Stilling 2018; → III.3 Gender and Queer Studies). Another indication of the subfield’s maturation is the proliferation of books on a single major poet, now including too many monographs and collected essays to list on Walcott, Brathwaite, Okigbo, Ramanujan, Kolatkar, and Ali.
 
               
              
                Postcolonial poetry in digital forms
 
                Little comparative work has been written about the digital poetry of the postcolonial world, in part because there is less of such poetry than in the Global North, especially if → II.6 Digital Poetry is understood in the restricted sense in which Jeneen Naji defines it, drawing on N. Katherine Hayles: “a digital poem is one that could only have been made using a computer” (Naji 2021, 23). “Electronic literature does not have a presence in Indian literary and cultural traditions yet,” for example, but consists mainly in “digital versions of print books, or the digital version first” (Joseph and Menon 2022, 305). That said, the postcolonial world has witnessed the robust development of digitally enabled poetry networks, including open-access poetry journals in India that have facilitated self-publishing and the interactive engagement of women poets and their audiences (cf. Sareen 2022). In Africa, too, this digital interactivity, sometimes including poetic self-interaction by way of online self-revision, can be seen in the rise of digital literary magazines or “litmags” (see Suhr-Sytsma 2021; → IV.7 Digital Publishing of Poetry and its Detractors) and in workshop-like, “translocal networks” that are “closed circuits,” as on WhatsApp, that are open and often slam-based, as on social media, or that are performative but allow little interchange, as on YouTube (Sacks 2021, 144, 149; cf. 2020b, 5, 2020a; → II.2 Live Oral Poetry). Already in the early 2010s, poets and photographers of the Koroga project collaborated to make a series of ekphrastic digital medleys of poems and visual images that, posted on Facebook, Twitter, and other non-print platforms, would “challenge the enduring presentation of Africa to the outside world by book publishers and journalists from the metropolitan centres of the West” (Adenekan 2021, 38; → II.7 Social Media Poetry). Moreover, there are major instances of digital poems that could only have been made using a computer – and in one salient example, a printer. It’s worth briefly examining a few such postcolonial poems of the digital age, without obscuring their links to earlier postcolonial and modernist poetry.
 
                Perhaps the most significant early example of digital poetry to come out of the Global South is the visually inventive Sycorax Video Style developed by Barbadian poet Kamau Brathwaite. As seen from a postcolonial perspective, Brathwaite redeploys digital tools to make visible and audible a Caribbean language and experience. Using a Macintosh computer, he ironically resists the Global North’s hegemonic power by means of a technology from the Global North that enables him to break with the graphic and oral standardization of print (→ I.12 Layout and Typography; → II.1 Printed Poetry). Flaunting its digital origins, his poem “Letter SycoraX,” for example, shifts in font size, centers irregularly shaped strophes, and prominently features a dot-matrix-like typeface in its title and a large, pixelated x, which explodes out of words like “wreX” [wrecks] and “bloX” [blocks] (Brathwaite 1993, 99). At the same time, the poem emphasizes its postcolonial orality – in its orthography, tricksterish punning, performative address, and interrogatives that evince the musical rhythms and explosive sounds of Caribbean vernaculars (→ I.11 Voice and Orality). Brathwaite is not alone in such computer-graphic experiments. Witness the African Caribbean poet M. NourbeSe Philip’s long poem Zong! (2008), which mourns the many enslaved Africans who in 1781 were thrown to their death from a ship. In its last section, “Ẹbọra,” Philip uses a laser printer’s error – the superimposition or “crumping” of greyed words and letters over top of one another – as the basis for a technologically enabled visual poetics that evokes lives lost underwater, African languages that have been occluded, and a “language of pure sound fragmented and broken by history” (2008, 205; → II.1 Printed Poetry).
 
                A second area of postcolonial digital poetics, Instapoetry, has been described as “a multimodal socio-technical literary artifact” that intertwines subjectivities with machine algorithms (Naji 2021, 31; → II.7 Social Media Poetry; IV.7 Digital Publishing of Poetry and its Detractors). Among its preeminent poets are women of racialized communities in the postcolonial diaspora who began on Instagram but notably have since withdrawn from the mass consumerist, algorithmic demands of social media, such as the Somali British poet Warsan Shire and the Black diasporic poet Nayyirah Waheed. Despite its self-help slogans, Waheed’s poetry effectively sounds postcolonial themes. In the quest for “decolonization,” she wrestles with the language of the colonizer, “breaking this language” that has been a tool of “white supremacy” and even breaking it up visually with full stops: one poem is titled “e.n.g.l.i.s.h. | for all of us who are held captive” (Waheed 2013, 84, 44, 111, 177). Waheed also writes of the postcolonial migrant’s painful journey and racist rejection, but perhaps the most powerful Instapoem on this subject, widely circulated and adapted on social media, is Warsan Shire’s “Home” (2020 [2009]). To refute the stereotypes of refugees as eager opportunists and to encapsulate their experience of fleeing for their lives, the poem deploys the insistence of anaphora (“no one leaves home unless”), the vividness of metaphor (“unless | home is the mouth of a shark”), the paradoxical jolt of catachrestic inversion (“unless home chases you”), the thrum of alliteration (“fire under feet | hot blood in your belly”), the intimacy of address (“it’s not something you ever thought of doing”), and the physicality of singular embodiment (“the blade burnt threats into | your neck”; Shire 2020 [2009], n.p.).
 
                Alongside such long-running topoi of postcolonial literature, the uneven, catastrophic effects of climate change on the Global South are a more recent concern (→ IV.12 Posthumanism and Poetry in the Anthropocene). Another strand of digitally facilitated postcolonial poetry is video poetry (cf. Neigh 2016; Sacks 2020a, 2020b; → II.5 Audiovisual Poetry), exemplified by a poet and activist from the Marshall Islands, Kathy Jetñil-Kijiner. Having come to prominence on YouTube with her video climate poems of 2012, “Tell Them,” and 2014, for the United Nations Climate Summit, “Dear Matafele Peinam,” Jetñil-Kijiner collaborated with another Indigenous poet from the opposite side of the world, the Greenland poet Aka Niviâna, to make the high-definition, Vimeo-streaming multimedia poem “Rise” (2018). It shows the Marshallese poet, whose islands are threatened by inundation caused mostly by rich countries’ fossil-fuel emissions, meeting the Greenland poet, whose island’s ice sheet is threatened with disappearance. In an especially effective sequence shot by drone, the poets lie splayed in icescapes and seascapes that dwarf them – a visual rhyme that vivifies the interconnectedness of the seemingly unrelated worlds of ice and sea, North and South. In a hyperlinked behind-the-scenes video, Jetñil-Kijiner refers to her Indigenous partner as alert to “the intersection within climate change and colonialism” (Jetñil-Kijiner et al. 2018, n.p.). Wary of letting the forces of empire and capital “sacrifice us again,” the poets defiantly declare of their precarious homelands, “we will not leave.” What is at stake is nothing less than “life in all forms”: “None of us is immune” (Jetñil-Kijiner 2018, n.p.). In the postcolonial poetry of the future, the threat and reality of the climate catastrophe are sure to figure ever more prominently.
 
                Unmooring poetry studies from its traditional Eurocentrism, postcolonial studies expands the geographical and conceptual dimensions of the field. It provides interdisciplinary tools for apprehending the lyric, experminental, and now digital poetries emerging out of the postcolonial experience. It illuminates the poetic hybridization of forms, languages, and cultures of the Global North and South. And it examines how poets from subordinated, racialized communities resist, refigure, and remember the legacies of colonial violence and degradation.
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              This article examines multilingual poetry in three parts. It begins by discussing central concepts of multilingualism research, such as multilingualism, monolingualism, and code-switching or translanguaging, outlining historical perspectives on multilingualism; and presenting critical debates on the phenomenon. The second part focuses on research on multilingual poetry that emphasizes the specific aesthetic potential of multilingualism for the genre of poetry or deals with the medial dimension of multilingual poems. The last part of the article examines the multilingual poem “Hamlet No See” (2017) by the Japanese-German author Yoko Tawada.
 
              
                The concept of multilingualism
 
                In the wake of globalization, multilingualism has become a much-noted and much-discussed topic not only in research but also in areas of society such as politics (cf. Yildiz 2013, 2; Riehl 2014, 8). Multilingualism is usually described as a phenomenon in which more than one language is used on an individual, social, or institutional level (cf. Riehl 2014, 9). The term refers to the language competencies of single persons or groups in contexts in which different languages come into contact (cf. Riehl 2014, 9), which is why bilingualism is also considered a sub-concept of multilingualism. Languages that can be distinguished from one another are not only national or official languages such as Japanese, French, or Hebrew; also included are regional, minority, and sign languages, as well as sociolects and dialects (cf. Riehl 2014, 9). In some research papers, even the use of different language registers, such as formal or informal, “high” or “low,” is considered a form of multilingualism (see Kohl et al. 2020).
 
                The usual antonym to multilingualism is monolingualism. As Elisabeth Ellis notes, monolingualism is often described as the norm in linguistics (cf. 2006, 173; see also Pavlenko 2000) and even individual monolinguals who speak a dominant language such as English treat monolingualism as an unmarked case to which multilingualism is opposed as a deviation. However, more recent influential studies, such as the seminal monograph by Yasemin Yildiz Beyond the Mother Tongue: The Postmonolingual Condition (2013), emphasize that multilingualism is much more common and widespread than has often been assumed. Yildiz states:
 
                 
                  Indeed, it is monolingualism, not multilingualism, that is the result of a relatively recent, albeit highly successful, development. But a monolingual paradigm, which first emerged in late eighteenth century Europe, has functioned to obscure from the widespread nature of multilingualism, both in the present and in the past. (2013, 2)
 
                
 
                The fact that multilingualism is thus the rule rather than the exception is emphasized in a manifesto of the research project Creative Multilingualism because ultimately every individual – even if they speak only one official or national language – uses different jargon and registers depending on context and thus has a high degree of linguistic variation (see Kohl et al. 2020). Moreover – and the quotation from Yildiz also makes this clear –, multilingualism can by no means be described solely as a phenomenon of a globalized present because it has a long history: One must only think of the centuries-long coexistence of vernacular and Latin in Europe between late antiquity and the early modern period, or of the competition between indigenous and official languages in colonial contexts (cf. Zemanek and Willms 2014, 1; Gonzalez 2020).
 
                The emphasis on multilingualism as a widespread phenomenon and the rule rather than the exception is often closely linked to a political agenda of countering nationalist language-purist discourses, which frequently stylize monolingualism as an ideal in order to “protect” one’s own mother tongue from supposedly “foreign” influences and to campaign against cultural diversity (cf. Camboni 2007, 37). Although linguistic diversity can be correlated with cultural diversity (cf. Dembeck 2020a, 163), individual research positions warn against romanticizing multilingualism too hastily. David Gramling, for example, refers to the German-speaking Hungarian writer Terézia Mora. In her novel Der einzige Mann auf dem Kontinent (2009), she presents multilingualism neither as a “political redemption nor as an aesthetic revelation,” demonstrating instead how her German protagonist’s advanced knowledge of English by no means contributes to his desired professional career but rather subjects him to precarious conditions in a globalized world of labor (Gramling 2016, 147).
 
                An essential subject of multilingualism research is so-called code-switching, i.e., the switch that multilingual speakers make between different idioms – each to be described as a langue according to Ferdinand de Saussure (cf. Dembeck 2020b, 31). Also of interest are pidgin and creole languages (cf. Zemanek and Willms 2014, 2) that arise from communication strategies used between people who do not speak a shared language (cf. Muysken and Smith 1994, 3). They are often, but not principally, products of colonialism because indigenous languages have blended with the languages of the colonial powers (→ III.5 Postcolonial Studies). While pidgin languages do not have native speakers, creole languages are more elaborate and widespread forms of pidgin and are distinct languages, producing native speakers (cf. Muysken and Smith 1994, 3).
 
                A more recent term to emerge in multilingualism research is translanguaging; Ofelia García defines it as a form of language use in which the clear assignment to different languages (langues) is undermined (cf. 2009; see also Dembeck 2020b, 31). According to Paul Kei Matsuda, this form of language use is particularly attractive to literary writers because it allows them to demonstrate that languages are neither stable entities nor clearly distinguishable from one another and are always characterized by a high degree of dynamism (cf. 2014, 479).
 
               
              
                Multilingual poetry
 
                Considering that aesthetically formed language can be described, following Russian formalism, as something that is fundamentally “foreign,” it is surprising, according to Esther Kilchmann, how “the interference of ‘foreign’ (i.e., varieties deviating from the standard language or from other ‘natural languages’ or ‘national languages’) words or grammatical structures has been considered problematic in the field of German poetics at least since the seventeenth century” (2012, 109; trans. FB; see also Sturm-Trigonakis 2007, 160–162). However, Kilchmann makes the foreignness inherent in poetic language productive by showing the extent to which multilingual literature can generate a “structural similarity of poetic and foreign language” (2012, 109; → I.2 Poetic Function; I.3 Poetic Language). If one takes into account that poetry is the genre that, compared to other literary genres, deals even more intensively with language as material and thus has a special language-alienating potential, it is not surprising that multi- and translingual experiments are particularly interesting for poets (see Helmich 2016). The focus on the aesthetic intrinsic value of multilingual literature in general and multilingual poetry in particular, as proposed by Kilchmann, represents an important reorientation, above all within interculturally oriented literary studies: It marks a helpful departure from positivist positions that examine multilingualism in contemporary texts primarily as an expression of “accounts of global migration experiences” (Walburg 2017, 10; trans. FB) that can be proven with the help of the authors’ biographies. Kilchmann’s approach, meanwhile, focuses more immanently on the literary autonomy of the texts and thus integrates a philological perspective necessary for intercultural literary studies (cf. Walburg 2017, 10; Holdenried 2022, 104; see also Kilchmann 2023).
 
                Helpful for the analysis of multilingualism in poetry are Till Dembeck’s remarks on the role of multilingualism in verse form (see 2020c). According to Dembeck, multilingualism makes a specific contribution to verse when, e.g., forms of verse construction originating in different languages are used in a verse text (cf. 2020c, 259; → I.8 Verse, Stanza, and Versification). Also helpful is Dembeck’s suggestion to differentiate between latent and manifest multilingualism: Latent multilingualism of verse structure is present, e.g., in the case of a German verse that adopts its final rhyme from Romance languages. Manifest multilingualism of verse structure, on the other hand, occurs when French words appear in a German-language poem and irritate the metrical structure and rhyme scheme (cf. Dembeck 2020c, 259–261; see also Benthien 2017).
 
                In general, multilingualism in poetry has very different functions, which can only be determined in the individual text. Nevertheless, contemporary multilingual poetry has a few dominant tendencies which, e.g., can be understood in terms of a “poethics” (Schmitz-Emans 2004, 21; trans. FB) as references to political-social conflicts in colonial or post- and neocolonial contexts (see Dowling 2018; Gonzalez 2020). Other poets, in turn, are predominantly concerned with language reflection and defamiliarization (cf. Sturm-Trigonakis 2007, 144; Makarska 2015, 123), drawing on traditions of scriptural magic or playful moments, as in children’s language learning, and often connecting to experimental literature to perpetuate the “(always already international) avantgarde […] as decidedly transcultural” (Kilchmann 2012, 126; cf. Schmitz-Emans 2004, 204).
 
                In recent years, literary studies have paid special attention to the medial dimension of multilingual poetry (→ III.15 Media Ecology and Media Archaeology). In particular, the sonic qualities of multilingual sound poetry in the avant-garde (see Olsson 2013; → II.4 Recorded and mediatized poetry) or with regard to questions of reception aesthetics (see Tidigs and Huss 2017) have been investigated. The visual qualities of multilingual concrete poetry texts have also come into focus (see Schlegel 2014). This growing awareness of media-related issues is probably connected to the increasingly multimedia publication possibilities of poetry in the digital space (cf. Olsson 2013, 200; → IV.7 Digital Publishing of Poetry and its Detractors) and the popularity of multimodal lyric performances such as the poetry slam (see Lughofer 2021; → II.2 Live oral poetry). For example, the site www.lyrikline.org, which makes contemporary poetry widely accessible on the web, emphasizes the auditory dimension of poetry in its motto, “listen to the poet.” At the same time, lyrikline’s self-promotion emphasizes the site’s international orientation.
 
                Lyrikline currently features more than 15,000 poems by authors from all over the world in the category “translingual/hybrid/Pidgin.” For instance, the poem “HAKUNA MTU” by the Kenyan author L-ness (pseudonym for Lydia Owano Akwabi), which mixes Sheng, a Swahili-based cant, with English and languages of various ethnic groups in Kenya, is presented as an audio file in which the multilingual poem can be listened to as read by the author. Immediately below, the poem can be found in written form to be read, which allows for a bimodal reception. In addition, the page contains references to an English and a German translation of the poem, and further columns briefly give information about the author and provide additional links to other poems by L-ness, other poems in Swahili, and other authors from Kenya, etc. (see L-ness 2015). This multimedia and multilingual presentation of international poetry on the web is Lyrikline’s guiding principle. Thus, the platform is representative of a global trend in the new, i.e., digital, production and distribution of poetry, which has led to the emergence of transnational poetic communities in the digital space, in the context of which “a re-thinking of the relationship between poetry and a national language – and on translation as a crucial operator in this context” could take place (Olsson 2013, 200). Translation and movement between languages has not only occurred on a linguistic level, but also between different media, especially word, image, and sound (cf. Olsson 2013, 200; see also Benthien and Klein 2017; Schmid et al. 2018).
 
                Multimedia presentations of multilingual poetry in analog spaces – such as poetry slams, which predominantly shift between the written and the oral (cf. Lughofer 2021, 70) – are also attracting research attention, as already indicated above (→ II.2 Live oral poetry). Johann Georg Lughofer uses the example of the German and Austrian poetry slam scene to examine the strong multilingual orientation of this currently particularly popular form of poetry performance. According to Lughofer, multilingualism is an intrinsic characteristic of the slam scene because it is strongly based on cultural diversity:
 
                 
                  Generally speaking, there are no language requirements. Even at the championships, the designation “German-speaking” is only meant geographically – and all languages are allowed. More and more slams are also deliberately multilingual. CrossKultur slams or i,Slam, a Muslim slam, have already toured Germany in this way.
 
                  The low threshold of the slams is particularly suitable for attracting young heterogeneous artists. Slam thus proved to be an adequate mouthpiece for artists with different language and migration backgrounds. It is probably a big difference for many to prepare a contribution for a book or magazine publication or to write a short text for the stage performance in the evening. The student audience, which tends to be left-liberal, is also probably particularly open with regard to stories of flight, transculturality and multilingualism. (2021, 71; trans. FB)
 
                
 
                One of the poetry slammers Lughofer introduces in more detail is the “sound poet” Dalibor Marković (2021, 73). Marković uses so many languages in his recited poems – German, English, Croatian, French, Portuguese, and Spanish – that the audience is unlikely able to understand all the words appearing in the poems. Rather, it is a matter of the principle of “[i]f you don’t understand the poem – feel it!” that poetry slam likes to encourage (Lughofer 2021, 73). Acoustic perception of rhythm, onomatopoeic elements, and the pleasant voice of the poet often replace the decoding of meaning (cf. Lughofer 2021, 73). Accordingly, for Marković and other multilingual slammers, the focus lies on the moments of sensory experience, performance, and liveliness of the poems performed (cf. Lughofer 2021, 73; → IV.1 Poetry Performance between Liveness and Mediatization).
 
               
              
                Yoko Tawada’s multilingual poetry
 
                Yoko Tawada is one of the most researched multilingual poets in German and international literary studies. Michaela Holdenried counts Yoko Tawada among those multilingual authors who do not employ language mixture in their texts in the sense of a realistic or linguistically correct depiction of multilingualism or foreign languages, but rather exhibit literary multilingualism as an artificial process (cf. 2022, 111).
 
                In 2017, Yoko Tawada, a Japanese-born German resident, wrote the poem “Hamlet No See” in critical reaction to the way the Japanese government and the power company Tepco dealt with the triple disaster (earthquake, tsunami, nuclear catastrophe) of Fukushima, which occurred on March 11, 2011. The poem, which is published on Lyrikline (where two translations in German and French are also available), can be described as a trilingual poem. It is primarily dominated by Japanese but also, as already shown by the title, has German- and English-language elements. Again and again, these three languages are placed in a relationship of similarity to one another via homophony (i.e., when words sound identical, but have different meanings) and homography (i.e., same spelling). At the same time, Tawada plays with the aspect of typography; for example, by making a katakana sign used in several verses look like a smiley for readers who cannot understand Japanese script. Dinah Schöneich interprets this sign as an ironic refraction in a poem otherwise dominated by themes of death, environmental destruction, insecurity, and fear of contaminated food (see 2024; see also Böhm 2021, 448; Masumoto 2022, 313). Both the title and the English elements of the poem (e.g., in verses 3–5: “To be, それとも or | not to be: | それは問題か、”) refer to the central intertext of the poem: Shakespeare’s world-famous tragedy Hamlet (written about 1599–1601). According to Jasmin Böhm, the title can be understood in many different ways, however, only three options will be presented here: If, for example, the “No” is read as an English negation, it would mean “Hamlet does not see” in a somewhat fragmentary, incorrect use of language, and would thus allude not only to the problem of language acquisition but also to the invisibility of radioactivity. If the “see” is read as Japanese shi, implying death (死), it would mean “Hamlet does not die.” If we identify the German “See,” the title again refers to the theme of the contamination of the homonymous “sea” by the radioactive wastewater of the destroyed nuclear power plant, which Tepco has pumped into the Pacific Ocean (cf. Böhm 2021, 442).
 
                It is true that Shakespeare’s tragedy Hamlet seems to contrast with Tawada’s poem in many ways, for instance with regard to “time and place of publication (early seventeenth-century England/twenty-first-century Japan), setting (medieval Denmark/current Japan), language (English/Japanese), script (Latin/Japanese), register (high/standard), genre (drama/poem) and central theme (suicide/food safety)” (Böhm 2021, 444). In the end, however, it is precisely this form of “contamination” of the poem by this intertext, which is over 400 years old, that references the enormous time span of radioactive radiation (cf. Böhm 2021, 444) and which the lyrical I describes shortly before the end of the poem as “a thousand and eight thousand years further this suffering” (Tawada 2017, n.p.; trans. FB). At the same time, the motif of suicide connects the two texts, for Tawada’s poem exposes the use of nuclear energy as a form of suicide for the entire human species (cf. Böhm 2021, 442).
 
                As Böhm summarizes, the multilingual structure transports the deep insecurity that the poem negotiates in light of the nuclear super-GAU at Fukushima and the resulting consequences for nature and human beings onto the surface of the text: Tawada’s decision to use different languages, after all, also produces an uncertainty in the recipients of “Hamlet No See” resulting from a lack of understanding. At the same time, the
 
                 
                  contamination of the sea […] parallels that of languages, through the quotations from a remote intertext. This mixing reveals transcultural connections through similarities of image and sound across the languages […], creating a feeling of community in disaster, but also of ubiquitous threat. (Böhm 2021, 448)
 
                
 
                Yoko Tawada is just one of many authors who utilize the language of poetry for innovative artistic experiments with multilingualism. As this article has shown, although multilingualism is an old phenomenon, it is only in recent decades that it has been considered more extensively by researchers from an interdisciplinary perspective. Poetry in particular will continue to be suitable for research debates on multilingualism in the future, as this literary genre is particularly prone to complex aesthetic treatment of language.
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                Introduction
 
                Poetry is a sounding art. Its historical ties to music are well documented, as is its foregrounding of the sonic aspects of language such as phonetics or prosody. And while literary studies have historically strongly prioritized → II.1 Printed Poetry, the recent proliferation of audio and audiovisual media and therefore of performative and auditory poetry formats demands a renewed academic attention to poetry’s sound world. Several specific responses to this demand are covered elsewhere in this Handbook – e.g., the applications of → III.8 Speech Communication Studies and → III.9 Audio Media Research to poetry or the current perspectives on → I.10 Musicality and Sangbarkeit and → I.11 Voice and Orality. This article, in contrast, is dedicated to approaches from sound studies and musicology that relate poetry to music and sound cultures writ large.
 
                The methodological vision proposed here is grounded in auditory phenomenology and postphenomenology. On the one hand, phenomenology remains one of the dominant paradigms of sound studies (see Ihde 2007 [1976]; Nancy 2007; Voegelin 2010) and has received certain traction in musicology (see, e.g., Berger 2024), while, on the other hand, it has been suggested as the language best suited to attend to structural parallels and connections between music and poetry (cf. Kramer 1984, 7). The term postphenomenology refers to Don Ihde’s call to accept the technological mediators of experience as a necessary part of the phenomenological apparatus (cf. 2009, 23, 42), which is particularly relevant for the study of → IV.1 Poetry Performance between Liveness and Mediatization.
 
                As such, this article centers sound studies somewhat more than musicology, though it draws on a variety of musicological concepts and approaches and there exists a significant overlap between the two fields. One reason for this focus is that traditional music analysis is a highly technical discipline that requires extensive specialist knowledge and skills in music theory, notation, and specific analytic techniques. Hence, to do justice to both literary and musical aspects of such complex forms as contemporary opera or art song, investigating them would generally necessitate an interdisciplinary collaboration between musicologists and literary scholars (see, e.g., Dürr et al. 2025). At the same time, the range of auditory poetic phenomena is much broader than just → II.3 Musicalized Poetry and includes, e.g., → II.2 Live Oral Poetry; II.4 Recorded and Audioliterary Poetry, and poetic representations of sound and music. This demands a correspondingly broad methodological perspective, which is offered by auditory (post)phenomenology. This article will thus point to a range of poetic phenomena and practices where an interdisciplinary approach combining literary discourse with sound studies and musicology may prove fruitful (or even necessary), suggesting a vocabulary to articulate them. Its structure follows a categorization of such phenomena into sound in poetry (sonic aspects of print poetry), sound of poetry (spoken, sung, and in-between forms poetry in performance or recording), and sound and poetry (artworks that combine sonic and poetic media).
 
               
              
                Melopoetics and poetophony
 
                The remit of musicology is rather self-evident, as it encompasses the studies of music in all its forms; its subdivisions are often nationally specific but typically include theory and history of music, as well as ethnomusicology and music sociology. Though both musical poetry and musicology (in the form of basic music theory and music philosophy) have an ancient history, research into musico-literary relationships specifically – most commonly known today as the field of word and music studies – is a fairly recent development. It consolidated in the 1990s through four international interdisciplinary conferences in Dartmouth (1988), Lund (1995), and Graz (1990, 1997), culminating with the establishment of the International Association for Word and Music Studies and its eponymous book series (cf. Bernhart 1999, 1). The foundational works that led to the field’s formation include Calvin Smith Brown’s Music and Literature – A Comparison of the Arts (1948), Steven Paul Scher’s Verbal Music in German Literature (1968), and Lawrence Kramer’s Music and Poetry: The Nineteenth Century and After (1984). Kramer also coined the term melopoetics to refer to the connections and structural parallels between music and literature (cf. 1989, 159), which is often (though not universally) used interchangeably with word and music studies.
 
                Musico-literary research can be classified into “music and literature, literature in music, and music in literature” (Scher 2004 [1982], 175). The first category attends to the various art forms that combine text and music, both traditional – such as song or opera – and avant-garde; the other two refer to strictly literary or strictly musical works (cf. Scher 2004 [1982], 177–180). Literature in music comprises genres such as, e.g., program music, which offers a musical interpretation of a literary source without containing any spoken or sung text within the musical work, or symphonic poem, which uses the literary notion of a poem as a metaphor to describe a purely musical structure. Conversely, music in literature encompasses various “intermedial references” (Rajewsky 2005, 50) to music in poetry or prose, on the levels of both structure and content. Methodologically, word and music studies have been significantly influenced by the New Musicology movement (and, in turn, have contributed to its formation), largely adapting poststructuralist literary theory and → III.2 Cultural Studies and Literary Sociology to music on the one hand, and, on the other hand, using musicological vocabulary to foreground musical aspects of literary texts (cf. Correa 2020, 2–3).
 
                As an expansion of and alternative to musicology, sound studies reflect a conceptual shift effected by the invention of audio technologies. Whereas sound “had previously been conceptualized in terms of particular idealized instances like voice or music,” recording gave rise to the holistic idea of sound as an object of hearing, of which “speech and music became [only] specific instances” (Sterne 2003, 2, 71). The academic roots of sound studies can be found in mid-twentieth-century media studies, such as Marshall McLuhan’s (2017 [1962]) or Walter Ong’s (1982) examinations of orality and acoustic space, the research into acoustic environments in World Soundscape Project (see Schafer 1994 [1977]; Truax 1984), and, later, the theory and practice of sound art (see de la Motte-Haber 1999; Voegelin 2010; LaBelle 2015). Research in the field investigates the broadest spectrum of auditory phenomena that are not reducible to music – audio media and technologies, listening practices (both everyday and professional, such as medical auscultation), sound art and design, etc. Unsurprisingly, as it owes its existence to the notion of “sound as an object of hearing,” the methodological apparatus of sound studies has long been dominated by the phenomenology of listening, which entails detailed examination and description of the subjective, embodied experience of hearing and interpreting sounds, emphasizing the relational and contextual aspects of auditory perception (see Ihde 2007 [1976]; Nancy 2007; Voegelin 2010). Postphenomenology expands this paradigm to attend to the mediations of the listening experience by “acoustic technics” such as audio recording, amplification, or hearing aids (see Ihde 2017). However, as Marcel Cobussen notes in the introduction to The Bloomsbury Handbook of Sonic Methodologies, sound studies exhibit a certain resistance to method as “a set of rules and procedures to investigate sound and music” and aims “more for methodological creativity than methodological pluralism” (Bull and Cobussen 2022, 9).
 
                The field of literary sound studies applies these perspectives to literary texts. Its establishment has been signaled by several independent handbook-style publications: Handbuch Literatur und Audiokultur (2020), Sound and Literature (2020), and The Edinburgh Companion to Literature and Sound Studies (2024). A fourth, The Routledge Companion to Sound and Literature, is currently being coedited by one of this handbook’s authors, Birgitte Stougaard Pedersen. However, as the editors of The Edinburgh Companion point out, engagement with literature can already be found in the foundational texts of sound studies from the 1970s, such as R. Murray Schafer’s The Soundscape (1994 [1977]), even though this literary focus has largely been lost in the years since (cf. Groth and Murphet 2024, 8).
 
                Building on Bernie Krause’s classification of sound into geo-, bio-, and anthropophony (that is, produced by inorganic matter, non-human life forms, and humans, respectively; cf. 2012, 157), Frieder von Ammon describes the object of literary sounds studies as poetophony (“Poetophonie”) “all the sounds produced in and with literary texts” (2020, 243; trans. VK). This includes both literature as part of sound culture (in, e.g., poetry readings or audiobooks) and the representations of sound culture and literature (cf. von Ammon 2020, 243–244). Anna Snaith identifies five somewhat more granular principal focus areas for research into literature and sound: (a) literature as sonic art; (b) rhythm, orality, and voice; (c) listening and hearing; (d) literary soundscapes; and (e) media history and sound technologies (cf. 2020, 11–22). While the former two deal with the sonic features of literature itself, both in performance or recording and in silent vocalizations of the printed text, the latter three consider the literary representations of the auditory phenomena that are core to sound studies research: listening practices, acoustic environments, and audio media and technologies (→ II.4 Recorded and Audioliterary Poetry; III.15 Media Ecology and Media Archaeology). However, with a few notable exceptions, such as Zoë Skoulding’s Poetry and Listening: The Noise of Lyric (2020) or Wiebke Vorrath’s Hörlyrik der Gegenwart [Contemporary audio-poetry] (2020), poetry in the digital age largely remains on the margins of literary sound studies, which concern themselves predominantly with the nineteenth and twentieth centuries’ narrative prose. Sound studies of poetry therefore represent an important and fruitful direction for future research.
 
               
              
                Sound in poetry
 
                The attention to sonic aspects of language, such as phonetics and prosody, has long been one of the distinguishing features of poetry as a genre (→ I.10 Musicality and Sangbarkeit). Musico-literary research shows, however, that the extent of possible structural parallels and connections between poetry and musical or sonic phenomena is far wider. Scher, for example, classifies forms of music’s presence in literature into three broad categories: “‘word music’, musical structures and techniques in literary works, and ‘verbal music’” (2004 [1982], 180). Word music refers to the “imitation in words of the acoustic quality of music (frequently also of non-musical sound)” (Scher 2004 [1982], 180). As Scher notes, such practices are quite common in poetry due to the “affinities in basic material” (2004 [1982], 180), that is, the traditional sonic aspects of poetry such as → I.9 Rhyme, Meter, and Rhythm. As such, “word music” does not warrant a special methodological consideration here.
 
                Poetry may also reference musical and sonic forms on the structural level. According to Kramer, this is enabled by music and poetry having the same “structural foundations” as both “are arts uniquely dependent on the immediate, tangible organization of the flow of time” (1984, 4). For example, discussing the oeuvre of the Irish-English poet Tom Raworth, Skoulding draws a parallel between his poetics and the musical practice of non-idiomatic – that is, unconstrained by the norms of a specific musical tradition such as jazz or raga – improvisation (cf. 2020, Ch. 6). She attributes the improvised character of Raworth’s poetry not only to “quickness and acute patterns of auditory attention” that his poems exhibit, but also to their spontaneity and situatedness in the here and now of the writing act, and to “working with whatever comes to hand, with materials that might not normally be put to those [poetic] uses” (Skoulding 2020, 118). From the perspective of literary sound studies, such structural parallelisms need not be constrained by musical forms and may also attend to non-musical sonic phenomena as structuring principles of poetic works, as Skoulding also shows regarding, e.g., noise or echo (see 2020, Chs. 2, 5).
 
                Finally, Scher defines “verbal music” as “any literary presentation (whether in poetry or prose) of existing or fictitious musical compositions” including literary “characterization[s] of a musical performance or of subjective response to music” (1968, 7). An adjacent notion from sound studies is that of literary soundscape – a textual representation of an acoustic environment (cf. Snaith 2020, 19–22; Groth 2020), though in poetic texts these tend to be more fragmented and evocative rather than descriptive. For example, an untitled poem from the Latvian poet and sound artist Jelena Glazova’s book Plasma conjures an imaginary post-apocalyptic soundscape dominated by “noise and cracking [that] are left where someone has been erased” (2014, 42), creating an atmosphere of desolation and hopelessness. Furthermore, as Helen Groth argues, even the poetic works that do not explicitly refer to musical and sonic phenomena reflect the acoustic spaces where they are written or read, as “literary form is not only altered or re-ordered by its immediate sonic environment, but is continuous with it” (2020, 135).
 
                While the phenomena that can be subsumed under the “sound in poetry” category are strictly literary, they can be approached phenomenologically as a way of listening through and with poetry. From this perspective, a poem may be regarded as a literary record of an aural experience, reframing the lyric subject as a listening subject (→ I.5 Lyric Subjectivity). As Salomé Voegelin argues in Listening to Noise and Silence, “the listener [is] intersubjectively constituted in perception, while producing the very thing he perceives” (2010, xii). Similarly, according to Jean-Luc Nancy, “the subject of the listening or the subject who is listening (but also the one who is ‘subject to listening’)” is “perhaps no subject at all, except as the place of resonance” (2007, 21–22). Hence, attending to the lyric subject as a listening subject allows it to be reimagined, as Skoulding argues, “as social, resonant and material, rather than as an emanation from the private depths of an individual interior being” (2020, 2).
 
                At the same time, the evocative character of poetry means that the subject’s listening is reimagined, and, in some sense, re-lived, by the reader. Hence, from a postphenomenological perspective, a poem may be an aural experience in and of itself, mediated through the technology of writing. In this regard, Mark Grimshaw and Tom Garner’s theory of sonic virtuality (though developed in the context of video game studies) can be particularly illuminative. Their approach examines sound as an “emergent perception […] a creative act within our mind” that “does not necessarily require [acoustic] sensation” and its relations to external triggers, which may be both sonic and non-sonic in nature (Grimshaw and Garner 2015, 2–3), and, therefore, includes poetic texts.
 
               
              
                Sound of poetry
 
                The auditory, performative dimension of poetry has long been one of the art form’s distinguishing features, allowing its separation from prose (even if the proliferation of audiobooks in recent decades has mounted a challenge to this dichotomy). The explosive popularity of → II.2 Live Oral Poetry and → II.4 Recorded and Audioliterary Poetry in the digital age means that, for many people, poetry is now first and foremost a listening experience. Skoulding even suggests that this situation affects the perception of → II.1 Printed Poetry, since the ubiquity of and easy access to poetry recordings make it impossible to escape their influence on one’s reading of the poem (cf. 2020, 20). The sounding dimension of contemporary poetry is further expanded, on the one hand, by the growing acknowledgment of the poeticity of pop lyrics (→ IV.5 Entanglements of Pop Music and Poetry), and, on the other hand, by a variety of formats that exist in between speech and song, such as rap or sound poetry.
 
                As a method of attending to the auditory dimension of performed poetry, the poet and critic Charles Bernstein proposes the notion of close listening, defined as “critical interpretation of the performance style of individual poets” through the analysis of recordings and performances (1998, 4). Evoking close reading as one of the dominant methods of literary studies, this proposal is intended as both complementary and competitory to it as it “may contradict ‘readings’ of poems that are based exclusively on the printed text and that ignore the poet’s own performances, the ‘total’ sound of the work, and the relation of sound to semantics” (Bernstein 1998, 4). Building on Bernstein, Vorrath describes her method of analyzing audiopoetry as poetic audition: interpretative listening to “the various sonic parameters, to which meanings can be attributed in connection with the content of the poem” (2020, 195; trans. VK).
 
                The conceptual apparatuses of musicology and sound studies can be fruitfully adopted to close listening of performed and recorded poetry. For example, Julia Novak in Live Poetry suggests a catalog of articulatory parameters of spoken poetry performance consisting of rhythm, pitch, volume, articulation, and timbre and proposes three possible systems for notating and analyzing them: speech-based, musical, and audiographic (cf. 2011, Chs. 4.3, 4.4). However, as von Ammon points out, these parameters operate on different structural levels and therefore may overlap, such as articulation and rhythm (cf. 2018, 96–97). To avoid this, his approach relies on the traditional musical categories of timbre, pitch, volume, and duration, from which other attributes may be derived (cf. von Ammon 2018, 97–98). A significant benefit of this framework is that it provides a unified paradigm for analyzing the sonic aspects of spoken, sung, and in-between forms of poetry. However, it is also not without limitations, as speech lacks the tonal and rhythmic precision of musical performance and therefore cannot be represented exactly by musical notation, making Vorrath opt for the apparatus of → III.8 Speech Communication Studies instead (cf. 2020, 165–166).
 
                From a phenomenological perspective, an argument can be made for approaching the articulatory parameters as emergent and situational, informed by the demands and needs of the specific case study and their contribution to the experience and meaning of the poem. In this regard, drawing on the work of multimodality scholars Gunther Kress and Theo van Leeuwen (see 2001), Novak proposes that the musical and sonic aspects of performed poetry may become meaningful through two mechanisms: provenance and experiential meaning potential – that is, through associating sounds either with their material or cultural sources or with the broad emotional or mental states (cf. 2011, Ch. 4.1). For example, in Ian Hatcher’s performances, the poet adopts a narrow pitch range, monotonous rhythm, and uncanny cadence to make his voice sound like text-to-speech software as a way of defamiliarizing the poem’s lyric content from a posthumanist perspective (→ IV.12 Posthumanism and Poetry in the Anthroposcene).
 
                At the same time, as Kramer observes, text and sound (or music) do not necessarily support and reinforce each other; particularly in song, their relationship is often agonistic: “it is hard to separate the defamiliarizing of an utterance from the destroying of it. Vocal music always seems to be struggling against a latent impulse to dissolve its language away” (2017, 8). From this perspective, the musical meaning of sung poetry may be better addressed through the notion of affordance, as suggested by the music sociologist Tia DeNora to highlight “music’s potential as an organising medium […] that helps to structure such things as styles of consciousness, ideas, or modes of embodiment” (2003, 46). In other words, while abstract musical forms may hinder the understanding of the sung poem as a text, they nevertheless contribute to the listener’s individual making sense of it, providing “patterns against which […] knowledge takes shape” (DeNora 2003, 48). Given the subjective nature of such meaning-making, the auditory phenomenology of poetry may be extended through ethnographic and qualitative methods into a kind of “cultural phenomenology” (Connor 2000), such as, e.g., in Anja Utler’s experimental study of the perception of spoken poetry (2016) or Katie Ailes’ ethnography of the British spoken-word scene (2020). To borrow a term from sound anthropologist Holger Schulze, listening to poetry must be not only close, but also thick: “immersed in the substance and the historical as well as sensational, fictional, and obsessive layers coating and entwining any sonic experience” (2018, 156).
 
               
              
                Sound and poetry
 
                Apart from the familiar and relatively straightforward forms of spoken or sung poetry, poetry in the digital age may be presented in a variety of innovative sonic formats. On the one hand, it may be overlaid with recorded soundscapes and/or fully synthesized sonic textures, such as in the long-form project “In the Company of Insects” by the poet Fiona Benson and sound artists Mair Bosworth and Eliza Lomas that focuses on the sounds of the insect world. On the other hand, spoken poetry may itself become sonic material to be processed with audio editing techniques such as sampling, looping, montage, or collage (→ II.4 Recorded and Audioliterary Poetry). Finally, it may become part of sound installations and sound walks – works that, in contrast to music, organize sounds in space rather than in time, often resulting in an open form and indeterminate duration. For example, for her installation Talking Chairs (2022), sound artist Giovanna Iorio distributed ten transparent plastic chairs through a parkland, making them dissolve in the landscape. Using a geolocating app, she paired each chair with a poem recording by one of ten contemporary international poets who collaborated with Iorio on this work.
 
                Studies of poetic sound art currently represent a significant gap in both literary and sound art scholarship. On the one hand, such works can be categorized as a special case of media art and thus approached from the perspectives of → III.13 Media Art Research and intermediality studies. On the other hand, sound art scholarship has over the past half-century developed a significant body of theory to attend to the specificity of acoustic media (see de la Motte-Haber 1999; Voegelin 2010; LaBelle 2015; Keylin 2023). For example, poetic sound artworks may be described in categories of Schafer’s soundscape analysis through identifying keynote sounds (drones that define the sonic background and general atmosphere, e.g., rainfall), signals (sounds that convey information, such as birdcalls), and soundmarks (distinctive sounds that give a place its unique sonic character, e.g., the ringing of a belfry) and relating them to the poem’s content (cf. 1994 [1977], 9–10). At the same time, the phenomenology of listening has largely been developed in relation to sound art and, therefore, possesses an extensive conceptual apparatus for attending to the materiality and spatiality of sound (see Voegelin 2010). This may involve exploring how the spatial relationships between spoken poetry, environmental sounds, and the listener can evoke a sense of place or how spatial organization can contribute to the “excess structuring” of poetry (→ I.3 Poetic Language).
 
                From a postphenomenological perspective, another potentially fruitful angle on poetic sound art may be found in Antoine Hennion’s (2015) and Georgina Born’s (2005) theories of music mediation. The term mediation here refers to the understanding of a music work not as an object (or a text), but as a dynamic, relational, and collaborative process involving multiple actors and materialities, such as musical instruments, interpreters, scores, audio technologies, or cultural institutions that actively shape and transform its creation, performance, and reception (→ III.15 Media ecology and Media archaeology). In the context of poetic sound art, this perspective can be leveraged to explore how the creation, experience, and interpretation of such works are dynamically shaped by the interactions between texts, sounds, technological tools, physical spaces, artists, and audiences within specific cultural and institutional contexts.
 
               
              
                Conclusion
 
                Approaching poetry from the perspective of sound studies and musicology reveals it to be an important part of contemporary auditory culture. Poetry may reflect the musical and sonic phenomena on the level of content and form, be listened to in performance or recording, or become embedded in sound artworks. It must be stressed, however, that the three sonic dimensions of poetry suggested here do not exist independently of each other, but rather represent a movement of poetry from a primarily literary to a primarily auditory experience, with each level maintaining the sonic aspects of the previous ones. For example, the cycle “From Jewish Life” (2017) by the Croatian-German spoken-word poet Dalibor Marković references the 1924 music work of the same name by the composer Ernst Bloch, prompting analytic attention to the way poetic structures parallel musical ones. When Marković performs the cycle, these structures form a counterpoint with the sonic structures of his speech. Finally, he employs the technique of beatboxing (vocal imitation of electronic percussive sounds) to create a parallel sonic layer that simultaneously references hip-hop culture and electronic music – contrasting it with references to classical music in the poem – and underscores the sonic austerity of the spoken-word performance (cf. Dürr and Keylin 2024, 242–243). This example thus shows that any study of poetry from a sonic perspective must involve a combination of the methods discussed above, drawing the connections between text-internal, textual, and text-external sonic dimensions to form a holistic postphenomenology of poetic listening.
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              The production, transmission, and perception of speech as well as all types of oral communication, including various artistic forms of oral expression, are central to the discipline of speech communication studies. In this regard oral poetry ‒ as an ancient and at the same time still extremely widespread form of verbal art that fulfills a variety of social, cultural, and aesthetic functions while oftentimes coexisting with written and/or printed texts (cf. Foley 2002, 330; → II.2 Live Oral Poetry) ‒ provides a fruitful object of speech communication research. At the same time, the spoken character of oral poetry makes it insufficient to approach as only a literary genre or a cultural phenomenon, but demands attention to the voice as a medium of oral expression as well (cf. Finnegan 1977, Ch. 4). Since in speech communication studies there is almost no current research on oral poetry (with few exceptions, most notably Dürr 2026), this article does not survey existing perspectives. Instead, it suggests and reflects upon some of the subject-specific, pertinent concepts and approaches to poetry, while also suggesting directions for further research on the entanglement between its textual, vocal, and medial dimensions (also see Dürr 2026).
 
              Unlike cultural or theater studies, which lack a unified and systematic approach to the concept of voice (cf. Kiesler 2019, 40), the field of speech communication studies offers a variety of established terms that enable a detailed description of vocal characteristics. Within the discipline, voice is mostly approached practically, in the context of voice training and clinical interrelations. Conversely, the study of oral poetry or any other kind of oral performance calls for an increased interdisciplinary exchange, for example with the fields of literary studies, theater studies, media studies, and communication studies (cf. Hannken-Illjes 2017, III). For the field of literary studies, this enables an extension of the literary interpretation of a poem to include the uses of speech and bodily expression in the poem’s performance. The variety of creative means employed by “poet-performers” (Novak 2011, 62) can thus be compared to the underlying texts in order to identify recurring structures, e.g., identically repeated spoken realizations of single words or phrases, which would contribute to the “excess structure” of poetry (Link 1977, 245; trans. RD; → I.3 Poetic Language).
 
              With regard to oral communication, the study of various forms of spoken and performed poetry as independent art forms can expand and deepen the study of aesthetic communication and the artistic uses of speech. The possible research directions include, e.g., the study of slam poetry and rap as well as possible improvised formats, which largely remain a desideratum in speech communication research; the application of the concept of speech expression to oral poetry as well as the identification of verbal, vocal, and corporeal creative means specific to performing poetry; and lastly, the bringing together of literary research on structural differences in poetry with speech communication research on their spoken realization. Consequently, the current state of research in the broad field of speaking on stage, e.g., drama, staged readings, and → II.2 Live Oral Poetry, can be expanded to include poetry, not only theoretically and analytically but also with regard to the development of didactic approaches, in addition to the already existing works on speaking on stage in theater.
 
              
                Transdisciplinary perspective
 
                As an independent discipline, speech communication studies is still fairly young, dating back to the beginning of the twentieth century (cf. Kranich 2004, V). As a transdisciplinary field of research, it shares cross-paradigm concepts, methods, and ideas with several adjacent disciplines such as linguistics, media and communication studies, sociology and psychology of language, medicine, acoustics, and computer science, to name just a few. It focuses on the analysis and description of selected areas of oral communication, as well as on didactic and therapeutic methods, and is based on an integrative and holistic approach whereby “all kinds of speaking and listening comprehension processes are understood as an integrated bio-psycho-social process” (Neuber 2013b, 1; trans. RD). This process is biological because it is physiologically conditioned and determined; psychological owing to its cognitive, emotional, and behavioral aspects; and social, since the communicating subjects are part of a society (cf. Gutenberg 2001, 21–23). Following from this, all components of the speech situation – the persons communicating with each other, the subject of communication, its content, as well as modalities – are considered to be of equal importance, and are supplemented by further influencing factors, such as occasion, aim, time, and space in which the communication process takes place (cf. Neuber 2013b, 1).
 
                Speech communication studies has developed in connection with applied research. As a result, five principal sub-disciplines have emerged along with their own focal points in teaching, research, and application, which at the same time share between them a number of theoretical approaches and methods and are connected by the common subject of interpersonal speech communication and the interest in accompanying behavior (cf. Neuber 2013b, 1). These sub-disciplines are: (a) speech and voice training, (b) phonetics and phonology, (c) rhetorical communication (including conversational rhetoric), (d) speech and speaking disorders, and (e) artistic uses of speech/oral performance. This last sub-discipline, which is mostly referred to as oral interpretation in Anglophone context (Gura and Powell 2019 [1977]) or as Sprechkunst [speech art] in German context, focuses on public speaking and performing, both live and mediatized, including the artistic and professional use of the voice (cf. Haase 2013, 177‒178).
 
                In order to be able to understand, analyze, and adapt the different processes and components of oral communication, an awareness of the various interacting subject areas within the aforementioned sub-disciplines is necessary. With regard to the study of oral poetry, this includes the so-called elementary processes (respiration, phonation, articulation) and the concepts of speech and bodily expression that provide an understanding of the entanglement between physiological speech production and the resulting sound impression in the context of conversation culture (speech and voice training; see Pabst-Weinschenk 2004a). Additionally, topics such as standards and variations of pronunciation, paralingual characteristics (gestures, facial expression, etc.) and their functions and modes of action in oral communication, as well as segmental and suprasegmental features and structures (phoneme-grapheme relations, accentuation, loudness, tempo, etc.) support this approach (phonetics and phonology; see Hirschfeld and Stock 2013).
 
                In the context of public, didactic, or academic talks and lectures as well as in speaking poetry, the communication process is predominantly unidirectional and therefore understood as talking to someone (cf. Geißner 1981, 68). The analysis of accompanying aspects, such as addressing the audience by means of eye contact, behavior on stage, or the structure of the performance (introductory words, comments, poetry performance, etc.), helps to identify recurring and significant features of the various sub-genres of poetry performances. In conversational rhetoric, the dialogical exchange and consequently the aspect of talking with someone comes to the fore (cf. Geißner 1981, 71). It is therefore rather loosely connected to the study of oral poetry as such, but allows for an examination of the performance’s framework, including interviews, discussions, and conversations, and hereby helps to characterize the event (rhetorical communication; see Geißner 1981). In each of the sub-disciplines the use of the voice, and thus the prevention of voice damage by establishing a healthy vocal hygiene and technique, is essential (speech and speaking disorders; see Pabst-Weinschenk 2004c). Consequently, an awareness of one’s own voice is considered fundamental to speaking in public and not specific to speaking poetry. Lastly, the analytic and artistic approaches to the use of oral and bodily expression support and provide an understanding of the entanglement between the poetic text, the communication situation, and the spoken as well as performed word (oral interpretation). In this sense oral interpretation can be considered both an art form and an artistic practice, while at the same time being a sub-discipline within the field of speech communication studies (cf. Haase 2013, 177).
 
                The study of oral poetry thus benefits from a combination of the topics and approaches listed above to provide a comprehensive approach that enables mapping differences and similarities with regard to personalized, text-type-specific as well as format-specific speaking and performance styles that are found in staged readings, audio poetry, poetry clips, or rap. Consequently, already existing cultural, media, and literary studies research on formats and genres of poetry can be expanded upon with the approaches of speech communication studies to include the analyses of the sound quality of the voice as well as verbal and bodily expression in performed poetry.
 
               
              
                Oral interpretation
 
                Apart from cultural and performative approaches that mostly reflect upon materiality and phenomenology of voice, body, and space, in oral interpretation the communicative aspect of voice as medium of oral expression – and therefore of language and the poetic text – is of utmost interest (cf. Meyer-Kalkus 2020, Ch. 1). In this regard, oral interpretation can be approached as a form of oral communication and as such involves the same typical components (accentuation, pauses, etc.). However, being an aesthetic practice, it also demands a consideration of the artistic intent, its realization, and the audience’s reception of it as well as their interrelations. In other words, artistic utterances do not primarily serve the purpose of communication but are rather intended to convey an aesthetic experience and be perceived as such (cf. Hirschfeld et al. 2008, 784). Consequently, a field of tension emerges between communicative intention of the utterances and their artistic realization. Which tendency ends up dominating depends on a variety of different factors involved, such as the speaker, the listener, the situation, the modalities of speech, and the quality of the texts themselves: whether they are rehearsed or improvised, literary or scholarly, etc.
 
                Improvisation notwithstanding, the oral performance of any kind of text, including poetry, is influenced by the dialectic between the oral and written dimensions of language. In the case of poetry readings or audio poetry, the presented texts are for the most part written with the intention to be read rather than spoken, while slams or rap performances are conceptualized particularly with regard to spoken performance and auditory perception. Ludwig Jäger in his concept of Audioliteralität [audioliterality] argues that the shift from the written to the spoken dimension of language is not only a change of modality but also results in a genuine artwork that differs from the initial version (see 2014; → II.4 Recorded and Audioliterary Poetry). Central to his approach is the use of electronic media, since the text or the poem is removed from its original written medium, and then receives textual, technical, and vocal editing, before being transferred to the new medium of, for example, the audiobook (cf. Jäger 2014, 245–246). Apart from that, Walter Ong’s term of secondary orality is more in line with a speech communication approach, since it describes spoken language based on and in the context of written language. Technical devices such as radio, telephone, or recordings have a supplementary but not a central function to oral communication (cf. Ong 2002, 10–11; → II.2 Live Oral Poetry). Consequently, Jäger’s approach appears to be useful for recorded forms of oral poetry, while Ong enables a more fundamental consideration. Both approaches also lead to questions regarding how far the written conception influences the oral presentation of phenomena such as → I.9 Rhyme, Meter, and Rhythm, which exist in both the oral and written dimensions. In other words: To what extent are the characteristics of the written version represented or disregarded in the spoken version? In how far do they perhaps emerge or become perceptible due to the oral performance, and what impact does that have on the performed poem?
 
                In order to describe the artistic use of spoken language, there is a multitude of different terms and approaches; however, these do not focus on poetry and therefore will not be considered in detail here. Eva-Maria Krech’s publication Vortragskunst [The art of speaking poetry] (1987) constitutes an exception: Even though this text is of educational rather than scientific nature, her remarks focus exclusively on and contain extensive advice for the oral interpretation of poetry (cf. 1987, 13). Krech’s approach is based on an understanding of recitation as an artistically reproductive activity that is based on the interpretation and reproduction of an already existing work of art, for instance, a poem (cf. 2003, 186). In the Anglophone context, the practice-oriented guide Oral Interpretation (Gura and Powell 2019 [1977]), which has been a mainstay of theater education for several decades, adopts a similar perspective. It explains the relationship between art and communication, including, in its latest editions, current movements in contemporary culture (e.g., social media), and offers strategies for the use of voice and body in poetry performance (cf. Gura and Powell 2019 [1977], Ch.1).
 
                However, the practical orientation of both texts limits their analytical usefulness. Moreover, their strict focus on the written, literary texts, narrowed further (in Krech’s case) to the form of poetry recitation excludes those kinds of performances that have become increasingly popular since the beginning of the twenty-first century: spoken-word events, lecture performances, slams, and the like. With regard to these recent (poetry) formats, Krech’s approach is no longer sufficient, since the emergence of new artistic forms is “characterized by media and multimedia diversity in a transdisciplinary and creative as well as professionally pluralistic context” (Neuber 2013a, 190; trans. RD). The use of music and projections that increasingly accompany the poetry performances of various kinds reveals this tendency. Furthermore, poetry clips and films, which, in addition to text and images, also contain musical and vocal components and are usually created as collective works by several artists, also lead to an expansion of the visual dimension (→ II.5 Audiovisual Poetry). This brief summary proves the need not only to expand existing approaches but also to cooperate with other disciplines such as literary, theater, and media studies, to name just a few.
 
                Regarding the extent to which different forms of oral expression can be considered artistic, Norbert Gutenberg’s notion of aesthetic communication seems to be most instructive (see 2020), yet also disputed due to theoretical inconsistency (see Ritter 2003). Gutenberg’s concept relies on the internal connection of rhetoric, poetics, and arts and is rooted in the activity theory in cultural-historical psychology, as stated by Alexej N. Leontjew (1971) and Daniil Elkonin (1980), as well as Bertolt Brecht’s reflections on the senses (cf. Lämke 2004, 187). According to Brecht, human activity is purpose-oriented and culminates in a moment that allows it to be recognized as productive (cf. 1963, 236–237). This moment is of great importance to Gutenberg, since it provides pleasure for both artists and audience in creating and perceiving and is thus considered aesthetic. As such it is inherent to all forms of human activity and thus also to communication: “[T]he aesthetic pleasure is derived from perceiving how the artist manages to put us into emotional frenzy (music), to captivate us so that we can’t stop reading (novel) […] and, of course, in enjoying this perception!” (Gutenberg 2020, 89; trans. RD). This leads to the following question: What kind of skills are needed to arouse such an emotional state in the audience? While aesthetic perception relies on subjective preferences, artists may aim for a purposeful structure and composition for the performance that draws upon the respective situational conditions (time, space, etc.) to inspire the audience (cf. Gutenberg 2020, 30). Thus understood, the category of oral interpretation encompasses “the entire field of aesthetic speaking and listening within and outside the media, text-free and text-bound, theatrical and non-theatrical” (Gutenberg 2020, 10; trans. RD).
 
                Such an expanded conception of oral interpretation allows for the addressing of the improvised and performative aspects of staged poetry readings, poetry festivals, and, most prominently, poetry slams. In this context, Julia Novak’s research on live poetry highlights topics such as the personal union of author and speaker, the use of voice at specific time and place, and body communication as well as the physical copresence of the performer and the audience (cf. 2011, 62, 79, 145). So too does Frieder von Ammon’s study, which includes musical, performance-specific as well as literary perspectives and approaches to the works of Austrian poet Ernst Jandl (see 2018; → I.10 Musicality and Sangbarkeit; II.2 Live Oral Poetry; III.10 Performance and Theater Studies).
 
                Whereas in live poetry performances it is merely one aspect of many to be considered, oral expression takes center stage in audiobooks, radio plays, podcasts, poetry walks, and audio poetry (→ III.9 Audio Media Research). Thus, Wiebke Vorrath in her book Hörlyrik der Gegenwart [Contemporary audio poetry] (2020) emphasizes the role of recording and the technical reproduction and mediation of voices in audio poetry, as well as the genre’s medial distribution on poetry platforms such as lyrikline.org. On the one hand, Vorrath highlights the recording’s capability to direct the listeners’ attention towards certain verses or single words and away from others using audio engineering, which helps to shape the sound aesthetics of the respective format as well (cf. 2020, Ch. 3.1; → II.4 Recorded and Audioliterary Poetry). On the other hand, she raises the question of the authenticity effects, which, according to Vorrath, are not tied to live situations, but “denote a form of experience or effect that can be evoked by different media in different ways” (Vorrath 2020, 143; trans. RD).
 
                The works mentioned above can be supplemented to varying extents by concepts, terms, and methodological approaches commonly used in speech communication studies. These elements are elaborated specifically in relation to spoken utterances and accompanying interpersonal behavior. This allows for a more detailed description of speech sounds and their relation to both the spoken text and the situational context (performance) as well as the possibility to attribute aesthetic effects to individual vocal and articulatory parameters, in order to, e.g., categorize creative means and respective effects in different types of oral poetry (audio poetry, spoken word, rap, readings, etc.).
 
               
              
                Speech expression
 
                The concept of voice is of central importance to both oral communication and oral poetry performances (→ I.11 Voice and Orality). While in the humanities it is largely approached from a phenomenological perspective (see Kolesch and Krämer 2006), focusing on its corporeal, perceptual, and cultural aspects, research in the field of speech communication is based on a narrower, mainly physiological concept of voice, in the sense of a bodily function and as a pattern of muscular activity of different forms, shapes, and functions (cf. Bose 2010, 31). Hence, physical and physiological conditions determine the vocal constitution. Additionally, various socio-cultural determinants such as dialects, socialization in different cultural areas, zeitgeist, early vocal imprinting by caregivers, development of character traits, gender, and age all have an equal impact on the vocal biography and thus also on the individual sound of the voice. Depending on the particular communication situation, the individual sound of the voice can reveal a speaker’s emotional state, indicate his or her social, ethnic, as well as geographic background, and thereby position them in the space of social interaction (cf. Hammer 2017, Ch. 3). Thus, in speaking poetry, the lines between literary voice and spoken voice blur, since the identity conveyed by the speaker’s voice merges with text-immanent positions.
 
                With regard to the analysis of utterances in both everyday and artistic oral speech, the speaking voice, as an essential component of oral communication, serves as the medium of (aesthetic) expression and social interaction. The so-called speech expression (Sprechausdruck) comprises a complex of timbral, melodic, temporal, dynamic, and articulatory parameters that can be further subdivided into different prosodic means such as pitch, loudness, and complex phenomena like speech rhythm and accentuation. In oral speech they appear individually and/or in combination, helping to structure utterances, highlight certain information, affect meaning, etc. (cf. Hirschfeld and Neuber 2010, 10–11). This dichotomy of form (pitch, etc.) and function (structure, etc.) helps to shape the spoken word in everyday and artistic contexts. Since the resulting shapes and patterns are based on everyday language use, they can evoke emotions, memories, and associations in listeners. Speech expression is less biologically than socially and culturally determined and therefore is closely interwoven with the linguistic level of speaking (cf. Bose 2010, 32). In this regard, it is intended by the speaker and can be interpreted and evaluated by the listener in a variety of subjective ways (cf. Bose 2010, 48).
 
                In general, as well as with regard to poetry, the use of voice as medium of oral expression and thus speech expression can be analyzed and described precisely by using Ines Bose’s differentiated catalog of vocal-articulatory expression (2010; trans. RD). Terminologically and systematically, this catalog is primarily based on speech communication research and consists of main characteristics such as pitch, loudness, tone of voice, speaking rate, and articulation as well as the respective modifications; these elementary components are supplemented by complex emergent traits (speech rhythm, type of phonation, etc.; cf. Bose 2003, 413–414). The features listed above are quantified on the basis of a five-point interval scale ranging from very low to very high, with the “middle values representing the neutral levels expected of unaffected everyday speech” (Bose 2003, 39; trans. RD). Importantly, the scale points refer to auditory impressions related to physiological processes of speech production (muscular activities, phonation, respiration, etc.) and are not intended to serve as objective measurements (cf. Bose 2003, 39). The concept of speech expression, as well as Bose’s catalog, can help to both describe the characteristics of vocal and articulatory parameters and understand their function within oral poetry performances.
 
               
              
                Methodology, research, and fields of practice
 
                In order to facilitate insightful research, the physical, biological, psychological, social, historical, and aesthetic objects and issues involved in oral communication and oral poetry require individual methodological approaches. Therefore, speech communication studies is characterized by a variety of procedures and research strategies (cf. Bose and Stock 2013, 22). In contrast to related disciplines such as literary studies, in speech communication studies, theory and didactics are closely connected and mutually dependent on each other, since theories are oriented towards teaching and/or training, and didactics serve as a starting point for further theory formation (cf. Pabst-Weinschenk 2004b, 252). Methodologically, the discipline employs both theory formation and empirical, qualitative as well as quantitative studies. The former is used to clarify contexts that cannot be measured empirically or can only be measured to a limited extent, e.g., ethical aspects of oral communication. The function of the latter is to analyze, amongst other things, processes of conversational rhetoric, standards and variations of pronunciation, and the use of speech and body expression in artistic contexts. In particular, this concerns speech processes, as well as speech planning, listening, and comprehension. For the most part, this kind of research is based on the analysis of audio and audiovisual material collected in situations that are as natural as possible and thus close to the reality of the communication situation (cf. Neuber 2013b, 1–2). The study of poetry performances can benefit from these methodological approaches, since auditory analysis focuses exclusively on elements that are perceived and sequentially experienced by the listener and thus verifiably influence the performance. Consequently, this method is considered a scientific examination of the everyday practice of oral communication.
 
                As mentioned in the introduction, oral poetry research largely remains a desideratum in speech communication studies. However, from the brief overview of concepts and methods above, certain fruitful directions for further studies can be formulated. First, speech communication approaches can be used to provide an overview of how spoken poetry sounds, in both synchronic and diachronic perspectives. Second, since performed poetry often occurs in both mediatized and non-mediatized environments, which cannot be analyzed solely with methods from the field of speech communication studies, an open dialogue between various disciplines is needed to fully explore poetry in its linguistic, sonic, visual, socio-cultural, and historical dimensions as well as in written, spoken, sung, and medial forms of appearance. Considering the study of poetry perception, empirical methods such as questionnaire-based surveys, precise measurements of frequencies, as well as perceptual and acoustic analyses constitute useful approaches to the following research questions: What differences, similarities, and idiosyncrasies can be found in the diverse forms of spoken or performed poetry, both in contemporary and historical contexts? Which vocal and articulatory features are of utmost importance when conveying emotion in spoken poetry? And finally, what effects does the artistic realization cause in the listener?
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                Introduction: “cutting through” and “going along”
 
                This article outlines an approach to reading, analyzing, and listening to poetry across various audio media, which form an oral continuum from audio poetry to digital audiobooks, to radio montages and podcasts. Research into contemporary oral poetry practices is growing. Julia Novak (2011), Claudia Benthien (2017), and Wiebke Vorrath (2020), among others, have recently provided substantial knowledge to both historical and contemporary sound- and performance-based poetic practices. Developments in recent years have nurtured a number of poetic genres and activities (cf. Benthien 2017), with regard to an increasing interest in both traditional poetry readings and “poet-performers” (Novak 2011, 62), as well as the novel genres that have moved the text entirely from the page of the book to the performative and auditory space, for instance, of poetry slams where “the poetic work is the singular and situational performance” (Benthien 2017, 39). Here, poetic oral language expressions may be “conceptualized as embodied language,” although “embodiment does not mark an a priori of the body, but rather a specific materiality and mediality” (Benthien 2017, 41). Benthien addresses mediated versions of poetry performances, and argues that they are capable of producing intimate and authentic effects – a position that contradicts Erika Fischer-Lichte’s strong emphasis on performativity as produced solely in situations that include physical presence (see 2008). Benthien’s perspective here correlates to Charles Bernstein’s concept of the relations between performed and written poetry as “versions” that are ontologically comparable (see 1998; → IV.1 Poetry Performance between Liveness and Mediatization).
 
                This article’s methodological argument is that when listening to audio poetry or audiobooks, one must differentiate between representational and atmospheric modes of reading, which can be described as “cutting through” and “going along” using anthropologist Tim Ingold’s metaphor (2022). In his recent text “Cutting Through and Going Along: A Comment on Knowing by Singing,” Ingold (2022) dwells on differences in reading modes. The predominant understanding of reading is historically and culturally connected to sight and to text decoding; as Ingold states, “the readers’ attention is supposed to cut through [the page] in order to retrieve meanings reflected from behind” (2022, 1). He makes the hermeneutic claim that language primarily represents meaning, which stipulates reading that primarily focuses on interpreting thematic and structural aspects of a text. As a counter-response to this attitude to reading, he proposes “knowing by singing” or “going along” (2022, 885). This may be related to what Hans Ulrich Gumbrecht has referred to as “the production of presence” (2004): the position that meaning is not limited to hermeneutic aspects, but also involves poetic, rhythmical gestures that create a different type of aesthetic meaning. However, in Ingold’s outline, this also has to do with the elements of time and flow; with “going along.”
 
                Methodologically, this article pursues the relationship between performative, auditive forms of poetry and various oral traditions through two specific concepts – listening and voice (to use the terms from Don Ihde’s important book, Listening and Voice, 2007 [1976]) – which not only suggest close listening as the main methodological perspective (see Bernstein 1998) but also combine “cutting through” and “going along.” The article applies the concept of voice (→ I.11 Voice and Orality), from auditive forms of poetry and audiobooks, to journalistic features in radio montages and podcasts, and suggests the use of the voice as a methodological agent across oral formats. It also relates listening to oral formats as something that oscillates between “cutting through,” chasing the meaning of the words, and “singing along,” (Ingold 2022) listening to the sound, flow, and rhythm of communication, and suggests that listening is kind of “reading with the ears.” These conceptualizations include a discussion of the need for interdisciplinary approaches and query similarities, and distinctions between specific auditory text formats, both poetic and prosaic (or journalistic). The atmospheric experience of reading – that is, the mood, the rhythm, and the experience of the voice – is an important aspect of listening to radio, audiobooks and auditory poetry (→ II.4 Recorded and Audioliterary Poetry). However, so far, radio montages, audiobooks, and podcasts have primarily been framed and studied in terms of narratives, plots, and, for the podcast, also the journalistic content. These audio media products have been studied less in terms of the poetic and presence creating aspects of listening. In contrast, this article emphasizes aspects of the borders and relationships, which establish distinctions and continuities between auditory language formats as communication and as poetic formulation, respectively.
 
                On a very general level, in everyday speech, language is primarily a means of communications. Literary language – prose as well as poetry – is expressed in a shaped mode, which differs in many ways from everyday language (→ I.3 Poetic Language). The closer one moves toward poetic genres, the stronger the emphasis on poetic aspects of language-use appear. When literary language practices become oral, performed, and “off the page,” to use the title of Julia Novak’s ERC research project at the University of Vienna – for example, in digital audiobooks or poetry readings, the → I.2 Poetic Function of language, in the sense used by Roman Jakobson (cf. 1960, 356), becomes even more perceptible. In that sense, one might describe the language use of the genres and formats discussed in this article as a continuum spanning from the poetic language of performed poetry, which is more rhythmically metricized, regular, and stylized (→ I.9 Rhyme, Meter, and Rhythm), to the typically more fluent prose language of audiobooks and of podcasts, which, today, come close to everyday conversations, in terms of style and tempo. This continuum informs the approach to the literary, auditive phenomena addressed here, theoretically reflected by drawing on research into the digital audiobook, the radio montage, and the podcast as oral expressions that, owing to their respective media, distinctly emphasize auditory aspects of literary and poetic language. Thus, all the examples discussed below, mainly from the Danish context, are cultural, oral formats that present various genre characteristics, and build on separate genre histories. The article aims at, first, identifying possible intersections, similarities, and differences in the language use of performed or recorded poetry and audio media; and second, framing methodological aspects of addressing these oral formats as a continuum.
 
               
              
                Listening to voices in digital audiobooks
 
                The audiobook may be defined as a sound recording of a printed book that is performed by a professional narrator, often an actor or the author (cf. Have and Stougaard Pedersen 2016, 4). As the name, audiobook, indicates, it has a close relationship to its written source (see Rubery 2011). However, in many respects, the digital audiobook differs from the printed book with regard to its medium, experience, and use. Thus, it becomes difficult to discuss the audiobook as a book at all, especially when dealing with mediality, that is the medium’s material characteristics and its potential for use (see Brügger 2002). Typically, research on digital audiobooks has concentrated on their use, the possibly mobile, multisensory experience of “reading with the ears” (see Have and Stougaard Pedersen 2016; Stougaard Pedersen et al. 2021), or the production-oriented aspects of the literary circuit, regarding digital publishing and streaming services (see Colbjørnsen 2015; Have and Stougaard Pedersen 2019; Tanderup Linkis 2021). In general, the audiobook has been connected primarily to narrative formats, mainly prose (audiobooks produced from novels). In Denmark, for example, only a very limited amount of poetry is available as audiobooks via streaming services and the national digital library. The recorded poetry that may be found on digital bookshelves mainly includes releases that were already oral or multimodal, for example, recordings of poets performing with musicians. Thus, in the case of Danish poetry, there exists a potential for increasing the amount of recorded poetry titles, particularly since listening to audio poetry emphasizes a presence-oriented mode of listening, or listening as “going along,” to a high degree.
 
                In contrast to audio poetry, the digital audiobook has been widely promoted as a plot-driven format, providing entertaining or journalistic content, which leads to specific listening modes and norms (see Have and Raaby Jensen 2020). Some authors – for instance, Ceridwen Dovey, an Australian writer of both printed book novels and Audible original stories – link the plot-driven character of audiobooks to sound as a “brutal medium regarding the lack of attention” (quoted in Stougaard Pedersen 2020, 91). According to many studies, sound needs to draw the listener in, and the writer, when writing for sound formats, must continuously determine how to hold the reader’s attention (see Åberg 2020). The main goal of podcast and audiobook producers is to keep the listener listening, and to this end, the performing narrator’s or speaker’s voice is crucial, since their ability to hold the listener’s attention is linked to their diction and the rhythm of their voice (→ III.8 Speech Communication Studies). However, where does this situate the listener’s activity? As previously stated, the effort to keep the listener listening is by no means the only way to experience an audiobook, even though this seems to be the streaming services’ main parameter for measuring success. The sound of language, spoken by a human, mediated voice, may also offer a poetic experience. There is a certain ambiguity regarding the activity of listening to audiobooks:
 
                 
                  We can […] differentiate between two forms of listening to audiobooks, each with their qualities. It is an analytical differentiation, since the two forms in practice enrich one another: atmosphere-oriented audiobook listening, which is reminiscent of listening to music and which emphasises the aesthetic aspects of the voice and a “thickening” of the linguistic in a sonorous-stylistic sense, and content-oriented audiobook listening. Immersion may occur in both cases, depending on whether we immerse ourselves in the audiobook’s narrative or in the atmosphere created by the sonorous qualities of the language and by the narrator’s voice. (Have and Stougaard Pedersen 2020, 213)
 
                
 
                In the quote above the argument is as follows: Listening to audiobooks combines listening as “cutting through” (holding on to the meaning) and “going along” (poetic aspects, giving attention to the poetic aspects of language and voice). In extension of this, one could argue that oral formats, in the broad sense that includes audiobooks and auditive poetry, focus the reader’s attention on the sounding aspects of literary language; When vowels, the rhythm of syntax, lengths of sentences, and alliterations move from the pages of a book to sound waves, they may change the atmosphere or the Stimmung (cf. Gumbrecht 2011; → I.6 Mood (Stimmung) in Poetry) of the text read by a concrete, physical voice. The experience of the poetic aspects of language – that is, rhythm, tone, sound – becomes simultaneously more ephemeral and more material: more ephemeral in the sense that a mood does not necessarily have a meaning that the listener can maintain, or translate to semantic meaning, and more material, in the sense that the effect a voice may have on the listener’s body may be very physical.
 
               
              
                Listening and voice in radio montages and podcasts
 
                When analyzing the history of Danish radio, Jacob Kreutzfeldt describes how throughout the twentieth century, it developed from scripted, written culture to an independent medium with its own auditory idioms, an auditive grammar, drawn mainly from an urban world view (cf. 2015, 45). Today’s radio montages (and many podcasts) involve multiple sonic layers and complex editing. In that sense, the aesthetics of this montage tradition establishes a certain format – a meeting point between careful aesthetic choices and a communicative/narrative goal, as it addresses a concrete theme. Most Danish radio research is found in media studies and focuses on sociological aspects of the role of radio from an everyday perspective, or from a media systemics perspective. However, the aspects and use of the montage principle have had a great impact on sound poetry and spoken-word albums.
 
                The sound of the radio montage, which Ib Poulsen outlined and analyzed thoroughly from the perspective of the Danish Broadcast Radio, creates an imaginary space for the listener, which the listener needs to envisage, and in which sound is both aestheticized and semioticized (cf. 2006, 127). Radio-montage analysis deals partly with the role of voice and with the semiotic aspects of the montage: its indexicality, that is, how it indicates a specific meaning. More specifically, this indexicality is that which indicates the radio montage’s distinct journalistic features, and distinguishes it from the audiobook and audio poetry genres. The voice in the radio montage mediates the content, but also refers to, and creates, a different type of indexicality for the listener, for instance, by using authentic audio recordings. Such diegetic sounds have a specific function in radio montage: sound as representation acts in a documentary fashion, whereas sound effects have an illustrative purpose, and in this way become iconic, a stylized presentation (cf. Poulsen 2006, 97). Using sound in a diegetic or semiotic mode appear more frequent in documentaries than in poetic radio montages. The closer one gets to the audio genres that foreground the poetic aspects of language, the more one will experience sound as an atmosphere-creating, semantically open medium.
 
                The voice in a radio montage is used both vocally and orally (cf. Cavarero 2012, 528). The latter dimension deals with the linguistic and semantic aspects of oral speech, whereas the former, with vocal quality of utterances and the physical presence of the voice (cf. Zumthor 1984, 69). In contrast to Novak’s concept of the “poet-performer” (2011, 62), the voice of the radio host is more imagined and less embodied: it is not attached to the persona and body of the speaker or author to the same extent as the poet–performer’s voice. The style of speech heard at least in Danish radio montages is specific to its montage genre context. From a generalized perspective, the diction and rhythm actually have a rather calm tempo, in which the rhythm of the performing voice alternates between more transparent, journalistic speech, which semantically “cuts through” to knowledge of a matter, and a more thickened use of speech that positions it closer to the poetry performances’ doubling of the poetic persona and the body of the poet–performer: “going along.”
 
                Podcasts emerged in response to recent technological developments, such as MP3 audio and the smartphone, and inaugurated a type of listening that stages the use of the voice in a new manner. The podcast format possesses neither physical nor tactile characteristics that distinguish it from radio, and there are no regulated conventions for the format. Its main difference from broadcast radio is that, owing to the availability of the means of production, much podcast material and production is done by amateurs. In broad terms, the podcast is a kind of “radio on demand,” which is typically episodic and is mostly inspired by journalistic radio and TV formats (cf. Bonini 2015, 21). However, in recent years, poetry podcasts have also started to gain popularity, such as Book of Songs (2022), curated by the poet Jan Wagner and hosted by the German radio station, Deutschlandfunk Kultur.
 
                Despite the lack of formal conventions regarding the podcast genre, it seems that some genre expectations have grown out of, or developed from, the podcast landscape. What is interesting about aspects of listening and voice as methodological concerns, is that the role of the voice, particularly the communication style of the voice, seems significant: The relationship between listener and host is friendly (see Nielsen Saabye 2020), and supported and even intensified by the mode of listening, which is mainly with in-ear headphones. Thus, listening to podcasts is comparable to the sense of being with a friend, in a safe space, although this evocation of friendly feelings may be less prevalent when it comes to listening to poetry podcasts. The friendly touch of podcast hosts often emerges from their rhetorically addressing the listener, both in terms of the syntactic framing of sentences and of the intimate style of voice that often characterizes podcasts. In general, poetry readings in podcasts do not address the listener in the same direct manner; instead, the poetic use of language may be said to prompt atmosphere-oriented modes of listening, which may promote a more embodied listening mode.
 
               
              
                The performing voice – orality and vocality
 
                What runs through all the formats touched on so far, is their use of the voice as a communicative and expressive medium (→ I.11 Voice and Orality; II.2; Live Oral Poetry). The voice is the point on which oral formats (obviously) differ the most from written formats. The voice becomes a mediating apparatus for conveying words through audio poetry, digital audiobooks, radio montages, and podcasts. Regarding “articulatory parameters,” Novak suggests that analytical work focus on the roles of elements such as “rhythm,” “pitch,” “articulation,” and “volume” (2011, 85–120; → III.8 Speech Communication Studies), as related yet methodologically distinct aspects of live poetry. These aspects may be attached to the oral cultures described in this article, even though they are performed in various ways: The flow of voice in both the traditional narration of audiobooks and the articulation of podcasts are, to a large extent characterized by a rather fast tempo, a feeling of “flow” that partly has to do with the narrated content, and partly with the suspected impatience of the listener. In poetry readings, and to some extent in the radio montage, the use of voice tend to feature a slower tempo and a clearly articulated use of voice and deliberate rhythm of speech. The poetic element, or the sound of language, moves forward, as the semiotic and semantic dimensions of language move back, relinquishing their supremacy.
 
                There are as many kinds of voices as there are poets and writers. Nevertheless, there seems to be a tendency for podcasts to establish a more intimate, friendly contract with the listener, whereas the performing narrator of an audiobook may seem more or less dramatic; however, very seldom is there the same sense of intimacy. As Novak notes, in general, poetry readings center around the poet-performer (2011, 62); however, the concept of authenticity seems to be an important feature of the voice (→ IV.2 Staging the Self in Spoken-Word Poetry), both when dealing with recorded poetry and with audiobooks that use the author as a performing narrator.
 
                The rhetorical aspect of enunciation may be analyzed using the five-step model of the performing voice in audiobooks (cf. Have and Stougaard Pedersen 2016, 87). This model simultaneously reflects the technological processing of the voice, its sensory, aesthetic character, and its contextual, sociological implications and includes the following levels:
 
                 
                  1. The way the voice is recorded and processed.
 
                  2. The materiality of the voice. This point addresses vocal quality, the rhythm, and the diction of the unique voice.
 
                  3. The rhetorical situation. This point investigates how a performing narrator in an oral mode delivers a story to the listener, and unfolds a doubled and intensified intentionality through a rhetorical act.
 
                  4. The enunciation of the text. This point concerns the narrator’s position relative to the text. At this stage, we also suggest discussing the author who reads as an (possibly displaced) “author” creating an effect of authenticity or intimacy.
 
                  5. The ethnicity, age, nationality, and gender of the performer. This point concerns the general context of the listening situation (Have and Stougaard Pedersen 2016, 87).

                
 
                This model may be applied to the oral cultures presented in this article; however it must be developed with precision regarding the various genres of audio poetry, radio montages, and podcasts. In particular, its adaptations need to observe the shift from the narratological structure of enunciation in audiobooks, to the structures of → I.5 Lyric Subjectivity in poetry.
 
               
              
                Listening modes across oral formats
 
                Listening to audio media is experienced in terms of differentiated listening zones with distinct types of attention attached to each. This assembled listening perspective is also present when Walter Benjamin describes the double reception of the masses in his canonical text, “The Work of Art in the Age of Mechanical Reproduction” (1969 [1935]). Benjamin discusses experiences of architecture, and frames reception in terms of “user” and “observer,” a dual mode of alternating contemplation and distraction (Benjamin 1969 [1935], 33; cf. Larsen 2015, 80–81). “User” would have a more invested attitude to their surroundings, whereas “observer” indicates a less invested mode of attention. This alternation between attention and distraction presents a central, value-related problem throughout the modern era, which Kate Lacey discusses in her book, Listening Publics, where she distinguishes between “listening to” (contemplation) and “listening for” (occasional, distracted registering; 2013, 7). Historically, it seems that radio listeners have developed patterns of reception related to listening as an evaluative and a distracted activity. These listening modes, applied to both radio and podcasts, typically alternate between several types of attention, and switch between “listening to” and “listening for.” When we listen to poetry, the relationship between attentive and inattentive modes can unfold in various ways. As a genre, poetry with its both materially and emotionally condensed language use is more on the “singing along” axis than on the “cutting through” axis. Maurice Merleau-Ponty describes poetic language as possessing a specific gestural character that he names “ways of singing the world” (1994 [1945], 155; trans. BSP). Therefore listening to poetry as a genre establishes a new hierarchy, where paying attention to the poetic aspects of language and voice actually supersedes meaning-making as language’s primary purpose.
 
                Listening modes are changing across the continuum of oral practices, from listening to audio poetry to listening to the radio. Listening activities may be conceptualized as “listening to” (contemplation) and “listening for” (occasionally registering; cf. Larsen 2015, 81), or, to use Ingold’s terminology once more, “cutting through” and “going along” (2022). In some ways, Ingold’s approach seems more dynamic and creative, in the sense that “listening for” (occasionally registering), is mainly designated by its condition of a lack of concentration whereas “going along” includes a creative activity – “knowing by singing,” as Ingold states (2022). In a sense, every utterance is distributed and received with the oscillation between attention to content and a different type of attention – an attention to the voice, the rhythm, the tone of vocal language. No matter the genre or the medium, listening always involves both “going along” and “cutting through”: This happens when one follows the plot of a detective story, listens to a podcast conversation about films, or to a spoken-word poetry performance. However different genre expectations will design and direct the listening activity. Listening to an audiobook may focus primarily on materiality, diction, tempo, and dramatization, whereas listening to the radio or a podcast may primarily direct attention to the materiality of the voice, the relationships between host and listener, and the tempo. Typically, the listening mode for audio poetry would enhance materiality, rhythm, and the tempo of the voice in relation to the authenticity of the poet-performer, the rhetorical and the embodied relationship between audio-poet and listener, as also emphasized by the analyzing-voice model.
 
               
              
                Recapitulation
 
                This article has discussed listening modes and the voice in audio poetry, the digital audiobook, and podcasts as a broad continuum of oral cultures. It has been said of the audiobook that it “forms a context for physical and social experience rather than being experienced within a physical and social context” (Wittkower 2011, 28). Something similar may be said about the situation surrounding poetry reading, when one is dealing with performative poetry formats. Even though this article has presented various oral formats as a continuum, centering the sound of language mediated by a voice, one must consider the differences of language use in various language cultures: the distance between the language of journalism and of fiction, or the distinctions between poetry and prose need to be taken in to consideration when analyzing singular literary works. Additional points for analysis might include the ways in which the rhythm of a poem is often more accentuated and disruptive than the rhythm of prose or journalistic content, which is based more on flow, and in extension of this, how poetic language calls for rhythmic and auditive analytical tools (→ I.9 Rhyme, Meter, and Rhythm), for a methodological grasp of “singing along.” Here, the articulatory parameters that Novak (2011) suggested for analyzing performed poetry may be combined with the rhetorical and stylistic aspects of analyzing the voice with the model suggested by Iben Have and Birgitte Stougaard Pedersen (2016).
 
                Many literary audio formats, in contrast to audio poetry, are primarily sold, distributed, and received as entertainment, and narrative or suspense. In these genres, the primary purpose is to keep the listener listening. However, reading audiobooks, and listening to podcasts and radio montages, may be characterized as “atmosphere-oriented […] listening, which is reminiscent of listening to music, and which emphasizes the aesthetic aspects of the voice and a ‘thickening’ of the linguistic in a sonorous-stylistic sense” (Have and Stougaard Pedersen 2020, 213). In closing, it makes sense to suggest a continuum for analyzing aspects of listening and voice in relation to poetic genres and oral cultures, which in turn suggests the need to address the specific atmosphere or ambience that each language culture presents and creates. And in particular, a researcher of performed and recorded poetry would need to develop sensitive audio-reading skills related to listening and the voice (cf. Vorrath 2020) – that is, both as “cutting through” and “going along.”
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              The term performance has been used in a variety of ways with regards to late twentieth- and early twenty-first-century poetries: as denominator of an emerging genre, as in performance poetry; as an umbrella term for intermedial, multi-genre enactments or public presentations of poems in conjunction with a poet’s persona, as in poetry performance; as interchangeable with poetry recital or poetry reading; as a discrete unit within a wider event, for example one specific performance forming part of a poetry slam; to refer to one aspect of the activities that form part of specific poetry cultures, such as slam or jazz poetry; or to indicate a performance of poeticity (see Franssen 2011), either akin to Richard Schechner’s term of the performance as a “showing doing” (2002, 22), or as an iconoclastic, countercultural attack on, or subversion of, established poetic conventions. While “[t]he fluidity of the term performance makes it an attractive means to approach poetry from interdisciplinary or multigenre perspectives” (Kuhnheim 2014, 10), its multiple usages can also lead to a lack of conceptual clarity and even, to misunderstandings and confusion. This is why it is useful to look at those disciplines and theoretical approaches that have analyzed and theorized this term in greater depth than any others: theater studies, performance theory, and performance studies. All have developed analytical concepts that facilitate the analysis of live and mediated poems-in-performance, and that open productive angles from cross-disciplinary perspectives.
 
              Theater studies and performance studies are discrete, but frequently overlapping disciplines that are engaged with the phenomenological study and the theorization of different forms of staged enactments, and with the theoretical analysis of these manifestations and of the processes behind their creation. Theater studies is primarily concerned with the enactments and mise-en-scènes of previously existing, dramatic texts within the tradition and the innovations of theater. Most theater performances are based on written texts, which Richard Schechner terms “scripts” (1988 [1977], 70), and on stage directions. Together, they make up the dramatic text. The dramatic text is then enacted by a team including directors, actors, performers, producers, and others. They create the performance, which Patrice Pavis defines as “all that is visible or audible on stage, but not yet perceived or described as a system of meaning or as a pertinent relationship of signifying stage systems” (cf. 1992, 25). Pavis approaches the performance from the perspective of theater. His work addresses mise-en-scène and seeks to develop a terminology and analytical approach that accounts for stage actions as well as their social impact (see Pavis 1992, 2003; Pavis and Anderson 2013).
 
              Performance studies emerged in the late 1960s and 1970s during the so-called “performative turn” (cf. Bachmann-Medick 2016, Ch. 2). A wide range of practices and approaches developed among artists and artistic communities who experimented with different forms of intermediality. Among them were the artists of the Fluxus group (see Higgins and Higgins 2001; Higgins 2018) and poets and artists who creatively adapted Alan Kaprow’s reflections on the happening into their poetic practice, like the artists of the Liverpool Scene (see Gräbner 2024). The Fluxus group in particular was able to structurally embed their practice and create a wider knowledge base of their practices and reflections, for example through the Something Else Press which preserved and disseminated their work especially on sound poetry. With regards to the consolidation of performance studies as an academic discipline the collaboration between experimental theater director Richard Schechner and anthropologist Victor Turner significantly contributed to the embedding of performance practices within a social context. This collaboration emphasized the socially embedded and interventionist role of the performance (see Schechner and Turner 1985). Thus, the discipline of performance studies is interested in the performance as a reflection on and intervention into its social context. It responds to an assemblage of social dynamics, observed behaviors, and conventions, not primarily to a script or a dramatic text, as a theater performance would. It analyses these, explicates them, and, in some cases, intervenes in the iterative process that perpetuates them. Diana Taylor has argued that the term “performance” connotes “a process, a praxis, an episteme, a mode of transmission, an accomplishment, and a means of intervening in the world” (2003, 15). When she argues that the performance is an episteme, she implies that by embracing and producing embodied knowledges, the performance draws on epistemologies so far sidelined in the cultures dominant in the capitalist West; a point she argues throughout her work and which marks a critical engagement with the Schechner and Turner tradition, in which non-Western subjects and epistemologies are posited as an Other to Western subjects. Taylor’s point that the performance marks an episteme, resonates profoundly with the poetics of many poets who perform their poetry, especially where they draw on the oral tradition as an alternative to the tradition of writing (→ I.10 Musicality and Sangbarkeit; I.11 Voice and Orality; II.2 Live Oral Poetry).
 
              Performance theory is part of both theater studies and performance studies and refers to the approach, rather than the field. Therefore, performance theory is also used and developed in disciplines that investigate how social norms and conventions are critically engaged with, and theorists from these fields might draw on performed poetry as an illustration of their points, or as a case study. Concepts like performativity and especially its adjective performative have been adapted widely from their original use by John Austin in linguistic speech act theory (see Austin 1975). In theater and performance studies, they are often used to refer to aspects of the performance. They have also been widely adapted for the analysis of poetry (see Bers and Trilcke 2017). Because these terms also refer to social processes of signification, they are generative for analyses that explore the overlap between the representational, the aesthetic, and the social. However, this can also lead to confusion when these registers are conflated. Mieke Bal from the perspective of cultural analysis, and Erika Fischer-Lichte from the standpoint of theater and aesthetics, have gone to great lengths to explicate the tension between “performance” and “performativity” (see Bal 2002; Fischer-Lichte 2012). Taylor has suggested the adaptation of the adjectival term performatic, from the Spanish “performático,” “to denote the adjectival form of the nondiscursive realm of performance” (2003, 6). This, she argues, signals “the performatic, digital, and visual fields as separate from, though always embroiled with, the discursive one so privileged by Western logocentrism” (Taylor 2003, 6). The use of both adjectives – “performatic” and “performative” – to refer to different, but often entangled aspects of the performance would facilitate a neater analytical and terminological distinction.
 
              Aspects of the methodologies of theater and performance studies can be usefully deployed because – in contradistinction to literary studies – they respond to elements of poetry foregrounded by the (live or mediated) performance. Julia Novak has developed a comprehensive analytical framework for this purpose (see Novak 2011). Among the elements she identifies are the presence of the poet at the performance as “poet-performer” (Novak 2011, 62; → IV.2 Staging the Self in Spoken-Word Poetry) or “poet/author” (Middleton 2005b, 101); the location in which the performance takes place or that is evoked or created in the performance; the interplay of different media and the synesthetic appeal to multiple senses; the social and cultural embeddedness or framing of the poem; and the self-aware reflection on the parameters of poetry themselves (see Middleton 2005a, Gräbner 2011). While each of these can be approached from a variety of disciplines, performance theory and theater studies offer generative concepts such as (a) enactment, embodiment, and presence, when we want to analyze the poet’s presence within the performance and their relationship with the audience; (b) mise-en-scène, when we wish to consider framing or locale; (c) intermediality, with reference to synesthesia and polysensory layering (cf. Gräbner 2011, 72); and (d) archive and repertoire, with regards to the critical, self-reflexive, and social and communal function of performed poetries.
 
              
                Enactment, embodiment and presence
 
                Poetry in performance, and in particular live poetry (see Novak 2011), is organized around the poet’s presence at the performance and the copresence of poet-performer and audience. Especially for live poetry it has been vitally important that the poet and the performer are the same person. In this sense, poetry differs from theater, where a distinction is made between the semiotic body and the phenomenal body of the performer (cf. Fischer-Lichte 2012, 106), and between the dramatic text and the performance. The phenomenal body refers to the physical presence of the person, the semiotic body is the body of the performer which is charged with all the signification they create as they perform. The dramatic text, in theater, is the basis of the performance. It can (and should) be adapted or changed, and its enactment during the performance usually involves several voices or personae. It is not considered a self-expression of the author. In the poetry performance, with few exceptions, the text of the poem is not usually meant to change or to undergo processes of adaptation by others; we expect it to be enacted faithfully, by the author themselves.
 
                The poet is thus meant to speak from authentic experience, as the person who has undergone this experience and knows how to articulate it poetically. Problematically, this relies on a notion of individualized authenticity that is itself socially constructed and contingent (see Ailes 2021), and that harks back to lyric poetry and to the notion of the poetic genius (→ I.5 Lyric Subjectivity; IV.2 Staging the Self in Spoken-Word Poetry). Such an individual enactment of authenticity contrasts with poetry performances in which the poet acts as a spokesperson for, and on behalf of a community (see Beasley 1994). A poet who acts as spokesperson – examples would include, among others, Jean “Binta” Breeze, Linton Kwesi Johnson, Levi Tafari, Joelle Taylor, or Saul Williams – takes on a public role and responsibility which often emerges out of community and political activism. Because this responsibility translates into a public role it includes an appropriate conduct and habitus which is fundamentally different from the individualized authenticity investigated by Ailes.
 
                At the heart of these debates lies the notion of the presence of the performer and of copresence with the audience (→ IV.1 Poetry Performance between Liveness and Mediatization). Fischer-Lichte has suggested that we differentiate between three types of presence: weak, strong, and radical presence (see 2012). Weak presence refers to “the conditio sine qua non for a performance to happen – the bodily co-presence of actor(s) and spectators” (Fischer-Lichte 2012, 106). Strong presence “is defined by the actor’s ability to occupy and command space and to attract the spectators’ undivided attention” (Fischer-Lichte 2012, 108). It emanates from the audience “sensing” the performer’s presence and responding to it by feeling themselves intensely present (cf. Fischer-Lichte 2012, 109–110). This type of “presence” emanates very much from non-verbal and non-discursive forms of communication. It can also resonate with the poet’s persona, especially if a poet has acquired a reputation within a specific social environment. Radical presence, for Fischer-Lichte, refers to the performer’s presence as “embodied mind” (cf. 2012, 112). The performance suspends the mind-body split, so defining for Western epistemology and therefore, Western aesthetic theory. In so doing, performance can initiate epistemological transformation. That said, the suspension of the mind-body split is radical only within communities that have been conditioned by Western epistemologies. To most Amerindian cultures – and in different ways, to the peoples of the continents today called Africa and Asia, as well as European Celtic cultures – embodied knowledge and communication was never separate from writing; writing, where available, existed in tandem with embodiment (see Taylor 2003). This has marked contemporary hybrid cultures which are infused with these cosmovisions. For them, the suspension of the mind-body split is a recuperation or a recognition of their mode of being. The performance can function as a transcultural mediator between these different experiences and their ramifications in performance theory and practice.
 
                Some performance theorists gesture towards kinetic conceptions of presence. With regards to poetry in performance, Pete Bearder argues that the poet-performer’s body is a “resonating body of flesh” and a “channel of energy” (2021, 190). He is interested in the kinetic, synesthetic dynamics of physical presence and in the relevance of biodynamic psychotherapy and body-based and movement psychotherapy for an understanding of presence and copresence that considers the nervous system (cf. Bearder 2021, 206) and effectively embraces the South-American practice of “sentipensar,” a combination of the Spanish words for “thinking” and “feeling” (see Gräbner 2020) which can be drawn on to propose a kinetic version of Fischer-Lichte’s “radical presence.”
 
                Copresence refers to the dynamic relationship between performer and audience, or performer and community. Its affective richness is often considered to be a result of copresence at the same time, in the same place. Different forms of performed poetry have attempted to intensify the affective dimension of copresence in various ways. Slam poetry has been working with the dynamic of copresence through its permissive attitude towards direct audience intervention through shouting and applause and also, by establishing modes of rating and voting. Socially and politically engaged poems work with what Taylor has termed “accompaniment,” whereby poet and audience accompany each other on a process. An example of this is the Movement for Peace with Justice and Dignity in Mexico, which was galvanized by a public intervention of poet Javier Sicilia and saw huge marches and public events throughout the country. All of them featured poems and poetry, and Sicilia himself was physically present at many of them (see Gräbner 2015). Yet another approach to copresence comes from the intersections of performance studies and jazz. Jazz directly and indirectly influenced several generations of poets. Jazz musicians attune profoundly to the dynamics that unfold between each other as they play, audiences tune into this dynamic as the performance evolves, and a deeply attuned copresence emerges. Tremendously influential poets like the Beat Poets, Sonia Sanchez, Amiri Baraka, Jayne Cortez, Gil Scott Heron, and The Last Poets transposed the performance style of jazz performers into poetry. Audience participation emerges in these performances as intense copresence and collectivized pleasure (see Ryan 2010; Redling 2017).
 
               
              
                Mise-en-scène
 
                When a pre-existing dramatic text is enacted, it is placed in a different locale and a new social context (see Bauman and Briggs 1990). A team of people works together to create a tightly woven event which performatically comments on the pre-existing text. The mise-en-scėne “is the synchronic confrontation of signifying systems, and it is their interaction, not their history, that is offered to the spectator and that produces meaning” (cf. Pavis 1992, 24). These signifying systems might include body language, the soundscape, props, camera angles (in the case of videos), or even the environment itself. Slam and spoken-word poetry have constituted themselves out of these signifying systems (see Wirag 2014; Benthien and Prange 2020).
 
                Poetry, in contrast to theater and akin to performance art, does not have a bespoke place of its own. Like jazz or books, it is meant to fit in anywhere and is easily portable. As a result, it is often performed in what Peter Middleton termed “borrowed spaces,” which are intended for different usages (2005b, 30). This suggests spontaneity and authenticity, as if “the poem” was stripped down to its natural state, being enunciated by the poet-performer and invested with the authority bestowed by their persona. The boundary between poetry and everyday life appears to have been broken down by placing the poem in a space that forms part of everyday life. There are no visible hierarchies between poet-performer and audience – poet-performers are presented as part of the general public that is the audience, with no significant distance between the two. The association of performance, slam, and spoken-word poetry with borrowed spaces now allows us to recognize this apparent spontaneity as a mise-en-scène. Some poets use video and digital media to create mise-en-scènes that critically stage and investigate performances of authenticity. An example is Joelle Taylor’s staging of authenticity through mise-en-scènes in videos she makes available on her website, among them one based on her collection Songs my Enemy Taught Me (2018). When a poem is performed in a socially charged or coded space, for example, in a public square during a demonstration, the mise-en-scène is often minimal and transforms through audience participation (→ II.2 Live Oral Poetry; II.8 Political and Activist Poetry; II.9 Poetry as Public Art). An example is María Rivera’s performance of her poem “Los Muertos” (“The Dead”) on the central square of Mexico City during the previously mentioned Movement for Peace with Justice and Dignity in April 2011. The performance took place during the first public meeting of a grassroots social movement that aimed to repair the social fabric and, as the poet Javier Sicilia put it, “restore dignity to this nation” (2011b, n.p.) before the background of escalating conflicts between organized crime groups, the mass killing of victims of organized crime, the Othering and slander of these victims by the media and in public discourse, and the government’s further escalation of violence through the so-called “war on drugs.” Rivera’s poem reclaims the publicly “Othered” Dead as “so lonely, so silent, so ours” (2011, n.p.). Standing on a small stage, surrounded by other writers and artists and in the midst of several thousand attendees, her reading of the poem starts composed and contained to the space of the stage. As the poem evolves, her voice and body language gain in force and intensity and her presence extends beyond the stage. The audience beyond the stage responds with clapping and cheering. The poet’s and the audience’s copresence culminate in a poetic expression of grief, compassion, and indignation that claims the dead “ours” (as distinct to “Others”), lends thousands of voices to the previously silenced dead and embraces the position of witness towards them, so that they are now no longer alone. In this case, copresence and the recognition of the immensity of grief and suffering, as well as of the cataclysmic scale and intensity of the violence, explodes the boundaries of any possible mise-en-scène (see Gräbner 2015, 2024).
 
               
              
                Intermediality and transmediality
 
                Most performances – whether they are performances of poems or of other texts – integrate the interplay of different media. Sometimes, and especially in the digital realm, the use of media can be self-referential and performative; Sarah Bay-Cheng et al. explores this in considerable detail (see 2010). Another area of intermedia is explored by Erik Redling, in his work on the intersection of jazz (as a performance mode and as a culture) and poetry. He argues that most critics approach intermediality in performed poetry mimetically: They read poems for references to musical pieces or to films (cf. Redling 2017, 4). Drawing on the example of jazz, Redling proposes a methodology for analyzing the interplay of poetry with other art forms that works through a technique of “metaphoric play,” whereby “jazz” (in this concrete example) functions as a conceptual metaphor. This approach elucidates how its practices inspire and transform the creative process of poets, who draw on jazz to create poems with jazz and from within the paradigm of jazz, rather than as a reference to jazz music. This way we can account for the fact that in these intermedial creations, poetry does not act on jazz, or vice versa, but poets create through the mode of creativity practiced in jazz culture. This approach is applicable to the analysis of other intermedial practices which involve poetry, for example the interplay of poetry and hip-hop.
 
                In the digital age, poems can exist across media, transmedially, while also drawing on intermediality. An example is the work of African American poet Saul Williams, a trained actor and also a hip-hop and rap musician. Much of his work draws on intermediality, exists across different media, and critically reflects on the performative power of technology. His poem “Burundi,” for example, is available as a song on his album MartyrLoserKing, as a video directed by Kivu Ruhorahoza (see Williams 2015), as a crafted recording of an unplugged live performance in the NPR Tiny Desk series (see Williams 2016), and as unauthorized recordings of live performances (→ IV.5 Entanglements of Pop Music and Poetry). The video consists of a complex montage which includes footage of Williams playing the opening of the song on a grand piano in an apartment filled with books and African art objects, still photographs and images from recent instances of civil unrest, the text of the poem transcribed in a collage or subtitle style, and running computer code which interplays with one of the motives that run throughout MartyrLoserKing: hacking the cultural hard drive of the oppressive system, which reflects on the performative power of digital technology and on possibilities for intervention. The poem also addresses the environmental costs of the resources required to build the hardware. It is organized around a contrastive leitmotiv, an intertextual reference to a Sufi poem the central metaphor of which is the (analog) candle: “I’m a candle, I’m a candle | Chop my head a million times | I’ll still burn bright and stand, yo” (Williams 2016).
 
                In the NPR Tiny Desk Concert, “Burundi” is performed unplugged, with two musicians accompanying Williams’ spoken-word performance. Williams is seated between the musicians, perched on a stool, in the center of the camera frame. He creates an intense presence both by reciting and enacting the poem’s text, and by creating copresence with the audience. His body and voice seem in the grip of the invisible systemic forces that are acting upon him, and that he verbally articulates in the poem, claiming the position of a witness as distinct to a victim. His body language channels the immense force it takes to survive within an oppressive system while also bearing witness to oppression, alternating between tension and release. He releases tension when he returns ritualistically to the Sufi-inspired verse for spiritual nurture. Williams performs the impact of oppressive forces and puts it on display (much in Schechner’s sense) by explicating the impact they have on his own body; poetic language – especially, the Sufi poem – express the power of persistence and endurance under these conditions.
 
                Methodologies from performance and theater studies offer important concepts and approaches for the study and analysis of poetries; also and especially in the exploration of the interplay between live, recorded, and online performance. As the examples above have shown, they are especially useful for the analysis of presence and copresence, of intermedia and transmedia, of techniques of staging, and of the transcendence of such techniques in live performances. As scholars like Diana Taylor have shown, it is also appropriate to recognize the limits of analytical approaches and creative practices rooted in Western epistemologies of performance and theatre, when they are applied to experiences and in contexts that cannot, or do not wish to be, fully apprehended through them. Western scholars then need to displace and question their theoretical standpoint, recognize their own limitations, and engage with the irreducible difference of alternative and hybridized theorizations, practices and epistemologies, as distinct to engaging in practices of extraction, appropriation and assimilation that extend the Western theoretical and practical repertoire at others’ expense.
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                Introduction
 
                Poetry and film have a multilayered, reciprocal relationship: Poems are adapted to film, while cinematic techniques like montage in turn influence the writing of poetry (see Röhnert 2007). In the present, poetry is also increasingly presented on digital audiovisual interfaces including kinetic elements (→ II.6 Digital Poetry); these multimedia forms of presentation thus highlight the blurred boundaries between film, cinema, and video in the digital age. The relationship between poetry and film studies is therefore likewise reciprocal. On the one hand, film studies offer methods to make the audiovisual forms of poetry describable and analyzable in their audiovisual design and provide fundamental insights into the functions and effects of (media) perception. On the other hand, the diversification of audiovisual forms of poetry – from traditional feature films to poetry clips in social media – offers film studies the opportunity to question what can be researched as film and thus provides answers to the question of what could be the future objects of film studies.
 
                As the first part of this article will show, two points of interaction between poetry and film have been identified in previous research: In film history, the lyric is used as a metaphor to describe, for example, experimental short films or avant-garde films. Another focus will be film adaptation of literature, referring to questions of adaptation and intermediality to reflect the process of transforming a poem into a film. This research draws on various approaches to film theory, but these are rarely discussed systematically. For this reason, the second part will provide a brief overview of two of the currently most influential concepts in film theory: neoformalism – often also called cognitive film theory – and film phenomenology. The poetry film Howl (directed by Rob Epstein and Jeffrey Friedman 2010) – one of the very few feature film adaptions of poetry and at the same time significant in its “foregrounding and mixing of media” (Bruhn and Gjelsvik 2014, 351–356) – will serve as an example to show how these two approaches – and film studies in general – provide concepts and methods to poetry research for not only analyzing the film adaption of poems but for reflecting on the reception of audiovisual poetry in its cognitive and sensual dimension in general. Film studies thus – like media theory in general (→ III.15 Media Ecology and Media Archaeology) – offer insights on how to examine audiovisual aesthetics concerning their technical conditions, their embeddedness in aesthetic traditions, and their situatedness in historical and social-cultural contexts.
 
                At the same time, digitalization increasingly raises the question of what can be defined as a film, as films are more and more received as digital videos on video platforms and streaming platforms on devices such as laptops, tablets, and smartphones. For this reason, the final part of the article will be dedicated to concepts such as post-cinema that offer methodological approaches for exploring how audiovisual poetry circulates across different screens, spaces, and platforms in the digital age.
 
               
              
                Film adapting poetry
 
                Although poems and poetry books – in contrast to novels – are rarely adapted for feature films (cf. Bohnenkamp 2012, 31), there is nevertheless a historically productive interaction between poetry and film, which Stephanie Orphal distinguishes along two aspects – on the one hand, the poetic as a metaphor to describe the composition and cinematic design of certain types of feature films, and, on the other, the adaption of poems in short cinematic formats such as the poetry clip (→ II.5 Audiovisual Poetry). Orphal calls the former filmic poems (2014, 36–37). This term pertains to feature films that do not refer to an existing poem; the poetic is rather understood as a metaphor, characterizing these films’ use of aesthetic techniques (cf. Orphal 2014, 41). This category primarily encompasses experimental and avant-garde films, which are differentiated from narrative films (cf. Orphal 2014, 43). As Claudia Benthien, Jordis Lau, and Maraike M. Marxsen note, Viktor Shklovsky already distinguishes between “film of prose” and “film of poetry”: Whereas a “film of prose” is dominated by the level of narration, a “film of poetry is dominated by formal devices” (2019, 34). This dominance contains the (excessive) use of cinematic techniques, such as close-ups, tracking shots, unusual camera angles, time-lapses, slow-motion images, distortions, soft-focus effects, and veils (cf. Orphal 2014, 44).
 
                The use of the metaphor of the poetic to depict the structures and the aesthetic design of films received a lot of attention in the mid-twentieth century. P. Adams Sitney writes, in a review of the 1960s: “The terms cine-poem and film-poem were still being used to identify the avant-garde cinema. Film-poem was nearly interchangeable with experimental film” (2015, 1). Important points of reference in this context are the statements of the experimental filmmaker Maya Deren, who compares the “vertical structures” of short films with lyrical poems (cf. Maas and Vogel 2000 [1953], 174–175, 178–179; Benthien et al. 2019, 118; → III.9 Media Art Research). The reflections of the independent filmmaker Pier Paolo Pasolini on the cine-poem, “cinema analogous to […] lyric poetry”, under which he summarizes films by Michelangelo Antonioni, Ermanno Olmi, Bernardo Bertolucci, and Jean-Luc Godard, were also influential (Sitney 2015, 2).
 
                Although the metaphoric usage of poetry has seemed to be been productive for film historiography in approaching the films and self-descriptions of certain filmmakers, this usage is now rare in contemporary film studies. One reason is that this metaphor implies an understanding of film as language. Consistently applied, this would lead to finding equivalences between language of film and characteristics of → I.3 Poetic language such as → I.8 Rhyme, Meter, and Rhythm. The attempt to understand film in terms of language is at the heart of semiotic film theory as prominently developed by Christian Metz in the 1970s (see 1974). In contemporary film studies, however, these semiotic-film approaches are rarely used (usually only in an adapted form like the semio-pragmatic approach). On the contrary, the understanding of film as language is viewed critically. Anne Bohnenkamp, for example, states that the semiotic practice of film is characterized by formalizations and conventionalizations other than the language of literature and that the linguistic model of grammatical structures can only be transferred to film to a very limited extent (cf. 2012, 33–34; Benthien et al. 2019, 35; the positions in this “film as text” debate depend on the respective film-theoretical perspective, cf. Bauer and Keppler-Tasaki 2024, 12–13). Nevertheless, the metaphor of poetry is still occasionally used to describe films, as in the Neoformalist approach, which will be discussed in the following section.
 
                In contrast to this marginal role of poetry regarding feature films, the adaptation of poems into short films is currently very popular (→ II.5 Audiovisual Poetry). These films are shown at special festivals such as the ZEBRA Poetry Film Festival in Berlin and are often available online on video platforms or websites. At the same time, scholarly interest in these films is growing. Orphal (2014) and Sarah Tremlett (2021), to name just two researchers in this field, have published comprehensive books on poetry films. Methodologically, this research often works at the intersections of literary and film studies. Orphal, for example, draws on terms and concepts such as intermediality, textuality, rhythm, materiality, and performativity to define poetry film as a hybrid genre, referring to films in which a poem is present in its literary form, be it written or spoken (2014, 16–17).
 
                Orphal’s research is thus exemplary for research on concepts such as intermediality and adaption, which have been intensively discussed since the 1990s (see Rajewsky 2024; → III.14 Media Linguistics and Multimodal Studies). One of the important initial debates of intermediality research was the question of whether it is possible to draw distinct boundaries between different media, which is challenged by the medium of film. An intermedial quality has often been ascribed to film itself; Joachim Paech defines film as an “intermedial fact” (Paech 2011, 8) because it combines images and sound. On the other hand, concepts of intermediality are challenged by digitalization, as it blurs the boundaries between media (cf. Rajewsky 2024, 170–171). Robert Stam, for example, defines the internet as a “meta-medium” (2019, 91).
 
                The intermedial relation of poetry and film addressed by Orphal and other authors opens up new perspectives on film history, contemporary cinematic practices, and inter- and transmedial exchanges between literature and film. However, these are often only partially linked to contemporary discussions in film theory as they locate themselves less in film studies and more at the intersection of literary, cultural, and film studies. For this reason, two currently influential concepts of film theory will be discussed below.
 
               
              
                Concepts of film theory
 
                Film studies have a history stretching back over a hundred years, with authors and/or filmmakers such as Béla Balázs, Hugo Münsterberg, and Dziga Vertov publishing important texts already by the beginning of the twentieth century. Accordingly, only two exemplary approaches of film theory will be discussed in the following sections. Nevertheless, several handbooks and introductions to film theory have been published in recent years that provide comprehensive overviews and introductions to other film theory approaches such as psychoanalytic film theory, apparatus theory, feminist film theory, and genre theory, to name just a few (see Branigan and Buckland 2015; Groß and Morsch 2021).
 
                First, however, it is useful to make a terminological distinction between film analysis and film theory. In most cases, film analysis – and its associated introductions – refers to a descriptive method for studying the audiovisual design of film. This can include, e.g., the design of the mise-en-scéne (locations, costumes, lighting, acting, etc.), cinematography (type of shot, camera movement, etc.), and editing (montage, postproduction, etc.). The terminology and the categories of film analysis are largely standardized; a close-up, for example, is rarely named differently. Film analysis serves to verbalize the audiovisual design of the film – and thus meets the fundamental challenge that the audiovisual medium of film is (mostly) researched in the medium of language (although there has been a noticeable increase in alternative forms such as video essays in recent years). The terminology of film analysis can be applied to almost all forms of (audio)visual material; for example, recordings of poetry readings can be described regarding their cinematography (see Wehmeier 2024). Nevertheless, it is important to always keep verbalization in mind as a fundamental problem and limitation of writing about film.
 
                While film analysis offers a terminology to capture the audiovisual design of films on a descriptive level, the approaches of film theory aim at fundamental questions about the aesthetics of film, its technical origins and developments, the sociocultural contexts of its production and reception, and its cultural-historical, ideological, and political dimensions, to name just a few topics of film theory.
 
               
              
                Neoformalism and poetry
 
                Questions concerning the aesthetic and historical poetics of film are at the center of Neoformalist film theory. Influenced by Russian formalism, this approach focuses on the formal design of film (“an extended, careful viewing of a film”, Thompson 1988, 5), detailed historical studies, and the film viewer’s cognitive understanding of film (cf. Hartmann and Wulff 2002; Nannicelli 2013, 192). David Bordwell and Kristin Thompson are the central theorists of Neoformalist film studies; other influential Neoformalist researchers include Edward Branigan, Noël Carroll, Torben Grodal, and Murray Smith.
 
                Thompson and Bordwell emphasize the active role of film viewers who search for so-called “cues,” to which they react with their viewing skills trained on the experiences of their everyday life, as well as on other films (cf. Nannicelli 2013, 217). On the one hand, this means that they focus on analyzing the formal style of specific films (the above-mentioned aspects such as mise-en-scéne and cinematography). This formal style must always be situated in (film-)historical contexts, which include not only the design of other films but also the institutional and economic aspects of the production conditions of films (cf. Hartmann and Wulff 2002, 194; Nannicelli 2013, 218). The concept of cues, on the other hand, highlights a cognitive-based approach as another important aspect of the Neoformalist approach, which is often also referred to as cognitivist film theory, as it combines narratology and cognitive science. According to Bordwell and Thompson, the viewer interacts on a cognitive level with the formal design of films (the mentioned cues; cf. Bordwell et al. 2020 [1979], 51). The viewer is an “active information seeker” who “frame[s] expectations about upcoming events, fit[s] actions into larger frameworks, and appl[ies] schemas derived from world knowledge and cinematic traditions” (Bordwell 2011, 360–361).
 
                The Neoformalist approach can be applied, for example, to the opening scene of the film Howl. The film adapts Allen Ginsberg’s famous poem “Howl” through a variety of animation sequences. These sequences are embedded in feature film scenes that stage the writing process of the poem and include re-enactments of the first public reading of the poem (the so-called “Six Gallery reading,” which took place in San Francisco in 1955) as well as the court hearing on the banning of the poem. The film begins with the re-enactment of the reading, and several cues are used in this very first scene. In the establishing long shot, we see Allen Ginsberg (James Franco) on stage, as well as parts of the audience off-stage; the view is directed (slightly obliquely) frontally onto the stage. It is, therefore, a conventional film beginning: The wide camera shot gives us an overview of the location and the setting of the film. This is followed by cuts that bring us closer to the figures in this scene as we see close-ups of the audience as well as of Ginsberg, which helps us to characterize the people in the scene more closely – for example, through further cues like the use of historical costumes and props, etc. It is striking that the scene is filmed in black and white. Together with the conventional camera design, we can interpret this as a cue that the film is set in the past (cf. Bruhn and Gjelsvik 2014, 348).
 
                However, this conventional design is also mixed with rather unusual cinematography in the first scene: The camera shots follow rising cigarette smoke and zoom into a light bulb, and a shaky hand-held camera shot films Ginsberg in a close-up. An in-depth analysis of the cues of this scene could, for example, analyze how the design of this scene prepares us for the way the film will switch between conventional and experimental design, such as in the animation scenes designed by the visual artist Eric Drooker. Bordwell and Thompson sometimes refer to these experimental designs, which deviate from the classic Hollywood style, as poetic film, since the cues here are not linked logically but by association, which would be similar to the reception of poetry (cf. Bordwell et al. 2020 [1979], 380; Benthien et al. 2019, 118–119; → III.9 Media Art Research).
 
                This ambivalence between conventional and experimental/associative design can be interpreted, for example, as a formal staging of the social role of the Beat Generation, whose authors experienced intersectional discrimination and broke with contemporary literary conventions (cf. Bruhn and Gjelsvik 2014, 349). Along the formal design of Howl, various meanings can thus be identified with the help of Neoformalism, whereby Bordwell and Thompson differentiate between subcategories such as “explicit meaning” and “implicit meaning” (Bordwell et al. 2020 [1979], 58–61). This brief analysis of only the first seconds of the film thus hints at the possibilities provided by the Neoformalist approach for examining the design and reception of the audiovisual staging of poetry. The outlined ambivalence in Howl indicates the complex relationship between the content and formal style of the poem “Howl,” the lyrical movement of the Beat Generation and Ginsberg as a historical figure, and the aesthetics of its cinematic adaptation and staging.
 
                Like the poem, the film originates from production conditions beyond the mainstream: It was not produced by one of the major Hollywood studios but by the independent film production Werc Werk Works. Although this effort to situate films historically and socioculturally is encouraged by Bordwell and Thompson, the two scholars are often accused of paying too little attention to the social dimension, particularly to questions of ideology and power structures in society (cf. Hartmann and Wulff 2002, 200–204). This is because Neoformalism is a counter-project to poststructuralist and psychoanalytical conceptions of film and has a strong focus on Hollywood movies (cf. Thompson 1988, 4; Hartmann and Wulff 2002, 210–211; Heller 2019, 7–9), which makes it difficult to grasp, for example, deviant cinematic practices of the Beat Generation. However, the Neoformalist approach can vividly demonstrate how the industrial production conditions of the Hollywood studio system and the formal design of its films have together given rise to a genuine Hollywood style that is oriented toward cinematic principles such as continuity and goes hand in hand with specific viewer expectations (cf. Hartmann and Wulff 2002, 205–207; Heller 2019, 10–11) and continues to shape the design of most (commercial) contemporary movies, thus influencing the film adaptions of poetry – which can also be a (conscious) deviation from this Hollywood style (cf. Orphal 2014, 269–270). Recent extensions of Neoformalist theory, for example, focus more strongly on the emotional dimension of films (cf. Hartmann and Wulff 2002, 209–210; Bordwell 2011, 363–365; Heller 2019, 13–15).
 
               
              
                Film phenomenology and poetry
 
                Film phenomenology strives to provide a counterpoint to the cognitive perspective of Neoformalism, emphasizing the embodiment of films, with particular reference to the philosophy of Maurice Merleau-Ponty. Vivian Sobchack, the most influential researcher of film phenomenology, explains that consciousness cannot be defined as a transcendental ego but is embodied and always situated, unable to “be fully disclosed to itself through acts of reflection” (2011, 438). Accordingly, perception is always bound to a lived-body, which means that every perception contains a cognitively uncapturable “sense of the sensual” (Morsch 2011, 100 and 159–160; trans., also in the following, HW). In her book The Address of the Eye, Sobchack applies these considerations to film, focusing on the phenomenological understanding of “intentionality” (2011, 436–437). Consequently, an analogy is at the center of her film theory, as cinematic perception in its embodiment and reflexivity (which means, among other things, editing) has the same structure as human perception, with its embodiment and reflexivity (cf. Morsch 2011, 174). Film is thus characterized by the unique quality of expressing experience through experience: “A film is an act of seeing that makes itself seen, an act of hearing that makes itself heard, an act of physical and reflective movement that makes itself reflexively felt and understood.” (Sobchack 1992, 3–4) Therefore, film does not represent but rather presents an embodied situatedness in the form of a direct experience (cf. Sobchack 1992, 4).
 
                The expression of, and reflections on, experience is also an important topic in poetry research, particularly concerning → I.5 Lyric Subjectivity. Film phenomenology can therefore provide ideas to relate this verbal expression of experience to the cinematic expression of experience in audiovisual poetry. Sobchack defines film reception as a dialog between the body of the viewer and the body of the film to, as Morsch writes, “give the body back to the film viewer” (2011, 173). Where Neoformalist theory focuses on the cognitive dimension, film phenomenology emphasizes the sensual dimension of film reception. It is noticeable, however, that Sobchack’s analogy tends strongly toward the visual dimension, as she ties her concept of intentionality primarily to the camera (cf. Morsch 2011, 175; Wehmeier 2020, 179–180). However, looking at her more recent publications, a new focus on other senses emerges:
 
                 
                  [W]e are in some carnal modality able to touch and be touched by the substance and texture of images; […] to take flight in kinetic exhilaration and freedom even as we are relatively bound to our theater seats; to be knocked backward by a sound; to sometimes even smell and taste the world we see on the screen […]. (Sobchack 2015 [2004], 50)
 
                
 
                This sensory perception of film is not necessarily linked to cognitive processing: “I did not ‘think’ a translation of my sense of sight into smell or taste; rather I experienced it without a thought.” (Sobchack 2015 [2004], 50) This new integration of other senses is likely influenced by the research of Laura U. Marks who, among others, extended Sobchack’s early film phenomenological approach based on the haptic dimension of film reception (see 2000).
 
                The film phenomenological approach opens up different perspectives on the opening scene of Howl. The restless camera, with its zoom on the light bulb and shaky hand-held camera shots, can evoke a kinaesthetic restlessness in the viewer, referencing to the nervousness performed by Franco. At the same time, the restless camera foreshadows the various dynamic scenes that will follow in the course of the film, repeatedly enhanced by the high dynamics of the jazz music used; these kinetic scenes are likely a reference to the important role of movement, which the very name of the Beat Generation makes clear and which is literally staged in the poem. Film phenomenology thus makes it possible to examine these sensual and kinetic dimensions of cinematic reception and offers concepts for reflecting on the similarities and differences in the expression of sensuality in poetry texts and audiovisual poetry.
 
               
              
                Outlook: Digital post-cinema
 
                Digitalization raises fundamental challenges for film studies. The locations where films are watched are difficult to determine nowadays: In addition to cinema and television, devices ranging from smart TVs to laptops and smartphones can be used to stream films almost anywhere. At the same time, digitalization influences the aesthetic of films. As Stam states, for example, digital culture enhances practices such as sampling, remix, and mash-up (cf. 2019, 91). These can happen in the films themselves: Howl includes a recording of a historic poetry reading by Allen Ginsberg as found footage material in his end credits. In general, Howl performs a “foregrounding and mixing of media,” as the film not only presents the poem “Howl” in various forms (written on paper, printed as a book, and as an oral reading) but also incorporates different media and art forms (typewriter, digital animation, and jazz music; cf. Bruhn and Gjelsvik 2014, 351–356). On the level of distribution, Howl, like some other recent poetry films, pursues a transmedia publication strategy, as stills of the animation sequences were published separately as a graphic novel. Even detached from this official distribution, scenes of the film circulate (mostly unauthorized) across different media infrastructures: Users have uploaded parts from the re-enactment of the Six Gallery reading to YouTube, and parts of this scene can also be found on social media platforms such as TikTok, at times with subtitles in different languages or music tracks added by the users. Howl thus exemplifies the fact that poetry films are published in various media forms and are nowadays increasingly sampled, remixed, and mash-up-ed by users on digital platforms.
 
                These digital circulations of Howl, as well as audiovisual poetry in general, can be analyzed with the term post-cinema. “Post” does not refer to a “clear-cut break with traditional media forms,” but rather a “transitional movement,” in the course of which – among other things – aesthetic conventions would change: “Contemporary films, from blockbusters to independents and the auteurist avant-garde, use digital cameras and editing technologies, incorporating the aesthetics of gaming, webcams, surveillance video, social media, and smartphones, to name a few.” (Denson and Leyda 2016, 4) In general, digitalization produces both ruptures and continuities in film culture, since film as a medium, as Francesco Casetti points out, is not only defined by its technical dimension but is also a cultural form: “From its very beginnings, cinema has been based on the fact that it offers us moving images through which we may reconfigure both the reality around us and our own position within it.” (Casetti 2016, 572)
 
                This simultaneity of ruptures and continuities becomes apparent when looking at how digitalization is changing the cinematic adaption of poetry. Poems are currently mainly adapted as short films, which are rarely shown in cinema (only as part of poetry film festivals), and are instead watched via websites, video platforms, and social media. Therefore, terms like “post-cinema” and “circulation” are needed to describe the distribution of audiovisual poetry in the digital age. At the same time, established approaches like film phenomenology offer the potential to link these technical changes with cultural and aesthetic matters. Circulations of poetry slam recordings on digital video platforms, for example, are accompanied by processes such as lossy reformatting that influence the audiovisual appearance of the videos and can evoke a haptic reception of these videos (see Wehmeier 2024).
 
                As shown, film analysis not only offers a way of verbalizing audiovisual material; film theory approaches also offer fundamental insights into how audiovisual material is always situated in specific production conditions, dependent on technical developments, and embedded in cultural-historical, ideological, and political contexts. Thus, these approaches offer the possibility to analyze the complex aesthetic of audiovisual material – not only of film adaptions of poetry but also of the streaming of poetry readings or the visualization of Instapoetry (→II.7 Social Media Poetry) – and provide important impulses for poetry research, for example, to discuss questions of experience and its reflection between textual materiality and audiovisual mediatization.
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              Contemporary theory has fostered awareness that the perspectives of art history or literary studies restricted to either image or text must be reassessed by approaches that embrace the inherent intermediality of text-image-relations important in many art forms (see Voßkamp and Weingart 2005). In the realm of interart phenomena, poetry has played a crucial role since antiquity, ranging from ekphrasis to emblemata – the latter a form very popular in the Early Modern period, consisting of motto, image, and epigram that produces meaning in the interplay between text and image – to carmina figurata, i.e., poems whose verses are arranged in a figured shape. Visual phenomena in poetry have increased both in amount and variety since modernity; combinations of text with photography, drawings, or collages have become of more frequent use in contemporary poetry, both digitally and in print (see Korecka and Vorrath 2023). With the rise of digitalization, visual elements are frequently used in poetic forms such as Instapoetry or poetry film (→ II.5 Audiovisual Poetry; II.7 Social Media Poetry). In response to the new relevance of the visual in the arts and culture as well as in everyday life, as in the increased production and circulation of photographs and videos via mobile devices and social media, visual culture studies have developed new interdisciplinary approaches to appropriately assess these new cultural phenomena in the age of digitalization.
 
              
                From art history to visual culture studies
 
                Image theory and visual culture studies emerged in the 1990s as new paradigms in art history and cultural studies, followed by a wide range of studies on images and visual culture in various fields of the humanities that led to what has been called the pictorial turn (Mitchell 1992) or the iconic turn (Boehm 1994, 13). This was intended to challenge the dominance of the linguistic turn of the 1970s and 1980s, a philosophical position that located the root of all knowledge and representation in language. In contrast, approaches to the visual aim to outline the importance of various kinds of images and visual representations for understanding and conceptualizing the world.
 
                Well-established methods deriving from art history that remain relevant for researching the interplay of visual culture and literature are iconography and iconology. While iconography refers to pictorial traditions and conventions of representing canonical motives and scenes mostly from biblical or ancient mythological sources, the term iconology was introduced by Erwin Panofsky. He distinguishes between a pre-iconographical description, which is restricted to motifs, and an iconographical analysis “dealing with images, stories and allegories instead of with motifs” that “presupposes a familiarity with specific themes or concepts as transmitted through literary sources, whether acquired by purposeful reading or by oral tradition” (Panofsky 1939, 11). Finally, iconology analyzes an artwork’s embeddedness in its historical and cultural contexts, through which an applied iconography receives a specific meaning (see Panofsky 1939).
 
                However, visual culture studies aim to no longer restrict the research of images and visual objects to that which is regarded as fine art and thereby exclude the vast majority of images that form our everyday experiences in postmodern culture through commercials, book and magazine illustrations, (non-artistic) photography, television, internet, and social media, as well as visual representations in the sciences and on various objects of everyday use (→ III.2 Cultural Studies and Literary Sociology; IV.6 Contemporary Poetry as Commodity). Visual culture studies are often rooted in sociocultural approaches covering all kinds of visual cultural phenomena, including popular culture, and thus focusing on social, historical, and political implications of visual culture (see Mitchell 1995; Rimmele and Stiegler 2019). Pointing out the “determining role of visual culture in the wider culture to which it belongs,” Nicholas Mirzoeff states that “[s]uch a history of visual culture would highlight those moments where the visual is contested, debated and transformed as a constantly challenging place of social interaction and definition in terms of class, gender, sexual and racialized identities” (1999, 4). Thus, visual culture studies aim to describe and criticize the cultural, political, gendered, racialized, and also often Eurocentric implications of perception and visual representation and, hence, are related to other fields in cultural studies such as → III.3 Gender and Queer Studies, III.5 Postcolonial Studies, and discourse analysis. They aim for a visual literacy with an emphasis on contemporary visual culture (see Mirzoeff 1999). A great variety of disciplines participated from the beginning in the newly emerging field, which is, at its core, interdisciplinary.
 
                Visual culture studies were established around the turn of the millennium within Anglophone academia (see Mitchell 1995). While the leading disciplines of the interdisciplinary approach of Bildwissenschaft (image science) in German-speaking academia were art history and philosophy (see Sachs-Hombach and Schirra 2013), in the Anglophone context, literary studies were, alongside art history and philosophy, key disciplines for laying the groundwork for the emerging field of visual culture studies, particularly picture theory (see Mitchell 1994, 1995, 2005). As such, a focus on the interrelation between visual and linguistic phenomena has been advocated for from the field’s beginning (see Mitchell 1995). In German academia, literary studies, with their institutionalized bonds to linguistics, have, relatively slowly, begun to adapt to the new paradigm. The approach of iconic criticism (Bildkritik), encouraged by the art historian Gottfried Boehm, who established the National Center of Competence in Research Bildkritik / Iconic Criticism at Basel University in 2005 (see also Boehm 2011), was influenced by a vivid participation of literary studies researching the impact of images and visuality in literature (see Simon 2009). The first systematic mapping of the study of literature and visual culture was performed by Claudia Benthien and Brigitte Weingart (2014), and a special focus on the interplay of poetry and the visual was present in the context of the ERC project “Poetry in the Digital Age” (see Korecka and Vorrath 2023).
 
               
              
                Concepts of the image
 
                Picture/image theory (Bildtheorie) and visual culture studies include a variety of understandings of what constitutes an image and on which aspects of visuality the newly emerging research field should focus, depending on the academic traditions and methodological backgrounds and premises from which the approaches are derived. On a fundamental level, there is a discussion on the extension of the term image (see Wiesing 2005). Visual culture researches real objects and “their origins, their psychological effects, their medial conditions, their social and contextual meanings, their historical contexts and many more basic empirical aspects” (Wiesing 2016 [2008], xi). Accordingly, the philosopher Klaus Sachs-Hombach defines images as material objects that are visually perceptible, artificial, and relatively durable (cf. 2005, 13). With this definition, he explicitly and intentionally aims to exclude mental or linguistic phenomena, as well as natural images such as reflections. These restrictions have often been challenged and criticized. Poetological approaches, in contrast, tend to situate the image within the framework of linguistics. As Ralf Simon states: “vision and cognition, image and language are interrelated in their very opposition” (2009, 23; trans. YAT). Hence, iconic criticism (Bildkritik), with its close bonds to literary studies, includes the image as a mental phenomenon or rhetoric form (see Simon 2009, 2011). Image theory claims to have a broader horizon than visual culture studies, as it is concerned with the concept of the image as such (see Wiesing 2016 [2008]) and is thus methodologically rooted in philosophy. A phenomenological standpoint of image theory advocates for an understanding of images as distinct from semiotics and emphatically conceptualizes visuality as that which is not semiotic but perceptible (see Wiesing 2005, 2014 [2009]). Jakob Steinbrenner and Ulrich Winko emphasize the plurality of meanings of the term image in various academic disciplines to fruitfully open the field of visual culture studies and image science as transdisciplinary. They distinguish between five applications of the term image: metaphysical, mental, material, linguistic, and ethical and suggest semiotics or epistemology as key philosophical fields for the study of images (cf. Steinbrenner and Winko 1997, 17). Considering the plurality of the term image is crucial when examining poetry with regard to the visual, as different concepts of the image may interfere; for example, linguistic imagery can be linked to eidetic mental concepts as well as to material, visual representations, as in pictures, layout, and so forth.
 
               
              
                Methodological approaches derived from literary studies and linguistics
 
                When situating the study of poetry in the realm of visual culture, a variety of methodologies are applicable, ranging from traditional approaches rooted in rhetoric and interart studies (→ Introduction) to more recent approaches derived from cultural studies, semiotics, and sociology (→ III.2 Cultural Studies and Literary Sociology). They allow for a systematic investigation of different aspects of the complex and differentiated field of contemporary poetry and visual culture.
 
                Literary studies have a long methodological tradition in the research of interart and intermedial phenomena. The term ekphrasis, rooted in ancient Greek rhetoric, refers to literary descriptions of visual objects (see Krieger 1992; Boehm and Pfotenhauer 1995). Ekphrasis can be found both in prose and in verse and has led to the Bildgedicht, a sub-genre of descriptive poetry (see Webb and Weller 2012), dedicated to objects of the visual arts, which is studied through typological classification oriented on narratological, stylistic, and structural criteria (see Kranz 1981–1987). This understanding of the genre has recently been broadened toward its embeddedness in cultural history by applying approaches in history and poetics of knowledge (see Walcher 2020). The Bildgedicht genre remains applicable in contemporary poetry, as in Silke Scheuermann’s poem “Helenas Traum,” referring to Marlene Dumas’ eponymous drawing Helena’s Dream (cf. Scheuermann 2014, 29–31), or Jan Wagner’s poem “dürers rhinozeros,” [Dürer’s rhinozeros] that uses Albrecht Dürer’s woodcut Rhinocerus as a jumping-off point to pose questions of colonialization (cf. Wagner 2023, 78).
 
                More recent approaches are inspired by analytic and structuralist methodologies of formal aesthetics, which are predominant in image theory, and “[a]lthough literary criticism has moved on from structuralism, it continues to play a surprisingly important role in visual criticism” (Mirzoeff 1999, 15). This applies to Ralf Simon’s approach to image criticism. Simon understands poetry as inherently iconic regardless of any intermedial interrelations to visual phenomena (2009, 10–12). Understanding the image as an eidetic object, i.e., a mental concept not necessarily materially represented, for Simon, poetic language is inherently iconic (see 2009). He applies rhetoric as well as structural linguistics and its distinction between functions of language as elaborated by Roman Jakobson (1960; → I.2 Poetic Function). He also refers to structural aesthetics and their distinction between the semiotic systems of different arts, as developed by Nelson Goodman (1968), to describe and analyze the iconicity of poetry that is neither material nor visual. Hence, Simon points out the inherent iconic potential of poetic language, which is neither visual nor mental but produced by the poetic use of language and its immanent formal structures: “The poem sets the intense task of letting the images arise entirely from language and to understand its formal options as a constitutive aspect of imagery” (Simon 2011, 21; trans. YAT).
 
                Historically, Charles Sanders Peirce refined the semiotic approach by developing a sign theory that distinguishes between three different kinds of signs with regard to their object relation: icon, index, and symbol. According to this classification, the relation between symbol and referent is arbitrary, the relation between index and referent is based on a physical connection that is often causal (such as fume referring to fire), and the relation between icon and referent is rooted in the resemblance of some qualitative features of the object (see Peirce 1935). Hence, it must be taken into account that all icons inhabit arbitrary aspects and are based on cultural conventions. The carmen figuratum and concrete poetry, for example, play with the oscillation between the arbitrary signs of language and iconic visual signs.
 
                Emerging from the field of general linguistics, in which Ferdinand de Saussure’s theory of signs has become influential, the horizon of semiotics widened in the 1970s to include non-linguistic sign systems. The most prominent approaches to semiotics were first developed by Roland Barthes and Yuri M. Lotman. In his approach of cultural semiotics, Lotman introduces the term semiosphere, which regards the cultural sphere, with its different elements, as a system of interrelated signs (see Lotman 1990). This approach may be applicable for urban poetry projects such as the multimedia installation Vom Sockel her denken (2021) by Betina Kuntzsch at the Ernst Thälmann monument in Berlin Prenzlauer Berg, which includes a cinematic adaption of the poem “Immerdar” by Kathrin Schmidt (cf. https://www.vomsockeldenken.de/f4/). In the poetry film of the project, the monument is not regarded as an isolated object but rather as generating its meaning through the interrelation with the surrounding housing blocks, window reflections, and trams passing by, thus becoming an integrated part of the semiosphere of the urban landscape into which the poetry installation itself interferes.
 
               
              
                Intermediality, multimodal studies, and material culture studies
 
                Intermediality is a key methodological approach to research poetry and visual culture. While methodological approaches assembled under the term interart studies or comparative arts refer to the interplay and analogies between different arts such as poetry and painting, poetry and sculpture, or poetry and film, intermediality or transmediality refer to phenomena that cross the boundaries of media in mixed-media objects. The approach of intermediality emerged in the 1990s and has diversified and differentiated in its terminology since then. Essentially, the term intermediality refers to all forms of interrelations between different media phenomena. Concerning poetry and visual culture, this applies to various relations between text and image, such as poems referring to paintings, visuals integrated within written poetry, or the visuality of the typography itself, to mention just a few.
 
                Marie-Laure Ryan distinguishes between three complementary aspects of mediality: (a) A semiotic aspect classifies media by its sign system such as language, image, sound, etc.: “[S]emiotically based media categories are mostly art forms: music (sound), painting (two-dimensional image), sculpture (three-dimensional image), and oral verbal art (language)”. (b) According to a technical aspect, media are categorized by the kind of technology applied, such as printing, writing, photography, video, digital technology, etc. (c) Finally, a cultural aspect “addresses the public recognition of media as forms of communication and the institutions, behaviors, and practices that support them” (Ryan 2014, 32). Although Ryan develops these categories in the realm of narratology, all three aspects are applicable to poetry as well: new forms of poetry include images and visuals more frequently due to the new technological possibilities for producing poetry with digital devices and transmitting it either via social media, as in Instapoetry (see Penke 2023; → II.7 Social Media Poetry) and poetry film, or via installations in the public sphere. Hence, this also involves novel cultural ways of perceiving poetry, including new communicative settings such as social media, new institutions such as poetry (film-) festivals, and new practices of reception such as poetry performances in the public sphere (→ II.5 Audiovisual Poetry; II.9 Poetry as Public Art).
 
                Irina Rajewsky suggests three categories of intermediality distinguished by the different kinds of interrelation between media (cf. Rajewsky 2005, 51–53; → III.13 Media Art Research): (a) Medial transposition describes forms of adapting the content given in a certain medial representation to another media, as can be found in the cinematic adaption of written poetry in poetry film (→ III.11 Film Studies). (b) Media combination, as a conjunction of various media to multi-, pluri-, or polymediality, can be observed in art books or Instapoetry that combine written poetry with images and other forms of visual representation. Text-image combinations play a crucial role in contemporary printed poetry, as, for example, in Monika Rinck’s Ding- & Tierleben (2009), which matches each poem with a drawing and hand lettering by the poet, Rike Scheffler’s Lava. Rituale (2023), which includes visuals designed by the poet and the graphic designer Andreas Töpfer with the help of AI or Nora Gomringer’s Monster, Morbus, Moden (Gomringer 2019), which combines poems with collages by Reimar Limmer that mix iconographies from various periods, such as Heinrich Böcklin’s Toteninsel, with pop art or cutouts from illustrated magazines, thus challenging and transforming the original iconic meaning of the individual pictorial elements, which are further made ambiguous by the additional meanings introduced by Gomringer’s poem. (c) Intermedial references are references in one artwork to another of a different media. In poetry, this form of intermediality is most prominently applied in the aforementioned Bildgedicht, which “translates” a visual artwork into linguistic representation through rhetorical strategies of ekphrasis.
 
                Responding to medial transformation, particularly in the digital age, the approach of multimodality has emerged to incorporate all various elements and modes that contribute to the construction of meaning in a multimedia setting (→ III.14 Media Linguistics and Multimodal Studies); a “multimodal turn” (Bucher 2010, 42; trans. YAT) has even been declared. Multimodal approaches not only take the sign systems of language, image, sound, etc. into account but also include stylistic aspects such as color, font, and lines as generating meaning. New media in particular communicate through various modes, which can include, for example, text, images, layout, diagrams, typography, etc. (→ I.12 Layout and Typography; II.7 Social Media Poetry). Hence, meaning is generated and communicated simultaneously via multiple modes. Like visual culture studies, multimodal studies aim to shift the focus from mere text or language to a more integrated understanding of the various media involved in communication:
 
                 
                  The analysis and interpretation of language is contextualized in conjunction with other semiotic resources which are simultaneously used for the construction of meaning. For example, in addition to linguistic choices and their typographical instantiation on the printed page, multimodal analysis takes into account the functions and meanings of the visual images, together with the meaning arising from the integrated use of the two semiotic resources. (O’Halloran 2004, 1)
 
                
 
                Multimodal approaches include a social perspective on semiotic theory and highlight the cultural and social meaning added to a communicative setting by the choice of color, font, layout, etc. (see Kress and Van Leeuwen 1996; Kress 2010). Poetry has been multimodal from its beginning. Verse, stanza, layout, and typography are elements that generate meaning (→ I.8 Verse, Stanza, and Versification). As in other literary genres, multimodal communication has become more important for poetry in the digital age. A recent genre called erasure poetry (see McHale 2005; Eßlinger 2023; → I.4 Poetological Poetry) is vital in Instapoetry as well as artist’s books. Erasure poetry, or blackout poetry, creates poems by eliminating parts of existing poems either with a marker pen or by representing the erased passages with special characters in printed books, as in Uljana Wolf’s and Christian Hawkey’s bilingual Sonne From Ort (2012), based on Elizabeth Barrett Browning’s Sonnets from the Portuguese (1850) and their translation by Rainer Maria Rilke. One of the most prominent examples are the Hidden Messages of Hope blackout poems by John Carroll on the social media platform Instagram that have subsequently been published as a poetry book (2017).
 
                The approach of material culture studies widens the horizons of intermediality and multimodality by considering the material qualities of the applied media and highlighting the function of the material appearance of cultural objects (→ I.4 Poetological Poetry; III.15 Media Ecology and Media Archaeology). Analyzing poetry from a material point of view offers new insights into its visual qualities both with regard to more traditional poetic forms and to multi- and transmedial lyric representations such as poetry performance (→ III.10 Performance and Theater Studies). The material qualities of printed books, handwriting, or collages add to the visual perception of poetry and its bookishness (see Schmitz-Emans 2019; → II.1 Printed Poetry). Poetry in the public sphere (→ II.9 Poetry as Public Art) can range from poems written on paper, cutouts, or postcards as ephemeral media distributed on lampposts, walls, construction fences, or bars, as in the urban poetry projects by the Leipzig based group augen::post founded by Ulrike Almut Sandig, Maren Pelny, and Dorit Horn between 2001 and 2004 (cf. Benthien and Gestring 2023, 54–59), to more solid and long-lasting installations of poetry in urban or rural landscapes such as poetry installations displayed on scrolling neon lights in the project TRANSIT – Vorübergehende Literatur on Ebertplatzpassage in Cologne (cf. Benthien and Gestring 2023, 64–78), or permanent installations of poetry on boards in non-urban spaces and rural landscapes such as haiku boards in Japanese parks, or Weg der Gedichte in Edenkoben in Rhineland-Palatinate (cf. Bergmann 2024, 22–24). Additionally, concepts and methodologies from cultural sociology, such as the analysis of placemaking (see Jarvis 1980), should be considered to fully assess visual presentations and performances of poetry in the public sphere.
 
                Taking in particular multimedia adaptions of poetry – such as poetry films, poetry clips, and video poetry (→ II.5 Audiovisual Poetry), which have become more important with the rise of digital and social media – into account, methodological approaches associated with → III.11 Film Studies, such as film narratology or film semiotics, have become crucial instruments for the study of poetry in the realm of visual culture, with a need for adaption and refinement for its application to various forms of cinematic poetry (see Orphal 2014).
 
               
              
                Concluding remarks
 
                Poetry has never been a merely textual phenomenon; rather, it has produced diverse visual forms and means of representation that have been strengthened in the digital age. Visual culture studies have developed a wide range of methodologies to assess these phenomena, ranging from traditional methods derived from rhetoric and art history to new approaches such as image science, picture theory, intermediality, multimodality, material culture studies, and film studies. The applicability of these methods depends upon both the given poetic phenomenon and the research interest in question. While progress has recently been made, especially regarding material culture studies and the multimodal representation of poetry that allows for systematically assessing and understanding poetry as a phenomenon far more complex than just the written text, further research is needed to describe poetic phenomena in which digital and non-digital representations overlap and are intertwined, as with photographs or videos of written poetic text on various material, such as ink on paper, graffiti, textiles, etc. Visual culture studies thus become an increasingly important tool for researching poetry and its inter- and transmedial forms in the digital age.
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                Notions, subgenres, and state of the art
 
                Media art is a “product of practices that often involve rapidly changing technologies and ephemeral performance elements” (Hediger 2013, 23). It encompasses a broad spectrum of audiovisual time-based art forms that artists create and present using analog and digital media technologies, and tend to “make palpable the cultural practices surrounding and the communicative contexts enabled by these technologies” (Benthien et al. 2019, 12). Media art comprises works from subgenres such as video art; video performance; installations with/using moving images, video or sound; mixed media installations; experimental film, when it is displayed in a gallery; and net art, which is sometimes considered media art as well (cf. Benthien et al. 2019, 12–13). The art world – e.g., the festival and arts forum Ars Electronica (Linz) or the online journal and publishing platform e-flux – has used the term media art for decades. In the German- and French-speaking context, the equivalents Medienkunst and arts mediatiques are also commonly used as umbrella terms to cover a great variety of “[t]ime-based artworks that rely on media technologies for their creation and exhibition” (Noordegraaf 2013, 11).
 
                In the Anglo-American arts and academia, some of the terms competing with media art include moving image art, video art, and installation art, which, while instructive in some ways, have significant limitations. The latter two cannot be applied to the full spectrum of media artworks and thus do not function as umbrella terms. Moving image art is defined as “an art that implies both time and a spatial display in the gallery” with a “bodily relation to the image” being “very different from that experienced by the spectator of cinema fixed to their seat and taken out of themselves, identifying with the image and engrossed by the narrative” (Newman 2009, 88). Constitutive for media art installations in exhibition spaces such as museums are both the singularity and the individuality of the viewing and listening experience with its “structure of temporal openness” (Rebentisch 2012, 185). Unlike the reception situation in the cinema, moving image installations in exhibition spaces “enable a more detached and inquisitive attitude towards the apparatus, or alternatively the multiplication of screens may induce an absorption into a panoramic spectacle” (Newman 2009, 88). These quotes summarize features of media art that distinguish it from other artistic genres. However, the disadvantage of the term moving image art is that it latently excludes the dimension of sound, which is so relevant for almost all media art.
 
                Galleries, museums, and international art biennales often display media art as one type of art among others. On the other hand, some archives have dedicated themselves exclusively to this pluralistic art form, such as the Electronic Arts Intermix (New York City), the ZKM – Center for Art and Media (Karlsruhe), the Intermedia Art Institute (IMAI, Düsseldorf), and the LUX (London). In these archives, media art can be watched on small screens on site (rarely online), which differs greatly from the gallery experience. Its select, limited availability is one reason why media art is seldom researched (cf. Grau 2007, 3). Another reason is that, as a transdisciplinary art form, it lies between the academic disciplines in the humanities. Even in art history and → III.12 Visual Culture Studies, it is scarcely researched – most media art criticism appears in art catalogues. Thus, unlike many of the other research fields and disciplines discussed in Part III of this handbook, media art research does not seem to be an established paradigm that could be presented here as such by describing a number of clearly distinct methods. In the last two decades, various scholars from the fields of art, media, literary, performance, and sound studies have become interested in this topic (→ III.7 Sound Studies and Musicology; III.10 Performance and Theater Studies). Depending on their disciplinary background, their choice of media art genres differs and so too do the methods they apply. For the purposes of this handbook, methods and theories from literary studies and → III.11 Film Studies are of particular relevance; however, they must be supplemented by further media and art theory.
 
               
              
                Entanglements between poetry and media art
 
                Poetry has played a significant role since the early days of media art in the 1960s and continues to do so in the digital age (see Paul 2003). The entanglements between poetry and media art can be broadly categorized into five types:
 
                 
                  	 
                    (1) Media artworks that integrate written or spoken poems by published poets. One example is Jenny Holzer’s huge Xenon light projection Like Beauty in Flames (2019), in which she projected poems by Gabriel Aresti, Bernardo Atxaga, Miren Agur Meabe, Pura López Colomé, and Anna Świrszczyńska onto the iconic façade of the Guggenheim Museum Bilbao in Spain. The artist presented up to five poems simultaneously that crawled up the building at a slow pace, line by line, in white capital letters and in four different languages, with the viewing experience resulting in a conceptual “stimulus overload” (Lehmann 2006, 95), a Babylonian language labyrinth (cf. Benthien and Gestring 2023, Ch. 3.7).

 
                  	 
                    (2) Poems or short, poem-like texts that media artists write and then perform orally or present in written form in their works, as in Aldo Tambellini’s mixed-media installation Black Matters (2017), which was shown at the artist’s solo exhibit of the same title at the ZKM. The installation’s multifaceted audiovisual content was displayed on seven television sets and six double projection screens suspended from the ceiling, where it was presented simultaneously in a non-synchronized loop, creating ever-new combinations of visuals and soundscapes. While walking around in the dark space, visitors could hear the artist’s untitled, unpublished poems on the politics and metaphysics of “blackness” coming from select loudspeakers, spoken in a highly rhythmized voice-over by the artist and other people, and woven into a multivocal sound collage.

 
                  	 
                    (3) Works created and then presented or performed either in addition to or going beyond traditional book publications by contemporary poets who are interested in interdisciplinary artistic practices and who use media technologies and audiovisual elements. One example of this is neo-concrete poet Cia Rinne’s collaboration with the visual artist Christian Yde Frostholm. While Rinne’s zaroum (2001) took the form of a poetry book, her later collaborative work archives zaroum (2008) turned her minimalistic, concrete poems into media art, interactive animations with kinetic script and drawings presented on the internet platform Afsnit P. Another example is Johannes Heldén’s Astroecology, a transmedial work based on an experimental poetry collection that has been realized not only in print and in digital form (→ II.6 Digital Poetry) but also as a media art installation, for instance in 2020 at the Varberg art museum in Sweden (cf. Rustad 2023, Ch. 4).

 
                  	 
                    (4) Media artworks that contain text elements set like poetry in verses and stanzas or that use other audio and/or visual means to foreground them in a “poetry-like” manner. This is the case, for instance, in the long, immersive, single-channel video installation Such a Morning (2017) by Amar Kanwar, which was exhibited at Documenta 14 in Kassel. Its formal presentation alludes to poetry by presenting written text in single, left- or right-aligned lines, and, thematically, by describing the sky, the sun, clouds, light, and other elements. However, the language itself is based on hard science, dealing with subjects like the natural phenomenon of the eclipse. Thus, the media artwork acquires poeticity through its title, the aestheticized presentation of written texts, and the way that it combines beautiful, elegiac images, melancholic and dissonant experimental music, and peaceful nature sounds – and not through poetry or poetic language.

 
                  	 
                    (5) Media artworks that transpose the features and genre elements of poetry through the artistic use of images and/or sound, such as rhyme, rhythm, iteration, grammatic deviations from everyday language, heightened self-reflexivity, and aesthetic density, or by taking a perspective that suggests lyric subjectivity (→ III.3 Poetic Language; I.5 Lyric Subjectivity). One example of this is the short video artwork Refuses (2006) by Cheryl Donegan from the EAI video collection. Although it was inspired by a poem Caroline Bergvall’s “Fuses (after Carolee Schneemann)” (2005) – no words can be seen on the screen or heard. Instead, the silent video presents itself as a structured, iterated montage of images collected from internet searches and home video footage, and those elements adapt the words of the poem.

 
                
 
                Whereas the first three types can be characterized by the way that they integrate poems as such into media art or extend poetry into media art practices, the relationship between poetry and media art appears on a more abstract, or even non-linguistic level in the last two types. Here, it can be assumed that artworks will use language in a similar, specific way than poetry, which “tends to layer plural levels of meaning on top of each other, i.e., multiple partial structures in the manner of a multi-vocal musical movement” (Link 1977, 245; trans. Benthien et al. 2019, 115). For the “synthetic texture” of poetry, Jürgen Link has coined the useful term Überstrukturiertheit [excess structuring] (1977, 245) because a poetic text “significantly increases the number of structural levels of speech, which make it possible to establish complex relationships between those structural elements” (Helmstetter 1995, 30; trans. Benthien et al. 2019, 115; → I.3 Poetic Language). Media art frequently makes use of such synthetic textures as well, by organizing, cutting, and montaging sound and images according to principles that correspond to the composition of poetry (or music; → I.10 Musicality and Sangbarkeit).
 
                In the twentieth century, a number of artists, filmmakers, film scholars, and literary critics equated the aesthetics of poetry with those of avant-garde or experimental film, which is being continued in media art practices today. Viktor Shklovsky distinguished between “films of prose” and “films of poetry,” and considered the latter to be “verse-like” and lacking in plot (1973 [1927], 130). In formal poetic resolution, compositional means like parallelisms, recurring images, and the transformation of images into symbols dominate (cf. Shklovsky 1973 [1927], 129). The filmmaker Maya Deren has referred to poetry as a model for film, calling the “poetic” or “vertical” structure a filmic “investigation of a situation, in that it probes the ramifications of the moment” (Maas and Vogel 2000 [1953], 174). Her notion of verticality implies “multiple layers of meaning that accrue in forms of expression normally considered poetic” (MacDonald 2007, 8). There is a correlation between Deren’s concept of vertical film and Roman Jakobson’s poetic “principle of equivalence” (1960, 358; cf. Orphal 2014, 49). In addition, David Bordwell and Kristin Thompson have coined the term associational form to describe avant-garde or experimental films that apply composition principles similar to poetry or use tropes in a corresponding way, presenting “the metaphorical implications that poetry conveys through language […] in images and sounds” (2013, 378). The associational form is based on four principles: the “principle of grouping” images (or possibly sounds), the principle of variation (e.g., changing the pace), the repetition of motifs, in order “to reinforce associations,” and, finally, the assumption that an associational film “strongly invites interpretation” (Bordwell and Thompson 2013, 379; cf. Benthien et al. 2019, 118–119).
 
                In poetry, linguistic deviations result in increased attention being paid to the materiality of the words and sounds used. To describe this perceived materiality, Jakobson coined his well-known formula, the “palpability of signs” (1960, 356). Due to its focus on perception, the → I.2 Poetic Function “deepens the fundamental dichotomy of signs and objects” (Jakobson 1960, 356). Media art often thematizes this split – it makes linguistic but also acoustic and visual signs appear as opaque or disrupting. The same holds true for the act of foregrounding, a term Jan Mukařovský suggests to highlight how poetic language “push[es] communication into the background as the objective of expression […] in order to place in the foreground the act of expression, the act of speech itself” (2007, 19). This kind of impulse was relevant for early media art in particular, which exhibited its own mediality – i.e., tools like the video camera or a microphone – or experimented with the repetition of small groups of words or lines (cf. Benthien et al. 2019, Ch. 3.1). Both early and contemporary media artists have frequently followed the aesthetic principles of neo-avant-garde concrete poetry that poets like Gerhard Rühm were creating on paper or in electro-acoustic form around the same time (→ II.4 Recorded and Audioliterary Poetry).
 
               
              
                Theoretical approaches and interdisciplinary perspectives
 
                As an interdisciplinary practice, media art is characterized by both the use of and aesthetic reflections upon new media technologies (→ III.15 Media Ecology and Media Archaeology). Since the beginning, video, for instance, has not only been employed as a recording technology but has also been reflected upon in artworks as a means of artistic production. The rise of media art has had consequences for the older literary arts as well:
 
                 
                  In terms of both production and reception aesthetics, the use of new media changes the interaction with language, texts and discourses. Media art thereby transforms both the concept of text and the interaction with and use of linguistic and scriptural sign systems. In particular, their order and organization is dealt with temporally and spatially. It is not processes of the intentional generating of sense and meaning that are at the forefront, but rather performances of communication and exchange within these sign systems. (Lehmann 2008, 16; trans. Benthien et al. 2019, 4–5)
 
                
 
                Media art has questioned and renegotiated notions of reading and perceiving. In media art, the meaning and content of linguistic, acoustic, and visual signs are in constant flux, as they have become “emergent phenomena” that “appear and disappear again” (Lehmann 2008, 71; trans. CB). Their signification is volatile, performative, and depends on the contextual act of perception. One exemplary approach toward dealing with these challenges is Roberto Simanowski’s study Digital Art and Meaning: Reading Kinetic Poetry, Text Machines, Mapping Art, and Interactive Installations (2011), which applies an expanded form of semiotics and hermeneutics in theory-informed close readings of different media art genres. Simanowski considers semiotic reading as a convergence of the codes of literature with those of technology, “resulting in multiple, layered domains of signification that have rarely been explored simultaneously” (2011, 2; → IV.10 Digital Poetics Between Signification and Spectacle). An exemplary monograph from the perspective of literary, media, and cultural memory studies is Mieke Bal’s In medias res: Inside Nalini Malani’s Shadow Plays (2016), a dense investigation into the work of one of the most prolific contemporary media artists, who makes frequent reference to literature by transforming it into complex media art installations.
 
                To analyze media art, parameters from art history, art philosophy, and → III.11 Film Studies can be relevant. Research into avant-garde and neo-avant-garde art, including concrete poetry (visual poetry, sound poetry), is relevant, e.g., with regard to similar practices of collaging and montaging, the use of found material, and the notion and theory of appropriation art (cf. Noland 2012, 3815–3819; see also Schaffner 2005; Knowles 2015; Benthien and Vorrath 2017; articles in Greene et al. 2012 and in Chilvers and Glaves-Smith 2015). → III.12 Visual Culture Studies and art theory are relevant when it comes to the phenomenology of perceiving media art (see Marks 2002; Sobchack 2004) and the aesthetics of media art installations, characterized by multiple layers of simultaneous signification and at times seemingly unrelated heterogeneous elements (cf. Lehmann 2008, 75–88; Rebentisch 2012; 155–199). The multiplication of aesthetic devices that is typical of media art tends to result in a “retreat of synthesis” (Lehmann 2006, 82) or the experience of “overwhelmment” (Rebentisch 2012, 184), which are aesthetic strategies also to be found in other postmodern art forms, e.g., in theater and performance art. It goes without saying that, in order to investigate poetic elements and structures in media art, one must also rely on the parameters of poetry research, as established and reformulated in Part I of this handbook (and referred to in the second section of this article). A theoretical overview as well detailed analyses of poetry, poetic language, and the application of the genre features of poetry in media art can be found in Benthien et al. (2019, Ch. 4.1; see also Ch. 2.1 and Part 5); most of the media art examples that receive brief mention here are discussed extensively in this book.
 
                One common theoretical approach taken to describe the nexus of media art and poetry is intermediality, which denotes entanglements between and combinations of art forms, genres, and media. Irina Rajewsky has proposed three basic subcategories of intermediality: medial transposition, media combination, and intermedial references (2005). These three artistic strategies are not mutually exclusive and can occur in the same work, especially when it comes to film adaptations (→ II.5 Audiovisual Poetry). If a poem is adapted into an audiovisual time-based piece, e.g., in an experimental film or a video artwork, we might speak of medial transposition, like in the case of the avant-garde poem “Les neuf portes de ton corps” by Guillaume Apollinaire, which was transposed into the video artwork Nine Gates (2012) by Paweł Wojtasik. While the nine stanzas of Apollinaire’s erotic poem are dedicated to the nine orifices of an absent female body, Wojtasik’s video presents them one after the other in a slow, high-definition aesthetics without words and in extreme close-up (cf. Lau 2022, 154–168). In such a medial transposition, the literary work is conceptualized as “the ‘source’ of the newly formed media product, whose formation is based on a media-specific and obligatory intermedial transformation process” (Rajewsky 2005, 51–52).
 
                Media combinations are ubiquitous in media art. One striking example is Nalini Malani’s multimedia installation In Search of Vanished Blood (2012), which she presented at Documenta 13, a “video/shadow play” that combines video projections on rotating Mylar cylinders hanging from the ceiling with voice-overs, writing, drawings, and sound. Together with other literary sources, like Christa Wolf’s narrative Cassandra, the installation contains the eponymous poem “In Search of Vanished Blood” by Faiz Ahmed Faiz. Its verses scroll down over an image of the gauze-covered face of a young woman projected onto one of the rotating cylinders (which in turn are an intermedial fusion of several pre-cinematic devices, such as the magic lantern; cf. Huyssen 2013, 17). Bal considers the poem passing over the bandaged face as both “the emblematic image of the work” and the decisive intermedial element, where “poetry meets visuality” and “the image asserts its own poetic nature” (Bal 2016, 88).
 
                Rajewsky’s third subcategory, intermedial references, includes both simple thematic cues as well as the structural adoption of media-specific aesthetic techniques, like those applied in the “poetic films” already discussed in section two. In contrast to the second category, here it is “by definition just one medium – the referencing medium (as opposed to the medium referred to) – that is materially present” (2005, 53). One instance of this is Joanna Maxellon’s poetry film M.e. (2021), which remediates the poem “MONSTER & MÄDCHEN” by Nora Gomringer, presented at the 2021 ZEBRA Poetry Film Festival in Berlin. The poetry film features an associational form, as it uses recurring, powerful, yet enigmatic visual motifs. One of them is a sequence under water showing an open book lying on what seems to be a lakebed with its pages swaying with the tide. Because the viewer hears a voice (Gomringer) reciting the poem from the off, the image can be read as an intermedial refence to a poetry book.
 
                To address the relations between media art and poetry, one might also refer to the concept of remediation which Jay David Bolter and Richard Grusin define as the “representation of one medium in another” (2000, 45). They consider remediation to be a decisive characteristic of digital media and distinguish between four variants, ranging from faithful, straightforward representation to complete absorption and transformation (cf. Bolter and Grusin 2000, 45–48). When it comes to poetry and media art, the “aggressive remediation” that “throws into relief both the source and the target media” (Bolter and Grusin 2000, 46) seems to be the most common variant. Here, the new medium tries “to refashion the older medium or media entirely, while still marking the presence of the older media and therefore maintaining a sense of multiplicity or hypermediacy” (Bolter and Grusin 2000, 46). Tom Kalin’s single-channel video Every Wandering Cloud illustrates this process: It amalgamates Oscar Wilde’s “Ballad of Reading Gaol” and an essay by Alfred Chester with densely layered, superimposed filmic images from the early stages of cinema. Poem excerpts fade in in the form of white written texts and are recited and whispered by technically distorted voice-overs. The composition of the poem is defamiliarized as words are presented in capital letters and verses are broken up irregularly. “Even though the foregrounding draws attention away from the underlying images, the moderate pacing enables viewers to connect text and image” (Benthien et al. 2019, 247). According to Bolter and Grusin, new media tend to oscillate between immediacy and transparency on the one hand, and hypermediacy or opacity on the other, which Kalin’s aesthetics exemplifies, among other means, through the artistic presentation of writing. When an artist employs the strategy of hypermediacy, the viewer perceives the material medium-as-technology and “the artist […] strives to make the viewer acknowledge the medium as a medium and to delight in that acknowledgement” (Bolter and Grusin 2000, 41–42). This process is particularly interesting when it is poetic language that is exposed in its materiality and opacity in media art, as this induces both a poetic potentialization (cf. Fricke 2007, 144) and a paradoxical form of reflexivity: Poetry as the literary art form that makes language palpable is foregrounded through and in another medium (→ I.4 Poetological Poetry).
 
                Part 5 of The Literariness of Media Art (Benthien et al. 2019, 208–219) develops a more varied vocabulary than the film studies concept of adaptation to describe such artistic transformations of literary sources, e.g., by distinguishing adaptation from edition and appropriation, and by applying Robert Stam’s concept of intertextual dialogism (Stam 2000, 64; cf. Lau 2022, 13–36). The latter concept aims to eliminate hierarchies between art forms and proposes – in accordance with the literary concept of intertextuality – that every artwork is bound within a plural web of relations. The way media art uses, alludes to, and performs poetry citations is inventive but may remain opaque to viewers not familiar with a particular poem. Since media artworks engender a new kind of “audiovisual literariness” they are not mere “‘translations’ of literature into another medium” but “transcreations” (Machado 2000, 165; cf. Benthien et al. 2019, 271). The same holds true for media artworks that create linguistic, visual, or aural poeticity, or other “poetry effects” without the use of any preexisting poems.
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                Approaching the media linguistics and multimodal studies nexus
 
                Modern linguistics aims to find a holistic approach to language, which, on the one hand, cannot exist in isolation from communication and cognition, and, on the other hand, intertwines with technical media transmitting a message. The main interdisciplinary fields that deal with these issues are media linguistics and multimodal studies. Although in the past, media linguistics primarily explored traditional mass media texts, mainly print or broadcast news, nowadays digital media texts, such as blog posts or SMS messages, and social media texts including Facebook or Twitter posts, are studied as well. As contemporary poetry also develops digital media and social platforms, it can be fruitful to study it using media linguistics.
 
                The term “modality” (from Latin modus), adopted in, among others, psychology and computer science, denotes the external stimulus perceived by the human sensory system, primarily through vision and hearing. The term “multimodality” includes semantic, communicative, and social dimensions, when “different means of meaning making are not separated but almost always appear together: image with writing, speech with gesture, math symbolism with writing and so forth,” they are combined into an “integrated, multimodal whole” (Jewitt et al. 2016, 2). Whereas the phenomenon of multimodality has been studied since ancient times (see Logan 2000), the term acquired its current meaning in the twentieth and twenty-first centuries with the rise in technology.
 
                Ron Scollon claimed that “any use of language is inescapably multimodal” (2006, 386), which is also valid for poetry as an inherently multimodal way of using language. The multimodal nature of poetry manifested itself beginning from its origins, such as in the form of Ancient Greek melic poetry (from Greek melos, “song”; → I.1 Lyric Genre Theory; I.10 Musicality and Sangbarkeit; II.3 Musicalized Poetry). Nevertheless, contemporary literature – “multimodal literature” in Gibbons’ terminology – aims to increase its creative affordances through digital technologies and to experiment with multimodality in a more integrative way, involving language mechanisms of conceptualization like multimodal metaphor (2012, 2), or revitalizing literary genres like video poems, audiovisual narration, or mixed-media installation of experimental media art (see Benthien et al. 2019; → III.13 Media Art Research).
 
                In general, multimedia research moves away from logocentrism: language is no longer the central semiotic resource in all types of communication (see Kress and Van Leeuwen 2001). In multimodal contemporary poetry, however, language remains the main semiotic resource, so its in-depth analysis requires a comprehensive study of verbal and non-verbal systems, communication, and technologies. Moreover, according to Umberto Eco, it is important to examine language and other semiotic systems not autonomously but as heteronomous objects, since “it is impossible to understand the laws of verbal language without considering their interaction with the laws of the other semiotic systems” (1987, 112). Eco’s statement is true for both ordinary and → I.3 Poetic Language.
 
                To understand the importance of media and multimodal research of contemporary poetry, we must focus on poetic communication and address Roman Jakobson’s well-known linguistic model of communication (cf. 1960, 350–377; → I.2 Poetic Function), which can serve as the basis for discussing a general communication shift in the digital era. Jakobson’s model of the functions of language distinguishes six components, or factors, of communication: context, addresser (sender), addressee (receiver), contact (channel), code, and message. According to Jakobson, each factor corresponds to one of the following functions: “referential,” “emotive,” “conative,” “phatic,” “metalingual,” and “poetic” (1960, 357). Relations that operate between these factors have changed with the spread of digital technologies. Electronic media affected the transformation of the communication model due to the dominance of information contact and code in digital communication. The contact refers to the channel of physical communication or to a psychological connection between the addresser and the addressee. In comparison to the instrumental function it had in the past, in the digital age, the information transmission channel has become one of the dominant communication parameters affecting the message. If “classical” channels transmit information using voice, gesture, a sheet of paper, etc., then “digital” channels create new technical and software interfaces, such as monitor screens, smartphones, application designs, etc. In the second case, graphic design (cf. Crystal 2001, 195) influences both the content of the utterance and its perception by the addressee. Another significant factor is the code: whereas in the process of natural communication metalanguage (namely, language that speaks about the verbal code itself) plays the role of the code, in internet communication the “computer” or “programming language” serves to form the utterance meanings due to the uniformity of the code. The organizing principle of programming language in this regard is similar to that of natural language: just as metalanguage describes the meaning of a word using its description, programming language metadata serves to describe the source data. The dominance of the information channel and code effects the shift in other communication parameters, such as addresser, addressee, context, etc., which leads to changes in such categories of communication as private and public and individual and social. Thus, digital media have transformed both the field of language and communication and the field of modes of perception. This communication shift leads to the need to search for new strategies for subjectivation and addressing in new media, which underlies the communication experiment in contemporary poetry (→ I.5 Lyric Subjectivity).
 
                The key issue of media linguistics is “the remarkable technological achievements and the visual panache of screen presentation,” which contributes to a “linguistic revolution” (Crystal 2001, viii). The classical communicative dichotomy oral (spoken) versus written has expanded, supplemented by a new form of internet communication whose basic feature is the secondary orality in which oral-like communication is presented as written (see Ong 2002 [1982]). The notion of the language of the internet, or “netspeak,” as introduced by David Crystal (2001, 52), was later developed by several linguists as “computed-mediated language” (Herring et al. 2013, 3; Squires and Iorio 2014, 336) and “digital discourse” (Garcés-Conejos Blitvich and Bou-Franch 2019), etc. Furthermore, addressing language dynamics in new media as a “sociolinguistic change,” Jannis Androutsopoulos argues that the contemporary approach links to the poststructuralist view of language as “a set of resources and practices” and involves processes of socio-cultural change such as globalization, commodification, and mediatization (2014, 7). These trends require poetry both to follow common strategies of globalization and to create individual practices of subjectivation and addressing. The influence of commodification on poetry can be compared to the “enregisterment” of regional dialects described by Androutsopoulos, when “their indexical values” were “refashioned” and they became merchandise targeted to tourists during regionalization and commodification (2014, 34). Similarly, poetry often became a set of festivals, awards, and actions of self-promotion in the course of broader socio-economic and cultural changes. The study of language in new media comprises a diverse range of approaches that can complement the existing ways of literary analysis (→III.13 Media Art Research).
 
                Methodologically, media linguistics and multimodal studies are closely related, as they are both based on the theory of the fundamental functions, or metafunctions, of language as coined by Michael Halliday: the “ideational metafunction” refers to the natural world and is related to sentences as representations of the experiential meaning; the “interpersonal metafunction” refers to the social world, particularly to interactions, and is related to sentences as information exchanges; and the “textual metafunction” refers to context involving cohesion and coherence (1978, 46–47). Other subjects that underlie both disciplines are linguistic anthropology, linguistic ethnography, conversational analysis, social linguistics, social discourse analysis, corpus analysis, etc. Nevertheless, as Gunther Kress and Theo van Leeuwen argue, “multimodality and multimediality are not quite the same thing” (2001, 67), and neither are media linguistics and multimodal studies. Developing these ideas, Licia Abbamonte claims that, while modes can be seen as “semiotic environments” that contribute to the formation of discourses, texts, and messages, media are the “material means” for their creation and transmission (2018, 54). Moreover, the synergy of multimodality and multimediality increasingly shapes communicative actions and stimulates technological progress in the field of social media.
 
                Multimodal studies combine two main trends: the move away from text-centrism and the recognition of complex meaning-making with the help of various semiotic channels, in which language plays the dominant role as “the most resourceful, important and widely used of all modes” (Jewitt et al. 2016, 14). The major approaches in this field rely on semiotics, conversation analysis, sign (body) language analysis, and cognitive linguistics. Kress and Van Leeuwen’s semiotic approach (2001) considers different modes of perception in terms of language properties that were further developed in terms of lexically- or grammatically-organized semiotic resources (cf. Machin 2007, 5), as well as bodily deixis in art (see Bryson 1983; Bal 2013) and poetry (see Proskurin and Feshchenko 2019). Bringing together conversation analysis (see Sacks et al. 1974) and poetics of ordinary conversation (see Jefferson 1996), contemporary studies demonstrate some ways to strengthen relationships between linguistic and literary studies in the form of the interdisciplinary approach (see Person et al. 2022).
 
                Multimodal studies explore the change in traditional communicative roles and the new role of media “prosumer” (Toffler 1981, 11). Coined by the American futurologist Alvin Toffler, the term is now used to identify an individual who is both a consumer and a producer of media content. The engagement of “sign consumers” in new media interface leads to the changing of roles of participants in poetic communication and the blurring of borders between interpreters and performers: when interpreters are themselves part of the online communication situation, “we can equally well talk of performers” (Bateman et al. 2017, 95). In literary studies, this approach was conceptualized in terms of “cybertext,” which implies the reader’s (or user’s) freedom to select links driving text forward in a nonlinear way (Aarseth 1997, 44), and was further developed as “collaborative E-poetry” created by people who do not know each other and who do not necessarily belong to a group or a collaborative writing project (Di Rosario 2011, 293).
 
                Poetic experiments with internet communication include the interaction with colloquial speech stemming from Ludwig Wittgenstein’s concepts of everyday language and “language games” (1958, 5) that have influenced not only linguistics but also poetic movements in the second half of the twentieth century, such as Italian Neoavanguardia, American Language Writing, Moscow Conceptualism, etc. This trend has encouraged new possibilities of expression thanks to new media, as poets have begun to use digital interfaces to present their poetry in social networks, blogs, and applications (→ II.6 Digital Poetry). New digital interfaces have made it possible to move from distant communication with the addressee to the involvement of the reader in poetic communication such as → II.7 Social Media Poetry. At the same time, the conversational turn-taking from poet to reader in the form of a commentary on poetic text enables us to directly integrate ordinary language into poetry: poetry becomes part of an everyday narrative in social networks. Media linguistics and multimodal studies investigate how poetic discourse interplays with ordinary language using special linguistic patterns, pragmatic markers, references to everyday artifacts, and face-to-face interaction.
 
               
              
                Media linguistic analysis of contemporary poetry
 
                The methods of media linguistic analysis described above allow for the identifying of strategies of poetic subjectivation and addressing in digital interfaces as a part of social poetic practices shaped by communication participants. The complex analysis of media poetry necessitates qualitative and quantitative methods and includes the following stages. First, using corpora analysis and a social linguistics approach, it is essential to collect empirical data from the internet source (e.g., poem texts) or through direct interaction with respondents including surveys, interviews, tests, observations, and reviews of existing records. Compilation of such a corpus includes the selection of sites relevant for analysis (poetic, critical, or multimodal, which contain art projects of poets in collaboration with artists and designers), open social networks, and applications such as Telegram. The collected data can be stored on virtual media or special sites like Sketch Engine and processed using specialized software such as AntConc, Taguette, MAXQDA, etc. Explaining these methods in detail would go beyond the scope of this article as they require basic training in corpus linguistics or → III.16 Digital Humanities. A literary scholar interested in researching poetry from a media-linguistic perspective would be advised to complete such training first or collaborate with a linguistics researcher.
 
                Second, it is necessary to classify different types of poems in terms of online interaction. For example, using David Crystal’s opposition of “synchronous” (“takes place in real-time”) versus “asynchronous” (“takes place in postponed time”) type of communication (2001, 11) and computer-mediated communication, the following types of poetic communication in new media can be suggested:
 
                 
                  	 
                    An asynchronous type of online communication manifests itself in the form of an author’s poetic website, such as the Austrian poet Jörg Piringer’s website (https://joerg.piringer.net/), the Italian poet Lello Voce’s website (http://www.lellovoce.it/), etc.

 
                  	 
                    A synchronous type of online communication, or face-to-face interaction, began in the late 1990s, coinciding with the emergence and growth of blogs as a new form of online diary. This form still is popular, for instance, among members of the American poetic movement “Language Writing,” such as “Silliman’s Blog” (started in 2002) by Ron Silliman, in which he, in particular, has presented parts of his life-work “Ketjak” (since 1974; www.writing.upenn.edu), or Barrett Watten’s blog (since 2010; https://barrettwatten.net/). Later, in the 2010s, a different type of synchronous type of online communication in social networks has spread, which enables the addresser to become a more involved participant in the dialogue due to a wider range of different feedback tools, such as commenting, sharing, or “liking” a message.

 
                  	 
                    A poetic flash mob is a collective writing initiated by a poet who implicitly or explicitly invites addressees to participate. For example, Italian poets annually hold a contest “La punta della Lingua” [The tip of the tongue] on social networks (https://www.lapuntadellalingua.it/).

 
                  	 
                    Hybrid poetic-ordinary (everyday) texts are interdiscursive forms of patterns or replicas, which may have a non-linear form – bringing them closer to a poetic text – but are published on social networks as everyday utterances. Some of these texts have later been published in books, like Lev Rubinstein’s Кладбище с вайфаем [Cemetery with Wi-Fi] (2020) or Alexander Skidan’s Лит.ра: Избранные фб-записи (2013–2020) [Lit.ra: selected Facebook posts (2013–2020)] (2021).

 
                
 
                Finally, conversation analysis of the poetic text studies the communication structure of the poetic utterance that transforms it from a sequence of written lines or fragments into a verbal performance. The “conversational turn” passes here from a poet (addresser) to a reader (addressee) in the form of a communication experiment on ordinary interaction. Visual assessment of a text based upon Jakobson’s functional approach enables one to determine the poetic or non-poetic nature of the text in the case of a hybrid text that is created on the border of poetic and ordinary utterance on the internet, mainly within social networks. The vertical division of an utterance into lines indicates an author’s intention to focus on the form of a text that is founded on the dominance of the poetic function and gives reason to classify it as a poetic text. The traditional “turn-taking” becomes an open field of experimentation and collaboration in poetic communication. The structure of traditional communication is a set of certain adjacency pairs following one after another, for example, question-answer. In poetic online communication, the set is changed: an initial poetic post stimulates different dialogue perspectives including poetic, metapoetic, critical, etc.
 
                In the following example, turn-taking leads to a metapoetic turn. The initial Facebook post of the American poet Tyrone Williams has an ambiguous, hybrid status: it can either be interpreted as an ordinary utterance or as a poetic text. The poet lists the names of victims who died at the hands of the police while referring to the circumstances of their deaths:
 
                 
                  I need to run some errands. To ensure I arrive alive, I won’t take public transit (Oscar Grant). I removed all air fresheners from the vehicle and double-checked my registration status (Daunte Wright), and ensured my license plates were visible (Lt. Caron Nazario). I will be careful to follow all traffic rules (Philando Castille), signal every turn (Sandra Bland) […] (Tyrone Williams, “I need to run some errands … ” Facebook, posted on April 15, 2021)
 
                
 
                The text incites follow-up metapoetic comments, in which addressees reflect upon the relevant problem of contemporary art, speculating whether the text is poetry or not: “I’d say this is a poem if it weren’t so heartbreaking. Well, maybe it is,” one commenter opines, while another writes, “Thanks for this terrible post, Tyrone.”
 
                Thus, media linguistic analysis of poetry sheds light on the issue of overcoming borders between artwork and non-artistic text underlying the Formalists’ notion of an “enstrangement” (i.e., “ostranienie,” “defamiliarization”) of perception (Shklovsky 1990, 9) and avant-garde art theory by Peter Bürger (1984), who claims that European avant-garde movements negated the autonomy of art in bourgeois society and associated art with the life praxis of men. A media linguistic approach can address this issue in the study of digital media poetry formats described above. It also enables the researcher to explore the social dimension of poetic language, which manifests itself through poetic strategies of subjectivation and addressing. Quantitative and qualitative methods of analysis are used to investigate algorithms of poetic subjectivation and addressing in new media, such as “poetic sociolect,” involving social networks communicators associated with particular groups, as well as various poetically oriented types of turn-taking and use of special language patterns and pragmatic markers, like discourse markers or deictics (about its use in early modern poetry see Dubrow 2015; about contemporary poetry see Feshchenko and Sokolova 2023).
 
               
              
                Multimodal analysis of poetic discourse
 
                The multimodal approach suggests a wide range of methods to explore poetic discourse. One of the most significant concepts for both multimodal analysis and experimental literary studies is transcoding. Kress offers the concepts of transduction, which refers to the remaking of message meaning when it moves across modes (1997, 26–27), and transformation, which relates to the making of a new sign (1997, 48). As the term “transduction” has rather limited technical meaning and the term “transformation” has an excessively general meaning, it seems to be more relevant to use the term “transcoding” (Manovich 2001, 45). In a broad sense, transcoding is the transfer of a message from one mode of perception (or semiotic code) to another over a specific media channel or through several media (for example, the “translation” from text to sound or the adaptation of information for display on different devices). In poetry, transcoding means the transfer of a message from one format to another – for instance, when converting from paper (or analog) format to digital, or vice versa. Transcoding in poetry is accompanied by an experimental shift in the form, content, and communication parameters of a message.
 
                In accordance with the existing typology of aesthetic and semiotic kinds of arts and media channels, it is possible to distinguish visual, auditory, and synthetic transcoding (though multiple types can coexist in a given poetic text): in visual transcoding, poetry seeks a way to transfer information across text and image, which may be supplemented by the transfer from different media in the digital era (see Korecka and Vorrath 2023). In the beginning of the twenty-first century, the poets who experimented with the word as a graphic sign belonged primarily to Neoavanguardia and Moscow Conceptualism movements (Nanni Balestrini, Andrea Zanzotto, Gennady Aigy, Vsevolod Nekrasov, etc.), as well as to concrete and visual poetry (e.g., Jordan Abel, Derek Beaulieu, Natalie Czech, Anatol Knotek). Experimental Italian poets create visual poetry projects by combining verbal texts and images (→ II.5 Audiovisual Poetry; III.12 Visual Culture Studies) that portray the meaning of text, such as “Poesia Tecnologica” [Technological poetry] by Eugenio Miccini, and technologically-based collages (“Periscope,” 2016, by Nanni Balestrini). Transcoding may occur between word and musical sound in the form of auditory transcoding, like in the texts of many authors of sound poetry (e.g., Bernard Heidsieck, Ry Nikonova, Sergey Sigey, Sergey Biryukov, Tracie Morris, Adeena Karasick; → II.4 Recorded and Audioliterary Poetry), auditory poetic collaborations between the Italian composer Salvatore Sciarrino and the novelist Fabio Casadei Turroni, or “Cantiere del Poema” (2011) by Sciarrino, which manifests itself three settings for voice and instruments of texts by Petrarca and the eighteenth-century poet Ugo Foscolo (→ II.3 Musicalized Poetry). Auditory transcoding in contemporary oral and audioliterary poetry is facilitated by new technologies in the form of “aurature” (Cayley 2017, 77) or “technauriture” (Kaschula and Mostert 2011, 1; → I.11 Voice and Orality). Synthetic transcoding represents the poet’s work on the border of the word as a lexical unit on the one hand, and as a visual image, acoustic fragment of speech, or performative act on the other. This semiotic transition underlies the works of poetic actionism, represented by contemporary authors who combine poetry and performance: Yoko Ono, Giovanni Fontana, Andrei Monastyrski, Kirill Medvedev, Roman Osminkin, etc. For example, Luigi Ballerini’s poem “Cefalonia 1943–2001” (2016) was staged as a performance called “Cefalonia. Itaca: L’inganno del ritorno” [Cefalonia. Itaca: The deception of the return] in Bologna in 2016. The poem initially includes the possibility of a multimodal interpretation within its dramatic subtitle, “Monologue in two voices,” and also assembles different genres: historical poem, narrative epic, radio chronicle of a football match, etc. The performance embodies the multimodal potential of the written text. The words of the two heroes “sound” in the form of declamation to music, which turns into singing; the final part of the poem interacts with Claudio Monteverdi’s opera “The Return of Ulysses.” The poetry performance takes place against the backdrop of the video sequence of historical chronicles, Surrealist paintings, etc. that expand the understanding of the verbal text. The use of digital media opens up new possibilities in the field of synthetic transcoding, including the creation of new genres and formats, such as screenlife – adaptations of classical and modern literary texts for digital screens (computer, tablet, or smartphone).
 
                Addressing transcoding in experimental poetry, it is possible to offer several basic stages of multimodal poetic text analysis. The first stage of multimodal analysis is to identify and distinguish modes of perception corresponding to media channels, such as visual, auditory, and synthetic. In the second stage, it is necessary to distribute all poetic text elements (i.e., verbal and non-verbal semiotic signs) over these media channels. Thus, the visual channel includes written text, images, graphics, etc., and the auditory channel involves speech, music, or songs. The third phase employs the cognitive-pragmatic approach, enabling the investigation of multimodal meaning-making as an integrated unit encompassing the addresser’s intention and the addressee’s perception. The cognitive conception of “focusing” aims to explore the process of designating an object from the point of view of a communication participant (speaker or observer). It is a construction of the object by participants in a communication act, which is deliberately performed for its other participants (see MacLaury 1995; Langacker 2010; Iriskhanova 2014). In contemporary poetry, “focusing,” or “focus shifting,” allows for discussing the shift in the author’s and the addressee’s points of view within the context of new technologies.
 
                For example, the contemporary Italian poet Vittorio V. Zollo’s work “A Via Crucis” (2020) was posted on YouTube. The multimodal video poem features printed text, the poet’s voice, sacred images, and an audio recording of a Christian liturgy. The combinations of these elements refer to both mundane and sacral realities. The title of the poem is depicted against an image of the passion of Christ and is followed by Christian liturgy. Furthermore, the text is presented as a WhatsApp chat between two female parishioners that is occasionally interrupted with prayer insertions. It is possible here to trace the focus shift of the addressee’s attention, which creates the effect of mobility of media channels, performativity of the text, and coparticipation of the reader. The focus changes from one mode of perception to another, from “sublime” Latin to everyday Neapolitan spoken language, and from the Via Crucis prayers to women’s gossip engaging the addressee in the active participation. In general, the shift overcomes the border between poetic text and extratextual reality and bridges the distance between a poet and a reader. Transcoding in contemporary poetry translates verbal signs into non-verbal forms and vice versa, from non-verbal into verbal forms, experimenting with communicative models and media channels. In this case, the channel and the code are of particular importance as transfers allow us to shift the addressee’s perception between different media formats.
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                Poetry and/as media theory
 
                To claim that there is a strong connection between poetry, on the one hand, and media technologies, practices, and theories, on the other, is almost to state the obvious. When Homer invoked the muses as a condition for epic narration and singing, or when Catullus celebrated the scroll polished by pumice as the material home of his verses, they set an example that has been repeated for thousands of years. In a way, this culminated in the visual exploration of the page and the performative and acoustic aspects of language by the avant-gardes of the twentieth century, from Stéphane Mallarmé to Futurism and onward. By no coincidence, these activities were also preceded by a transformation in media history with the emergence of technical media such as photography, telegraphy, film, typewriter, and phonograph.
 
                The entanglement between poetry, poetics, and technical media comes forth also in modern literary theory. That the Russian Formalists found a foothold for their investigations in the poetic avant-garde is well-known. Roman Jakobson’s famous definition of the → I.2 Poetic Function of language as language zooming in on itself, i.e., on its sonic materiality and form, is at core the outcome of a media-theoretical approach to literature. Moreover, media theory in its contemporary understanding was, to a large extent, the invention of literary scholar Marshall McLuhan, who extrapolated insights from work by James Joyce, Wyndham Lewis, and others and developed these into an analysis of media as the “extensions of man” (McLuhan 1964). McLuhan has, additionally, played a role in work by later important media theorists with a literary studies background, e.g., Friedrich A. Kittler (1985) and N. Katherine Hayles (1999, 2005).
 
                This compressed genealogy of the interconnections between fields and practices is, then, telling of a thoroughgoing relationship between literature and media that warrants a closer analysis. With the emergence of digital technologies after World War II, which opened new vistas for literature – epitomized in everything from standard e-books to experimental cyber poetry (see Glazier 2002; Funkhouser 2007; Rustad 2012 and 2023; Rettberg 2018; → II.6 Digital Poetry) – and which sheds light on the material history of books and reading and writing, the necessity of such an analysis has become more urgent. It is crucial for critics and scholars today, when networks sprawl and issues of writing, reading, and knowledge are debated (see Carr 2010; Hayles 2012, and others), to discuss these entanglements.
 
                This is the task of the following article. However, since a general consideration would become too far-reaching, the scope will be shaped by two important concepts and approaches in recent media theorizing, media ecology and media archaeology. These two approaches capture on the one hand the expansion of contemporary poetry into different media settings and networks and, on the other, its return to and mix of old and new media, not least by the transformation of the printed book in a digital context. First, the former will be addressed – its historical and theoretical significance, its relation to the explosive dissemination of “ecology” in the humanities (cf. Hörl 2017), and, eventually, its leverage when reading poetry. Second, the theoretical-methodological field of media archaeology (see Huhtamo and Parikka 2011) will be discussed – its roots and manifestations today and, more specifically, its validity for the conversation on poetic work in the digital age.
 
               
              
                Media ecological perspectives on/in poetry
 
                “Everything exists in order to end up in a book,” Mallarmé remarked in the late nineteenth century. This can be seen as prophetic in relation to the increase of textual production that has spread with the advent of digital media. Interestingly, the French symbolist’s practice, and most notably his poem “Un coup de dés” (1897), also opened poetry up and transformed it into a space and set of relations – between paper and print, word and meaning, and so on – which the reader must then navigate. This was furthered in the poetics of Futurism and Dada: Instead of objects managed by human subjects, what came to the fore were events, processes, and relations, i.e., the core of what Ernst Haeckel once aimed to capture with his concept of “ecology” (cf. 1866, 286).
 
                That this term can function as a lens for approaching the scene of poetry today is confirmed by even a cursory glance at the literary mediascape. If the printed book still plays a crucial role for the creation and distribution of both fiction and poetry, it is also supplemented by an array of other poetry formats, events, and objects that embed the book into a weave or ecology of relations (cf. Fuller 2005). Written poetry is disseminated through authors’ blogs, publisher homepages, online bookstores, and magazines (printed and digital; → IV.7 Digital Publishing of Poetry and its Detractors). Acoustic renditions are performed at readings in galleries, bars, and cafés, and recordings are also sometimes available online (whether audiobooks of poetry will become more prevalent is an open question; → III.9 Audio Media Research). Moreover, social media cater to other poetic presentations and presences – before and after the book’s publication – and old media such as newspapers, radio, and even television continue to be important to the overall dissemination. Accordingly, the relational space around the poetry book has expanded to such a degree that the latter’s specific weight has decreased (cf. Daugaard 2018; → II.1 Printed Poetry).
 
                But this dissemination and ensuing entanglement of poetry runs both deeper and wider. Some years ago, a strange book of poetry was published in Sweden under the title Ammaseus horisont [The horizon of Ammaseus] (2020). The proper name in the title lacked a reference, despite its echoes of Greek mythology; however, the book’s subtitle offers a clue: “AI tolkar Karin Boye” [AI interprets Karin Boye]. Consequently, the content was the output of a collaboration between one of Sweden’s iconic modernist poets (Boye) and an AI, a neural network that had transmuted her writing (→ IV.11 AI Creativity and Poetry). The result is fascinating, boring, and comic, not unlike the first attempts of computer-generated poetry from the 1950s and 1960s by Theo Lutz, Nanni Balestrini, and others (cf. Funkhouser 2007). More importantly, however, the Boye transformation allegorizes a general condition of writing and reading today – on a material level, these activities are always shaped by the affordances of digital media, even if presented in a book. Poetry today takes place in relation to “technical cognitive assemblages” (Hayles 2017, 3); it operates in a “postprint” culture (Hayles 2021), which must be acknowledged in readings and analyses. This is, as suggested above, not completely new. Literary work has always been supported by media infrastructures that condition its composition, distribution, and reception. What is new is the complexity and specific technical circumstances of the present situation, in which once-new media have been naturalized – entered into a postdigital state, as it were – and in which analog and digital media coexist in shifting formations.
 
                As Michael Goddard has noted, it has become quite common today to see media in terms of environments or ecologies (see 2014). Such an understanding can be traced back to McLuhan’s understanding of media as extensions of man and the development of this idea by later Toronto School members such as Neil Postman. A limitation of their approach was the anthropocentrism that took the human subject for granted instead of seeing it as created in a co-composition of agencies, experiences, and materialities. The latter was acknowledged by other thinkers from the period, such as Gilbert Simondon (2017 [1958]) and Gregory Bateson (1972), who developed an ecological approach to the relationship between human and environment from a cybernetic viewpoint. Later, in the wake of Bateson, Félix Guattari would, in his book Three Ecologies (2000 [1989]), complexify the relation by analyzing three interlinked aspects – the subject, the social, and so-called nature – in his discussion of the ecological question in a techno-capitalist late twentieth century. This would pave the way for a denaturalization of the concept of ecology (cf. Morton 2007) and an inclusion of artificial and technical settings into its scope (cf. Hörl 2017).
 
                The latter issue has been analyzed thoroughly in investigations of the man-and-machine relations in postwar literature and culture (see, e.g., Hayles 1999). Against the background of these discussions, Matthew Fuller developed a form of media ecological analysis in which relationality and interaction, rather than the integrity of objects and works, were stressed. For Fuller, media come forth as shared and mixed ecologies, which he describes as “one of the most expressive [terms] language currently has to indicate the massive and dynamic interrelation of processes and objects, beings and things, patterns and matter” (2005, 2–3). From this point of view, media are no mere channels or platforms for conveying messages, but rather ontogenetic events – they “generate worlds” (Goddard 2014, 331), are constitutive for whatever output they make sharable in terms of texts, images, and so on. Furthermore, the human subject as an onto-epistemic given is questioned. Media ecologies are “concerned […] with the codevelopment of humans and technical machines as dynamic systems in which the human and the nonhuman are not clearly dissociable” (Goddard 2014, 332; → IV.12 posthumanism and Poetry in the Anthropocene).
 
                If literature, like all art, is always ecological, as suggested by Timothy Morton (2021), through its relational architecture – meaning and matter, paper and print, writing and reading, etc., which coconstitute each other – the situation is, on the one hand, and as mentioned above, further complicated in the complex media environment of today, but also, on the other hand, further analyzable through a media ecological lens. The latter observes the layered media conditions for writing, but also how attention, memory, and reading are shaped by and must account for what Yves Citton calls an echo-system of “mediatic enchantments,” an “infrastructure of resonances” (2014, 52).
 
                What does this entail, then, more concretely? First, the aesthetic affordances of various media operative in poetry must be considered. Even though the ecological focus is on relations, a media-specific analysis (cf. Hayles 2002, Ch. 2) comes forth as important – an analysis that takes into account, for instance, how the digital interface can generate moving text in certain ways, multiplying the pace and temporality of reading – as exhibited in much electronic poetry since the 1990s, a famous instance being the kinetic screen-based poetry of Young-Hae Chang Heavy Industries, which combines moving words and sound in expressive ways (→ II.5 Audiovisual Poetry) – or how the layout of the printed page makes possible several transports through the poem. This is partly a repetition of the reading lessons of Mallarmé or concrete poetry: the materiality of the medium, the visual and acoustic aspects of language and writing, are of essence for the making of sense.
 
                The media ecology of the poem, however, extends further and is more differentiated. It comprises a multitude of materialities and agencies. The example of a neural network re-writing Swedish modernist poetry illustrates this in exhibiting a transtemporal collaboration between a dead poet, programmers, and software (not to mention printer, publisher, proofreader, et cetera). Accordingly, the poet as source and ultimate point of reference is displaced in such a work. Instead, relationality and interactivity are emphasized. This becomes perhaps more evident when a living poet interacts with a technical agency, such as Ranjit Bhatnagar in his collection Encomials. Sonnets from Pentametron (2018), in which he has collaborated with a bot (Pentametron) that for years trawled Twitter and harvested iambic pentameters that were eventually used to build a database for the sonnets in the book. The resulting poetry cannot, despite the classical verse, be read in an ordinary manner. The interpretation cannot, for instance, fall back on the inner life of an individual as the default mold for meaning production (→ I.5 Lyric Subjectivity), and new modes of understanding – for instance, of voice, desire, and language as more fluid and co-composed phenomena – must be developed instead, as well as a reflection on writing, reading, and knowledge as distributed operations in a digital age.
 
                This ecological insight has affected poetics in other ways, beyond the digital in a narrower sense. Consider, for example, Adam Dickinson’s poetry collection Anatomic (2018), in which he investigates his body’s entanglement with the environment. Dickinson collected samples of urine, blood, feces, and so on, which were sent to a lab for analysis, and the results shaped the poems directly: Language was infiltrated by code and formulas, the forms were sculpted by the hormonal process, text was combined with x-rays and photographs of lab equipment, and so on. Thus, an inter-sensorial and intermedial aesthetics emerged, which corresponds with the intermediations that go on between human and non-human worlds (e.g., bacteria) and which acknowledges being and thinking as relational. The “ecology of the mind” (Bateson 1972) is always interwoven with social, cultural, technical, chemical, and other ecologies (→ IV.12 posthumanism and Poetry in the Anthropocene).
 
                Another, more mundane example of such a poetics is the work Vår plats [Our place] (2016), by Swedish poet Kajsa Sundin, which uses GPS technology and other software in combination with printed matter and sound to create an interactive poetic performance that explores the cultural, social, and material topography of a suburb of Stockholm. Here the reader must get out at specific coordinates and go into the terrain while listening to site-specific sounds, partly emitted by the phone, reading text, and interacting with the milieu to experience the poetic work. In other words, reading as well as interpretation become ecological activities.
 
                From a methodological point of view, the major takeaways from the media ecological approach are then, on the one hand, a heightened attention to and analysis of the material conditions of writing, reading, and distributing poetic work, which not only observes the interplay between different modalities (text, image, sound), but also brings to light the specific affordances of hard- and software as well as the interfaces of reading (whether screen environments, printed books, suburban topographies, or something else). On the other hand, the ecological optic entails understanding that multiple agencies and materialities are at play in these settings. Romantic notions of the poet as individual creator are to be substituted by other models – the poet as media manipulator, as ecological interactivist – but also the reader is dissolved into a web of contingencies, a manifold of readings dependent upon time, place, technical conditions, embodiment, and so on.
 
                There are, however, problematic aspects of the concept of media ecology to be addressed as well; for instance, the risk of a naturalization of notions such as technology, culture, and society that the concept might entail (see Heise 2002), which can, as history shows, pave the way for a precarious politics (see Scholz 2022). But this can also be countered by the observation that today it is critical, within the Anthropocene and in relation to the current climate crisis, to approach and analyze nature as infused by culture and technicity and to think of them together as naturecultures (cf. Latour 1993, 11; Haraway 2003, 1–5) or medianatures (Parikka 2011). Another issue raised is the latent holism in the concept of ecology, which might conceal conflicts and obstruct critical perspectives. These can, however, be acknowledged, if not as essential differences, then as interferences in a weave of relations and as situated creative engagements with local differences and dialogical events (cf. the notion of “diffraction” coined by Karen Barad 2007). Since poetry is a practice that tends to reach for the singular and for differences, the risk of forgetting these for a holistic ideology does not come across as the most urgent matter.
 
               
              
                Media archaeologies of/by poetry
 
                The concept of media ecology, thus, opens passages between different ecologies and heeds to the mixing of media systems (see Fuller 2005). But this spatially inclined understanding, so to speak, also involves temporal transfers and couplings, as was discerned above with the AI rewriting poetry from the 1930s, or in Dickinson’s Anatomic, where the poet finds traces in his blood of industrial chemicals from the postwar years – a transtemporal gift from his mother’s breast milk, as is suggested. This aspect is observed by Goddard when he writes that media ecology can provide “an alternative model of temporality” different from linear historical accounts and, moreover: “If a Guattarian inflected media ecology […] involves transversal passages between multiple ecologies, then this is highly resonant with the nonlinear and heterogeneous project of media archaeology” (2014, 333).
 
                Accordingly, these two approaches supplement each other. If the term ecology primarily evokes spatial associations, media archaeology, conversely, makes one think of past time and history. But the archaeological perspective can also be synchronic and focus on the different material strata of a medium, digging into the machine’s hardware, so to speak, and its determination of the surface effects – an operation epitomized in Kittler’s essay, “Es gibt keine Software” [There is no software] (1993, 225–242). Moreover, a diachronic perspective not only engages the past but is also linked to the present as an optic for historical analysis while at the same time letting old media shed light on the current situation. This trajectory can also be directed toward the coming future and initiate a critical discussion of future pasts (see Oreskes and Conway 2014).
 
                Media archaeology is an eminently interdisciplinary field, finding cues from several disciplines and schools, e.g., film theory, history, comparative literature, and German media theory from Walter Benjamin (2016) to Kittler. Still, some characteristics can be brought up in presenting this “travelling discipline”:
 
                 
                  Media archaeology is introduced as a way to investigate the new media cultures through insights from past new media, often with an emphasis on the forgotten, the quirky, the non-obvious apparatuses, practices and inventions. In addition […] it is also a way to analyse the regimes of memory and creative practices in media culture – both theoretical and artistic. Media archaeology sees media cultures as sedimented and layered, a fold of time and materiality where the past might suddenly be discovered anew, and the new technologies grow obsolete increasingly fast. (Parikka 2012, 3, 15)
 
                
 
                Consequently, media archaeology operates tactically between present and past, relativizes dichotomies such as old/new, and takes a special interest in forgotten routes through the past – in alternative histories and counter-memories (cf. Foucault 1977); it explores multiple and complex temporalities and invites both theoretical work and practical and artistic methods in its investigation of media. For instance, regarding the latter, hands-on work in media archaeological labs, where researchers and artists meet to tinker with old computers, vocoders, video recorders, and so on, has become an important part of the practice.
 
                If media archaeology can be pursued as a method for (re-)writing media history, it can also shed light on the medial aspects of poetry and art. On the one hand, it might be operationalized by critics in their analyses and readings. On the other hand, it has been embraced as a way of doing, a poetics (poiesis, making) among artists and poets. Additionally, both approaches have been energized by the tinkering in the lab, which together with the archive (see Parikka 2012) have emerged as privileged sites and symbols for this kind of knowledge work.
 
                Exemplary of the latter is Ken Hunt’s archival-poetic exploration under the venerable heading The Odyssey (2019), dedicated to the Apollo 11 expedition of 1969. Not only dedicated to, Hunt’s poems have also been shaped by the material archive of the first journey to the moon. Starting from the digitized and recently made available transcriptions of the NASA sound recordings of the expedition, Hunt employs the poetic devices of erasure and spacing to carve out a kind of visual and concrete poetry from these singular conversations, with words spreading out in constellations on the page. The technological present (internet access and software) becomes here a poetic probe that enables an excavation of the past, the future of which is anticipated by the computers and magnetic memories used by NASA in the 1960s expedition. The reader’s multimodal movement across the printed page is, thus, also a journey through various media layers and times, and the experience is both suggestive and sublime (→ III.14 Media Linguistics and Multimodal Studies; III.4 Cultural Memory Studies).
 
                If Hunt investigates recent high-tech history and digital infrastructures and folds them back into the medium of the book, many poets have employed a similar tactic in exploring older archives of written documents on paper. An acclaimed example, adhering to a visual poetics somewhat similar to Hunt’s, is M. NourbeSe Philip’s Zong! (2008), which returns to the judicial documents that declared the massacre of hundreds of Africans on the slave ship Zong in 1781 to be legal and transforms this material into an audiovisual poem of suppressed voices from the past, floating across the pages. Another work that operates in the same vicinity – formally and thematically – is Caroline Bergvall’s Drift (2014; see Nykvist 2023), which uses materials ranging from medieval libraries and Icelandic sagas to GPS data from refugees trying to cross the Mediterranean and enter Europe. In both of these cases, the excavation of archives makes possible an enfolding of different times, places, and languages, and the staging of histories that the official accounts neglect. That such a poetics can be further enriched by current media devices is underscored by the stage performance of Drift, in which Bergvall’s reading has been densified by electronic text projections and sounds.
 
                These examples – and they can be multiplied – show how twenty-first-century poetry digs into material media archives to reimagine past, present, and future. In combining different modalities (text, image, voice) and contrasting different media technologies (printed document, book, sound recording, digital device, and network) they also juxtapose different times, redeem forgotten voices, and problematize linear histories; they activate relations between places and powers while historicizing the present, and they situate media as always embodied and performed – all of which resonates with ambitions of media archaeology.
 
                This poetics can, thus, set an example for the critic approaching contemporary poetic work. For instance, when encountering a contemporary phenomenon such as barcode poetry – see Kyle Flemmer’s (2021) playful poems with the barcode as formal template – it is easy to link this aesthetic to an avant-garde tradition of visual poetry. But the media archaeologist could add that this kind of transfer into a book of a pattern encoded for machine reading defamiliarizes a banal form of supermarket information processing while also historicizing the practice and reminding the reader of its material embedding (countering the imminent tendency to de-materialize data). In other words, the barcode as a node in a technical assemblage based on scanning is displaced and instead linked to the phenomenological gaze and interpretative activity of a human agent. It is an operation that introduces other rhythms of reading and reconfigures the aesthetic experience in line with the increased intermediation between man and machine in a “regime of computation” (cf. Hayles 2005, Ch. 1).
 
                If barcode poetry might appear a rare thing, a similar observation and method can also be pursued in the numerous cases of poetry where elements from a digital interface are transferred to a book – ranging from the usage of screenshots of e-mails and webpages on the printed page to the employment of menus and lists as poetic techniques or the usage of algorithms as compositional devices. By exploring, in this way, differences and similarities between media technologies and practices, the conditions for representation and experience, as well as, potentially, alternative modes of thinking, acting, and being, can be evoked.
 
                Such an archaeological gaze can also be turned in the other direction, toward the screen and its remediations (cf. Bolter and Grusin 1999) of books and paper-based literary conventions. These remediations can also be much more creative than the standard e-book produced to familiarize the digital interface. A good example is Johannes Heldén’s and Håkan Jonson’s e-poetry in Evolution (2013), which brings a “bookish” template (Pressman 2020) to the screen to perform a poetic media archaeology (cf. Olsson 2016) that excavates the aesthetic and technical conditions for codex-based as well as digital literary work, including a playful reconsideration of authorship by letting an “AI,” or algorithm, rewrite the previous poetic oeuvre of Heldén (→ IV.11 AI Creativity and Poetry). In addition, in Evolution the printed book, published the year after, the code for the electronic work is presented together with collections of data relevant for Heldén’s poetry (e.g., about environment and climate) and essays on the project (Heldén and Jonson 2014). Accordingly, the intermedial layers and entanglements of different agencies and materialities are further complexified (for a thorough analysis of this work, see Rustad 2023, Ch. 3).
 
                Evolution comes across as a pedagogical example of how a media archaeological impulse can shape a poetic work and its readings, through the interlacing of writing and reading modes for the book and the screen and by implicating a nexus of histories, places, and times. Furthermore, in challenging certain notions of creativity, individuality, and humanism – by being a collaborative endeavor and by interacting with an algorithm as well as with the reader, who can change the pace of the poem on screen – a media ecological approach is called for in discussing questions about experience and agency as well as broader issues concerning history, ethics, and politics. Evolution is, thus, also a reminder of how the two concepts and perspectives presented here often come together as a pair.
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                Defining digital humanities
 
                Digital Humanities means different things to different people and operates in a variety of ways. The term can signal interdisciplinary collaboration but can also spark skepticism or scorn. It can reference innovative practices or fundraising efforts. It can signify institutional support for co-authorship, process over product, and digital outputs in ways that might threaten long-held disciplinary modes of assessing humanities research and determining faculty promotions. For all of these reasons, and many more, efforts to define “digital humanities” have taken up pagespace and conference panels for nearly two decades (see Schreibman et al. 2004; Svensson 2010), even as the referent behind the term has changed (see Liu 2013, 2017, and the University of Minnesota Press series Debates in the Digital Humanities). Digital Humanities (DH) is a slippery term, and that ambiguity is part of its staying power.
 
                Definition is, thankfully, not this article’s goal. This is an essay about what DH can do for the study of poetry. It frames DH as an important paradigm and set of practices for the study and appreciation, as well as the analysis and archiving, of poetry. It argues that poetry in the digital age needs DH because poetry in the digital age is created, distributed, and/or received – or, perhaps, all three – in digital formats and contexts. This material fact demands and deserves critical attention. Moreover, DH offers creative-critical tools, techniques, and practices – including a privileging of collaboration and experimentation, a focus on process and project-based work – that can extend the study and analysis of poetry. This article is thus intended as an introduction and a research overview for students and scholars of poetry in a digital age.
 
                Many histories, definitions, and assessments of DH focus on the computational and technological, the “digital” aspect of the title. DH is often aligned with computational corpus analysis, big data, and distant reading, an alignment secured by the pioneering publication A Companion to Digital Humanities (see Schriebman et al. 2004), which locates the origins of DH in Humanities Computing and in Father Roberto Busa’s efforts to create a computational concordance to all of the words in the works of St Thomas Aquinas (see Hockey 2004).
 
                Alternative histories offer different paradigms for DH and its relationship to poetry. For example, taking a perspective of literary studies, and particularly of born-digital literature – literature made on the computer and meant to be read on the computer, wherein the computational practices are a meaningful part of the poetics – enables the “humanities” part of the term to come to the foreground (→ II.6 Digital Poetry). Tara McPherson traces DH back to a genealogy of experimental artistic practices rather than “experiments in text markup” (2018, 14) and, in so doing, situates the emergence of DH in the realm of design and social activism. McPherson suggests a shift in understanding DH, “at least partially away from a focus on massive datasets, on text mining, and on the connection of the digital humanities to the sciences in order to mine the relations between the digital, the arts, and more theoretically inflected humanities traditions” (2018, 13). This reorientation is fundamental to understanding how DH is necessary to the study of poetry in a digital age, for it presents DH as always already part of the history of creative practices and digital poetics.
 
               
              
                Infrastructural imaginaries
 
                One more caveat to defining DH: It has different histories and timelines of development, often dependent upon location (geographic and institutional). Efforts to define DH permeated publications and discourses on the topic in the United States around 2010, in part because as DH grew and expanded, it was enfolded into academic institutions and vital funding infrastructures. The National Endowment for the Humanities in the U.S. established a specific arm of funding devoted to DH, The Office of Digital Humanities, in 2008. DH discourse from this period is epitomized by the language of “big tent” (cf. Svensson 2012), an effort to pitch a wide enough tent to encompass everyone, and reflects attempts to defend or ward off critiques of DH by insisting that “Digital Humanities is an extension of traditional knowledge skills and methods, not a replacement of them” (Burdick et al. 2012, 16). DH pioneer Alan Liu (see 2013) offered a different rhetorical approach when he suggested that all humanities work in the digital age is now just DH.
 
                DH is about developing new methods to pursue traditional humanities research questions and extend practices while supporting collaboration, experimentation, and process-oriented work that suits an emergent and networked “convergence culture” (Jenkins 2006). What is new about DH is not just new media but also a reflexive awareness of and critical attention to how media (new and old) inform and shape the production, distribution, and reception of knowledge work and, yes, poetry. Such recognition includes attention to infrastructures that support new modes of working (collaboratively, creatively, and with a focus on process) and publishing (multimedia, multimodal, networked, streaming, etc.). Such infrastructures include archives and labs, labor equity protocols and algorithms, making infrastructure itself a necessary site of focus and critique for DH; hence, “critical infrastructure studies” is a central topic and aspect (Liu 2017).
 
                To understand how DH illuminates and depends upon infrastructures, consider the case study of a specific DH initiative: the Digital Humanities at San Diego State University (SDSU). Since 2014, SDSU has been building a Digital Humanities initiative from the ground up, a faculty-based movement organized around a particular paradigm and practice of DH: “‘Digital Humanities’ describes efforts to study digital technologies and culture, employ computational practices in research and teaching, and reflect upon the impact of the digital” (dh.sdsu.edu). This definition is focused on action verbs that shift the focus of DH away from projects or grants or even technology and toward efforts to study, employ, and, most importantly, promote reflection that leads to analysis, interpretation, and critique of the digital. The Debates in Digital Humanities volume People, Practice, Power: Digital Humanities Outside the Center details the strategies employed to build a DH initiative at SDSU that privileges people, community, and intellectual connection over computation, technology, and single-funded project management models (see Lach and Pressman 2022). Taking seriously what Lisa Parks calls infrastructural imaginaries, “ways of thinking about what infrastructures are, where they are located, who controls them, and what they do” (2015, 356), means using the strengths of DH to support, examine, and build infrastructures – networked systems of cables, servers, middleware, interfaces that undergird knowledge production in digital contexts, etc. – while also privileging and foregrounding the human aspects of collaboration and care. “A real risk,” Patrik Svensson warns, is “that new humanities infrastructures will be based on existing infrastructures, often filtered through the technological side of the humanities or through the predominant models from science and engineering, rather than being based on the core and central needs of the humanities” (2015, 335). For this reason, DH at SDSU privileges traditional humanistic thinking, particularly media studies, to build a DH that is not only technologically-enhanced humanities work but also a humanities-informed mode of thinking reflexively about the very practices of knowledge work and creative production in a digital ecology.
 
                This founding commitment was based upon the context and very real infrastructures of SDSU being a large, public university located seventeen miles from the U.S./Mexico border and serving a very diverse population. DH at SDSU was imagined as a social equity project, a way of sharing critical digital literacy, creative-making as critique, and collaborative public-humanities projects with a student population entering an emergent digital workforce. According to the literary scholar and DH advocate Cathy Davidson, there is “a mismatch between the age we live in and the institutions we have built for the last 120 years” (2011, 6). This is especially true of educational institutions. This “mismatch” illuminates and “requires a new form of attention and a different style of focus that necessitates both a new approach to learning and a redesign of the classroom and the workplace” (Davidson 2011, 10). Literary scholar N. Katherine Hayles argues, “we are in the midst of a generational shift in cognitive styles that poses challenges to education at all levels, including colleges and universities” (2007a, 187). DH supports efforts to revamp higher education for a digital world, and SDSU’s particular bent towards DH as a means for social equity requires recognition that DH is not just about technology and big data but about humans, the humanities, and the means of mediation that facilitate both.
 
                We know, at least since Marshall McLuhan (1967), that the tools and technologies we use, in turn, shape us. Important scholarship in → III.15 Media Ecology and Media Archaeology aspects of DH has explored, for example, how word processing software informs literary production and poetics (see Kirschenbaum 2016) and how internet search engines encode human biases (see Noble 2018; Benjamin 2019). Digital technologies are not neutral, which is why as postcolonial DH scholar Roopika Risam writes: “Postcolonial digital humanities is grounded in these theories of embodiment within new media, addressing how questions of race, ethnicity, gender, power, and neocolonialism inflect the practices of digital humanities” (2019, 37). DH practices and projects can be mobilized and maneuvered to promote social equity and postcolonial inquiry, to recognize ingrained ideologies in archives and academic practices, and then to seek new paths and paradigms (→ III.5 Postcolonial Studies).
 
                Part of this intentional use of DH as strategy depends upon, as mentioned earlier in this article, recognizing alternative definitions and genealogies for DH. The subtitle of Tara McPherson’s book, cited earlier, is Difference + Design, and this phrase signals an important promise of DH. McPherson writes, “digital media were born as much of the Civil Rights era as of the Cold War (and of course these eras are one and the same)” (2018, 106). Foregrounding historical and political context as foundation for digitality illuminates how DH can mobilize cultural studies as well as computational processing (→ III.2 Cultural Studies and Literary Sociology), towards social action and activism (→ II.8 Political and Activist Poetry). Like McPherson, Risam writes a genealogy of DH that steers away from big data and computation to instead show that DH arrived “in a similar register as the arrival of postcolonial studies” (2019, 25). The convergence is, for Risam, not just serendipitous but synchronically substantive. She argues that DH is a powerful toolset for doing postcolonial work because the collaborative, creative-critical practices and uses of archives, visualization techniques, and more are “not only scholarly practices but are also survival practices” (Risam 2019, 46). Specifically, “designing new workflows and building new archives, tools, databases, and other digital objects that actively resist reinscriptions of colonialism and neo-colonialism” (Risam 2019, 4). Rather than just numbers and data, machines and project management, DH means paying attention to formats, platforms, and power structures. For literary studies, and the study of poetry in particular, this means that DH supports focusing attention on the entanglement between content, form, and format. A DH approach recognizes how poetry is both product and process, material object and media form that depends upon and illuminates cultural, historical, and technological contexts and infrastructures.
 
               
              
                Electronic literature as DH
 
                Electronic literature is a particularly relevant and rich site for exploring how and why the study of poetry in the digital age requires DH. The intersection and even convergence of electronic literature and DH has recently been explored in scholarly volumes (see Grigar and O’Sullivan 2021), but the history and thinking behind this argument spans decades. In the early days of digital poetics and literary criticism, Hayles – a pathbreaker in scholarship on electronic literature – showed how digital textuality is distinctly different than print and requires emergent paradigms and practices. In her book Writing Machines, Hayles argues, “Materiality of the artefact can no longer be positioned as a subspecialty within literary studies; it must be central, for without it we have little hope of forging a robust and nuanced account of how literature is changing under the impact of information technologies” (2002, 19). She coins the term technotext to describe a text that references its own materiality and calls for attention to it: “When a literary work interrogates the inscription technology that produces it, it mobilizes reflexive loops between its imaginative world and the material apparatus embodying that creation as a physical presence” (Hayles 2002, 25). Hayles introduces a methodology of close reading that is attentive to media format as well as form and content and makes media-specific analysis (MSA) a vital perspective for analyzing poetry, whether that poetry is born-digital or not (see 2004). Taking a cue from McLuhan, Hayles argues that “digital media have given us an opportunity we have not had for the last several hundred years: the change to see print with new eyes, and with it, the possibility of understanding how deeply literary theory and criticism have been imbued with assumptions specific to print” (2002, 33). Here is an invitation to reassess what we understand as “print” and also the ways in which literary criticism is a print-based practice. To address digital literature, methods of literary studies need an update; but, the implications of this recognition go beyond born-digital poetry. The digital demands a “comparative and media focused” practice, for
 
                 
                  [a]s the era of print is passing, it is possible once again to see print in a comparative context with other textual media, including the scroll, the manuscript codex, the early print codex, the variations of book forms produced by changes from letterpress to offset to digital publishing machines, and born-digital forms such as electronic literature and computer games […]. (Hayles and Pressman 2013, vii)
 
                
 
                A decade ago, a special issue of Digital Humanities Quarterly titled “The Literary and/as Digital Humanities” suggested the inseparability of literary studies and DH. That is because “English departments, the institutional homes of literary studies, have been fundamental to the development of much of the content that constitutes the emerging canon of digital humanities research” (Pressman and Swanstrom 2013, n.p.) but also because, the conjunction of the literary and the digital humanities produce a rich set of provocations: What kind of scholarly endeavors are possible when we think of the digital humanities as not just supplying the archives and data-sets for literary interpretation but also as promoting literary practices with an emphasis on aesthetics, on intertextuality, and writerly processes? What kind of scholarly practices and products might emerge from a decisively literary perspective and practice in the digital humanities? (cf. Pressman and Swanstrom 2013)
 
               
              
                Critical code studies and cultural analytics
 
                These provocations are still in play for considering poetry in the digital age. There are many critical methodologies under the umbrella of DH’s big tent that are of interest and assistance to those studying poetry in the digital age, and this essay now moves to discuss two DH methodologies – critical code studies (CCS) and cultural analytics (CA) – that can be harnessed to analyze digital poetry by turning to Reading Project: A Collaborative Analysis of William Poundstone’s Project for Tachistoscope {Bottomless Pit}, a book co-authored by Jessica Pressman and two pioneers of CCS and CA, Mark C. Marino and Jeremy Douglass (2015), that is an experiment in literary criticism that shows how DH matters for analyzing contemporary poetry.
 
                Reading Project focuses on a single work of born-digital literature – William Poundstone’s Flash-based Project for Tachistoscope {Bottomless Pit} (2005) – and pursues a collaborative, braided analysis written by three co-authors who each focus on a different aspect of the work and employ different methodologies to do so: onscreen aesthetics and adapted literary close reading of Poundstone’s Flash-based and flashing poetics (Pressman), CCS of the programming code and Flash files (Marino), and a series of visualizations from the primary text in the mode of CA (Douglass) that Douglass developed with Lev Manovich (see 2020). The resulting collaboration demonstrates how computational poetry rewards interdisciplinary approaches and how primary facets of DH work – collaboration, process, creative-critical and digital-dependent practices – can serve the aim of traditional literary criticism: aesthetic interpretation.
 
                In Reading Project, Marino performs CCS, the practice of interpreting the meaning of computer source code (→ II.6 Digital Poetry). CCS is grounded in the understanding that computer code is writing, and that writing has rhetorical and historical practices, paratexts and unintended consequences, and, yes, poetics. Marino wrote a manifesto for CCS in 2006: “I am proposing that we can read and explicate code the way we might explicate a work of literature in a new field of inquiry that I call Critical Code Studies (CCS)” (2006, n.p.); he followed this up with the definitive and titular book, Critical Code Studies, published by MIT Press in 2020. CCS “is an approach that applies critical hermeneutics to the interpretation of computer code, program architecture, and documentation within a socio-historical context” and “like literary analysis, CCS is an interpretive process rather than an instrumentally proscriptive or solely descriptive process” (Marino 2006, n.p.). CCS depends upon the use of digital tools and technologies in order to pursue traditional humanities, and distinctly literary, interpretation; it is a DH method.
 
                CCS is vital to critical analysis of digital poetry because born-digital poetry is made of code. Digital poetry operates through the translation of programming codes and languages, with the computer operating as collaborator and even “co-cognizer,” to use Hayles’ term (2017, 30–33), in the poetic process. The implications of this recognition, that the computer is collaborator in the production and reception of poetry, are multiple and manifold. This is true not only of digital poetry, wherein the computer translates the code to produce content onscreen, but also, → II.1 Printed Poetry. “In the contemporary era, both print and electronic texts are deeply interpenetrated by code,” Hayles writes, so that “print is more properly considered a particular output form of electronic text than an entirely separate medium” (2007b, 5). Most poets writing today, even poems that will eventually appear on a printed page, use digital technologies to do so. In other words, poetry in the digital age operates through computer code, a material fact deserving of attention and analysis. Further, regardless of final format for reception, if a poem is accessed via a digital platform (e.g. YouTube, Instagram, Amazon.com, etc.), it contains digital metatags and paratexts that inform its reception. Since the production, reception, and study of poetry today depend upon digital networks and code, CCS is a powerful tool for reading and understanding poetry in and of our digital age.
 
                In Reading Project, Douglass practices CA, a term that describes various efforts to use big data methods for organizing and visualizing cultural data – images, objects, and artifacts – in ways that make the corpus visible, meaningful, and ready for interpretative acts. Douglass employed some of these methods to analyze Poundstone’s Flash-based poem, including a video recording of a playthrough of the work later displayed in a “montage” view that allowed one to see the flashing film as a static image. He also adapted the video into a three-dimensional object upon which he then applied filters, using software employed to analyze 3-D brain scans; the practice transformed and illuminated attributes of Poundstone’s text that the reader would not otherwise have seen. This allowed viewing the work differently and, thus, new interpretations of it. For example, Douglass’ visualizations exposed the fact that Poundstone’s literary work about a bottomless pit that opened in and transformed the surrounding landscape of the American Midwest constrains all of its visual action – flashing text, image, and image-text – to the center of the screen. The screen thus not only displays the story of a bottomless pit but also metaphorically and allegorically becomes the pit. This design aesthetic presents all flashing content in a way that produces a bottomless pit of readerly attention and invites critical attention to media technologies designed to focus and train attention, like the tachistoscope (referenced in the work’s subtitle, “Project for Tachistoscope”). The resulting images produced by Douglass’ CA are themselves acts and forms of interpretation – especially when one considers the parameters, decisions, and activities involved in producing the image. The images are then themselves available for further interpretation, even close reading. Douglass’ CA images serve as examples of what Franco Moretti calls distant reading – a “quantitative approach to literature” (2005, 4) that shifts critical attention from texts to models. “A good map is worth a thousand words, cartographers say,” Moretti writes, “and they are right: because it produces a thousand words: it raises doubts, ideas. It poses new questions, and forces you to look for new answers” (2007 [1997], 3). Douglass’ CA images are maps of Poundstone’s digital poetry, images that offer new ways of navigating and interpretating the work’s poetics. This DH process is also an act of creative-critical interpretation that supports and extends the analysis of poetry.
 
               
              
                Conclusion
 
                This article offered ways of understanding how DH can support the study of poetry using computational practices, collaborative and process-driven perspectives, and an attention to infrastructures (of media and power). DH prompts us to think about the media of literature, broadly and historically, and to explore the materialities and platforms that encompass and enable poetry. A DH approach can reveal the importance of art, narrative, and performativity in digital genealogies, contexts, and practices that might seem more scientific, computational, and technological (see McPherson 2018).
 
                DH can also serve to illuminate the marginal, forgotten, and invisible actors in the production, reception, and distribution of poetry – bringing to the fore postcolonial perspectives and new archival practices (see Risam 2019) and also a reconsideration of the relationship between human and non-conscious cognizers (see Hayles 2017). Some of the goals and possibilities of using DH to approach poetry include examining the wide and ever-emerging varieties of practices that constitute reading, writing, and translation; attending to archival practices, digital obsolescence, and media archaeology; teaching critical digital literacy; and demanding attention to material textualities and embodiment, broadly construed.
 
                “Media determine our situation,” Friedrich Kittler famously stated (1999 [1986], xxxix). Updating Kittler’s adage, W. J. T. Mitchell and Mark B. N. Hansen write, “Rather than determining our situation, we might better say that media are our situation” (2010, xxii). Our current situation is that we read and write more often on and through computers than otherwise. Literature and poetry have largely moved online, as have poetry readings, reviews, and other parts of the literary process and experience. Simply put, digital technologies and practices shape poetry in the digital age. Recognizing how our literary culture is already digital means recognizing how the study of contemporary poetry requires a DH perspective and practice. When printed poetry is created on computers, distributed via digital networks, and read on digital devices, the study of poetry needs to adjust to what it means to think about poetry, literary studies, and the humanities more broadly as part of digital humanities. Understanding that DH is not just about technologies but about how we read, use, and critique can offer ways of recalibrating the relationship between poetry and the digital. Hopefully this article helps the reader see their own work and interests in the emergent constellation of practices that fall under the often-off-putting term “Digital Humanities” and to imagine new pursuits in thinking about and through poetry in the digital age.
 
               
            
 
             
               
                References
 
                Benjamin, Ruha. Race after Technology: Abolitionist Tools for the New Jim Crow. Cambridge, UK: Polity, 2019. →
 
                Burdick, Anne, Johanna Drucker, Peter Lunenfeld, Todd Presner, and Jeffery Schnapp. Digital Humanities. Cambridge, MA: MIT Press, 2012. →
 
                Davidson. Cathy. Now You See It: How the Brain Science of Attention Will Transform the Way We Live, Work, and Learn. New York: Viking Press, 2011. →
 
                Grigar, Dene, and James O’Sullivan (eds.). Electronic Literature as Digital Humanities: Contexts, Forms & Practices. New York: Bloomsbury Open, 2021. →
 
                Hayles, N. Katherine. Writing Machines. Cambridge, MA: MIT Press, 2002. →
 
                Hayles, N. Katherine. “Print is Flat, Code is Deep: The Importance of Media-Specific Analysis.” Poetics Today 25 (2004): 67–90. 
 
                Hayles, N. Katherine. “Hyper and Deep Attention: The Generational Divide in Cognitive Modes.” Profession 1 (2007a): 187–199. 
 
                Hayles, N. Katherine. Electronic Literature: New Horizons for the Literary. Notre Dame: University of Notre Dame Press, 2007b. 
 
                Hayles, N. Katherine. Unthought: The Power of the Cognitive Nonconscious. Chicago: University of Chicago Press, 2017. →
 
                Hayles, N. Katherine, and Jessica Pressman. “Making, Critique: A Media Framework.” Comparative Textual Media: Transforming the Humanities in the Postprint Era. Minneapolis: University of Minnesota Press, 2013. xii–xxxiii. →
 
                Hockey, Susan. “The History of Humanities Computing.” A Companion to the Digital Humanities. Ed. Susan Schreibman, Ray Siemens, and John Unsworth. New York i.a.: Wiley-Blackwell, 2004. →
 
                Jenkins, Henry. Convergence Culture: Where Old and New Media Collide. Cambridge, MA: MIT Press, 2006. →
 
                Kirschenbaum, Matthew G. Track Changes: A Literary History of Word Processing. Cambridge, MA: Harvard University Press, 2016. →
 
                Kittler, Friedrich. Gramophone, Film, Typewriter. Trans. Geoffrey Winthrop-Young and Michael Wutz. Palo Alto: Stanford University Press, 1999 [1986]. 
 
                Lach, Pamella, and Jessica Pressman. “Digital Infrastructures: People, Place, and Passion – a Case Study of San Diego State University.” People, Practice, Power: Digital Humanities Outside the Center – Debates in the Digital Humanities. Ed. Anne B. McGrail, Angel David Nieves, and Siobhan Senier. Minneapolis: University of Minnesota Press, 2022. 189–201. →
 
                Liu, Alan. “The Meaning of the Digital Humanities.” Publications of the Modern Language Association of America 128.2 (2013): 409–423. a, b
 
                Liu, Alan. “Toward Critical Infrastructure Studies: Digital Humanities, New Media Studies, and the Culture of Infrastructure.” Talk. Storrs: University of Connecticut, February 23, 2017. a, b
 
                Manovich, Lev. Cultural Analytics. Cambridge, MA: MIT Press, 2020. →
 
                Marino, Mark C. “Critical Code Studies: A Manifesto.” Electronic Book Review. 2006. https://web.archive.org/web/20180902101351/https://electronicbookreview.com/essay/critical-code-studies/. →
 
                Marino, Mark C. Critical Code Studies. Cambridge, MA: MIT Press, 2020. https://doi.org/10.7551/mitpress/12122.001.0001. 
 
                McLuhan, Marshall, and Quentin Fiore. The Medium is the Massage: An Inventory of Effects. New York: Bantam Books, 1967. →
 
                McPherson, Tara. Feminist in a Software Lab: Difference + Design. Cambridge, MA: Harvard University Press, 2018. →
 
                Mitchell, W. J. T., and Mark B. N. Hansen. “Introduction.” Critical Terms for Media Studies. Ed. W. J. T. Mitchell and Mark B. N. Hansen. Chicago: University of Chicago Press, 2010. vii–xxii. 
 
                Moretti, Franco. Graphs, Maps, Trees. New York: Verso, 2005. 
 
                Moretti, Franco. Atlas of the European Novel 1800–1900. New York: Verso, 2007 [1997]. 
 
                Noble, Safiya Umoja. Algorithms of Oppression: How Search Engines Reinforce Racism. New York: NYU Press, 2018. →
 
                Parks, Lisa. “‘Stuff You Can Kick’: Toward a Theory of Media Infrastructures.” Between Humanities and the Digital. Ed. Patrik Svensson and David Theo Goldberg. Cambridge, MA: MIT Press, 2015. 355–375. 
 
                Pressman, Jessica, Mark C. Marino, and Jeremy Douglass. Reading Project: A Collaborative Analysis of William Poundstone’s Project for Tachistoscope {Bottomless Pit}. Iowa City: University of Iowa Press, 2015. →
 
                Pressman, Jessica, and Lisa Swanstrom. “The Literary and/as Digital Humanities.” Digital Humanities Quarterly 7.1 (2013) http://www.digitalhumanities.org/dhq/vol/7/1/000154/000154.html (May 30, 2024). a, b
 
                Poundstone, William. Project for Tachistoscope {Bottomless Pit}. 2015. https://collection.eliterature.org/1/works/poundstone__project_for_tachistoscope_bottomless_pit.html (May 30, 2024). 
 
                Risam, Roopika. New Digital Worlds: Postcolonial Digital Huminites in Theory, Praxis, and Pedagogy. Evanston: Northwestern University Press, 2019. a, b, c
 
                Schreibman, Susan, Ray Siemens, and John Unsworth. “The Digital Humanities and Humanities Computing: An Introduction.” A Companion to the Digital Humanities. Ed. Susan Schreibman, Ray Siemens, and John Unsworth. New York i.a.: Wiley-Blackwell, 2004. a, b
 
                Svensson, Patrik. “The Landscape of Digital Humanities.” Digital Humanities Quarterly 4.1 (2010). http://digitalhumanities.org:8081/dhq/vol/4/1/000080/000080.html (May 30, 2024). →
 
                Svensson, Patrik. “Beyond the Big Tent.” Debates in the Digital Humanities. Ed. Matthew Gold. Minneapolis and London: University of Minnesota Press, 2012. 36–72. →
 
                Svensson, Patrik. “The Humanistiscope – Exploring the Situatedness of Humanities Infrastructure.” Between Humanities and the Digital. Ed. Patrik Svensson and David Theo Goldberg. Cambridge, MA: MIT Press, 2015. 337–354. 
 
               
            
 
           
        
 
      
      
        
        
 
         
          Part IV: Current Debates
 
        

         
           
             
              IV.1 Poetry Performance between Liveness and Mediatization
 
            

             
              Henrik Wehmeier 
              
 
            
 
             
              “What is live? Everything.” This advertising slogan on the homepage of the live-streaming platform Twitch presents a simple answer to a discussion that has occupied performance studies and cultural studies for at least thirty years: What role does live performance play in an increasingly mediatized society? Is the live performance, characterized by the copresence of performer and audience in a shared performance space, a refugium against ever-expanding digitalization – or are we succumbing to a false dichotomy here? A look at the current landscape of poetry performance reveals a variety of forms and practice – poetry is performed live, live streamed, generated live (for example by scripts and algorithms), and recorded and then played live. Nevertheless, the distinction between liveness and mediatization is considered important, as section one of this article will show. At the same time, this dichotomy is facing challenges from disciplines like television and media studies (section two). Taking the Neonfische poetry festival as an example, section three will demonstrate that liveness must be differentiated on various levels in order to describe the complex relationship between liveness and poetry performance in a mediatized society.
 
              
                Performing liveness
 
                Performance studies research has often emphasized that live performances have specific qualities that cannot be mediatized (cf. Phelan 2006, 146). Most prominently, Peggy Phelan attributes to liveness qualities such as ephemerality and singularity, which she sets in opposition to the (capitalist) logic of reproduction that she associates with media. Liveness is thus ascribed a political and ethical dimension. As Steven Dixon points out, live performance in Phelan’s conception functions as a “barricade” against the increasing dominance of mass media and technological capitalism (cf. Dixon 2007, 125). Thus, in Phelan’s view, only performances are capable of representing without reproducing, which gives them a potential for social critique – performance clogs the smooth machinery of reproductive representation necessary for the circulation of capital (cf. 2006, 148).
 
                A similar structure of argumentation can be found in the theory of performativity presented by Erika Fischer-Lichte, who, however, emphasizes the simultaneous presence of spectators and performers that “enables and constitutes performance” (cf. 2008, 32; III.10 Performance and Theater Studies). Copresence, she argues, creates a “self-referential and ever-changing feedback loop,” making performances unpredictable and spontaneous to a certain degree (Fischer-Lichte 2008, 38). In this way, performances are described as events in which a performative, rather than representational, aesthetic dominates: “The performance’s aestheticity is manifested in its nature as event – the spectators respond to what they perceive just as the actors react to perceived audience responses and behavior patterns” (Fischer-Lichte 2008, 162). Fischer-Lichte uses the concept of performativity to describe reality-constituting and self-referential perception that takes an anti-representational perspective on materiality:
 
                 
                  Materiality, signifier, and signified coincide in the case of self-referentiality. Materiality does not act as a signifier to which this or that signified can be attributed. Rather, materiality itself has to be seen as the signified already given in the materiality perceived by the subject. (Fischer-Lichte 2008, 141)
 
                
 
                These abstract considerations can be substantiated, for instance, by looking at the example Fischer-Lichte uses of the performance Lips of Thomas (1975) by Marina Abramović, in which the artist injures herself. Fischer-Lichte argues that the act of self-injury not only functions as a representational sign but simultaneously addresses in its performative dimension the corporeality of the copresent spectators and demands that they take an ethical stance (cf. 2008, 170). In the field of literary performance, such practices are rare; one prominent example from the German-speaking region was when author Rainald Goetz’s harmed himself at the 1983 Festival of German-Language Literature in Klagenfurt. Goetz, heavily influenced by subcultures like punk, cut his forehead with a razor blade while reading a fictional text about self-harm. In Fischer-Lichte’s terminology, performing self-injury in front of an audience creates a feedback loop: It affects the audience, the performer responds to its feedback, and the audience, in turn, responds again. This (extreme) example is thus exemplary of the situation of copresence that is significant for live events; in the analysis of live performance, the live event’s singular and situational conditions must be taken into account (cf. Benthien 2013, 286), which is why the interactions between performer, spectator, and space must be considered in their own specific dynamics. Thomas Kling, for example, performed his poems in the 1990s in a loud voice, almost shouting, for instance, while performing his poem “di zerstörtn. ein gesang,” which deals with the horrors of the First World War (cf. 2015). This kind of poetry performance, which highlights the embodiment of the voice and risks the health of the performer, is thus meant to create an intense relationship between performed poem, performer, and spectator in order to emphasize the eventfulness of liveness.
 
                The connection between liveness and eventfulness has been influential in German-language academic discourse (see Gumbrecht 2007; Mersch 2010) and continues to have a strong impact on the study of poetry performance (cf. Bers and Trilcke 2017, 35–36; → II.2 Live Oral Poetry). In her study on poetry readings, Anja Utler refers to the performative turn that has foregrounded the unique “presence” of live (poetry) performances (cf. 2016, 14). Likewise, Frieder von Ammon, in his study on the “re-musicalization” and “re-performatization” of poetry, derives his concept of performance from Fischer-Lichte’s theories, highlighting aspects such as singularity and copresence (cf. 2018, 197). In reference to the works of Ernst Jandl, von Ammon also explains that poetry performance has not only been influenced by the performative turn but has also reinforced it (cf. 2018, 233). At the same time, however, there are more skeptical perspectives. Reinhart Meyer-Kalkus, for instance, criticizes Fischer-Lichte’s concept of the feedback loop for attributing too much agency to the audience (cf. 2020, 26–27). Furthermore, Jörg Döring has shown in his empirical study that poetry readings are only partially characterized by singularity, since paratexts – like an author’s own commentary on his or her poems – often remain identical in different readings; they are not spontaneous but stem from the author’s routine (cf. 2018, 88–89).
 
                The interconnection between liveness and performative eventfulness has wide-ranging consequences for investigating the mediatization of poetry performed live. For Fischer-Lichte, this performative eventfulness cannot be mediatized – media can only simulate the effects of presence, but not presence in the sense of the performative qualities outlined here (cf. 2008, 100). Likewise, Anna Bers argues that there are fundamental differences between live poetry performance and mediatized poetry performance (for example, on an online live stream). Bers emphasizes with Fischer-Lichte the copresence and unpredictability of live performance and characterizes online communication as something that is distanced and controllable (cf. 2021, n.p.). And she goes even further in her arguments by claiming that mediatization causes the voice to lose its performative eventfulness, thus also losing its transgressive and subversive potential (cf. Bers 2021, n.p; other researchers contend, however, that this eventfulness is not lost in the process of mediatization; cf. Benthien 2013, 293; Kolesch 2006, 49). This ultimately repeats the same structure of argumentation that Phelan already pointed out: Ontological properties are ascribed to liveness, to which, in strict distinction to mediatization, either socio-critical functions or a unique performative aesthetic is attributed.
 
               
              
                Debates about liveness vs. mediatization
 
                Philip Auslander criticizes the dichotomy of liveness and mediatization in his influential book Liveness: Performance in a Mediatized Culture (2008). Auslander wants to show that the term liveness only gains meaning against the backdrop of mediatization: “Prior to the advent of those technologies (e.g., sound recording and motion pictures), there was no such thing as ‘live’ performance, for that category has meaning only in relation to an opposing possibility” (2008, 356). Even more fundamentally, Auslander wants to show – and here he explicitly opposes Phelan’s approach – that liveness is a historically contingent concept, which is why the meaning and practice of live performance can only be considered in relation to its specific cultural contexts (cf. 2008, 184). In this way, Auslander argues that live performance and media content cannot be distinguished using the dichotomy of liveness and mediatization. Rather, both conditions merged with the advent of mass media: Early television adapted the liveness of theatrical performance, while today’s live events strongly rely on mediatization and orient themselves on media aesthetics. One example from the field of poetry was Kinga Tóth’s poetry performance at the Poesia Concreta Festival in Rome 2018, where she used visual projections as well as sound mixers to distort her voice. Auslander thus counters Phelan’s ontological attributions by placing an emphasis on the reflection on the context-specific modes of use: “Repetition is not an ontological characteristic of either film or video that determines the experiences these media can provide, but a historically contingent effect of their culturally determined use” (Auslander 2008, 51). Accordingly, for Auslander, aspects such as community building and singularity are not bound to liveness per se but are to be examined in terms of reception: “The emerging definition of liveness may be built primarily around the audience’s affective experience” (2008, 62).
 
                The concept of liveness has also been widely discussed in television and media studies. For Dino Ge Zhang, liveness represents one of the “anchors” of television studies, although this concept has been challenged by new formats such as live streaming (cf. 2020, 225). Early television was produced live and broadcast live; nowadays, both processes are less common, which is why notions of liveness are changing in television and media studies. Nick Couldry, for example, includes sociological perspectives and defines liveness as the potential connection with real events via different media: “Liveness – or live transmission – guarantees a potential connection to shared social realities as they are happening” (2004, 355). Couldry differentiates between “online liveness” and “group live-ness.” Online liveness means the “social co-presence on a variety of scales from very small groups in chat rooms to huge international audiences for breaking news on major Web sites” (Couldry 2004, 357); it is therefore a general characteristic of the infrastructure of the internet. Group liveness means “a mobile group of friends who are in continuous contact via their mobile phones through calls and texting” (Couldry 2004, 357). Couldry thus draws on discourses from communication studies surrounding concepts such as connectedness and connectivity (cf. Van Dijck and Poell 2013, 2–14), which he brings together with the criterion of copresence, an important aspect of liveness in theater, performance, and literary studies (cf. Novak 2011, 49; → IV.2 Staging the Self in Spoken Word Poetry).
 
                For George Cox, YouTube’s comment function emulates the copresence of a live poetry performance: “YouTube comments digitally and textually mimic the physical co-presence of the artist and audience, whilst also providing new and larger scales for that interaction” (2020, 11–12). In his eyes, participatory practices, such as commenting on YouTube, are reflected in terms of their affective dimension, in which they emulate physical liveness (cf. Cox 2020, 2). Thus, poets like Hollie McNish use these platform functions to create a “collaborative community-based liveness” (Cox 2020, 4). Auslander has made a similar connection between internet and liveness in a recent text. According to him, as a result of digitalization, liveness is no longer conceived of as (physical or temporal) presence between living human beings; instead, liveness is based on the feedback loops between humans and technology:
 
                 
                  The emerging definition of liveness may be built primarily around the audience’s affective experience. To the extent that websites and other virtual entities respond to us in real time, they feel live to us, and this may be the kind of liveness we now value. (Auslander 2012, 6)
 
                
 
                However, this liveness is not intrinsic to the technology but is located in the reception: “In other words, liveness does not inhere in a technological artifact or its operations – it results from our engagement with it and our willingness to bring it into full presence for ourselves” (Auslander 2012, 8).
 
                Dixon, however, criticizes Auslander for understanding liveness solely with regard to its temporal dimension as an experienced presence and says that he thereby overlooks the perceptual differences between corporeal live performances in a shared physical space and their mediatized counterparts (2007, 127–128). To expand on this critique – what is being undercut in Auslander’s arguments are the dimensions of embodiment and physically copresent interaction between performer, space, and spectator emphasized in Fischer-Lichte’s concept of a self-referential and ever-changing feedback loop (cf. Fischer-Lichte 2008, 38–74). Nevertheless, Auslander at least mentions the spatial differences of digital and physical copresence (cf. 2012, 5). This discussion reveals a problem that, as Ge Zhang points out, characterizes the entire negotiation of liveness: “Liveness as a concept is too slippery and rigid because it can sometimes conflate a history of technology with technological traits or even forms of aesthetic, which was how the ontological realness of television was justified” (2020, 266). Liveness is sometimes described as an ontological quality, sometimes attributed (or denied) essentialistically to technology, and sometimes conceived of as a mere reception effect. For this reason, Wolf-Dieter Ernst pleads for a consideration of specific techniques of perception (“Wahrnehmungstechniken”), each of which should be studied on the basis of specific examples and supplemented by an examination of media structures (“mediales Gefüge”; 2005, 366). This demand is reminiscent of Auslander’s original call to consider the specific cultural contexts of what is perceived as live. However, there is not much point to reducing liveness to a reception effect alone either, which blurs, for example, different kinds of agency. In live events with physical copresence, spectators influence each other’s reception (e.g., by laughing or crying to comments and other verbal utterances) and have the option to disturb or even stop the performance by making comments or noise, or by stepping onto the stage. Although online platforms have their own forms of agency – such as uploading, commenting, or sharing (cf. Cox 2020, 8) – the audience generally has significantly fewer options to influence the live performance (and in most cases can be muted or removed from the online space more easily by a moderator).
 
               
              
                Levels of liveness
 
                This overview of different theoretical positions reveals the complexity of the question of liveness and mediatization, and the fundamental issues that poetry performance research has to deal with. It is challenging to describe in theoretical terms what happens when a poetry reading becomes an online stream – a frequent occurrence during the Covid-19 pandemic. In such cases, we must consider aesthetic practices and conventions, media structures, and sociocultural contexts simultaneously. The pandemic clearly revealed these interactions: Medical considerations prevented the realization of live events, reinforcing a long-standing trend toward the online streaming of events. Nevertheless, live streams continue to be perceived as a flawed alternative due to cultural traditions (cf. Bers 2021, n.p.).
 
                Consequently, questions regarding the forms and functions of liveness in poetry performance must be considered on three different levels: (a) the staging of the performance itself, its reliance on cultural traditions and aesthetic conventions, its use of technology, for instance, microphones, the projection of audiovisual material, or the presentation of recorded voices and sounds; (b) the “location” of a performance, as a copresent performance in a public place where poetry is regularly performed (theaters, literature clubs, bars) or in the form of online streams from public or private spaces, embedded in online environments with specific interfaces and possibilities of interaction, or as hybrid mixture of both; (c) on a meta-level as the question of how liveness and its cultural attributions are seen by social and political agents, by the features pages, by the audience, but also by academia. On all these levels, liveness can be evoked and thematized in various ways, and all these levels can influence whether liveness is perceived.
 
                Concerning the temporal level, “live” and “liveness” do not necessarily have to coincide; recordings can, for example, evoke the impression of liveness by employing specific aesthetic techniques (cf. Fritsch and Strötgen 2012; 47–66) or be integrated into a live environment such as a live-streaming platform with interactive features like live chat. Digitalization thus fundamentally challenges the concept of liveness. As Couldry’s, Cox’s, and Auslander’s arguments reveal, the extent to which the interactive and participatory functions of online media can be integrated into the concept of liveness is currently still an open question. The concept seems to be useful when it comes to generating a sense of community, of connectedness, and of interactive involvement. Online platforms like Twitch thrive on strong interactions between content creators and users. However, these interactive functions have not yet been used much in live streams of, for example, poetry festivals, and tools such as the chat function play a marginal role. This is also proven by the platforms producers and users choose: YouTube and Facebook are used most frequently; Twitch as an influential streaming platform is not used very extensively (at least not in German-speaking countries, where important institutions like the Haus für Poesie, Berlin, do not use the platform). As mentioned, platform choice is also relevant for aspects of liveness: YouTube is currently widely perceived as an archive (cf. Ge Zhang 2020, 23; Cox 2020, 4); the embedding of a stream in this platform would thus probably reduce the impression of liveness.
 
                As one edition of the Neonfische poetry festival shows, for example, entanglements between different platforms are common. This edition of the poetry festival took place from March 11–13, 2022, as a hybrid mixture of an on-site venue at the Aargauer Literaturhaus in Lenzburg (Switzerland) and a simultaneous live stream on YouTube, Facebook, and Vimeo. On the first day, there was a panel dedicated to the translation of Ben Lerner’s poetry book No Art: Poems (2016; trans. 2021). Lerner was participating via Zoom from the U.S., while the two translators of his book, the poets Steffen Popp and Monika Rinck, were at the literature club together with moderator Anne Wiesner and part of the audience, while other audience members participated from remote places through the live stream. A recording of this live stream is still available on YouTube.
 
                This example shows that the interrelation of liveness and mediatization, as described by Dixon and Auslander, is becoming more complex in the present. Lerner was connected via live stream but not physically copresent. Popp, Rinck, Wiesner, and part of the audience, however, received the live stream collectively and copresently. The online viewers, in turn, watched the event only as a live stream (with most of them presumably alone and in their own private spaces). However, the audience was not visible on the live stream. The presenters and audience on-site were able to interact with each other. The main protagonist of the event, Lerner, was not able to interact with his audience on-site nor with his online audience, since they were not visible or audible to him. The online audience had a live chat option (at least if they were watching on YouTube), but it was not clear if the presenters on-site were able to see the chat as well.
 
                Thus, in order to examine poetry readings in a mediatized society, we need to draw on several of the aforementioned theories and differentiate liveness on a small scale. At the Neonfische Poetry Festival, there were remnants of the traditional live performance situation that has been described by scholars like Fischer-Lichte with her concept of feedback loops: Presenters and parts of the audience were copresent in one room while Popp and Rinck recited Lerner’s poems. Further research could ask, for instance, questions about performance and embodiment – about the effect of the presenter’s voice (→ I.11 Voice and Orality; III.8 Speech Communication Studies) or about affective interactions with the audience (→ I.6 Mood [Stimmung] in Poetry). These methodological approaches thus provide a vocabulary for describing spatially copresent liveness. At the same time, this example shows that liveness is closely connected to large-scale mediatization, here in the form of two live streams (the Zoom live stream with Lerner and the YouTube live stream for the online audience). Because of this interrelation, it is not productive to speak of two ontologically divergent processes; instead we should ask what influence mediatization has on perception and how liveness migrates between different forms and levels.
 
                Performativity should not be tied to liveness alone but rather conceived of as an eventful and self-referential structure of perception that also can be found in media-based settings (cf. Wehmeier 2022, 102–111). The inclusion of streaming elements does not stand in the way of attributing performative liveness to the aforementioned panel of the Neonfische poetry festival. Rather, the materiality of the streaming technology and its reception have to be included in the specific live situation, but we also need to problematize the notions of singularity and ephemerality attributed to liveness and emphasized by Phelan and Fischer-Lichte, especially in their ethical dimension. To do so, we must differentiate between agency, interactivity, and eventfulness: to distinguish between the (ethically perspectivized) possibilities, obligations, and constraints of agency; forms of (communicative) interaction; and the structures of aesthetic perception (which, as Ernst emphasizes, are not technologically determined, but are an interrelation of socio-culturally influenced structures of perception and media structures). As Couldry points out, for example, it can make a difference in the reception whether the video of the event is received in temporal copresence as a stream or later as a recording. Only in the former case can the live stream be perceived as an event characterized by potential (social) connectedness and by the reception of broadcasting. Therefore, in Couldry’s interpretation, liveness is reflected on the level of communication. Liveness is in this case understood as the perception of connectedness and of interactive involvement on the side of the recipients, which differs from the level of agency, i.e., when it comes to options of intervening in the performance itself. And when watching the recording of the Lerner event in retrospect, the low resolution and sound interference of the poet’s Zoom video may evoke a haptic, performative perception in the viewer (cf. Wehmeier 2022, 174–204) connected to impressions of authenticity and liveness.
 
                Thus, the concept of liveness needs to be distinguished on various levels and requires different disciplinary perspectives in order to analyze its complex relation to poetry performance. It can be assumed that the tendencies described by looking at the example of the Neonfische poetry festival will continue to accelerate – human interaction will become more and more mediatized, live streaming will proliferate, and poetry events will make increasing use of live streaming – be it as a hybrid design to reach a larger audience or for economic or ecological reasons to reduce travel. Neither the ontological dichotomy of liveness and mediatization nor the ubiquitous broadening of the concept of liveness enables new perspectives on liveness, but only small-scale distinctions of different levels and factors like sociocultural contexts, aesthetic traditions, and media infrastructures.
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              IV.2 Staging the Self in Spoken-Word Poetry
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                Authenticity, autobiography, activism
 
                Spoken-word poets have conquered the internet. They have seized the opportunities afforded by digital technologies in the age of Instagram, YouTube, and co and created new, young audiences for poetry. Harking back to poetry’s oral origins and favoring an accessible idiom and a mode of seemingly direct address, they have given new credence to the idea of poetry as a sonic, performative art form (→ I.11 Voice and orality; II.2 Live oral poetry). What is more, as a mode of public address, poetry performance has also come to function as a form of overt political discourse or even activism. Emtithal Mahmoud’s awareness-raising poetry TED talk “A Young Poet Tells the Story of Darfur” (2017), singer-songwriter Halsey’s performance of her poem “A Story Like Mine” at the New York Women’s March 2018, and Amanda Gorman’s much-noted performance of “The Hill We Climb” at US president Joe Biden’s inauguration (2021) are a few examples of this trend. Beyond providing an aesthetic experience, many poetry performances are marked by an openly political impetus; they criticize social mores and agitate for, or celebrate, change (→ II.8 Political and activist poetry). They literally give voice to the concerns of ethnic minorities or underprivileged genders (→ III.3 Gender and queer studies, III.5 Postcolonial studies); and they frequently do this by harnessing poets’ personal experience to address larger socio-political issues.
 
                In order to sound out the workings of poet-performer’s self-staging in spoken-word poetry, this paper will first discuss two video versions of British poet Hollie McNish’s poem “Embarrassed” (2013, 2016a). In the past two decades, McNish has made a name for herself in the British performance scene as a poet who addresses themes such as sexuality and motherhood from an overtly feminist, body-positive perspective. “Embarrassed” is a poem about the resistance against breastfeeding babies in public in the U.K. and about the attendant social and emotional costs for mothers who do breastfeed in public. In performance, “Embarrassed” is framed autobiographically and draws on an aesthetics of sincerity that is typical of spoken-word poetry. The authenticity effect thus produced serves to render McNish’s poem an embodied feminist critique of dominant attitudes towards public breastfeeding in the U.K.: It amounts to a performative counter-discourse. And it does so in slightly different ways across the media in which McNish has published “Embarrassed.” The following discussion of McNish’s poem will serve to highlight the affordances of “authenticity” as a basis for social and political activism in poetry performances. Subsequently, focus will shift to the problems and constraints that the prominence of “authentic” self-presentation places on the practice of spoken-word, and to alternative ways of staging the authorial self.
 
               
              
                Authenticity, personal experience, and the body in spoken-word
 
                Conventionally, the author of spoken-word poetry is also its performer. It is unsurprising, therefore, that the notion of authenticity has come to occupy a central place in spoken-word poetry, and spoken-word research. As the “poet-performer” is physically present on stage (Novak 2011, 62), or visible and/or audible in recordings, their identity is incorporated into the poem in the act of speaking. This creates unique possibilities for poetry that emphasizes that identity. As media philosopher Sybille Krämer notes, the spoken word seems so entangled with the speaker’s person as to appear to be an attribute of that person (cf. 2002, 340). This is especially true in first-person texts, where the audience is more likely to credit utterances to the person of the poet than to an abstract, intratextual speaker function, due to the perceived connection between the flesh-and-blood speaker and the pronoun “I.” The meta-message projected by poet-performers in such instances is, “I am saying this, and I really mean it.” Moreover, the performance can be easily interpreted as an autobiographical act when the textual speaker describes experiences and qualities that concern or characterize the poet-performer. A performance may then additionally imply, “I have really experienced this; it is true” (Novak 2020, 4). These authenticity effects are frequently a function of the chosen performance style as well as of paratextual keys by which poems are framed as autobiographical. Such frames then initiate a mode of reading the performer as identical with the author, and subject, of her story.
 
                In the “pure” spoken-word version of “Embarrassed,” which McNish published on YouTube in 2013, the camera perspective frames her in a medium shot, her face illuminated in front of a simple black background. She speaks into the camera as though she were directly addressing her audience, in a manner very common in spoken-word. McNish’s performance style is best described as conversational. She performs her text rather than reading it, as though she were spontaneously telling the viewer a story. The rhythm and pitch of her speech are subtly modulated to suggest bewilderment, irritation, dejection. For instance, when she says, “[i]t took me eight weeks to get the confidence to go into town,” she raises her pitch on “eight weeks” (McNish 2013). As linguist Theo van Leeuwen has argued, an increase in pitch range often indicates strong feelings, such as “excitement or shock, […] grief or joy” (1999, 106; → III.8 Speech Communication Studies). This emotional tinge becomes a meaningful part of McNish’s audiotext, that is, of the poet’s “audible acoustic text” (Bernstein 1998, 12) – it suggests the poet’s emotional involvement with her text. Similarly, when she speaks of “this country of billboards covered in tits,” she stresses “covered,” again raising the pitch and volume of her speech, expressing her disbelief and annoyance at what she identifies as a perversely skewed attitude towards bare breasts and their representation in public.
 
                In tandem with her audiotext, McNish also modulates her facial expressions. When she says, “trying not to … bang her head on toilet role dispensers,” she pauses briefly before “bang,” looking around as though she were literally “looking” for the right words before continuing her phrase (McNish 2013) – this phrase having of course been composed prior to the specific performance and being one that the poet-performer clearly knows by heart. McNish’s performance, like many others in spoken-word, is thus marked by a form of rehearsed spontaneity and emotional realism – a style that suggests the poet is really experiencing the emotions she communicates, and is experiencing them in the very moment of her performance. The poet-performer appears to be emotionally invested in her material, which gives the audience reason to read McNish as embodying the “I” in the poem (→ I.5 Lyric Subjectivity).
 
                This authenticity effect of spoken-word poetry is reinforced by autobiographical frames. In McNish’s case, such frames operate in various versions of “Embarrassed,” reinforcing autobiographical readings of the poem across media. McNish also published the poem in print in her collection Nobody Told Me: Poetry and Parenthood (2016b), which details her experiences of pregnancy and the first three years of her life with her daughter. A candid account of the challenges and surprises of motherhood, Nobody Told Me is also formally interesting: It blends memoir with diary entries and poems that McNish wrote at the time. Endorsements on the book cover emphasize McNish’s “honesty,” and the frontmatter introduces Nobody Told Me as “a diary of poems written during the first few years of parenthood” (2016b, n.p.), thus setting up an autobiographical interpretative frame for the text. In the chapter that contains “Embarrassed,” McNish writes:
 
                 
                  2.45pm. I am on a toilet lid. Again. I can smell shit and my baby is asleep. […]
 
                  I’m hating the world today. I can’t believe I’m embarrassed to feed my own baby. What is this shit! My boobs, my baby. People keep telling me to be modest, discreet. Come on! I’m not standing on the table swinging my boobs in anyone’s face. And anyway, we don’t care about boobs. No one told me when I wore low-cut tops to be modest. We don’t have a problem with boobs at all. We have a problem with babies sucking on nipples, let’s be honest here. (2016b, 151–152)
 
                
 
                In McNish’s book, “Embarrassed” is thus specifically framed, and further explained, by her autobiographical prose about the events that led to the poem’s composition. Like the other poems in Nobody Told Me, it is presented as part of her life writing project and thus as an authentic account of personal experience. On YouTube, McNish introduces her poem in similar terms in the paratext:
 
                 
                  I wrote this poem in a public toilet after my 6 month old baby fell asleep. I was in town on my own a lot with her and the first time I fed her someone commented that I should stay home. […] I was embarrassed and for 6 months took her into toilets when I was alone without the support of boyfriend, friends, mum etc. I hate that I did that but I was nervous, tired and felt awkward. (2016a)
 
                
 
                Through this autobiographical frame, the YouTube video positions McNish’s body as simultaneously a vehicle for the telling, and the living trace, of her story. To use Sidonie Smith and Julia Watson’s terminology, the “narrating I” of autobiography manifests via the poet’s body, which is also the material location of the “narrated I’s” experiences (Smith and Watson 2010, 72–73) and now serves to authenticate her account (see also Novak 2020). Performance style and paratextual frame thus align to create an authenticity effect; and for readers familiar with the print version of “Embarrassed,” this effect will be further amplified by the poem’s autobiographical framing in Nobody Told Me – and vice versa.
 
               
              
                Autobiographical spoken-word poetry as feminist counter-discourse
 
                In terms of its aesthetics, the 2013 version of “Embarrassed” with its black background is remarkably simple, especially when contrasted to the video film version published three years later. McNish’s posture in the video is static, her gaze more or less steady, and vocally she does not over-emote. This simplicity arguably adds to the authenticity effect outlined above. It also resonates with the DIY aesthetic that YouTube as a platform is known for. Such factors may help to explain why this simple, sober performance attracted almost 1.5 million views. McNish’s critique seems to have hit a nerve, and her critique is borne out by statistics: According to Unicef, the United Kingdom does in fact have one of the lowest breastfeeding rates in the world (see Hosie 2018). In gender-political terms we could say, then, that through her poetry performance, McNish managed to claim a visibility, a being-in-public, and to make her experience of breastfeeding a public issue in the face of prevailing attitudes that work to ban young mothers from the public sphere. “Embarrassed” can thus be understood as a performative counter-discourse to those attitudes.
 
                The second video version of “Embarrassed” is similar in terms of performance style but slightly different in emphasis. In 2016, McNish teamed up with video producer Jake Dypka and published a poetry film version of “Embarrassed” on YouTube. The paratextual description announces the film version as “taken from my book Nobody Told Me: a journey from pregnancy to pre-school in poetry and prose,” and cites from a review that hails the book as “a moving and profoundly personal account,” again pointing to its promise of true-to-life revelations (McNish 2016a, n.p.). However, while the earlier video is strongly centered on McNish’s person, underlining the autobiographical nature of her poem, the film version focuses more on the collective and even geo-political dimensions of McNish’s personal experience – very much in the spirit of the classic feminist slogan: “the personal is political.” It highlights the collective dimension of her experience of hostility by including additional female characters: young women who are actually shown breastfeeding their infants. Arguably, they do so defiantly: The video makes public the very images that McNish’s environment apparently wants to ban from public spaces. Furthermore, by including several breastfeeding women, it points to the fact that the experience McNish relates is not just individual but shared as well as culturally conditioned. Some of the actors are mouthing McNish’s lines along with her, when she says, “I spent the first six months of her beautiful life feeling nervous, and awkward, and wanting everything right,” and again when she says, “And I am not trying to parade this. I don’t want to make a show.” This strategy of letting the actors lip-sync McNish’s utterances again points to the collective significance of her experience. The film’s sonic and visual strategies can thus be understood as a rhetorical move that firmly positions McNish as one member of a larger social group that is being discriminated against, rendering her experiences exemplary of those of the group. Eventually, this widened circle of reference gains further political significance when McNish points to the global dimension of her critique. “Embarrassed” addresses the aggressive marketing of formula milk in countries where it would actually be safer to breastfeed children but where women are now made to pay “for something that’s always been free,” the damaging effect of which is again illustrated vividly in the film, where milk powder is visually compared to cocaine, snorted via a rolled-up banknote.
 
                Both of McNish’s autobiographical video performances can be understood as manifestations of digital or “fourth wave” feminism (Brandt and Kizer 2015, 144) that relies on the affordances of digital technologies and the internet (→ II.7 Social media poetry). Together, the two videos have provoked some 2,400 comments to date. In the comments section, viewers write about how much McNish’s performance has moved them; they express surprise; often they confirm McNish’s experiences; they thank her for speaking out about them; and they share their own personal stories. McNish’s videos thus demonstrate, in slightly differing ways, how autobiographical spoken-word performance in the digital realm can function to draw attention, and establish a counter-discourse, to gendered forms of discrimination.
 
               
              
                The problem with authenticity – and alternative modes
 
                Self-performances such as McNish’s, which are founded on the “authenticity” of spoken-word poetry, suggesting the unity of author, textual speaker, and performer of a poem, are highly common in Anglophone spoken-word. The example of “Embarrassed” demonstrates that they can be very effective, especially where they address personal experience that may have broader social or political ramifications. It is therefore unsurprising that the authenticity effect outlined above, with its aesthetic of sincerity, has become a rather dominant mode. In recent years, however, critics and poets have also begun to interrogate the centrality of authenticity in spoken-word. Critics like Susan Somers-Willett have pointed out that what comes across as spontaneous and heartfelt emotion on stage is, in fact, a well-crafted and rehearsed performance (cf. 2009, 17). More importantly, poet and critic Katie Ailes draws attention to the ways in which a preoccupation with authenticity hampers the art form, noting that “the focus on how ‘authentic’ a poem is ultimately constitutes a focus on the life of the artist (in order to determine whether a poem is true, one must investigate the poet’s life) rather than on the craft of the work” (2021, 143). In her interviews with seventy spoken-word poets across the U.K., Ailes also found the following:
 
                 
                  Several artists I interviewed said that they feel a pressure to write about their marginality—their blackness, womanhood, working class identity, etc.—in order to present themselves as more “authentic” and thus succeed within the spoken-word field. Even more worryingly, some shared that they feel they need to perform their identities in a certain way to match the audience’s pre-conceived notions of what they “should” be. (2021, 150)
 
                
 
                The centrality of authenticity in spoken-word apparently works to reify specific notions of “black identity,” “femininity,” etc., and how these are to be written and performed (→ II.2 Live oral poetry). If authenticity can be understood as “a form of interaction work” that concerns “the construction, exchange, consumption, and interpretation of public claims to genuineness, truth, and self-congruency,” as Phillip Vannini and J. Patrick Williams note (2009, 8), the evaluation of these claims underlies social and cultural hierarchies and what Erving Goffman termed “advocated codes of conduct” (1963, 111) that may work to the detriment of certain groups and constrain their possibilities for self-expression, even leading to the perpetuation of identity clichés.
 
                The question then arises what alternative modes of spoken-word performance there are that retain the aesthetic and rhetorical affordances of the poet-performer’s embodiment of the textual speaker but evade the trappings of authenticity. An obvious answer is, of course, the dramatic monologue or persona poem. Patricia Smith’s legendary performance of her poem “Skinhead” (1992) serves as a well-known example here, where Smith, an Afro-American woman, assumes the voice of a white supremacist. The remarkable effect of “Skinhead” is produced not just by Smith’s skillful, eerily convincing performance of her skinhead character but also by the incongruity of her own ethnic identity with that of the poem’s textual speaker (see Smith 2010 [2003]). It relies on a dissociation of speaker and character which, however, produces its own effective associations, or rather, powerful dissonances.
 
                Another possibility presents itself in the form of comic personae, which can be highly effective while they do away with sincerity altogether, at least on the surface level. German comedian Christine Prayon’s performance of an unnamed piece at the Austrian comedy show “Pratersterne” in 2019 can serve as an example here. It opens as follows:
 
                 
                  This morning, on the loo, I had an idea:
 
                  How about I turn the tables and go from comedy to slam,
 
                  To twist words and turn heads
 
                  Because I look so cute when I’m twisting words
 
                  It doesn’t matter what I say
 
                  What this is about, you should understand,
 
                  is that for once I also want to profit from the shitty system that I’ve been criticizing for years in hyper-clever-comedian-mode, only to play the part of the idealist dancing monkey in Kyritz an der Knatter for twenty people –
 
                  noooo! (Prayon 2019; trans. Marie Krebs)
 
                
 
                This opening already gives away the object of satire – poetry slam – and the major thrust of Prayon’s satirical critique. Incidentally, the “loo” as a site of autobiographical experience features in both McNish’s and Prayon’s poems, but while McNish’s references to “public loo feeds” and “toilet role dispensers” help to constitute the social realism and feminist critique of “Embarrassed,” toilet references in Prayon’s piece serve to locate the origins of slam poetry “auf dem Klo,” with all the attendant associations of mundane repetitiveness and excrement. The dubiousness of the slam poet’s inspiration (or lack thereof) is then confirmed in a series of utterances that declare her poetry as devoid of content and employ silly, forced rhymes to boot (“Ist doch eh Schnee was ich erzäh. | Die Idee um die es geh wenn ihr versteh“) (Prayon 2019). Prayon positions slam poetry as a vapid, artistically worthless art form that has undeservedly attained financial success and popularity, and which she contrasts with politically engaged comedy that emerges, paradoxically, as the more sincere form of performance. Subsequently, the target of her satire becomes more specific when she says:
 
                 
                  Ich werde ein Poem verfassen.
 
                  Oh ja, Baby!
 
                  Ein Poem, bei dem es dir die Socken auszieht vor lauter Gänsehaut.
 
                  Und Baby, ist dir schon mal aufgefallen,
 
                  dass Gänsehaut auch nur ein Anagramm von Daunenjacke ist?
 
                  Und wenn nicht, Baby, dann denk mal drüber nach! (Prayon 2019)
 
                
 
                Here, Prayon clearly makes intertextual reference to a performance by Julia Engelmann, who famously performed her poem “One Day | Reckoning Text” at the 5th Bielefelder Hörsaal Slam in 2013, the recording of which went viral on YouTube and became foundational for her renown as a poet (cf. Novak 2017, 154–158). Engelmann’s piece opens with a quotation from Israeli folk-rock musician Asaf Avidan – “One day baby, we’ll be old. | Oh Baby, we’ll be old. | And think of all the stories, that we could have told” (Engelmann 2013). Imitating – and exaggerating – the sincere, emotional tone of this famous poetry performance but applying it to nonsensical, unimaginative lines, Prayon implicitly declares slam poetry to be a culturally irrelevant impostor art. For instance, when she claims in the above quote to write a poem “that will knock off your socks and give you goosebumps” and then muses, “have you ever noticed | that ‘goosebumps’ is really just an anagram of ‘down jacket’?” (Prayon 2019; trans. JN), she parodies Engelmann’s observation about “courage” being nothing but an anagram of “luck” (“dass Mut auch bloß ein Anagram von Glück ist”) (Engelmann 2013). By using “goosebumps,” Prayon draws on one of the most clichéd metaphors of emotionality in the German language, which can be understood as an implicit judgement about the triteness of Engelmann’s text, or of the banality of slam poetry in general.
 
                As regards speaker-embodiment, Prayon does bring her own identity as a comedian into the poem, but only to satirize, to great comic effect, what she perceives as the dominant poetry slam aesthetic of emotional self-projection. As the satirist’s success depends on the audience’s recognition of the object of satire, her performance again indicates that the confessional tone of sincerity and vulnerability has become a staple of spoken-word poetry: It is recognizable – as something to be ridiculed.
 
               
              
                Conclusion
 
                This article is not meant to suggest that sincerity and the confessional mode have become, or should become, obsolete in spoken-word poetry. There are many examples that demonstrate the artistic and rhetorical power of authenticity effects, particularly in the context of socio-political activism. Autobiographical framing, in conjunction with an aesthetic of sincerity that suggests the poet-performer’s emotional involvement with their text, renders palpable on an individual level the structural mores that movements for social change, such as #BlackLivesMatter and #MeToo critique. Poetry performances that are perceived as authentic – as the speaker’s genuine views or truthful accounts of lived experience and emotion – can be artistically interesting as well as touching and thought-provoking. If done convincingly, they can activate the audience’s attention and empathy on the grounds of their declared or perceived relationship to a real person in the real world, when veracity translates into relevance.
 
                But critics and poets should be wary of the side-effects of centering authenticity in spoken-word poetry and mindful of alternatives. Persona poems such as Patricia Smith’s “Skinhead” have long pointed the way towards a productive configuration of imaginative writing and embodiment. As poet-performers will normally author their own texts and are not perceived to be “in character” as much as actors, the author’s person retains presence in the audience’s perception to a greater extent. Performed authorial self and textual character may collide in obvious ways, and such juxtaposition can be used to sound out the distance between author and character in personal and political terms. Sincerity in this mode is a function of that distance.
 
                Christine Prayon’s anti-slam poem points in a different direction, where sincere, authentic self-performance is broken up by the “play” frame (Quirk 2015, 74) of comedy and where emotionality is put in the service of a satirical, meta-performative critique that also explores the relationship between spoken-word poetry and stand-up comedy. Notably, Prayon’s intertextual mockery of slam poetry establishes a relation between two live performances that each featured the respective performer as solo speaker at a microphone, addressing her audience directly, and without a script. Both performances were professionally recorded, the videos drawing on similar strategies of mise-en-scène and editing, such as musical intros, changing camera perspectives on the performer, and interspersed shots of the audience, and both were re-published via streaming platforms. While the greater reach of Engelmann’s performance on YouTube confirms the unequal attention, bemoaned by Prayon’s mock-poem, that is paid to the stand-up comedian and the slammer, the noticeably similar (re-)mediation of the two performances is indicative of the proximity of spoken-word poetry and stand-up comedy as two incarnations of spoken-word art. It is not least this proximity that allows for effective satire and, more generally, for rigorous cross-fertilization of the two forms.
 
                Although Smith’s and Prayon’s performances do not rely on a tone of sincerity and an “authentic” conflation of author, speaker, and subject as Engelmann’s and McNish’s pieces do, they have also found a large audience via digital publication technologies and channels, which demonstrates the potential of these types of comic and persona work. Such alternative modes may help to enrich the art form and function as vital forms of social or aesthetic criticism without tethering poems to their authors’ personal experience and emotional sincerity.
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              IV.3 Performative Epitexts in Poetry Readings
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              The digital age has seen enormously improved possibilities for studying poetry as part of a performative practice. Public reading of poetry by the author in the traditional sense, recital of poetry, and audiovisual recordings of poetry stored online provide literary studies with rich material for analyzing the embedding of the recital of poetry in a key scene of “auctorial performance” (i.e., the staging of authorship; → IV.2 Staging the Self in Spoken Word Poetry). This material shows that, during public readings, poets do much more than just perform their poetry. The things authors say before and after a poem reading may be just as relevant as the poetic texts themselves. These will be described in this article as “performative epitexts.” The first section will investigate poetry readings as a performance practice that frames the reading with specific auctorial remarks. The second section discusses in how far these auctorial remarks before or after a poem reading should be delineated using Gérard Genette’s terminology of paratext theory. The last two sections give examples of contemporary German-language poets’ epitextual practices on poetry readings: Clemens J. Setz’s opening remarks before a reading of his first poem “Die Nordsee,” and introductory remarks by Marcel Beyer before reading his poem “California Girls” on two different occasions.
 
              
                Poem presentation and performative epitexts in poetry reading
 
                Poetry readings are a special case among contemporary readings by authors in front of audiences. In contrast to readings of prose, which usually stem from newly published novels, poetry readings do not merely present selected excerpts from works, but – due to the brevity of the genre – entire works, which are presented in a loose series. Very rarely do prose readings include more than selected parts from a single, current novel. The occasion for a public poetry reading may also be a newly published volume of poetry. However, structurally, the volume of poetry is itself already a compilation of separate works, from which individual works are selected for presentation at an author’s reading but which, in turn, are usually read out in full. Moreover, it is not at all uncommon for public poetry readings to break through the logic of novelty in the book market; poems from an author’s earlier publications may also be recited. In this respect, poetry readings can tend toward a kind of retrospective, curated by the poet him- or herself, in which a selection of poems from the author’s oeuvre is compiled (cf. Döring and Paßmann 2017, 332–333; Döring 2021, 151–152). The status of the poetry reading regarding the poem itself is not easy to determine: On the one hand, the reading of a poem is usually regarded as subsequent to its textual original. It appears as the oralization of a written text, which, in the performance of its recitation, is tied back to the voice and body of its author (cf. Maye 2014, 341; I.11 Voice and Orality). On the other hand, the reading itself has the character of a transitory work, insofar as the poem is performed in its entirety. The listeners do not necessarily have to know or have priorly read the poem. This is, perhaps, even a tendency of recent poetry reception – to regard the public reading as an autonomous performance practice that can no longer be defined as an appendage to the printed book (cf. Maye 2014, 341; → IV.2 Staging the Self in Spoken Word Poetry).
 
                But what, exactly, does a contemporary poetry reading in front of an audience entail? Authorial presentation of a poem is usually accompanied by a particular, typical form of framing communication. A moderator may introduce the author at the beginning and perhaps lead a Q&A about the performance after the reading, which may also include listeners’ questions. But a series of poem readings is further segmented by introductory or concluding, more or less spontaneous oral comments by the author. As a form of framing communication, these comments serve, above all, to make the boundaries of the poem as artwork audible: they act as separators and mark distinctly where a poem begins and where it ends for an audience that is generally unable to read along with the poems (unless they have brought along the book from which the author is reading). For the listener, these authorial comments open up an echo chamber for the after-effects of a poem just heard. They cannot but receptively integrate the syntagma of opening remarks and reading to an auditive cluster of closely related elements that comment on each other. Without those comments, the time between two poems would be filled with devout silence alone. The framing communication also performatively stretches the time between two poem presentations (comparable to the time that passes when visitors in an art exhibition walk from work to work) and thus takes into account the capacity of the audience to listen to poems, with their dense language and linguistic complexity (→ I.3 Poetic Language). In any case, introductory remarks also represent authorial commentaries on the presentation of the work: notes are given on the genesis of the text, as well as explanations for understanding, instructions for listening, or suggestions for interpreting what has just been heard or what is about to be heard. For the staged presence of the work in the reading – embodied by the author’s voice – authorial commentaries appear as a kind of hermeneutic escort. Hardly any contemporary poetry readings occur without this kind of authorial framing communication, the total duration of which often considerably exceeds the duration of the actual poetry reading. It seems to make the challenge of listening to a possibly unknown poem only once, without the possibility of an in-depth re-reading of a poem in a book, commensurable for the listener.
 
                This framing communication may be described as performative epitext (see Döring 2018; Manz 2019), extending Gérard Genette’s famous notion of paratext (see 1997 [1987]). Paratext in general is defined as anything that accompanies a literary text as framing or threshold. It includes peritexts that accompany the book as a physical object – like its title, cover graphics, impressums, table of contents, chapter titles, illustrations, or blurbs on the back. Some of these are intended by the author, while others result from interaction with other actors like publishers, designers, editors, etc. Another type of paratext is the epitext, which refers to any text outside of the physical book – consisting largely of authorial comments in interviews, speeches, letters, and other texts. However, Genette also thinks of epitexts as commentaries on the text by others, which raises the questions of where lies the factual limit of “outside of the book,” and what are the boundaries between epitext and general discourse. The case of epitexts performed by authors framing their reading of a poem is somewhat clear: These are authorial epitexts, insofar as they refer to the author’s work and comment on said work (as in author interviews, public responses to criticism, colloquia, debates, or poetry lectures) but are clearly separated from the reading of the work itself. They are performative insofar as they are an integral part of an author’s public performance, showing his or her ability not only to read poems but also to talk about and reflect on them publicly, which, in combination, seems to be essential for his or her staging of authorship (cf. Gräbner 2015, 69; → III.10 Performance and Theater Studies).
 
                International research on poetry readings until now has mostly concentrated on how authorship is staged by reading and performing the poem itself (see Middleton 1998; 2005; Foley 2002; Novak 2017; Meyer-Kalkus 2021, 2022/23). Even the monumental study on the history of literary readings as an art form by Reinhart Meyer-Kalkus (2020) does not give much attention to that which authors do during a poetry performance outside of performing their poetry. In contrast, recent research shows interest in poetry readings as an integral social and aesthetic practice, including the observation of phenomena such as that which this article proposes calling “performative authorial epitexts” (Döring 2018; also see Hintze 2024; Metz 2024).
 
               
              
                The notion of paratext and performative practices
 
                But can – or should – Genette’s notion of paratext be used to describe performative practices? In his book Paratexts: Thresholds of Interpretation (1997 [1987]), Genette comments only sparingly on authorial readings. In a chapter on the “public epitext,” he regards academic colloquia, or debates with authorial participation, as more important forums for authorial self-communication than, for example, authorial framing communication at a public reading. The fact that Genette is not interested in readings may initially come as a surprise – given their economic significance for the contemporary reproduction of authorship, especially for poets. In Germany, for instance, poets usually nowadays earn much more money from public readings than by selling copies of their volumes of poetry (cf. Döring and Paßmann 2017, 329). Anyone considering the significance of public epitexts for contemporary poetry, therefore, must consider what and how authors discuss their work in the context of readings or performances. Genette’s justification for largely ignoring the authorial epitext in readings combines two aspects; one is systematic, while the other has to do with the (historical) pragmatics of paratext research. Genette claims that authorial self-communication in readings is, on the one hand, “superficial and hurried”; on the other hand, it leaves “hardly any traces” (1997 [1987], 365). Performative epitexts may be “superficial” in the sense of “conventional,” “polite,” “iterative,” or “occasion-unspecific” – and, indeed: if one accompanies authors to not only on a single reading event but also on reading tours one will find that much of what they say before and after the reading is very repetitive (see many examples in the database of the FWF/DFG research project “Formen und Funktionen auktorialer Epitexte im literarischen Feld der Gegenwart” conducted at Siegen University and Innsbruck University from 2020 to 2023: https://blogs.uni-siegen.de/epitexte/datenbank/). Not all authorial speech in the context of readings emerges spontaneously in lively exchange with the audience. But this does not mean that public epitext loses any of its relevance. Epitexts may have once arisen spontaneously, in a fleeting moment of interaction with the audience – perhaps that is what Genette means by “hurried.” If it seems appropriate from the author’s point of view, and if the audience reacts as expected or wished, then authors will very likely return to a particular epitext in future readings of the same poem or in comparable contexts. However, even if these epitexts must be seen as part of communicative routines, such “superficial” and “hurriedly” uttered framing communication is particularly interesting for studying poetry readings from a praxeological point of view. Contemporary poets can hardly read in public without them.
 
                The other, pragmatic argument perhaps makes Genette’s exclusion of epitexts spoken publicly by authors at readings from his 1987 study seem more plausible: he states it leaves “hardly any traces” (1997 [1987], 365). At least, that was the case back then (unless researchers would turn up at readings with clunky recording equipment, hence – in the public visibility of the recording equipment changing the performative practice they had hoped to observe). Today, recording technologies are much more convenient and much less invasive. Regarding the study of readings, it is notable that archives of poetry (and other) readings are now readily available since the organizers of public readings have themselves begun to document and make them accessible electronically (in Germany, for example, the Literarisches Colloquium Berlin or the Haus für Poesie of the Literaturwerkstatt Berlin).
 
                What is here referred to as performative epitexts – the sometimes “hurried,” sometimes “superficial,” sometimes routine, and sometimes spontaneous oral authorial speech in front of an audience before and after the reading of a work – deserves attention beyond paratext research or studies of the contemporary staging of a poet’s authorship. It may also be of interest for the research of poetry reception, the “poetic experience of spoken poems” (Utler 2016, 1; trans. JD). Analyses of poetry reception, too, largely focus on the individual or collective resonance of an authorial reading of poetry, and not so much on the impact of the author’s framing communication. This article argues that performative epitexts are by no means ephemeral, or merely phatic speech, but authorial guidelines for the listener’s understanding. They aim to help the audience understand what they are about to hear or what they have just heard: an interpretative element, listening instruction, or suggestion for drawing attention to a particular detail of the poem as a listening pars pro toto. Examining the aims of these authorial hints in poetry readings reveals that authors seem to be primarily concerned with staging their sovereignty in self-interpretation. For the audience, the author’s comments may be not only entertaining but a useful remedy against the irritation of not understanding a new poem read once, an irritation that may even turn into boredom or the rage of incomprehension.
 
               
              
                The poet as sovereign juggling between “high” and “low” culture
 
                How do poets start a reading, introduce a setlist of poems to be performed in a row, and legitimize themselves as performers of their written work? How may they set a tone to manage the mood of their audience? Performative epitexts often help to organize the scene of first contact between poet and audience. In his hometown of Graz on May 6, 2014, Austrian poet and novelist Clemens J. Setz began a reading from his brand new poetry volume Die Vogelstraußtrompete (2014a) with the following remarks:
 
                 
                  [M]ost of these poems are found poetry, they originate in something I have found, a historical curiosity, or even the whole text is found. Like in the very first one this is already very obvious, because it has not been written by myself. I have found the exact wording on Wikipedia. I’ve just given a title to it and arranged it to make the text easier to speak, but essentially it was all there. (2014b; trans., also in the following, JD)
 
                
 
                As performative epitext, this listening instruction does more than specify the poetical genre (of found poetry); at the same time, the author disempowers his role as poet. Setz reveals himself as not an autonomous poetic creator but merely a finder of text by someone else which, moreover, seems to be out of a non-literary context – Wikipedia literature: written anonymously and collaboratively in an internet encyclopedia. This nearly unmodified text is described as having migrated into literary form. How might a poem like that sound? Setz then opens his setlist with a reading of “Die Nordsee,” a poem about Bibi Blocksberg’s missing brother. Bibi is the main character of a popular German audio play for children from the 1980s, whose brother moves to live with his grandparents at the North Sea, never to be seen or spoken of again (“He never showed up again. || Even at Christmas or Easter | the family | does not think about him”; Setz 2014a, 9; trans. JD). Rhetorically, the opening performative epitext refers to the topos of modesty as a typical feature of authorial self-reference. Setz, apparently, does not fear appearing as a weak author, not inventing or creating but merely surfing the internet and collecting text material from trash or pop culture. He can only take this risk as a performing poet because the opening for a piece of literature like “Die Nordsee” is followed by another epitext, one that turns out to be a prominent reference to high culture. Right after the last stanza, about the Blocksberg family completely forgetting Bibi’s poor brother, Setz claims: “This is like in Heine, quote: ‘So thou hast forgotten fully.’ The North Sea, this is the land of the dead from where no one is returning” (Setz 2014b). This epitext, spoken right after the reading, proves the poem’s title to be an allusion not only to Heinrich Heine’s poetry cycle Die Nordsee but also to his famous verse (that has become almost idiomatic in German): “Nicht gedacht soll seiner werden” (Heine 1978, 346–347). In the midst of internet culture of collaboratively written encyclopedia and children’s popular culture, Setz chooses the nearest possible exit into the realm of Germany’s most prestigious and stable literary canon. It is important to emphasize that this reference to high culture does not devalue the found poetry but rather decisively uplifts it. This combination of poem-reading and two framing remarks – first the poet’s self-humiliation, then his demonstration as a poeta doctus, quoting Heine by heart – show Setz to be a truly contemporary poet, with the ability to draw from all possible sources. Within an authorial performance of less than three minutes, the poet appears competent and streetwise in his use of both popular and highbrow frames of reference. The interrelation of the epitexts before and after the poem does not only help the listener to understand the poem’s wit. It also sets a certain tone for listeners. This opening helps to keep the following reading from becoming a pretentious and exclusive performance. The arrangement of epitext – poem – epitext shows a poet who wants to be seen as sovereign of both high and low culture.
 
               
              
                Iterability and routine of repetitive readings
 
                The performative epitext is expressed in a spatial setting that is somehow comparable to the theatrical performance situation. Thus the research approach presented here shares some premises with → III.10 Performance and Theater Studies. What distinguishes the poetry reading research conducted here from performativity research is a different focus on the performative quality of the authorial action. Of interest here is not the “unrepeatable,” spatio-temporally bound “eventfulness” and “presence” of the performance, to which much of, for instance, Erika Fischer-Lichte’s performativity research is devoted (see 2008 [2004]; → IV.1 Poetry Performance between Liveness and Mediatization), but rather precisely the iterability, the routines of a practice of authorial action that is first tried out and then proves itself to be retrievable, needing only to be adapted to the specific situation of another public reading. The author’s performative epitext at readings appears to be spontaneous but, mostly, is not. This can be illustrated by comparing two different readings of Marcel Beyer’s poem “California Girls,” first published in his volume Graphit (Beyer 2014, 136–137; trans, also in the following, JD; for an earlier and longer version of the following analysis see Döring 2018).
 
                The poem is about an alterations tailor who lives and works under precarious conditions, depicted in neon white light in a shopping mall, ironing the lyrical subject’s hippie flower shirt with passion and dedication, as if for the last time (“Er nahm mein | Blumenhemd mit einer Lust | in Angriff, als sei es das letzte | Mal”). The title of the poem is a reference to the famous Beach Boys song that is heard all over the mall while the lyrical subject awaits the service. What follows is a list of all goods in the “stupid | Shopping mall” being treated (“wo alles Tag | Und Nacht bedunstet | Wird”) to the sound of “California Girls.” In the end, the poet imagines the tailor having a sleeping booth near the parking garage. The following transcriptions of what Marcel Beyer said before reading “California Girls” on two different occasions are primarily concerned with the performative epitext. At a poetry reading at the Literarisches Colloquium Berlin (LCB) on September 18, 2014, Beyer opened the reading of the poem with a longer version of the same performative epitext:
 
                 
                  For thirteen years I’ve had the urge to write a poem about ironing [laughter] and I’ve written several and it always wasn’t the right one until this spring when I wrote the ironing poem that I always wanted to write. And the title is also a Beach Boys quote. The Beach Boys are a very strange band, this whole surfing and sunshine and so on. The lyrics were written and the songs composed by a man, Brian Wilson, who has never surfed in his life and who actually always just wanted to sit in his room and who also wrote many strangely fragile melancholic pieces whose lyrics are actually: “I’m sitting in my room and I’m busy doing nothing” [laughing]. (quoted in Döring 2018, 91; trans. JD)
 
                
 
                The performative epitext may be “superficial” and “hurried,” but it is immediately apparent that this superficiality is also iterable and that, in the course of public readings of “California Girls,” it has proven successful for Beyer to tell the story of the ironing poem in advance. This is also a story of textual genesis, here in the emplotment of “early desire – long attempt – multiple failures – late fulfillment” that presents the author, in a charismatic way, as someone who accounts for the impulses of his creativity, who pursues a poem subject for years, who self-critically eliminates the unfinished, and who then recognizes the kairos of success and seizes the ultimate version by the scruff of its neck. The story also has the advantage of flattering the audience, who are addressed as privileged for bearing witness to the happy end of a long creative process.
 
                This story is so good that one is not at all surprised that Beyer re uses it. A shorter version of the poet’s listening instructions for “California Girls” was recorded during a reading in Vienna, Austria at the “Dichterloh” poetry festival on June 30, 2015: “For thirteen years I was driven by the desire to write a poem about ironing and made several attempts over the years. And it all came to nothing. And in the final stages of working on the manuscript of Graphit, the ironing poem was finally written” (quoted in Döring 2018, 90; trans. JD). The story’s self-irony contributes to its success: The subject – worked on in vain for years and finally mastered – is not the ultimate poem in praise of the Lord, the celebration of the big city, or accusation of worldwide climate change, but rather ironing, becoming an “ironing poem,” and, thus, a genre desecration. The genre designation “ironing poem” recalls the term “ironing television,” typically used in criticism and media studies in a rather pejorative way to describe a program, preferably on television in the afternoon, that is so undemanding, language-loaden, and lacking in images that one should be able to watch it while ironing without looking at the screen. The poem “California Girls,” to be performed immediately after this epitext, is not a funny poem at all, nor is it unsophisticated – which is why Beyer’s performative epitext serves, above all, to create a particular mood for the audience. Certain traditionally romantic (somewhat bourgeois) expectations of poetry like edification, adoration, and secular worship – what is figured in the German notion of Kunstreligion (cf. Detering 2016) – are here destroyed in advance. The poem itself, then, immediately becomes perceptible again in its quality of difference from the author’s whimsical introduction.
 
                What is added in the first, longer version of this epitext is a marker of intertextuality: the digression about the melancholic “anti-surfer” Brian Wilson explains the title reference in advance and “California Girls” as a song title quote from the Beach Boys. On the one hand, this fits in with the strategy of de-emphatisation pursued in both variants. On the other hand, the poem will not reveal any explicit connection to the figure of Wilson. So why is the audience placed in an interpretative tension that cannot really be resolved by listening to the following poem? Because Wilson embodies the forced inauthenticity of pop culture, as one must no longer be a surfer to write the ultimate surfer song (unlike, perhaps the promise of authenticity in rock culture; cf. Diederichsen 2020, 25–26)? The instruction that this performative epitext presents could be: “Listen to see if the poem ‘California Girls’ still communicates something of Brian Wilson’s melancholy. He might be seen as a relative of the poet who sat in his room for thirteen years trying in vain to write a poem about ironing.”
 
               
              
                Poem performance as epitext?
 
                The research approach presented here is interested in performative epitexts as part of contemporary poetry readings. It makes use of a term extended from Genette’s concept of paratexts. Critics may object that, although it utilizes a zone or threshold metaphor, the concept of paratext cements precisely that barrier between book and out-ot-the-book and between work and non-work that appears to be crossed in a performance event like a poetry reading. They could argue that not only the framing communication but also the vocal performance of a previously written poem could itself already be described as a performative epitext. This dissent is interesting and debatable. But the collected data available so far about contemporary German-language poetry readings – besides the database mentioned above, see in particular the continuously growing archive of www.dichterlesen.net, which has developed as the central hub for live reading recordings in Germany – seem to suggest the opposite. In contrast to poetry readings on other websites for spoken poetry like lyrikline.org, the archived recordings on dichterlesen.net mostly document the readings as a holistic event, including performative epitexts by poets and other participants such as hosts and promoters; this suggests that the performance of a poetry reading also provides a very clear separation between the poetry performance and framing communication. Therefore, the proposed term from paratext theory seems justified. A listener of a poetry reading by Clemens J. Setz or Marcel Beyer is likely to know when the epitext is finished and when the poetry reading itself begins. Most performing poets make a clear artistic pause in between and then switch strikingly to their reading voice. In this way, Genette’s threshold between text and outside-of-the-text seems clearly marked. In contrast to research on how poets interpret and embody their written work by performing it vocally (see above all Meyer-Kalkus 2020), this article has shown that poets frame these performances by expressions called performative epitexts. They support the poet’s self-interpretation through a vocal performance of their written work. Given their ubiquity, these seem to be an important tool for connecting with an audience.
 
               
            
 
             
               
                References
 
                Beyer, Marcel. “California Girls.” Graphit: Gedichte. Berlin: Suhrkamp, 2014. 136–137. →
 
                Detering, Heinrich: “Lyrik und Religion.” Handbuch Lyrik: Theorie, Analyse, Geschichte. Ed. Dieter Lamping. 2nd edition. Berlin and Boston: De Gruyter, 2016. 119–128. →
 
                Diederichsen, Diedrich: “Authentizität: Die Schwierigkeit, man selbst zu sein.”. Stichworte zur Zeit. Ed.Heinrich-Böll-Stiftung. Bielefeld: Transcript, 2020. 23–36. →
 
                Döring, Jörg. “Wie analysiert man die Lesung eines geschriebenen Gedichts? Monika Rinck liest ‘Alles Sinnen und Trachten’ (Apollo-Theater Siegen, 3. Dezember 2019).” Zeitschrift für Literaturwissenschaft und Linguistik 51.1 (2021): 49–72. https://doi.org/10.1007/s41244-021-00205-3 →
 
                Döring, Jörg. “Marcel Beyer liest: Gedicht und performativer Epitext.” Marcel Beyer: Perspektiven auf Autor und Werk. Ed. Christian Klein. Stuttgart: Metzler, 2018. 73–93. a, b, c, d, e
 
                Döring, Jörg, and Johannes Paßmann. “Lyrik auf YouTube: Clemens J. Setz liest ‘Die Nordsee’ (2014).” Zeitschrift für Germanistik 27.2 (2017): 329–347. a, b
 
                Fischer-Lichte, Erika. The Transformative Power of Performance: A New Aesthetics. Trans. Saskya Jain. London and New York: Routledge, 2008 [2004]. 
 
                Foley, John Miles. How to Read an Oral Poem. Urbana and Chicago: University of Illinois Press, 2002. →
 
                Genette, Gérard. Paratexts: Thresholds of Interpretation. Cambridge, UK and New York: Cambridge University Press, 1997 [1987]. 
 
                Gräbner, Cornelia. “Poetry and Performance: The Mersey Poets, The International Poetry Incarnation and Performance Poetry.” The Cambridge Companion to British Poetry Since 1945. Ed. Edward Larissy. Cambridge, UK and New York: Cambridge University Press, 2015. 68–81. →
 
                Heine, Heinrich. “Nicht gedacht soll seiner werden.” Werke in zwei Bänden, Vol. 1. 2nd edition. Stuart Atkins. München: Beck 1978. 346–347. →
 
                Hintze, Lena. “‘15 Jahre, zehn Gedichte’: Potenzierter performativer Epitext bei Mara Genschel.” Formen und Funktionen auktorialer Epitexte im literarischen Feld der Gegenwart. Ed. Thomas Wegmann, Jörg Döring, Nora Manz, Max Mayr, and Anna Obererlacher. Berlin and Boston: De Gruyter, 2024. 223–239. https://doi.org/10.1515/9783111322537-010 →
 
                Manz, Nora. “Lyrik und performativer Epitext: Nora Gomringers Lesungsroutinen”. Zeitschrift für Literaturwissenschaft und Linguistik 49.2 (2019): 477–492. →
 
                Maye, Harun. “Vortrag/Lesung: Neuzeit und Moderne.” Handbuch Medien der Literatur. Ed. Natalie Binczek, Till Dembeck, and Jörgen Schäfer. Berlin and Boston: De Gruyter, 2014. 341–351. a, b
 
                Metz, Christian: “‘perform the storm’: Zur besonderen Energetik von Lyriklesungen.” Formen und Funktionen auktorialer Epitexte im literarischen Feld der Gegenwart. Ed. Thomas Wegmann, Jörg Döring, Nora Manz, Max Mayr, and Anna Obererlacher. Berlin and Boston: De Gruyter, 2024. 205–222. https://doi.org/10.1515/9783111322537-009 →
 
                Meyer-Kalkus, Reinhart. Geschichte der literarischen Vortragskunst, 2 Vol. Stuttgart: Metzler, 2020. a, b
 
                Meyer-Kalkus, Reinhart. “Harte Fügung mit Glottisschlag: Marcel Beyers Lesung seines Gedichts ‘Froschfett’.” Klang – Ton – Wort: akustische Dimensionen im Schaffen Marcel Beyers. Ed. Sven Lüder and Alice Stašková. Berlin i.a.: Metzler, 2021. 49–63. →
 
                Meyer-Kalkus, Reinhart. “Robert Böhringers Hölderlin- und George-Lesungen auf Sprechschallplatte.” George-Jahrbuch 14 (2022/2023): 93–134. →
 
                Middleton, Peter. “How to Read the Reading of a Written Poem.” Oral Tradition 20.1 (2005): 7–34. →
 
                Middleton, Peter. “The Contemporary Poetry Reading.” Close Listening: Poetry and the Performed Word. Ed. Charles Bernstein. Oxford and New York: Oxford University Press, 1998. 262–299. →
 
                Novak, Julia. “Live-Lyrik: Körperbedeutung und Performativität in Lyrik-Performances.” Phänomene des Performativen in der Lyrik: Systematische Entwürfe und historische Fallbeispiele. Ed. Anna Bers and Peer Trilcke. Göttingen: Wallstein, 2017. 147–162. →
 
                Setz, Clemens J. “Die Nordsee.” Die Vogelstraußtrompete: Gedichte. Berlin: Suhrkamp, 2014a. 9. →
 
                Setz, Clemens J. “Die Vogelstrausstrompete. Gedichte: Lesung (1. Teil].” YouTube video, uploaded by voiceinspiration – channel [@voiceinspiration] on May 6, 2014b, https://www.youtube.com/watch?v=doVAcT6YSzw (December 2, 2024). →
 
                Utler, Anja. “manchmal sehr mitreißend”: Über die poetische Erfahrung gesprochener Gedichte. Bielefeld: Transcript, 2016. →
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              Compared to other literary genres, poetry has a reputation for being particularly inaccessible: It is considered difficult, abstract, exhausting, exclusive, and elitist, belonging to the ivory tower of so-called high culture. Although this perspective mirrors a polemic, stereotype-contested version of poetry, ignoring traditions of more accessible and plain forms of poetry like occasional verse for funerals or anniversaries, it seems to be long-lasting and widespread still today, while also possibly interfering with idealization of lyric poetry (see Jackson 2008; Lerner 2016). But what about accessible poetry that consciously confronts these barriers – which can be, for example, linguistic, cultural, or sensory barriers? What forms might poetry take to deal with accessibility on an aesthetic level? The ongoing debate about high and popular culture aims to diversify the poetry scene, to open it up to popular formats such as poetry slam or so-called “Instapoetry,” and to confront or blur the strict separation of cultural spheres (→ III.2 Cultural Studies and Literary Sociology; IV.6 Contemporary Poetry as Commodity). While discussion about cultural barriers is already taking place, raising awareness for a non-elitist, pluralized understanding of “poetries” (see Swirski 1999; Harrington 2009; Bean and Chasar 2017; Wegmann 2019; Ramazani 2020), sensory barriers are barely on the radar of literary research so far.
 
              This article focuses on the aesthetics of access in poetry, particularly in the context of blindness and visual impairments as a representative case of a broader paradigm, considering the condition of non-normativity in the spectrum of vision. The aim is to explore how accessibility tools like alt text and Braille can be used in poetry to transcend visual barriers, rather than just thematizing or representing blindness through characters on the narrative level. Alt text (alternative text) is a type of image description that enhances web accessibility by embedding text within an image, allowing screen readers or Braille displays to convey the image’s description to blind users; Braille is a tactile writing system. While this article deals with these two accessibility tools, other tools – such as sign language, subtitling, audio description, ProTactile communication, or easy language – may also be used poetically in a comparable way to address other kinds of sensory or cognitive barriers. These practices share the overarching theme of aesthetics of access and raise similar questions. Hence, the two exemplary cases of poetry formats discussed here – alt text as poetry and concrete poetry translated into Braille – are representative of the broader discussion on aesthetics of access. Both projects take place in the realm of intersemiotic translation (visual to scriptural and visual to tactile). Other ways of dealing with non-visual poetry as audio-based poetics are discussed elsewhere in the handbook (→ II.4 Recorded and Audioliterary Poetry), though not from a disability studies perspective.
 
              An integration of Braille signs, tactile objects, tactile tours, audio description, and alt text into exhibitions and performances has become more common for art institutions such as museums and theaters. In fact, some institutions even engage with the issue of accessibility as one of their main curational focuses. In this regard, consulting agencies have emerged to help the art sphere become more accessible (e.g., Tactile Studio, Access Maker). The literary field, however, seems to have comparatively less awareness of the importance of accessibility and the inclusion of topics related to disability as part of an aesthetic discourse. While the field of literary disability studies primarily concentrates on disability at the level of content, for example, by studying literary tropes and the manner in which prose influences the portrayal and stereotyping of disability (see Garland-Thomson 1997; Bolt 2020), poetry and poetic use of language remain underrepresented in research. This raises the question of how the → I.3 Poetic Language as well as stylistic conventions of poetry (→ I.1 Lyric Genre Theory) are affected when accessibility tools such as alt text or Braille are employed poetically. Sign language poetry, for instance, challenges the dichotomy of orality and writtenness, revealing the unquestioned assumption that literature is either written text printed in standard letters or spoken or vocal performance, live or recorded (see Wolff 2024). The process of making seemingly difficult, laborious poetry more accessible does not necessarily result in a loss of poetic complexity. If accessibility is taken seriously and forms of language beyond standard language and printed poetry are accepted as literature, this acceptance could lead to the discovery of a previously unrecognized poetic potential. By assuming the non-normativity of language, the possibility of a “new” poetics is opened up.
 
              The necessity for a more profound comprehension of accessibility tools within the artistic domain is made manifest by a multitude of unsuccessful endeavors. For example, the Braille installation at the Franklin D. Roosevelt Memorial in Washington, D.C. features oversized, irregularly spaced Braille dots that are nearly indecipherable, with some plaques placed at an inaccessible height. The sculptor uses Braille as a mere decorative motif rather than as a functional aid, reflecting a sighted person’s misconception of tactile reading which likely frustrates and insults blind visitors instead of enhancing their aesthetic experience (cf. Kleege 2006, 214). The following section will outline accessibility tools, barriers, and related concepts from a disability and cultural studies perspective, as well as from the perspective of barrier-free communication. There is a research gap between technical understandings of accessibility tools from the field of barrier-free communication and their aesthetic employment in the art sphere without technical knowledge. This demonstrates the importance of the core concept of aesthetics of access, which will be applied to two exemplary case studies focusing on poetry transcending visual barriers.
 
              
                Accessibility tools: The technical level
 
                The term “accessibility” gained international prominence with the Americans with Disabilities Act (see Leidner 2007), which demands the possibility for buildings, events, programs, and information to be used by anyone, regardless of their physical, psychological, or mental condition (see Chacón 2015). Barriers hindering access can be physical (e.g., stairs), communicative (e.g., language), or discursive (see Maaß and Rink 2020). Communication barriers can be further subdivided into perceptual or sensory cognitive, motor, language, cultural, technical, and media barriers (cf. Schubert 2016, 18; Rink 2020, 29–65). Barriers often overlap, as when a blind person encounters both sensory and media barriers on a given website. Strategies for barrier reduction include universal design for creating generally accessible environments and assistive technologies for individual needs. Accessibility tools, such as sign language, Braille, audio descriptions, subtitles, alt text, and easy language are used to address communication barriers (see Maaß and Rink 2020). The notion of “barrier-free communication” has been subject to criticism, as all communication involves some potential for misunderstanding (see Chacón 2015; Maaß and Rink 2020). Accessibility, rather than comprehensibility itself, is more accurately seen as a prerequisite for understanding. In literature, particularly poetry, accessibility is often an afterthought (retrofitting), focusing on semantic clarity at the expense of aesthetic aspects (see Schubert 2019). In this article, the use of “aesthetics” follows one of Leonard Koren’s definitions as “a cognitive mode, in which you are aware of, and think about, the sensory and emotive qualities of phenomena and things” (Koren 2010, 46). The following section examines two poetry projects that integrate accessibility tools in a creative way as examples of an aesthetics of access. Originating in the performing arts, the notion of “aesthetics of access” was coined by Jenny Sealey of the British Graeae Theatre Company, where deaf, disabled, and neurodivergent artists perform. Their performances are designed to be inclusive for both disabled and non-disabled audiences (cf. Chacón 2015, 24). Accessibility thus becomes part of the artistic vocabulary and the application of accessibility tools a source of inspiration and poetic potential rather than a restriction. It is understood as a constitutive element of the artwork, built into artistic production from the outset with an artistic objective, rather than as a later addition in an attempt at translation (i.e., retrofitting; see Wentz et al. 2011). A strict definition of aesthetics of access requires the involvement of people with disabilities from the outset. In contrast, this article adopts an allyship perspective, with the author, a non-disabled person, seeking to have an informed debate, challenge assumptions about disability, and address power dynamics. Transparency and a careful attention to power are central to methods aligned with aesthetics of access. This creates an alternative concept to the pure service-based concept of retrofitting accessibility, which takes non-disabled people’s assumptions about disability and adopts their aesthetics in retrospect without a deeper understanding of the target group. Or, as disabled performer and choreographer Sophia Neises, who works with access dramaturgy, puts it: “Accessibility in the arts must be allowed to take as many forms as the works of art themselves, not as a retrofitting process, in which the perceivable outcome is experienced more as a compromise instead of an artwork” (Neises n.y.; trans. CCW).
 
               
              
                Accessibility of digital materials: Alt text
 
                One notable example of a digital project that engages with poetry and accessibility tools is the website alt-text-as-poetry.net, created by Bojana Coklyat and Finnegan Shannon. Both disabled artists concentrate on digital, collaborative work and web accessibility (screen readers, assistive technology). They have additionally published a workbook on how to employ alt text that is accessible in a variety of formats: as a free download (in file formats like .docx or .pdf), as a freely accessible Google Docs document, via Sound-Cloud as an audiobook (in the .wav file format), and as a print publication, released in 2020; it is also offered in two different languages (English and Spanish). Their work is designed with the objective to increase awareness about accessibility in the online domain. Its primary emphasis is on alt text – a brief audio description that can be added to a website or social media post to provide visual information to people who use screen readers (cf. Kleege 2023, 234). The website provides information on alt text, offering the short definition: “written description of an image posted online.” This form of web accessibility enables individuals with visual impairments, as well as those with specific cognitive disabilities, to access visual information through screen readers or Braille displays. In essence, alt text represents a non-visual alternative to an image, thereby encompassing the concept of intersemiotic translation (cf. Jakobson 1959, 233).
 
                This website incorporates accessibility considerations into its technical aspects and design. It is a fast-loading, static site with a screen reader-friendly layout. The single-page design facilitates convenient navigation through content via scrolling, while categories navigable via keyboard provide an alternative means of access. The user is afforded the option of toggling between a high-contrast color scheme and a black-and-white layout. Furthermore, the text is accompanied by audio information and music. The web designers posit that accessibility should be vibrant and personal, employing subjectivity to translate media into accessible formats in lieu of neutral, impersonal translation. The authors present their perspective on access “as creative, as poetic” and describe the pervasive perception of alt text as “often disregarded” and “an unwelcomed burden to be met with minimal effort.” In response, they propose a shift in approach to alt text, advocating for a more thoughtful and creative engagement with this aspect of accessibility. In addition to the political and pedagogical aspects of the website, they provide a collection of poetic alt texts devoid of the original images, which serve as examples of their approach. These examples are presented on a blog in the form of a collective toolkit, wherein the authors offer personal commentary on the selected examples, naming the sources from which they were obtained and articulating their appreciation for particular aspects of the represented idea. To elucidate, consider the following image description of Donald Trump by Robert Jones Jr. (@thesonofbaldwin) on Instagram, posted on January 3, 2021:
 
                 
                  Trump is walking to the left, looking
 
                  back at the camera like a mafia boss.
 
                  A gnarled tree branch in the frame is
 
                  giving Hansel and Gretel realness.
 
                
 
                This alt text exhibits a poetic effect due to its concise, evocative language, functioning as a vivid snapshot. The description employs poetic devices such as comparison (e.g., likening the subject to a mafia boss) to convey a specific emotional state. A meaningful atmosphere is created by linking the image to a fairy tale and drawing special attention to small details like the branch. The context of the post is Trumps’ threatening Georgia’s Secretary of State to “find” votes to flip the state to Trump after the 2020 U.S. election. The threatening situation is conveyed in the alt text using fairytale foreboding while simultaneously incorporating humor, thereby establishing an ironic contrast between the real-life Trump and the fictional, sinister connotations associated with the mafia and Hansel and Gretel. The juxtaposition of modern political imagery with old-world fairytale elements creates a surreal blend. This alt text diverges from the conventional approach to image description, utilizing poetic devices to convey an emotional state and ambience through a complex interplay of layered meanings and cultural references while also incorporating interpretive elements, rather than a technical enumeration of single elements.
 
                The act of reframing an image description in alt text as poetry can be situated within the tradition of ekphrasis in poetry, which uses words to effectively evoke vivid imagery through detailed description of an image rather than presenting the given image itself (in a broader sense not only limited to works of visual art, cf. Starr 2012, 393; → III.12 Visual Culture Studies). This verbal representation of a visual representation is exactly what takes place in the creation of alt text. This poetic approach would challenge the assumption that accessibility is a necessary but burdensome and bureaucratic requirement. Placing alt text in a poetic tradition challenges the perception that alt text is often written perfunctorily and reluctantly. In contrast, conceptualizing it as poetry engages with three key aspects. Firstly, both alt text and poetry are concerned with conscious use of language, encompassing aspects such as precise wording, play with associations and connotations, choice of a voice and perspective, and creation of a meaningful tone. Secondly, the economy of words is a crucial aspect. Underlying principles of brevity, expressiveness, and concision are, thirdly, fundamental to both poetry and alt text, despite the prevalence of lengthy and descriptive alt texts. Both employ an experimental linguistic approach, characterized by a playful and exploratory use of language and a translation from visual to scriptural, as in ekphrastic poetry. This approach can also be situated in the field of creative media accessibility:
 
                 
                  Creative media accessibility encompasses those practices that not only attempt to provide access for the users of a film or a play, but also seek to become an artistic contribution in their own right and to enhance user experience in a creative or imaginative way. […] it stands in opposition to most AVT [audiovisual translation] and media accessibility guidelines (at least in their current state), which encourage professionals to focus on viewers’ comprehension (rather than on their engagement) and to provide them with the information that is missing due to their impairment or lack of knowledge of the language […]. (Romero-Fresco 2022, 305)
 
                
 
                To what extent is this project aligned with an aesthetic of access? The concept of alt-text-as-poetry emerges from a perspective of disability culture and represents an effort to elucidate the aesthetic dimensions of accessibility tools such as alt text with the objective to foster artistic and inclusive use, also aiming to build community. The project is politically oriented and does not take a metaphorical perspective on access; rather, it is pragmatically grounded, as evidenced by the attention paid to layout details such as letter size. The project employs an open communication approach to disseminating information about the website’s development and the project’s objectives, which encompass education, politics, and poetry. The writing of alt text is presented as an opportunity to enhance comprehension of the image, acknowledging the value of diverse modes of interpretation and perception. Additionally, this approach may hold interest for sighted people, who may gain another perspective on the respective image and train their own figurative imagination, in reading the alt text without inclusion of the image. The subversion of the neutral, non-poetic use of alt text offers potential renewals for web accessibility and poetry alike. The project appears to primarily focus on the general approach rather than on individual poems written in alt text. Therefore, its main objective seems to be the empowerment of the concept of alt text and its promotion as a more attractive option, given that alt text is still underutilized by websites, despite its straightforward technical implementation. In this way, it is possible to develop new poetic forms with the help of alt text. The website project provides a clear and well-articulated explanation of alt text’s poetic dimension. Hence, the project serves as an exemplar for a politically oriented poetry initiative addressing web accessibility. It advocates a novel perspective on alt text, eschewing the conventional focus on a singular poem. Instead, it explores the adaptation of a poetic genre to previously non-poetic texts. A continuation would be the integration of alt text as a fundamental aspect of poetic practice, uniting accessibility and literary practice, or, as Georgina Kleege puts it: “What starts as an accommodation for people with sensory disabilities can become a new art form, with new possibilities of enjoyment for a much larger audience” (2023, 324).
 
               
              
                Translated written page poetry: Braille
 
                A notable effort to make a specific type of poetry more accessible is Rachel Simkover’s 2013 Anthology of Concrete Poetry (In Braille). This collection includes 17 Braille translations of poems from the Anthology of Concrete Poetry, edited by Emmett Williams and published by Something Else Press in 1967. The original anthology featured over 300 poems from the international concrete poetry movement. Concrete poetry relies heavily on the visual arrangement of letters and sounds, blending sonic and graphic elements, making it largely inaccessible to blind readers in its printed form (→ I.12 Layout and Typography; III.12 Visual Culture Studies). To address this, Rachel Simkover, a sighted visual artist, transcribed works by poets such as Eugen Gomringer or Franz Mon into Braille.
 
                The poems’ letter-based permutations have been effectively translated into Braille, maintaining their integrity without loss: a constant changing of individual letters, following a poetic structure, constitutes many concrete poems and is easily translated or transcribed, letter by letter. Similarly, the repetition of single letters or combinations of letters and syllables is a poetic device that characterizes many of the translated poems and has the same effect in printed letters as it does in Braille (→ I.2 Poetic Function). Another important feature of visual poetry is the gap between individual letters and words or parts of words that create an image – in Braille, special attention is paid to the meaningfulness of gaps between characters, but also within a cell of differently raised dots. Using gaps in a poetic meaningful manner is thus consistent with a Braille logic in which gaps structure the system of transcription.
 
                It is questionable whether the different derivations of standard Braille are perceived as aesthetically meaningful or just unintended inconveniences. The standard Braille lines are broken in most of the poems – the characters are spread all over the pages with unexpectable gaps, and some lines need to be read diagonally, vertically, or backward. Thus, the usual reading technique cannot be successfully applied. Does this necessarily lead to a poetic perception of the single characters? Additionally, the standardization of gaps between characters is shifted in many poems, which work with different sizes of gaps. Many poems create a visual, overall impression, making sense only as a whole. When translating into Braille, which works as a letter-by-letter perception, it is questionable whether the overall impression still creates an inner picture. The spatial perception of the page is also important: It is necessary to check whether it is possible to get a feeling of the overall poem by using the palm of the hand, which is less sensitive than fingertips equipped with many nerve endings. Content-wise, there is no thematization of blindness in the poems. This is not surprising as they are translations of canonical poems from the 1950s – but ironic moments occur, as when a verse by Franz Mon like “Aus den Augen aus dem Sinn” (1967, 212) is translated as “Out of sight out of mind;” by choosing “sight” instead of “eyes,” the occularcentrism of the original poem is foregrounded and translated without any comment, seemingly also without awareness or sensitivity for the target group. This raises concerns about involvement of the target group in the production process. The editor, who is sighted, does not credit any blind contributors in the book’s paratext, suggesting their likely absence from the process. Furthermore, her connection to Braille or prior work with tactile art is unclear, and the process of translation appears to be a straightforward transcription rather than a meaningful adaptation. The book’s design also poses practical challenges for blind readers: while the sighted can easily navigate using the printed yellow wrapper, blind readers must navigate through the Braille version, which lacks clear markers and page numbers, making it difficult to locate specific poems.
 
                All in all, the book tries to make historical concrete poems (1954–1966) accessible to blind readers, succeeding in transferring certain poetic effects while at the same time showing the problematics of retrofitting: The transcriptions still adhere to visual logic, which translates in some aspects to the tactile but does not work creatively within the possibilities and logics of Braille. A more experimental translation could exploit the symmetry of Braille characters to translate a visual symmetry at the letter level, which would align with the focus on letter material characteristic of concrete poetry. Additionally, for sequential permutation poems, one could work with Braille characters that transform into each other with the addition of a dot (as “f”/“g,” “k”/”l”), only changing one position, or could make use of the tactile perception of single characters resembling meaningful forms (e.g., the “c” as eyes). The result is still a multisensory work, accessible to both blind and sighted readers, but one that uses the questionable gesture of making “high art” of the dominant sighted culture accessible instead of using the poetic qualities of Braille in a deeper understanding of tactile aesthetics, therefore remaining a rather superficial transcription of visual into tactile lettering, while still being valuable in that attempt.
 
               
              
                Accessible future?
 
                These brief analyses demonstrate that accessibility contains original aesthetic dimensions, which can vary widely in their employment and intention. Most promising are approaches integrating accessibility tools in the poetic practice from the outset, thinking within the certain language or tool and taking the constraint as poetic potential, as has been done in different ways in avant-garde literatures. Similarly, retrofitting translation attempts can be beneficial for fostering community building and advocating disability rights. However, their effectiveness hinges on a thoughtful design process involving the target group. Furthermore, it becomes evident that there is not one singular concept of accessibility. The notion of universal accessibility to poetry is, in fact, a utopian ideal. Nevertheless, by envisioning a diverse array of potential audiences and expanding the scope of literature from printed poetry in standard language to multisensory poetry with varying reception channels, including the advantages of digital possibilities and transmediality, one can achieve a greater degree of poetic freedom. As Michael Melancon persuasively argues in his analysis of the blind poet Kuusisto’s work: “Therefore, the first priority in establishing a new subjectivity in disabled art is to challenge these language systems by interrogating the sites and methods of language production and reception, and reshape societal notions of the body. As a language art, poetry is well suited to examine and shape aspects of language and its embodiment […]” (2009, 193). In research, there is a cultural focus on critical blindness studies, which intersects with literary studies but has been, so far, primarily concerned with prose and life writing. This field of study examines blindness at the content level (see Bolt 2014; Schulz and Geese 2022). It is therefore necessary to adopt an interdisciplinary approach to research to enhance accessibility in poetry, as the realm of film has already begun regarding creative media accessibility practices, which also still lack extensive research (see Romero-Fresco 2022).
 
                This article has set out to provide a preliminary investigation into the nexus of poetry and accessibilities. Presumably in the future, this discussion will facilitate a more aesthetic-oriented analysis of accessibility in poetry research and literary disability studies. In the context of literary studies, the advent of accessible formats may prompt a re-evaluation of the very notion of “the lyric,” potentially leading to an expansion of analytical tools and a broadening of definitions of literature beyond the traditional book format. A focus on disability maintains attention to media formats, research ethics, and publishing norms (see Mills and Sanchez 2023). The establishment of the discursive potentiality of the non-visual senses represents a direct challenge to existing discourse, while simultaneously creating new, subjective, body-based poetics (cf. Melancon 2009, 193). A shift in perspective, whereby accessibility is viewed as an opportunity rather than a limitation, could have significant implications for the aesthetic, social, and political dimensions of literature. By acknowledging the interdependence of literature and politics, this approach could foster new sensibilities and aesthetic gains. Rather than simplifying the reading experience, it aims to diversify it, contributing to a more expansive exploration of the multifaceted dimensions of reading and writing.
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              The awarding of the Nobel Prize in Literature to Bob Dylan in 2016 has often been interpreted as a definitive confirmation that the lyrics of pop songs are a legitimate and important part of literature and literary history. When Sara Danius, the permanent secretary of the Swedish Academy, emphasizes that Dylan is “a great poet in the English tradition” (quoted in Bradley 2017b, 20), she confirms an assessment that has been communicated for some time through various channels – be that through comparisons with William Shakespeare or T. S. Eliot, which the literary scholar Christopher Ricks has made on various occasions (2016), or the inclusion of Dylan’s lyrics in poetry anthologies (see Ferguson et al. 2004; Axelrod et al. 2012). However, the reactions to the awarding of the Nobel Prize – and, above all, the controversial discussions that have been taking place for many years in pop music discourse and cultural and literary studies research – suggest that the question of the relationship between pop lyrics and poetry can by no means be put to the side in this way. Even if the appreciation of lyrics as poetry seems desirable to many, it should be noted that the award honors Bob Dylan as an author of pop lyrics, which is remarkable; however, it honors the author Dylan in particular, without yet also generally recognizing and valuing the status of pop lyrics as poetry. Against the background of canon-critical debates in the humanities (including studies on pop culture), one could see a continuation of procedures that are as well established as they are questionable: a “great author” who has long since been canonized is placed here in a line of tradition of other “great authors.” The fact that Dylan already held such a status as a reference figure in the field of pop music was vividly emphasized when producer and pop star Pharrell Williams commented on the awarding of the Pulitzer Prize in the music category to Kendrick Lamar (and thus to the first hip-hop musician ever) in 2012, years before the Nobel Prize was awarded, by calling Kendrick Lamar “this era’s Bob Dylan” (Pharrell Williams [@pharrell], X/Twitter, posted on October 19, 2012). As illustrative as such references may be, the question of whether pop lyrics – whereby “pop” is not to be understood as a genre, but as an overarching generic term – should be classified as poetry remains too complex to be limited to emphasizing individual “great authors.” This is particularly true insofar as it is often overlooked that classifying pop lyrics as poetry – and thus valorizing and enhancing them – does not seem desirable from every point of view.
 
              
                “Lyrics are not poetry” – differences between lyrics and poetry
 
                “I respect poetry,” soul singer Marvin Gaye remarks, “and I try to write subtly, but lyrics really aren’t poems. Printing them like poems can make them seem silly” (quoted in Ritz 2003, 163–164). “Lyrics are not poetry: they are the words to a song,” writes Jarvis Cocker, singer and lyricist of the British band Pulp, adding that “the words to a song are not that important” (2011, 2–3). However, Cocker writes this in his introduction to an extensive book in which he reprints his lyrics and thus removes them from their song context. He is not alone in this endeavor; in recent years, a large number of books with pop lyrics have been released, by both very popular and less well-known bands and songwriters and by both large and small independent publishers – written by Leonard Cohen (2011), Nick Cave (2013), Patti Smith (2015), Pete Shelley (2018), and Lou Reed (2019), to name just a few. The question of the relationship between lyrics and poetry is largely not addressed at all, but in some cases, it is – and then usually in a remarkable way. Cocker, for example, develops differentiated considerations regarding the text design and the printed image of the lyrics so as not to give the impression that his book is a collection of poetry: “I have always had an extreme aversion to the way lyrics are often typeset to resemble poetry,” he remarks, thus justifying his attempt “to arrive at a form that presents the words in an intelligible manner, designed to work on the page rather than mimic the way they come across in the songs” (2011, 3; → I.12 Layout and Typography). Here, a double demarcation comes into view, one which is generally relevant for focusing on pop lyrics: on the one hand, the question of the relationship between lyrics and lyric arises (→ I.10 Musicality and Sangbarkeit), and on the other hand – and even more immediately obvious – the question of the connection between lyrics and music in pop songs comes to mind. “Pop’s poetry always lives in the space between word and music. It follows different rules than those that govern most page-born poetry,” writes Adam Bradley in his study The Poetry of Pop (2017b, 13), emphasizing the intermediate position of lyrics between words and music on the one hand and their distance from page-born poetry on the other.
 
                Thus, it becomes clear that if attention is exclusively focused on the lyrics and not on the music, something is lost – namely, the intermediate position, but also that lyrics can come into view in other, possibly revealing ways, and gain independence in printed form. Cocker addresses a similar point from the opposite perspective when he points out that, ever since lyric sheets were included in his record releases, he has always added the instruction: “Please do not read the lyrics whilst listening to the recordings” (2011, 2). These considerations alone can underscore that, if the primary aim is to classify pop lyrics as poetry, one overlooks decisive aspects of the various entanglements between the two. It must be taken into account that the perception and classification of lyrics as poetry is not necessarily interpreted as a valorization, but can also be understood as a loss of both independence and the intricate intermediate position of pop lyrics.
 
                At the end of the 1960s, the desire – or, in some cases, the demand – to cross the presumed boundary between high culture and popular culture, between “high” and “low,” to tear it down or to declare it obsolete, was an important starting point for a changed perception of products and practices of popular culture, summarized and popularized by Leslie A. Fiedler’s oft-cited formula “Cross the border, close the gap” (1969). In both pop culture and popular culture research (→ III.2 Cultural Studies and Literary Sociology), it has since become clear that crossing borders, a switch from “low” to “high,” from pop to established culture, is, on the one hand, a step that is repeatedly fought for. Richard Goldstein’s provocatively titled book The Poetry of Rock, published in 1969, may be seen as a starting point in this respect. On the other hand, such endeavors are also viewed critically, as, in the end, they may end up confirming the existing parameters of order. This applies at least to those cases in which it is not a question of bridging, challenging, or dissolving traditional boundaries but merely of changing sides from “low” to “high.” In this sense, the supposed upgrading of “lyrics” to “poetry” can also remain a confirmation of the established hierarchy. When musicians like Cocker or theorists like Bradley insist on the difference between pop lyrics and poetry, the struggle to cross the border between “high” and “low” no longer takes center stage. Rather, they presuppose what is now seen as an important and powerful achievement in pop music discourse and cultural studies – the fact that pop culture has created an “open dialogue between high and low,” and thus a “field that has had to be constantly re-dimensioned and redefined ever since, contested and crisis-ridden” (Seeßlen 2019, 153; trans, also in the following, ES). Against this backdrop, Georg Seeßlen emphasizes that “high” and “low” are “neither qualitative nor political distinctions, but rather different strategies of contextualisation and reflection,” and that the “merging of high and low in pop” is to be understood in this sense as “a revolt against the distinguishing function of the pair of terms” (2019, 153). This is not to say that the distinction between “high” and “low” has become irrelevant. However, both its function as a judgmental juxtaposition and its selectivity – the ability to mark clear boundaries – are called into question. The insistence on the independence of pop lyrics, even in relation to poetry, can be understood in this respect as a rejection of categorization in traditional, hierarchical boundary-drawing routines. However, the equally observable position of understanding lyrics as poetry can also be understood in this sense as a “revolt against the distinguishing function of the pair of terms.”
 
               
              
                Lyrics as literature? Current debates in literary studies
 
                “There has long been a consensus in poetry theory that song lyrics […] are to be categorized as poetry,” Frieder von Ammon and Dirk von Petersdorff proclaim at the beginning of their edited volume entitled Lyrik/Lyrics: Songtexte als Gegenstand der Literaturwissenschaft [Poetry/lyrics; song lyrics as an object of literary studies] (2019, 7). When they emphasize that lyrics are “an integral part of the genre of poetry,” they argue against the background of their observation that there is a “surprising lack” of studies that “look at song lyrics from a literary studies perspective” and their concern about an “imbalance between cultural practice and its academic exploration” (von Ammon and von Petersdorff 2019, 7–9; trans., also in the following, ES). Given the academic skepticism towards or even rejection of pop culture – which was, for a long time, more pronounced in German literary studies than in other philologies – the emphasis of this position is understandable. When the editors point out that “there have long been a large number of song lyrics that are also literarily sophisticated,” they make it clear, however, that they are not only arguing from a literary studies perspective here but also from a position that particularly focuses on “literarily sophisticated” lyrics (von Ammon and von Petersdorf 2019, 9).
 
                However, the approach of using literature and literary ambition as a benchmark and quality standard for pop lyrics can by no means be described as a consensus either in poetry theory or in the wider context of literary studies. Von Ammon and von Petersdorff are well aware that this approach is not shared by all researchers in the field and at times provokes opposing views, as they also integrate other approaches into their volume. This makes it all the clearer that it is not enough to valorize lyrics as poetry in the sense of traditional literary standards of value, but that other aspects – namely the “relationship between text and music,” “concepts of performance,” and “exchange movements between song lyrics and poems” (von Ammon and von Petersdorff 2019, 9–11) – are more important for insightful analysis and also more productive for literary studies.
 
                Literary studies of pop lyrics can, in other words, only become productive when they take into account that “the hybrid status of the pop song as a combination of lyrics and music” gives rise to “analytical problems for literary studies,” and when, accordingly, they do not lose sight of the fact that “the status of lyrics as literature can only ever be discussed in the context of pop music” (Huber 2019, 229; trans. ES). In this respect, examining the lyrics against the background of their paratexts, their performance in the pop song (→ II. 2 Live Oral Poetry; → II.3 Musicalized Poetry), and their embedding in social contexts seems perenially unavoidable. This demands a combination of different approaches incorporating different disciplines, for example by expanding literary studies with media and cultural studies approaches.
 
                In his book The Poetry of Pop, literary scholar Bradley (2017b) analyzes pop lyrics using literary studies and semiotic concepts, but also musicology and psychology, in order to situate “Pop’s poetry […] in the space between word and music” and, thus, to be able to identify differences between lyrics and poetry more precisely; accordingly, the goal of his study is “not to dignify or defend pop lyrics,” and the end of his analysis is not, as Bradley writes, “enshrining pop lyrics in the Western poetic canon but, rather, figuring out what makes them work structurally and sonically, what makes them beautiful, and what makes them move us so” (2017b, 6, 22). The very different levels on which lyrics can be analyzed already become clear when Bradley first explains in various ways what it means to read them, and then in the following chapter demonstrates how different the approach is when one listens to them: “In privileging the denotational meanings of song lyrics over their sonic function in a recording, we radically mismeasure pop’s poetry,” Bradley argues, exemplifying his thoughts with two vivid examples (2017b, 20). The fact that “words to songs can work as pure sound, another kind of music” becomes clear in jazz singer Ella Fitzgerald’s rendition of the song “One Note Samba,” in which “her scat singing distills language to its phonemes and its expressive power largely shifts from the semantic to the sonic realm.” (Bradley 2017b, 17) On the other hand, lyrics can also achieve an “expressive singularity” if the recorded song creates “an aural setting for the music and meaning of the words” – Bradley illustrates this with a reference to Public Enemy’s track “Fight the Power,” in which “the Bomb Squad’s ‘Wall of Noise’ production attunes the listener’s ear to the language of Chuck D’s lyrics as political act” (2017b, 16–17). The fundamental thesis that “the poetry of pop concerns both language and performance, both the semantic and the sensory” is then further elaborated by Bradley in sub-chapters on rhythm, rhyme, and figurative language, on voice, style, and the possibilities of storytelling. Against “the complacency of literary critics who are unwilling or unable to develop a new poetics to account for the double life of song lyrics as word and music,” Bradley takes the interaction of language, music, and performance as a prerequisite for analyzing lyrics as poetry drafting a “functional poetics of pop” that can be used to acknowledge and show “how song lyrics ‘make words do things they ordinarily do not do’ when language is under the sway of song” (2017b, 21 and 44).
 
               
              
                The Poetry of rap: words, sounds, and more
 
                One of the fields in which questions about entanglements between pop music and poetry have been discussed particularly intensively in recent years is that of rap as part of the broader hip-hop culture. “Rap, at its base, is poetry,” writes Alexs Pate in his book In the Heart of the Beat: The Poetry of Rap (2010, 25). “Rap is probably the most popular and influential form of poetry today,” Fabian Wolbring opens his book Die Poetik des deutschsprachigen Rap (The poetics of German-language rap, 2015, 11; trans, also in the following, ES). While Pate develops his reflections on the “artistic quality and effectiveness of rap as a literary expression” (2010, xx) against the background of relevant studies from the fields of cultural studies and African American studies (see Gates 1988; Rose 1994) and supplements these with analyses from literary studies, Wolbring comes from a literary studies background and opens these considerations up to questions from cultural studies, gender studies, media studies, and Black studies. This linking of different disciplinary contexts has not long been a standard in the academic study of rap; until the 1990s, it was as uncommon as recognition of rap as an art form, let alone as a reference to poetry.
 
                When literary scholar Nassim Winnie Balestrini remarks that, “[f]or the longest time, rap was studied and critiqued not as an artistic form or poetic genre but rather as one manifestation of the larger social project of hip hop” (2019, 240), she underlines a possible reason why rap has not been considered from the perspective of literary studies for most of its history. Accordingly, she points out that only in recent years “a growing number of scholars has begun to appreciate rap lyrics as poetry: as a genre with its own stylistic and formal rules and as a genre that taps into various traditions of American poetry” (2019, 240). With her title “The Intermedial Poetry of Rap: Words, Sounds, and Music Videos,” she significantly emphasizes both the productivity of an analysis of the “poetry of rap” and the necessity of a multidisciplinary and intermedial investigation (→ II.3 Musicalized Poetry). This confirms Bradley’s considerations; he is also active in the field of rap, as seen in his highly acclaimed coedited Anthology of Rap (Bradley and Du Bois 2010) and book-length study Book of Rhymes: The Poetics of Hip Hop (Bradley 2017a). “Rap is poetry, but its popularity relies in part on people not recognizing it as such,” Bradley explains as another possible reason for the initially limited attention paid to rap which he, together with other scholars, aims to overcome, not least with the approach of understanding and conceptualizing “rap as poetry” (Bradley 2017a, xiv). However, the fact that rap is not universally recognized as poetry does not appear to be a shortcoming, but rather an important aspect that must be considered when examining rap as poetry. On the one hand, it can be assumed that framing rap as poetry is not universally seen as either desirable or an enhancement, and on the other hand, one should bear in mind that rap’s great popularity is also due to the fact that rap, for all its affinity, is something quite different from poetry.
 
                The affinities and differences that can be identified between rap and poetry come into view in the aforementioned approaches when the inclusion of rap in a much broader lineage of African American cultural traditions is given as much attention as various forms of intermedial production of meaning, sound, and performance, in which rap is closely linked to practices of DJing, sampling, and the aesthetics of the music video. The approach of understanding “rap as poetry” therefore also suggests examining rap as “poetry in motion,” referring not only to the self-reflexive verses “this poetry in motion | I’m a poet” by rapper Dave East in the Hamilton Mixtape song “Wrote my way out,” but also conceptualizing rap as an “intermedial genre of poetry that links literature, music, and audiovisual forms” (Balestrini 2019, 243, 252). Additionally, one could add that this formula provides implicit links to the 1960s pop song “Poetry in Motion” performed by, among others, Johnny Tillotson; to Ron Mann’s 1982 documentary film “Poetry in Motion” which features, among others, beat poets Amiri Baraka, Ted Berrigan, William S. Burroughs, Allen Ginsberg, and Anne Waldman; and to the eponymous public transport poetry project initiated in New York in 1992 (see Benthien and Gestring 2023, 79; → II.9 Poetry as Public Art).
 
                The fact that a hip-hop artist like Jay-Z states in his autobiography Decoded that “hip-hop lyrics – not just my lyrics, but those of every great MC – are poetry if you look at them closely enough” (2011, 235) and explicitly refers to T. S. Eliot and other canonized American poets as reference points (see Balestrini 2015) can underscore the close links between lyrics and poetry, as can the inclusion of rap lyrics by hip hop artist Queen Latifah in The New Anthology of American Poetry (Axelrod et al. 2012). Pate’s equation of rap and poetry quoted above and Wolbring’s assumption that rap could be “the most popular and influential form of poetry today” (2015, 11) confirm this reading from a cultural and literary studies perspective. When Wolbring points out that rap was initially often denied “aesthetic quality and corresponding literary relevance” (2015, 134), he refers to an attitude that also shaped the perception and appreciation of pop lyrics more broadly for many years. It is striking that voices such as those quoted above, which reject the categorization of lyrics as poetry, are rarely heard in the rap discussion. One reason for this may be that studies on rap and hip hop have so convincingly demonstrated diverse and complex aesthetics that the question of whether rap would be upgraded by comparison with poetry hardly arises any longer. That much has changed in this respect becomes somewhat clear when one looks back at the argumentative effort with which philosopher Richard Shusterman tried to prove, in the early 1990s, that rap is to be understood as “fine art,” challenging the usual criteria and parameters of aesthetic modernity but, nevertheless, fulfilling them (1991, 613 and passim). The extent to which the situation has since changed becomes unmistakably visible when Henry Louis Gates Jr. points out, matter-of-factly, that the more than 600 pages of The Anthology of Rap, published in 2010, brings together “a new vanguard of American poetry” (xxvi).
 
               
              
                Widening the scope: Beyond poetics, aesthetics, and cultural studies
 
                Even if the entanglements between pop lyrics and poetry are now broadly recognized and have been studied in many different ways, many studies on rap and pop music still contain a “peculiar apologetic tone” (Buelens 2011, 500). This applies, above all, to literary studies, which, at least in parts, continue to justify their preoccupation with pop lyrics even when it is no longer necessary. At the same time, however, literary studies have begun to noticeably include cultural and media studies approaches quite commonly. The application and expansion of literary methods that characterizes Wolbring’s study on the poetics of rap is a convincing example in this respect, not least because it shows that the expansion of the subject area of literary studies does not necessarily lead to a methodological or conceptual dilution. On the contrary, the differentiated instruments of literary analysis and the concepts of literary theory are profitably confronted and combined with approaches from pop culture research and culture and media studies.
 
                While this connection is well established, it seems more difficult to integrate questions of aesthetics and literariness into the field of cultural studies, possibly due to its more sociologically and social-historically based tradition (→ III.2 Cultural Studies and Literary Sociology), as well as the associated skepticism towards supposedly formalistic aesthetic-poetological approaches. Nevertheless, the integration of research from cultural and – in the case of rap in particular – African American studies can offer informative insights for literary approaches, not least by providing detailed accounts of the histories of oral poetry and signifying and spoken word traditions, which have become important features in literary studies since the 1980s (see Gates 1988; Pate 2010; Wolbring 2015). The significance of inter- and transcultural as well as inter- and transmedial entanglements for pop lyrics also offers further interfaces to other disciplines and research approaches, from studies on “performed literature,” inspired and informed by popular music studies (see Eckstein 2010), to the multidimensional analysis of pop songs, based on corpus linguistics (see Bértoli-Dutra 2014), and from intersections between sound studies and social theory (see Kajikawa 2015) to the various musicological, communication theory, or sound studies considerations on the function of “noise” as “sonic excess, as sound that escapes signification, as provocation, […] reframing relationships between contemporary poetry and the world of which it is a part” (Skoulding 2020, 1). In this latter respect, Zoë Skoulding’s study Poetry & Listening not only opens up remarkable insights into The Noise of Lyric, but also examines diverse entanglements, both within literary poems that cite pop song lyrics and pop songs that are based on literary texts.
 
                The “noise” factor can also play a role on another level of pop lyrics that should not be underestimated. Starting from Little Richard’s primal scream of rock’n’roll, “Awopbopaloobop Alopbamboom,” analyzed in Nik Cohn’s seminal book Pop from the Beginning (1969), it has been repeatedly emphasized that “syllabic nonsense” and “propositional nonsense,” as Kylie Minogue’s “la la la la la la la la la la” in her song “Can’t Get You Out of my Head” (Ventzislavov 2014, 510), or, more generally, the “sound of nonsense,” are integral parts of many pop songs, and that it is correspondingly relevant to also examine the “function of nonsense words in pop songs” (Borčak 2017). The different versions of “noise” and “nonsense” mark extremes whose analysis is just as promising as the question, to be located on another side of the spectrum, of what role both close readings and identificatory approaches to pop lyrics play, as can be observed with Taylor Swift fans. This becomes particularly remarkable when the lyrics self-reflexively problematize their own status in the broader context of pop music and poetry – as Swift does when she sings in the song with the significant title “The Tortured Poets Department”: “You’re not Dylan Thomas, I’m not Patti Smith | This ain’t the Chelsea Hotel | We’re modern idiots” (2024, n.p.).
 
                What the foreseeable continuation of close readings of Swift lyrics on YouTube and in fan forums, as well as in academic journals and monographs, makes clear also applies to the general field of research: Considerations on pop lyrics have helped broaden the perspective and set interdisciplinary and transdisciplinary approaches in motion. In this respect, analyzing pop lyrics might not only help widen the scope of poetry studies (see Buelens 2011), but also the scope of cultural studies, musicology, linguistics, aesthetics, and beyond.
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                Commodified lyrical speech and literariness
 
                In the work of Austrian author Clemens Setz – winner of the Büchner Prize, the most prestigious award for German literature – the social vehicle of X, formally known as Twitter, with its quickly delivered posts, becomes the scene of expressive yet casual poems that discover the poetic in banal, everyday things. Screenshots of strange yellowpress headlines such as: “Auch Saurier litten an Fieber und Husten” [Even dinosaurs suffered from fever and cough] serve as starting points, which Setz continues by adding “an Mumps und an Melancholie | Und während Vulkane die Landschaft verrußten, | war niemand so elend wie sie | Und niemand hatte mit ihnen Erbarmen | Sie schleppten sich durch ihr Gebiet, | mit ihren viel zu kurzen Armen. | Und dann kam der Asteroid.” [from mumps and melancholy | And while volcanoes sooted the landscape, | no one was as miserable as them | And no one had mercy on them | They dragged themselves through their territory, | with their far too short arms. | And then came the asteroid.] (Clemens Setz [@clemensetz], “Auch Saurier litten an Fieber und Husten.” X/Twitter, posted on February 10, 2022). As versified speech, this text is at odds with the majority of contemporary poetry. After all, who still regularly uses alternating verses with end rhymes (→ I.8 Verse, Stanza, and Versification; I.9 Rhyme, meter, and rhythm)? Unlike other contemporary lyrical works, which appear to be rather valuable in terms of book art, the habitat of this text is shabbier: the culturally seedy area of social media. There – on, of all places, this intrinsically commercial platform, with its principle of seamless attention-economy, in which all expressive events are directly capitalized upon (cf. Vogl 2021, 130) – Setz’s text insinuates a specifically contemporary poetics.
 
                It is no longer self-evident that poetry is the literary genre whose production, more consistently than any other, bypasses the logics of commodified distribution and is therefore endowed with the greatest literary and critical potential. As well trodden as this cultural-industrial argument is, it still seems to work, for example in Jacques Rancière’s version: “Beauty is that which at once resists the conceptual determination as well as the temptation of consumed goods” (2008, 15; trans. HD; see also Rancière 2018). Nevertheless, “the logic of self-branding – of carefully curated self-promotion – is a fact of social media life, for everyday users and cultural workers alike” (Duffy and Pooley 2017, 8). In the case of criticism, however, this can, in a positive case, also set in motion a machinery for the production of something interesting, not so different from theory or poetry, with their searches for new intellectual and linguistic connections.
 
                This is one of three possibilities to be distinguished here with regard to contemporary poetry and its negotiation of the commodity form: the prospect of a specifically contemporary poetry that reflects the aesthetic experience of social media. However, before taking up this variant, this article will first reflect on two other forms that negotiate contemporary poetry as commodity: first, Instapoetry as a highly successful and inclusive lyrical paradigm, even though it dismisses the modern idea of poetry as a highly complex, linguistically experimental, and occasionally hermetic language form; and, second, attempts to bring poetry closer to other art forms and media paradigms that are more successful in the attention-economy.
 
               
              
                Instapoetry as an alternative form concept?
 
                Rupi Kaur rose to fame in 2015 not because of her writing, but because of a photo she posted on Instagram – or, rather, what happened to that photo (→ II.7 Social Media Poetry). The picture showed Kaur sitting on her bed with her back to the viewer, with (fake) menstrual blood stains on her jogging bottoms and sheets. Instagram removed the picture without giving a reason, and Kaur successfully challenged this decision. She captioned the repost with the lines: “i will not apologize for not feeding the ego and pride of misogynist society that will have my body in an underwear but not be okay with a small leak.” (Rupi Kaur [@rupikaur_]. Instagram, posted on March 25, 2015) This set the tone of her Instapoetry practice: it is about the expression of oppressed femininity and activism. As a result of this incident, her follower numbers shot up − today they stand at 4.4 million, helped by the factor of a “second-order popularization,” i.e., the fact that something that is already very popular receives even more attention sheerly for being successful (cf. Werber 2023, 11–15).
 
                Kaur’s first two poetry volumes, milk & honey (2014) and the sun and her flowers (2017), have sold more than 7 million copies to date. This makes her the most successful poet of all time. Her first book was initially self-published, but, following the scandal surrounding the deletion of the menstrual blood picture, she was signed by Andrews McMeel Publishing, an imprint of Simon & Schuster that not only produces books but also calendars and other merchandise. Healing Through Words (2023) eventually made it into the main imprint of Simon & Schuster, the publishing house of such authors as Ernest Hemingway, F. Scott Fitzgerald, and Stephen King. In German, Rupi Kaur is published by S. Fischer, one of the most prestigous literary presses.
 
                The title Healing Through Words is programmatic. Kaur’s texts often deal with emotional vulnerability, love, and identity problems in a self-help mode, which is correspondingly well-received and discussed by followers. On September 6, 2023, she posted “page 53 from #thesunandherflowers”: “you ask | if we can still be friends | I explain how a honeybee | does not dream of kissing | the mouth of a flower | and then settle for its leaves || i don’t need more friends – rupi kaur” (Rupi Kaur [@rupikaur_], “when he asks if you can still be friends.” Instagram, posted on September 6, 2023). In the comments column, there are different reactions − enthusiastic approval: “We don’t do fractions here! Infinity or none” (@neha_g7); fanfiction-like verse continuations without major orthographic restrictions: “I love how your words makes two much sense in just a paragraph. Here is what the person might respond to it: Bees can’t be dreaming of settling for the leaves, but how much a leave wished to be as beautiful as a flower. Flower who was once just a seed;” or appreciation of the work as a text of high authenticity, which does not exclude polite objections based on personal experience: “This is a beautiful poem, reflecting the artists experience. Thankfully my experience is very different. It was a very easy decision to keep my ex in my life as a friend. 20 years of friendship is more important to me.”
 
                The prerequisite for these instances of spontaneous reception is a “plain language to create poems that users can quickly grasp and share through hashtags like #instapoetry” (Mendes Silva 2024, n.p.). Even the fact that Kaur’s texts are often parodied does not dampen the hype: “The new rupi kaur poetry book is incredible,” writes @leftatlondon on X/Twitter, for example, and presents “poems” in the Kaur sound: “Sometimes | love makes me | happy | but other | times, | it makes me ///// sad”. Of course, only that which has a signature style and social media presence can be memeified in this way – as such, these are further guarantors of success.
 
                The function of Kaur’s texts is recognizably not poetic in the sense of Roman Jakobson, as a self-reference to an autonomous and complex texture (→ I.2 Poetic Function; I.3 Poetic language), but rather depends on the texts’ use. Instapoets do not position themselves combatively in the literary field. Rather, they use the visual vintage appearance of literariness in the form of open books, analog writing tools, and steaming teacups in image postings. So Rupi Kaur’s strategy could be understood as a retransfer of market-oriented branding and corresponding product affordances into literature. The result is precisely designed “emodities” (Illouz 2018, 23), commodities that additionally serve the recipients’ emotional desires or constantly arouse them anew.
 
                But are Instapoets – and one must bear in mind that, as is typical for digital attention regimes, one is dealing with only a small number of very successful authors, who stand opposite a significant number of those who are, largely, unnoticed – really “reshaping” literary form? There is no question that success is about reaching “new audiences,” and this is a crucial point for the lyrical profession in economic terms (cf. Pâquet 2019, 296; → IV.7 Digital Publishing of Poetry and its Detractors). Poetry accounts for less than 1% of fiction publishers’ sales; according to industry information, a print run of 500 is already something of a poetry bestseller (cf. Bossong 2015, n.p.).
 
                In light of such a massive, quantitative loss of significance, Pierre Bourdieu’s maxim that within autonomy aesthetics, great success is regarded as “a sign of compromise with the times” and failure, vice versa, as “a sign of election,” no longer seems to apply unreservedly (1995, 216–217). Similarly, the saying that it is a critical mark of quality to publish in small publishing houses or “ephemeral journals” should be checked for its degree of reality or autosuggestion (Nealon 2021, 188). Is it perhaps simply the case, as the writer Gary Shteyngart (himself Associate Professor of Creative Writing at Columbia University) puts it, that poetry nowadays is only read by professors of poetry who teach students who will themselves then become professors of poetry (quoted in Rauscher 2020, n.p.)? Perhaps the concept of art has also changed fundamentally? Or, has it somehow become irrelevant? Poet and Kookbooks publisher Daniela Seel complains on Facebook:
 
                 
                  Uljana Wolf’s poetry collection muttertask was published 4 months ago. How many print reviews are there? 0. In words: zero! One of the leading German-language poets of the present day. One of the most popular with the public and most translated. She has received many awards, most recently the Leipzig Book Fair Prize. Her first volume of poetry in 10 years. In words: ten. You’d think the press would be all over it. […] Sales this month: 6. Incidentally, the last volume by Monika Rinck was not much different. Is there any literary criticism left in this country? (Seel, Daniela [@daniela.seel], Facebook, posted on February 27, 2024; trans. HD)
 
                
 
                In this context, Wolfgang Ullrich brings an important consideration into play. Could it be, he asks, that something similar is happening with the term “art” as “to what happened in the past with terms such as “soul,” “spirit,” or “metaphysics.” They, too, were able to attract strong intellectual energy for some time, but were in turn overloaded with claims, thus weakening their definitional possibilities and ultimately judged to be pretentious, empty, unsuitable” (Ullrich 2022, 34; trans. HD). What comes into consideration, at this point, is what Ullrich calls “post-autonomous art.” This concept refers to something that is simultaneously “art-and-not-art” and is defined along two main lines: consumption and activism (Ullrich 2022, 38; trans. HD; see also Chs. 6 and 7 in the same volume).
 
                But what, then, is Rupi Kaur’s Instapoetry? Her posted texts are absolutely consumable; they are immediately understandable and instantly enjoyable, qualities that contemporary poems otherwise tend to programmatically deny. Additionally, they give many recipients who, often in relation to intersectional marginalization, otherwise feel neither invited nor empowered to play the game of reading poetry the opportunity to have powerful experiences, and can, therefore, also be understood as activistic. There is nothing wrong with any of this; on the contrary, what remains is the question of form, the discomfort with a certain linguistic lack of sophistication, which in this context could be interpreted as an elitist, exclusionary judgment. And yet the query relating to form remains crucial if we hope to continue discussing art or aesthetics.
 
               
              
                Selling poetry as fine art
 
                Current poetry seems, therefore, to be at a low point, from an (attention-)economic point of view. “If this development continues,” writes Daniela Seel in the aforementioned Facebook post, “there will be no more “poetry publishers” in five years’ time” (2024; trans. HD). There is thus a certain urgency to think about alternative models for generating attention (and value) for lyrical texts. Meanwhile, author and literary mediator Thomas Böhm claims that poetry does not have an attention problem at all, but rather a “distribution problem” (2015, n.p.; trans., also in the following, HD). By this he means the “overdose” represented by an entire volume of poetry, “understood as linguistic excess, irritation, mystery, useful uselessness, priceless wealth” (Böhm 2015, n.p.). To enjoy such work, it is crucial to read a poem several times, “possibly aloud.” The experience is about an intensified, concentrated, individual reception that lingers with the text without focusing on hermeneutic understanding, a “profane word meditation,” for which any rapid further reading or leafing through would be counterproductive (Böhm 2015, n.p.). Correspondingly, Böhm suggests treating poems like exhibits of fine art; however, the setting he has in mind is less that of contemplation and more that of an event. Poems would hang on walls in specially created “poetry galleries,” to which the public would go, dressed up accordingly, and “would be open to encountering art, would be prepared to expose themselves to something unfamiliar for a certain period of time, estimated at 45 to 60 minutes, and would be keen to exchange ideas with other visitors” (Böhm 2015, n.p.). Poems would then be sold exclusively at such events. The vernissage or exhibition would be the “real thing,” whereas a “collection of poems” would only have “the character of an exhibition catalog. Therefore, like an exhibition catalog, it could also contain other elements such as essays, illustrations, etc.” (Böhm 2015, n.p.).
 
                Not an uncharming idea, in which the staging of individual reception should regain a little of the glamor it has otherwise lost. However, offering poems for individual reception is not really new either, and, admittedly, even a smartphone screen would be well suited to this possibility. Albeit, this reclamation of lost glamor does not always seem to work, and it has not yet been validated in an economic sense. The major German newspaper FAZ, for example, prints a poem with a brief explanation every Saturday as part of a “Frankfurt Anthology;” The New Yorker also collects one or more poems from current circulation in each issue of the magazine. There are no figures regarding how extensively and intensively either are received. It could make one skeptical, as far as broad impact is concerned, that in a medium such as radio, for which “listener loyalty” or the “listenability” of programs have become economic buzzwords, the experiment of sprinkling poems into the program in unexpected places (and thus catching listeners off guard and “challenging” them) – as practiced on the state-funded German radio station Deutschlandfunk from 2006 onwards – was apparently not “effective” (or even counterproductive?), as, in 2011, it was discontinued with a somewhat flimsy justification (see Hesse 2011).
 
                The individual distribution of poems, for which there is much to be said regarding the printed form, is, therefore, a long way from soaring to such economic heights as successful visual art or, perhaps even more significantly, non-fungible tokens or crypto art (i.e., the cryptographic key to a digital artifact), which have achieved the feat of generating astonishing sums, comparable to extremely successful visual art, for things “that do not even exist,” as the art historian Kolja Reichert writes, “or that actually exist endlessly, because after all, the files” – not unlike a written text – “can be copied, shared, and viewed from anywhere, as often as you like. The buyers don’t even have any special rights. They possess nothing but the certified fiction that they have an original” (2021, 10–11; trans. HD).
 
                There is, of course, a form of lyrical speech that is economically very successful and at the same time aesthetically ennobled: the hip-hop genre (→ IV.5 Entanglements of Pop Music and Poetry). When the Pulitzer Prize committee honored Kendrick Lamar for the album Damn, the jury cited a “virtuosic song collection unified by its vernacular authenticity and rhythmic dynamism that offers affecting vignettes capturing the complexity of modern African-American life” (The Pulitzer Prizes 2018). Nevertheless, the fact that hip-hop – unlike other pop music – speaks extensively about the world of commodities, persistently dropping the names of branded goods and the performers’ affirmative relationship to them, and, additionally, chooses rhyme as a literary formal principle, a practice which is banned from most modern poetics, still makes it a genre that is met with skepticism in the eyes of poetry purists (cf. Baßler 2019, 13; see also Caplan 2014; Wolbring 2015, Chs. 2.7, 3.2).
 
               
              
                Lyrical consumer aesthetics
 
                So where might contemporary poetry develop under late capitalist conditions? Will it, as discussed above – as a difficult form and in opposition to the marketable modes of speech of instapoetry or hip-hop – somewhat defiantly and perhaps with again growing success maintain contact with the lyrical tradition, even if the relevant publishers are sending out S.O.S. signals? Or will it find new distribution methods on the terrain of other arts that will give it new validity (and sales opportunities)? It does not seem a far-fetched strategy for the new “way of literariness” of contemporary poetry indicated in the opening section to enter into contact with economic settings and their surfaces, instead of defining itself, in its literary proprium, as in opposition to them. The concept of consumer aesthetics is a model for such a process (see Drügh 2020, 2022). Systematically, this involves two main aspects: firstly, the entanglement of cultural products with capitalist markets as an unavoidable fact, which at the same time means no longer imagining art unwaveringly as a refuge of the unalienated; and, secondly, reflecting on the extent to which the negotiation of the commodity form does not have to mean the end of art, but can stand for an innovative break with certain routines of autonomous aesthetics.
 
                In this respect, literary scholar Martha Woodmansee, for example, has pointed out that the emphatic concept of the aesthetic autonomy of literature and art that emerged around 1800 can be understood against the background of a great wave of popularization and commercialization of literature: first as an attempt to contain all the “lite entertainment” that comes with it; and, second, as a claim of genius and absolute originality that can also be read as a “bold assertion” of ownership over the literary text in the sense of economic property rights (1994, 4–5, 49).
 
                A comparable dialectic between commodity and artistic form also emerged around 1900 in the work of the sociologist Georg Simmel, in which he reflected that looking at the entanglement of artwork with commodity as an act of facing reality might perhaps even be a mark of aesthetic sensibility. “For less delicate perception,” writes Simmel in his essay “Sociological Aesthetics,” in order to savor “the enjoyment of this charm of distance” that is characteristic of aesthetic experience, it would require “a greater distance from the object itself […] The less cultivated (and childlike) aesthetic feelings are the more fantastic, the farther removed from reality the object must be by which the artistic work achieves its impact.” “A more sensitive viewer,” Simmel surprisingly argues, “does not require such a materialistic prop;” indeed, they perceive the aesthetic “even more intensely when art deals with proximate, low, and relatively secular material” (2020 [1896], 104–105; see also Drügh 2014).
 
                In the Marxist-inspired thinking of the American literary scholar Fredric Jameson, the punchline of this argument is shifted from the aesthetic to the political. He articulates a skepticism towards the idea of art as an autonomous vehicle for alternative approaches to the world. What if autonomous art were to sit in a safespace of the highest presumption of relevance with a simultaneous lack of consequences? “For that very distance of culture from its social context which allows it to function as a critique and indictment of the latter also dooms its interventions to ineffectuality and relegates art and culture to a frivolous, trivialized space in which such intersections are neutralized in advance” (Jameson 2005, xv; → III.2 Cultural Studies and Literary Sociology).
 
                Subsequently, Sianne Ngai suggests distancing ourselves from the conventional aesthetic categories of the beautiful and sublime, because they are too jejunely permeated by their own meaning and effectiveness to still have epistemological potency: “Classical aesthetic categories like the sublime and beautiful thus make insistent if necessarily indirect claims for their extra-aesthetic power (moral, religious, epistemological, political), asserting not just a specifically aesthetic agency but agency in realms extending far beyond art or culture” (2012, 22). As “our aesthetic categories,” Ngai proposes instead: zany, cute, and interesting, which she sees as closely linked to the economic areas of production (zany), consumption (cute), and distribution (interesting) (2012, 22). Since these categories do not even pretend to be able to reach the aesthetic sanctuary but are completely permeated by the economic, they succeed in combining critical self-distance and analytical strength. “By forefronting their own aesthetic weaknesses and limitations, the cute, the zany, and the interesting enable a surprisingly more direct reflection on the relation between art and society” (Ngai 2012, 22). Systematically, their ambivalence is the decisive advantage, the fact that they always speak with a double voice.
 
                With such a preference for the toned-down and two-voiced, it would be downright comical to simply return to Clemens Setz’s X/Twitter verses from the beginning with a literary bent. Nevertheless, the verses reveal an aesthetic peculiarity of lyrical speech within the sphere of popular media and internet memes. For Setz’s verses negotiate an aesthetic of both the cute and the deep, and both categories are ambivalent. To perceive something as cute expresses a tender feeling, the flip side of which, however, consists of a certain aggressiveness towards that which is titled cute and thus always made small, often infantilized or feminized. However, the implicit violence of the attribution “cute” can be mirrored by the cute object, it can look back aggressively, as Ngai demonstrates with Takeshi Murakami’s character Mr. DOB. The dinosaur, which can be identified as a T-Rex due to its “far too short arms,” is biologically considered one of the most dangerous predators. However, as with the similarly classified polar bears, the internet is teeming with cute specimens.
 
                A dinosaur with a “fever and cough” is even cuter; emotionally, we are entering a children’s book world. In what follows, however, Setz also makes the dinosaurs suffer from melancholy. The fact that they are so miserable is obviously due to the fact that volcanoes are covering the landscape with soot. This ecological note is reinforced by the final verse – “and then came the asteroid” – to the point of genre-historical or even planetary apocalypticism (Setz 2022, n.p.; trans. HD). Is this serious nature writing or Anthropocene poetry (→ IV.12 Posthumanism and Poetry in the Anthropocene)? Clearly not. Is it irrelevant silliness? Also not. It is deep, a term that is widely used on social media and is characterized by specific ambivalence. Anyone who judges something as “deep,” first of all, grasps the object’s own claim to (philosophical, existential) depth, to meaningfulness, and (one could also say tautologically,) to entitlement. It ascribes to the text’s authors and followers a believable reading of this depth (or concedes that this reading itself already happens in quotation marks – this alternative is always possible). And finally, the judgment itself constitutes a stylistic community of people who “get” this mode – in the sense of Andy Warhol’s definition of pop: “Once you ‘got’ Pop, you could never see a sign the same way again” (1990 [1980], 39). It is not yet clear whether their judgment is ultimately made in an admiring gesture (“So deep, really!”) or whether it makes fun of the claimed depth of the others. It has a little bit of both and there is only one thing it is not: naïve, and not because the deep here always appears to be relativized as one gesture among possible others, but rather as a register that has been denaturalized. Rather, this is also an aesthetic judgment, not a factual judgment that would determine the actual profundity of what is being said. Setz’s playful, light-hearted verses gain this sensitivity to subtle aesthetic differences – and, at the same time, this reflexivity about contemporary nature poetry – by embarking on an exploratory tour through the commercialized sphere of social media and the internet – a possibility of contemporary aesthetic self-assertion in a world determined by the commodity form.
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                Introduction
 
                Digital publishing has stimulated responses of both denigration and delight. Digital publishing of poetry acutely encounters these conflicting responses, perhaps because of poetry’s cultural position as an elite artform. Poetry published online is criticized by those such as Rebecca Watts, who argues, “If we are to foster the kind of intelligent critical culture required to combat the effects of populism in politics, we must stop celebrating amateurism and ignorance in our poetry” (2018, 17). Similarly, Andrew Lloyd faked an Instagram account titled @RavenStaresPoetry to test how popular he could become writing unexceptional poetry on Instagram. He explains, “I had amassed 646 followers in just four weeks […] Not bad for zero talent, hollow words and surface-level sentiments” (2019, n.p.). These detractors hint at underlying tensions in ideas of poetry’s value, digital culture communities, and the contemporary publishing industry. Researchers and critics have grappled with the breakdown of artistic elitism through digital media platforms (see Bolter 2019). While it is clear that much poetry published online is not of finest literary standard, digital mediums have filled a gap in the publishing industry. Unlike print poetry published by established, reputable companies, digital publishing largely bypasses gatekeepers and is freely available to readers via targeted websites and social media. Disparagements of digitally published poetry resemble much of the criticism of self-publishing by print culture stalwarts. This article discusses the arguments against digital publication of poetry within the wider context of a changing publishing landscape.
 
               
              
                What is the digital publishing of poetry?
 
                Digital publishing of poetry can be defined as poems published on the internet that may be disseminated directly onto a platform or website or have been published in print (→ II.1 Printed Poetry) and then disseminated on the internet, sometimes as adaptations or remixes (such as in song or video). While this definition includes → II.6 Digital Poetry – that is, the form of poetry written using hypertext, computer code, and such – it also encompasses textual poetry written online, so is a broader field defined by its medium of publication. Digitally published poetry is usually found on niche websites or social media.
 
                Niche websites in the English-speaking world include Allpoetry, Commaful, and Wattpad, among many others. Allpoetry is a site for digital self-publishing of poetry, established in 1999. It markets itself as “The web’s largest poetry writing group – from beginners to experts. Improve your poetry, create a fan base, and read the best poetry of our generation. Allpoetry is home base for poets” (https://allpoetry.com). Conversely, Commaful is a site with a focus on multimedia stories, while Wattpad publishes niche genres (https://commaful.com/about/). Both platforms prominently feature textual and multimedia poetry. Each platform allows poets to receive and respond to comments from readers, facilitating online spaces for poetic communities.
 
                The social media sites Facebook, Instagram, Twitter, and TikTok are also common platforms for digitally published poetry (→ II.7 Social Media Poetry). Instapoetry, a portmanteau of Instagram and poetry, must fit into the size of an Instagram post, and therefore the medium supports the publication of short, quotable, and visual poems. Instapoetry began to gain popularity on the social media site soon after its launch in 2010, with poets such as Lang Leav and Rupi Kaur receiving early attention, alongside poets already using Tumblr, such as Nikita Gill and R. M. Drake. Poetry is more recently becoming popular on TikTok, a social media site that supports the format of poems as brief videos, both spoken and textually-based.
 
                The criticisms of digitally published poetry included throughout this article are that (a) the poems are of low artistic quality because of their shortness and simplicity, (b) this poetic form invites imitation rather than originality, and (c) it therefore encourages plagiarism. An extension of these arguments is that the poems are derivative rather than creative. The binaries recognisable in these criticisms are print vs. digital, trade-published vs. self-published, and elite vs. amateur. Detractors who invoke ideals of elite poetic value also recognize poetry’s symbolic quality as specific to print publications by established publishing houses (→II.1 Printed Poetry), and thus identify low-quality poems as those self-published digitally by amateurs. The following sections will focus on these three binary oppositions in more detail and their ongoing effects on digitally published poetry.
 
               
              
                Print vs. digital
 
                A prevailing attitude in the creative industries is that digital media has brought about the breakdown of elite art, causing it to blend with popular and ideologically rudimentary forms of art. Writing about this amplified binary, Jay David Bolter argues that “elite culture” began declining before the computer had become an established medium for public communication. However, he writes that digital media “provide an ideal environment” for new cultures (Bolter 2019, 1–2). He refers to this environment of the multiplicities of media cultures in which people around the world engage as a digital plenitude in which, “[t]he opportunities for individuals and groups to form their own creative communities” abound (Bolter 2019, 25). The digital platforms on which poets publish their poems encourage the formation of niche, creative communities. The by now archived website Commaful, for example, advertised itself as a space that “supports thousands of genres, fandoms, and more, so there’s a community for everyone!” (https://commaful.com/).
 
                Bolter suggests four common elements that distinguish new digital cultures – they aim to create something new, disassemble hierarchies, are inextricable from technology, and demonstrate a style based on “templated constraints” to express their identities (2019, 81; → IV.8 Representational Politics and Poetry). These four elements are discernible in the digital publication of poetry on sites such as Commaful, TikTok, and Instagram, where poets create new poetic forms that are democratically available to readers and uniquely constrained by the platforms.
 
                Social media particularly enable the formation of readership communities (cf. Bolter 2019, 163). Online, consumers can find information through a convergence of digital cultures, defined by Henry Jenkins as “the flow of content across multiple media platforms, the cooperation between multiple media industries, and the migratory behavior of media audiences” (2006, 2). Finding connections in online communities occurs through conversation, which creates valuable buzz that in turn transforms consumption into “a collective process” (Jenkins 2006, 4). While this buzz may not translate into poetic quality, it is through digital readership communities that poetry has been re-energized. J. T. Welsch suggests that “[c]ompared to other text-based content (already the cheapest and most disposable form of online media), poetry is exceedingly portable, shareable, and open to interpretation. Its ‘users’, in that regard, are free to adapt poetic content to multiple uses or contexts” (2020, 60). For its portability, compatibility, and flexibility, poetry is well-suited to publication in this new digital convergence and can be remixed and adapted across the internet. For example, John Cooper Clarke’s beat poem “I Wanna Be Yours” from his album Zip Style Method (1982), was adapted by British rock band Arctic Monkeys (2013) in their song of the same name. In 2023, the song experienced a resurgence of interest through Spotify and TikTok, reaching the staggering milestone of one billion streams. This adaptation across mediums demonstrates how digital flow across the internet can drive cycles of consumer interest, in this case reviving a remixed forty-year-old poem. Remixing in this way pre-exists the internet, as Robert Stam suggests: “Remix practices merely retool and reconfigure what artists, intellectuals, avant-gardists (and everyday people) have done from time immemorial – taking the old and making it new” (2019, 92).
 
                While print publications can benefit from the digital plenitude, digitally published writing can invite community buzz in the same space as the poet’s work – on Instagram, Wattpad, Allpoetry, or other platforms. By producing poems in the same space that they advertise themselves and build their reputations, poets publishing online break down barriers between the art and the commerce of poetry, and between ideas of the art and the author (→ IV.6 Contemporary Poetry as Commodity). This breakdown of barriers can cause considerable criticism. A notable example is Patricia Lockwood, an American who publishes poems on Twitter (rebranded as X). The Awl published Lockwood’s poem, “Rape Joke” in 2013 to widespread, viral success. Adam Plunkett wrote in The New Yorker that Lockwood’s good reputation “is almost entirely owing to her tweets and not to her poetry. […] ‘Rape Joke,’ could read as a series of exceptional tweets. She’s made for the medium” (2014, n.p.). His patronizing review makes clear the distinction of some critics that poetry does not belong in the same digital space as Twitter and other media regarded as uncultured. And yet, poets match their poetic form to their chosen publication platform.
 
                The distinction between the digital space of production and the physical space of traditional print publication is no longer so distinct. Publishing poetry directly online in a space where the poet has cultivated a following of readers can aid that poet if they wish to cross into print publication. Trade publishers sometimes treat digital publishing as a kind of slush-pile where they can scout authors who have cultivated a readership community online, guaranteeing book sales. For example, Kitty O’Meara published her pandemic lockdown-themed poem “And the People Stayed Home” on Facebook in 2020, where it was shared on social media and became a viral sensation (see 2022). An editor from Tra Publishing contacted O’Meara, leading to her poem’s print publication as an illustrated children’s book (see 2020). Poetry published online is following the path of the wider industry, in which Chris Hamilton-Emery predicted a decade ago:
 
                 
                  Social media will become the central tool of doing business. Books will themselves become a form of social media, with readers “occupying” the text throughout its inception, writing and final construction. Works may extend indefinitely into continual texts, and the concept of the work as an integrated singular stoppage in the writer’s life may just become an episode in the creative text stream. Readers will subscribe to writers, gaining access to texts as they are being produced. (2012, 194–195)
 
                
 
                Here, Hamilton-Emery forecasts outcomes of digital plenitude, which are currently caught in a contentious binary of print vs. digital cultures.
 
               
              
                Trade-published vs. self-published
 
                The boundary between trade-published and self-published authors is not so solid. Where trade publishers were once selective “gatekeepers” there are now many self-publishing specialist websites such as Smashwords and Blurb, as well as multinational corporations such as Amazon (see Thompson 2021, Ch. 7). In this landscape, self-publishing is “a parallel universe of publishing, a sprawling, unchartered territory” (Thompson 2021, 217). There are connections between digital self-publishing and crowdfunding, as “they are both part of the do-it-yourself culture enabled by the digital revolution, part of the democratization of culture that the digital revolution has helped to produce […]. Forget the gatekeepers. Let the readers decide” (Thompson 2021, 285). This readership community of digitally published poetry could act in a novice poet’s favor when seeking print publication, showing they have a ready-made market.
 
                Trade publishers take the financial risks involved in publication, and in return also benefit from financial windfalls. Hamilton-Emery suggests that “[i]n recent years, we have seen new market pressures pushing trade publishers to even greater dependencies on bestsellers” (2012, 185). Poetry, as a niche genre, is not usually financially beneficial for trade publishing companies, and so many publishers do not accept poetry submissions because of the financial risk. Jen Webb argues that this publishing model is unsustainable, as “the narrow band for financial success […] does not lead to a healthy creative ecosystem. Rather, it limits the options for practitioners and their audiences, and measures quality by sales figures” (2022, 141). As discussed in the following section, traditionally, poetry derives its significance from cultural rather than financial value (→ IV.6 Contemporary Poetry as Commodity).
 
                Alongside this financial reliance on bestsellers, many authors are no longer receiving a living wage from their writing practice. In a survey of Australian authors in 2022, Paul Crosby, David Throsby, and Jan Zwar found “a substantial reliance on other sources of income is required to maintain a career in writing” (2022, 14). When income results were broken down into writing categories, poets were earning the least from their creative practice with an average of $5.700 Australian dollars per year (cf. Crosby et al. 2022, 20). The Authors Guild published a report in 2019 that demonstrated, while not specific to poetry, that the majority of authors in the USA can no longer solely survive on the earnings from their creative practice (see The Authors Guild 2019). The lowering incomes of authors are attributed to the rise of Amazon, which monopolizes the digital self-publishing market, has non-negotiable terms for authors, and offers heavily discounted book sales. Surveys in the U.K. (see Kretschmer 2019), Europe (see Guibault and Salamanca 2016), and Canada (see The Writers Union of Canada 2015) demonstrate that falling author incomes are a widespread trend. Authors can potentially use digital publishing to expand their own income, but it requires skill and motivation, as well as some luck. For the most part, profits from online flow of content benefit multinational corporations such as Amazon and Google.
 
                While companies can use digital cultures to create flow of information across different markets and online platforms, consumers have also learnt to use flow to create niche communities. As Henry Jenkins predicted, “[t]he promises of this new media environment raise expectations of a freer flow of ideas and content. Inspired by those ideals, consumers are fighting for the right to participate more fully in their culture” (2006, 18). Instapoets can generate this flow of information to and with their reading communities. Rupi Kaur, arguably the world’s most famed Instapoet, became known when her photo series on menstruation was censored in 2015. She used this censorship to make a stance on Instagram’s treatment of women’s bodies as taboo. Soon after, Kaur’s poetry about women’s bodies and lives, sometimes accompanied by simple illustrations, became highly successful on the platform. She amassed millions of followers, and, almost certainly aided by her vast online readership, Kaur has (at the time of writing this article) published three poetry collections with Andrews McMeel, an independent publishing house that distributes through Simon and Schuster. She continues to nurture her reading community on Instagram, combined with live audience tours and print publishing. As of mid-2023 she has 4.5 million followers on Instagram. Kaur offers a clear example of how consumers create flow across platforms, which can lead trade publishers to invest in self-published poets.
 
               
              
                Elite vs. amateur
 
                Implicit in much of the literature and examples covered in this article is the perception that print poetry is the province of elite professionals, whereas digitally published poetry is amateur (→ III.2 Cultural Studies and Literary Sociology). This binary underpins arguments detracting the digital publishing of poetry. Anglophone poetry is ambivalently viewed as both high art and as uniquely accessible. The professionalization of poetry is part of what Mark McGurl terms the “program era” (2009) in American literature, when creative writing became increasingly institutionalized as a university discipline, more literary prizes were established, and trade publishers began expecting authors to have existing reputations. Welsch argues that “[t]he professional-amateur binary marks an attitude of what sociologists refer to as ‘occupational closure’. In lieu of official qualifications or licensing bodies, individuals will have their own views or anxieties about how membership is ‘restricted’ in order to fortify the occupation’s status” (2020, 208–209). This restriction in poetry could well be the boundary between digital publication and trade print publication. Jenkins has also written about the increasing gatekeeping in the publishing world, arguing, “[a]uthorship has an almost sacred aura in a world where there are limited opportunities to circulate your ideas to a larger public. As we expand access to mass distribution via the Web, our understanding of what it means to be an author – and what kinds of authority should be ascribed to authors – necessarily shifts” (2006, 179). Interestingly, the shift seems to have occurred in favor of more diversity, with women of non-Western migrant families such as Rupi Kaur, Nikita Gill, and Lang Leav achieving astonishing bestseller status. As Bolter argues about the digital plenitude through social media, it
 
                 
                  work[s] against elitism in the dissemination of ideas. Just a couple of decades ago, economic and cultural elites controlled publication and broadcasting venues in all their forms (print, television, film), and they are still guarding these traditional venues as best they can. But social media applications have enabled virtually everyone in the developed countries to circumvent traditional media. (2019, 163)
 
                
 
                Poetry published online is more accessible to both poets and readers, in the same sense that Stam argues digital technologies have “democratized filmmaking” (2019, 193). By publishing directly online, poets can learn their craft away from the pressures of the trade publishing industry, while they simultaneously develop a reputation and readership community.
 
                Another argument against digital publishing of poetry focuses on the prospect of plagiarism facilitated by the easy circulation of digitally published poetry. It is particularly evident in critical responses to poetry published on Instagram, Twitter, and TikTok: platforms that encourage brevity. The poet Sabrina Laura has argued that the minimalism of TikTok poems lends itself to plagiarism, as poems of few words are easily imitated. Laura and other poets, including Kristina Mahr, William Bortz, J. Střelou, and Chloë Frayne, alleged that TikTok poet Aliza Grace plagiarized their work (cf. Murray 2023, n.p.). While making judgements on any poet’s originality is outside the scope of this article, in a broader frame, plagiarism accusations have been common throughout poetry’s history (cf. Welsch 2020, 139). Jenkins correctly points out that stylistic imitation is an apprenticeship through which amateur artists learn from “established masters” before developing “their own styles and techniques. Our modern expectations about original expression are a difficult burden for anyone at the start of a career” (2006, 182). This apprenticeship can take place in a digital community where readers and amateur poets converge to support each other as they learn their craft. Allpoetry provides free poetry workshops for its members, aiding their apprenticeship. On Wattpad, poets often declare their amateur status. For example, @emily11anne’s stupid poems about love, which has been read 17,000 times, are self-described as “shitty” (2018–2020, n.p.) and Ethan Hicks self-effacingly categorizes his poetry as “practice” (2023, n.p.). On Wattpad a particular community has evolved that enjoys creative writing as a hobby rather than a profession (cf. Thompson 2021, 398).
 
                This view of poetry as a hobby with low financial incentives but high accessibility is common. As Welsch suggests, its “relatively low economic value becomes part of its heightened cultural value” (2020, 9). Yet, digitally published poetry can encourage financial support by making visible its creative labor. Writing online, and writing about the process of creative writing online, where apprentice writers must shape their work for readers and communities, sharpens their skills (cf. Vanderslice 2021). Readers in online communities can provide support, or add to a fan ecosystem, sometimes creating their own fan art or writing in response to the original author. By interacting in creative fan communities, readers are “more cognizant of the value of creative labor, and thus more willing to invest financially in creators” (Tushnet 2017, 189–190). Some of the ways fans respond creatively to digitally published poetry include tattoos of the poems, inscribed and illustrated on their skin or the creation of their own poems. For example, a subset of poetry appearing on Wattpad is in response to Kaur’s work, including Icarus’ “Rupi Kaur Who?” (2019–2020), which has been read 18,900 times, and Margret Rose’s “Milk and Cookies,” read 1.4 million times and which she explains is “A twist on the classic Milk and Honey by Rupi Kaur” (2016–2017, n.p.). These adaptations and derivations are part of online fandom communities, and as Tushnet writes, “defenders of fandom often tout fandom’s benefits in teaching useful skills in writing, video editing, coding, and other economically significant endeavors” (2017, 194). Kaur has even encouraged this creative fandom in her fourth book, Healing Through Words (2022), a collection of writing exercises that aim to involve her readers through their own creativity. Throughout the book, she includes her own poems as examples then prompts readers to create their own similar poems on nature and healing.
 
               
              
                Final thoughts
 
                Digital publishing has contributed to an already complicated literary landscape. Print and digital publishing converge in the current creative milieu. Detractors have deplored the changing forms of poetry, not appreciating that these new forms work for their medium, context, and readership. Niche readerships are cultivated in the digital space of publication, increasing the community-building possibilities of each poet’s digital readership. Sometimes these poets, as in the cases of Kitty O’Meara and Rupi Kaur, cross over to the traditional print publishing industry. Other poets find a niche community in a group of other amateurs, who can support each other as they learn their craft. Although the digital publication of poetry is part of a growing institutionalization of creative writing and partially contributes to declining author incomes, this problem is not caused solely or specifically by these poets. Instead, they are emerging from a new publishing landscape where they can engage directly with readers. Rather than view digital publication of poetry as working in opposition to more valuable print poetry, it may be worthwhile considering it as adding more variety in medium and form to an already rich and accessible art.
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              In recent years, the relationship between poetry and representational politics has increasingly sparked debate and controversy, extending beyond traditional literary platforms. This article explores the media-historical and socio-aesthetic roots of this relation to unpack its current, explosive potential and its close connection to the postdigital publishing and media landscape (→ IV.7 Digital Publishing of Poetry and its Detractors). It revisits the 2015 U.S. debate where two of conceptual poetry’s most prominent figures, poets Kenneth Goldsmith and Vanessa Place, faced allegations of racism. To add a comparative perspective, it considers a Danish debate from the spring of 2024, where influential critics propelled the claim that only contemporary poetry expressing a minority or otherwise victimized identity could gain readership. Both debates were waged on literary platforms, in mainstream media, and on social media, and both engaged participants from the poetry world and beyond, including from groups who have historically experienced less immediate access to literary and other public platforms.
 
              
                Poetry as a representational battlefield
 
                For over a century, poets have championed poetry as a tool for resistance and self-assertion for oppressed groups (→ II.8 Political and Activist Poetry; II.9 Poetry as Public Art). In a U.S. context, Audre Lorde’s iconic 1977 declaration stands out: “For women” – a term she used with intersectional awareness of other axes like class, race, ableness, and sexual orientation – “poetry is not a luxury. It is a vital necessity of our existence” (2017, 8). Lorde saw poetry as sparking hopes and dreams upon which language, ideas, and, eventually, action could be built. This view draws on two media historical conditions to present poetry as an artform with privileged power to express resistance and grant cultural representation to those most in need of it. First, it draws on the function of poetry consolidated in the romantic era to give linguistic shape to the interiority of the individual subject (→ I.5 Lyric Subjectivity). Second, it highlights poetry’s reputation as the most “economical” artform, requiring only basic tools like pen and paper, making it accessible to the disenfranchised (Lorde 2017, 97). For various “movements poetries,” including the intersectional feminist poetries celebrated by Lorde, poetry has been a potent means for marginalized subjects to express their situations and assert their identity (cf. Spahr 2018, Ch. 3).
 
                However, poetry also has a long history of serving systems of control of the other. As the first globally distributed mass medium, the printed book “was one of the most effective means of mastery over the whole world” (Febvre and Martin 2000 [1976], 11) and thus a fundamental tool for Western power and colonization (see Foucault 1972; Said 1993; → III.5 Postcolonial Studies) as well as for the exclusionary systems of racial capitalism (see Robinson 1983; Mullen 2012, Ch.14). Historically, this control was enforced by denying literacy to colonized peoples and through anti-literacy laws targeting African Americans and other non-white populations. This has left enduring structural effects on poetry, restricting access and representation (cf. Shockley 2011, 1–24; Ramey 2019, Ch. 1). Consequently, the authorship and implied audience of poetry have remained narrower in terms of class and racialization than that of other genres. As Cathy Park Hong notes, poets, often reliant on institutionally sanctioned prizes and subsidies rather than book sales, have traditionally prioritized an institutional audience predominately racialized as white over a concrete and situated readership (cf. 2020, 40–42).
 
                Parallel to the “movement poetries” of resistance, and partly overlapping with them in their rebellion against hegemonic cultural forms, a tradition of avant-garde, neo-avant-garde, and experimentalist poetics has challenged the notion of poetry as a vessel for the sovereign individual. Drawing from new media and communication technologies beyond the printed codex, they aim for a poetry “against expression” or even “post-identity” (Kaufmann 2017, 104, 75). However, this tradition retains poetry’s separation from everyday communication (even when working with everyday language as raw material) and adopts a discourse of scientific abstraction (e.g., “experimental,” “innovative”) that treats the poem as an isolated experiment (see Cecire 2019, Ch. 1). In this way, it reproduces the modernist, print cultural dogma of an exclusive readership, even as it seeks to expand beyond the conventional literary audience (→ II.1 Printed Poetry).
 
                Thus, avant-garde poetry has remained marked by what Harryette Mullen calls an “aesthetic apartheid” (2012, 12), with publishers, critics, and literary scholars slow to consider the diverse poetic output of black or otherwise racialized writers as valid contributions. Such work, regardless of its formal traits, is often read as “experiential” and testimonial, tied to fixed identity categories, rather than as “experimental” and critical of fixed identities and representational schemes (cf. Mullen 2012, Ch. 2). In contrast to Lorde’s intersectional vision of poetry as empowering, the Euro-American tradition has frequently guarded the label “experimental poetry” along racial lines, turning it into a “white recovery project” (Cecire 2019, 29). This paradoxically positions disruptive poetics as “the domain of the poets with the greatest access to centers of cultural power which they have the authority to disrupt with eventual acceptance” (Ramey 2019, 10–11).
 
                In contrast, poets without such immediate access have historically been induced to invest their minoritized bodies and life stories to validate the authenticity and legitimacy of their art. The pattern dates back to Phillis Wheatley, the first published black poet in the U.S. At 19, in 1772, she was brought before a panel of white, slave-owning “men of letters” to prove her poetry’s authenticity. For the rest of her life and posthumously, she was subjected to accusations of “race betrayal” for writing in the poetic tradition available to her – that of her enslavers (Gates 2003, 82; cf. Daugaard 2024, 443–445). This dual demand for bodily self-investment and narrowly defined, group specific “authenticity” is informed by the media historical connection between written literature and the liberal subject, the colonial project, and racial capitalism, but also by the well-established primacy of attachment in the lyric, as compared to narrative and drama, between the empirical writer and the poetic subject (cf. Lanser 2005, 213–214). Publishing conventions like featuring the poet’s name, biography, and image in paratexts generally reinforce this connection but historically it has been less scrutinized in criticism of “unmarked” identities like (cis) male, white, heterosexual, and middle class poets (see Waugh 1982), while it has disproportionally shaped reception of poets with identities “marked” by gender or race – regardless of language, style, themes, and level of abstraction (cf. Lanser 2005, 212).
 
                As the following examples are meant to unpack, this simultaneous demand and contempt for the biographical and bodily investment of the poet with a marked – and in some cases even with an unmarked – identity, has taken new forms in the media ecologies of the digital age (→ III.15 Media Ecology and Media Archaeology). This dynamic has also become more prominent in critical conversations about poetry, both academic and popular, often tied to controversies over representational politics.
 
               
              
                Race, conceptual poetry, and the Mongrel Coalition Against Gringpo
 
                In American poetry, the 2015 debate on conceptual poetry and race demonstrated a significant shift in discussions of representation. Though questions of representation in conceptual poetry had surfaced before, they gained larger momentum when two works, by Kenneth Goldsmith and Vanessa Place, sparked heated controversy. Both were out in the spring of 2015 and both thematized race and anti-black racism through appropriation of textual material conveying racial violence. Place’s project was an ongoing engagement with Margaret Mitchell’s Gone with the Wind which began in 2009 with a poem in Poetry magazine’s conceptual poetry issue, based on the appropriation of racially caricatured speech from the novel. She later extended the project to Twitter, retweeting the novel 140 characters a time, including its explicitly racist language, from an account in her own name but featuring a photo of the actress Hattie McDaniel playing “Mammy” as her profile picture. Before 2015, Place perpetually expressed resentment as to how few objections the project raised in the poetry community (cf. Edmond 2019, 168). Goldsmith’s work was a reading at a Brown University poetry festival of “The Body of Michael Brown,” a collage poem of reworked excerpts from the autopsy report of the black teenager who had died a victim of illegitimate police violence in Ferguson, Missouri, and whose killer had recently been acquitted of civil rights violation by the Department of Justice. Social media accounts from members of the audience – ranging from puzzled over troubled to outraged – triggered a wave of angry responses to the poem, the poet, and the movement he represented.
 
                Since the turn of the millennium, conceptual poetry had solidified its role in the U.S. experimental poetry scene as a key response to the digital condition of information overload and textual abundance, positioning itself as the heir to the Euro-American avant-garde tradition (cf. Kaufmann 2017, Ch.1). Emphasizing “uncreative” writing practices based on appropriation, citation, and copying rather than original self-expression, it gained recognition for its challenge to traditional notions of poetic authorship, voice, and imagination, and even legal mechanisms like copyright law (see Goldsmith 2011). Hence, the “brand name conceptualism” promoted by leading figures like Goldsmith and Place (Clover 2014, n.p.) became a flagship anti-establishment school of poetry made for the digital age. The 2015 debate, however, partly informed by the self-critical agenda in Place’s work, linked the movement’s defining strategy of appropriation to a colonial legacy of extraction and racial violence – rooted in the economy of slavery and perpetuated in today’s prosumer capitalism (see Place 2015). The debate, which began on social media and in literary journals, soon spilled into mainstream media, where it reached such fervor that “the era of conceptual poetry” was widely declared “over” (Hong 2015, n.p.). While this account cannot detail the complexity of the positions articulated in the many contributions both attacking and defending conceptual poetry, its aim is to highlight the shifting stakes around identity and embodiment in poetry conveyed by the debate.
 
                The “post-identity” rhetoric of the conceptual movement began in the early internet era around the turn of the millennium, when anonymity and free circulation were more dominant characteristics of how the web functioned (cf. Clover 2014, n.p.). Yet, leading practitioners of conceptual poetry like Place and Goldsmith transitioned seamlessly from the relative anonymity of the blogosphere and chat fora to the demand of affective personality investment and personal data of profile-dependent platforms. For both, social media became a central part of their practice, literally inseparable from the poetic works themselves. In Place’s Twitter intervention, the platform was the primary medium of the work, with her personal profile linking her name to the deliberately problematic content she circulated. For Goldsmith, social media was integral to his trickster-like, poetic persona, a performative element of his work since he began publishing poetry in the mid-1990s. Anonymity, evidently, was never an aspiration for either poet. Goldsmith leaned into his cyberlibertarian pirate persona, appropriating anyone’s words, while Place built a persona so restricted by its whiteness and cultural position – incarnating American cultural and racial segregation – that individual identity or intentionality became irrelevant (cf. Kaufmann 2017, 86). Ironically, the backlash against these “post-identity” poets stemmed from their branded, digitally amplified, and physically embodied identities, while their critics proved more successful in operating the internet’s potential for anonymity and crowd-sourced hacking of the platformed information economy.
 
                The sharpest denouncements came from the anonymous activist poetry collective, The Mongrel Coalition Against Gringpo. The name jokingly fused the colloquial terms “lang-po” and “con-po” (language poetry and conceptual poetry) with “gringo,” a Latinx pejorative slang for white Anglo-American males. The group, comprising an unknown number of self-identified “mongrel” poets, operated through a minimal website (gringpo.com) and a restricted Twitter account, both launched in January 2015 with a clear decolonial agenda targeting white supremacy in U.S. poetry, particularly among conceptual poets. Coinciding with the rise of Black Lives Matter (BLM) protests fueled by hashtags like #BlackLivesMatter, #Ferguson, and #SayHerName, the Mongrel Coalition tapped into this social media-driven civil rights activism. Their Twitter operation spread hashtags and retweeted extensively, and amplified poets and critics of color, expanding the already collective voice into a vast, virtual choir (→ II.7 Social Media Poetry). By employing methods like hashtagging and retweeting, the campaign generated collective open-source protest poetry – connecting hundreds or thousands of voices into satirical, subversive, and poetic statements. Hereby it exhibited the inherent poetic element in online activism like that of the BLM movement, operating and organizing via brief bits of written language meant to catch on. And – like poetry in Audre Lorde’s vision – potentially available for those without access to other channels of mass communication.
 
                In contrast, Goldsmith’s and Place’s works tested the limits of the poem as a “laboratory experiment” – removed from such popular language contexts – by introducing “hot content” charged with racial violence into the “cool container” of the conceptual poem (Edmond 2019, 165–167). What the experiments showed was not so much the explosivity of the racial content, as it was the limitation of the abstract, scientific model of poetry itself. The feminist and postcolonial point that “there never can be such a thing as disembodiment in writing” is reinforced by a postdigital media economy where the materiality of the channel weighs heavier than the words of the poem, or the “analog information constituents marginalize [the] digital information constituents” (Cramer 2016, 20, 22). In this cultural economy, no poetry can be detached from the body of the poet in whose name it is distributed and even a body that historically would have passed as unmarked no longer can. Hence, calls for consistency between a work and its wider infrastructural conditions are raised, asking whether an artwork is made in a way that agrees with its message or in a way that contradicts it (see Daugaard et al. 2024). Place explicitly highlighted how the channel (i.e. avantgarde poetry’s discursive framework, her identity as a white conceptual poet, and Twitter’s prosumer-capitalist platform) offered “protected space for repeating racist discourse” (Edmond 2019, 178). In contrast, Goldsmith’s “The Body of Michael Brown” created an unsettling clash between the lifeless, objectified body of a black teenager, and the flamboyant poetry performance of a middle-aged white man on stage. A collision deepened by the difference in infrastructural support between a tenured professor in a comfortable institutional setting, and a high school graduate whose murder was sanctioned by society’s institutions. Goldsmith subsequently tried to mitigate the clash by donating his fee to the BLM movement and denouncing the work as a “flawed” vowing never to perform or circulate it again (2015, n.p.). Yet, the feedback loop it triggered only accelerated instead of subsiding.
 
                Their differences aside, both pieces relied not only on the historically unmarked whiteness of the poet’s body but also on an implicit assumption of a “whites-only audience” for experimental poetry. Place’s intervention explicitly called out this implicit whiteness by exposing the indifference of poetry’s institutions, journals, and social media circles to transmitting racial violence in poetry (cf. Edmond 2019, 169). Goldsmith’s piece, by contrast, was more ambivalent, but his surprise at the poetry community’s reaction suggests he had not considered the possibility of a non-white audience when conceptualizing the piece. Whether by accepting the implicitly white institutional audience as a given, as Goldsmith did, or by directly addressing its biases while still explicitly directing her work at a white readership, as Place did (see 2015), neither poet managed – or convincingly attempted – to transgress the implicit whiteness of the abstract and institutional poetry audience.
 
                The fallout of the two projects highlighted a disregard for the poetry audience as embodied and diverse, even as such audiences were finding new ways to assert themselves. This tension undermined defenders’ claims that conceptual poetry was fighting the universal bourgeois subject. It was this contradiction, which was called out by the protesters, that the brand of conceptual poetry, even a decade later, has not fully recovered from.
 
               
              
                Diversity – the end of the universal subject in poetry?
 
                The conceptual poetry debate demonstrates how assuming a “post-race” or “all-white” readership could have consequences for poets racialized as white. Moreover, such assumptions have been under rising suspicion in anglophone poetry. The “aesthetic apartheid” (Mullen 2012, 12) has faced growing resistance not least in the U.S., where diversity in poetry has made significant strides over the last decade. New infrastructural initiatives have emerged, including research institutes, residencies, alliances, associations, presses, journals, and archival projects, all fostering experimental poetics by a diverse group of poets while addressing a more diverse audience (see Mattern 2021).
 
                Yet, as a recent debate about Danish poetry shows, the reproduction of biases and the unequal access remain strong in the postdigital cultural industries, affecting poets whose identities do not align with the historically unmarked category. The methods for maintaining these structures, however, take new forms which include appropriating the messages of minoritized artists, and recirculating them in channels primarily serving the interests of white, middle-class audiences, while discrediting other channels that connect artists to their communities of choice. In a Danish context, debates about representation in poetry have gained traction since the early 2000s. A tentative culmination point was reached in the spring of 2024, where the success of young poets of color Amina Elmi and Elias Sadaq – along with a genuinely diverse group of poets who had little other common characteristics than the fact that their identities could be considered marked in terms of gender, disability, sexuality, or class – prompted commentators to argue that poetry by marginalized or victimized individuals “expressing who they were” was threatening the position of “the universal human being” in poetry. The shift allegedly established a new power dynamic where poets from marginalized groups secured a “woke” readership, contributing to the devaluation of the universal subject and objective literary quality (see Bennike 2024; trans. SD).
 
                While the palpable lack of diversity on western book markets points to structural racism and thus would appear to threaten the powerful myth of meritocracy in publishing, studies show that people engaged in the industry experience concrete measures of inclusion as a greater threat. The fear is that quality standards are lowered as authors’ identity attributes or social media following weighs higher than the merit of their work (see Saha and van Lente 2022). Likewise, a central claim in the Danish debate was that cultural hierarchies had been overturned, with minoritized poets becoming “new royalties” wielding illegitimate power, largely due to their social media influence (Ernst 2024; trans. SD). Thus, the tenuous connections these poets established to audiences outside institutional gatekeepers’ control – though often dependent on the fickle terms of the social media platforms – were framed as a disproportionate threat to cultural meritocracy.
 
                Since both Elmi and Sadaq experienced a manifest demand for bodily, biographical, and cultural self-investment in mainstream media which generated attention, the debate showed that such attention provided limited access to a deeper reception of their poetry. Studies of diversity initiatives indicate how these, in seeking to deflect charges of structural racism, often reproduce whiteness (see Ahmed 2012). As in this case, the publishing industry responds to a commercial demand for “appealingly packaged” diversity (Gokieli 2015, 209; see also Brouillette 2007, Ch.1) causing a shift for “abject and marginal groups” from “invisibility” to “hypervisibility” (Saha and van Lente 2022, 219). Due to the strong identification factor of the genre and the prominent part played by the mediatized poetry persona in the digital literary sphere, such tendencies are also prevalent in poetry (→ II.1 Printed Poetry). But contrary to popular belief, they do not unequivocally benefit the racialized artist, nor do they necessarily lead to a widening of the regime of representation in the cultural industries, where the workforce remains predominately white and middle class (see Nwonka 2020). In the case of both Elmi and Sadaq, simpler messages about their biographies that could be conveyed in interviews and blurbs circulated intensely, while the complexities of their poetic practices remained hidden and thus, by a sleigh of hand, could be reduced to the practice of “expressing who they were.” This reinforces how “diversity” as an applied principle in the publishing industry tends to “commodify race for the benefit of the dominant culture” (Saha and van Lente 2022, 218).
 
                Meanwhile, the material forms articulating the attachment between empirical writer and empirical readers are changing. The interfaces of platformed media distribution have introduced new paratextual devices on the threshold between (poetic) work and (outside) world providing new linkages between the biographical author and/or their online persona and differentiated audience groups or communities not regulated by traditional, cultural gatekeepers (cf. Korecka and Wehmeier 2024, 296–305, 312). This has paved the way for writers of diasporic, postcolonial literatures to operate poetic, online personas strategically claiming certain identity attributes or belongings to facilitate connections and interactions with audiences from minoritized communities (→ II.7 Social Media Poetry; IV.7 Digital Publishing of Poetry and its Detractors). Although such channels remain algorithmically manipulated and steered by the corporately controlled platforms, they also allow diverse, situated audiences to solidarize with the poets and each other, and to claim a much more prominent position in poetry’s ecosystem (see Risam 2023), like the way the BLM activists amplified their voice in the public sphere through social media. Thus, in the wake of the 2020 international wave of BLM/anti-colonial protests, awareness on racial diversity was raised in the Danish poetry world, bolstering the social media following of Sadaq and Elmi who both addressed this agenda. While both poets use their social media to promote work and communicate with readers, their accounts also function as platforms for a BIPOC community in Danish art and poetry to exchange and support each other and to performatively challenge and talk back to racial stereotypes that linger in institutionalized media’s depiction (or neglection) of their work. At the core of the critical comments directed at the poets was an objection to the impact – including in mainstream media – of some of these interventions.
 
               
              
                Conclusion
 
                If the U.S. debate was protesting how the category of conceptual poetry was monopolizing critical and unorthodox formal experiments in poetry but in practice functioned as a channel reserved for white poets’ work, the Danish debate pitted a more classic, modernist poetry ideal which claimed qualities such as poetic refinement, universal relevance, and the ability to transcend your own individual perspective against a plump, expressive poetry of “particular identities” powered by the need to be heard and represented as part of a victimized group. Yet, the “victim poetry” phantom antagonized in the Danish debate is strikingly similar to the one that was, according to its critics, assumed by the U.S. experimentalists, pointedly phrased by Dorothy Wang: “[T]he assumption is that good experimental avant-garde work is bereft of identity markers, and that lead-footed, autobiographical, woe-is-me, victim poetry is minority poetry. (quoted in Wilkinson 2015, n.p.). Thus, an unlikely alliance emerges: a modernist position protecting the universalist subject in poetry and the sovereign artist and an experimentalist position criticizing the concepts of subject and sovereign artist both unite against minority poets “expressing who they are.” Hereby, the tools used to delegitimize the artistic quality and universal relevance of the art of minoritized poets, are renewed. Without obligation to consider the formal characteristics of the work itself, these writers’ ability to cultivate solidaric communities of poetry beyond the institutional control that has historically governed the poetry world can be undermined.
 
                The debates highlight the fraught and paradoxical relationship between poetry and representational politics, which runs through the history of modern poetry. But they also reveal how new affective frontlines are emerging in the digital age, pointing out the need for a deeper analysis of how postdigital media and infrastructure shape the reception and distribution of poetry. While growing diversity is pitted as a threat to traditional notions of meritocracy and universality in poetry – and to the proper disruption of such notions – what it presents is an opportunity to rethink the ways in which poets connect with their audiences, both within and beyond institutions. In doing so, it calls for a recognition of the complexities of poets’ identities and their work, rather than reducing them to simplified narratives of victimhood or commodifying their experiences for the benefit of the dominant culture.
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                Concepts, key terms, trends
 
                The question of a global poetry considers whether a certain type of poetry is spread across the globe. It raises concerns about what happens to the local and the national if the entire globe is connected communicatively. It also investigates the specific character of global poetry, as well as the conditions under which it is created and the forms it takes. Finally, it raises the question of whether global poetry embodies a submission to certain linguistic, aesthetic, ethical, social, and political norms, or if it offers new opportunities to express utopian longings and visions across borders.
 
                The term globalization refers to the phenomenon that all parts of the globe have become interconnected due to technological, economic, social, and political developments. Different theories exist as to when globalization as a trend first manifested. According to Roland Robertson (1992), globalization can be traced back to the time of the Spanish conquistadors, with their creation of mercantile networks across the Atlantic between Europe and Africa and Central and South America and across the Pacific Ocean to China. Unlike Robertson, Anthony Giddens views globalization as a trend associated with post-World War II technological, social, and political developments, including the “time-space compression” created by the intensification of worldwide connections and interactions between distant countries (Giddens 1990, 94). The concept of global literature has common features with other related concepts in research such as transnational, planetary, world, migration, and postcolonial literatures (→ III.5 Postcolonial Studies).
 
                Postcolonial theory has a significant point of origin in Edward Said’s Orientalism (1978), a book that focuses on the binarity between colonizing and colonized countries. The Western depoliticized view of globalization ignores the negative effects of the oppression of colonized countries and often glorifies imperialism as “the happy capitalist model” (Said 2001, 66). Other postcolonial theorists such as Homi Bhabha and Gayatri Chakravorty Spivak have discussed the complex interaction between colonizers and the colonized and the exclusion of non-Western thought that colonization has entailed (see Bhabha 1994; Spivak 1988, 1998). Both Said and Spivak polemicize against the concept of globalization. Said argues that the notion of globalization promotes “syntheses and the transcendence of opposites” (Said 2001, 68), while Spivak identifies “globalization” with the “financialization of the globe” and points out that the depoliticized Western view of colonialization supports the notion of the “great narrative of development” (Spivak 1998, 332).
 
                The notion of “world” as it appears in “world literature studies” could also be included in the critique made by postcolonial theorists of the unequal balance of power between colonizing and colonized powers. The concept of Weltliteratur [world literature] dates back to a formulation by Johann Wolfgang von Goethe from 1827, in which Goethe in a conversation with Johann Peter Eckermann, stated that “national literature is now a rather unmeaning term; the epoch of world literature is at hand, and everyone must strive to hasten its approach” (Goethe 2014 [1827], 19–20). In world literature studies, reflections often have a Eurocentric focus, seeing literary genres as fundamentally developing from Western European culture – among which the French and English novel of the eighteenth century is particularly significant in literature today, as its form has spread everywhere and become more or less “global” (see Moretti 2000; Damrosch 2003; Casanova 2007; D’Haen et al. 2012; Zhang 2023). The difference between globalization studies and world literature studies, besides a critical view of European dominance, is that the latter has a narrow focus on the literary field, especially the novel, while the former encompasses a wide range of topics in the humanities and social sciences. The notion of globalization also shares similarities with research on transnationality and migration in discussions of how populations have increasingly moved across national borders in recent decades and the effect this migration has had on culture and literature (see Frank 2008; Moslund 2010). Finally, the scholarly focus on the category of “planet” rather than “globe” or “world” has an ecocritical and anti-anthropocentric orientation. Unlike in globalization studies and world literature studies, in “planetary studies,” human beings and human history are not considered the indisputable center of the world, and the globe’s very existence is not seen as a question of how it can benefit or be utilized by humanity (see Bennet 2010; Morton 2016; → III.12 Posthumanism and Poetry in the Anthropocene).
 
                Globalization as a multifaceted concept shares a common focus with other key concepts from recent decades of interdisciplinary research in the humanities and social sciences, such as the notions of postcolonial, world, transnational, migration, and planetary. Rather than viewing these concepts as rivaling, one should, as Jahan Ramazani suggests, view them as complementary (cf. 2020, 20–22). The overlaps between the above theoretical approaches are also related to the fact that there are many different terms for the actors in the global process. The main conception, following Said, Bhabha, and Spivak, finds there to be an unequal dynamic in which the weaker party is called postcolonial, Global South, developing, non-Western, or Third World. Ramazani and Omaar Hena have pointed out that these conceptualizations are highly problematic, as they all suggest a particular worldview. The outdated term Third World arose during the period of the Cold War, in which the Second World, meaning the communist part of the world, was positioned as the primary opponent to the West (as the First World). The postcolonial indicates a temporal logic, with a before and after that is hardly sustainable in relation to the hybridity, diversity, and multiplicity found within the very different developments of countries and, not least, the fact that liberation from colonial supremacy is never an absolute either-or question. The notion of a Global South similarly creates a spatial misconception, as there are no geographically separated spheres of northern and southern countries but rather geographical hybrids and political interactions (see Hena 2017; Ramazani 2020).
 
               
              
                Historical and contemporary perspectives on global poetry
 
                Although the concept of global poetry has been frequently used since the late twentieth century, the related notion that poetry has a universal status, independent of time and place, has older origins. Poetry studies can be roughly divided into three trends: first, poetry studies that assume a universal concept of poetry; second, a focus on poetry from different nationalities, e.g., in comparative literature; and third, attempts to bridge the gap between national and international poetry studies and – as in postcolonial studies, migration studies, planetary studies, and world literature studies – attempts to define global poetry as characterized by a hybridization of poetic forms, styles, and cultures from the Global North and the Global South.
 
                Among those who have launched a transhistorical or global concept of poetry in contemporary scholarship are Klaus Hempfer and Jonathan Culler. Hempfer claimed to have provided “a transhistorically valid theory of the lyric” (2017, 55), while Culler presents four characteristics that are fundamental to the lyrical genre as a whole. The first is the effect of a voice (“enunciative apparatus,” “aurality,” or “impression of the distinctive voice of a speaker”; Culler 2015, 16, 26, 35). The second is the “effect of presence” or “the impression of something happening now” (2015, 37). The third is the ritual element, elicited by rhythmic and metric forms and repetitive effects (“everything that recalls song”; 2005, 37). The fourth is the hyperbolic, about which Culler states: “Lyrics seek to remake the universe as a world, giving a spiritual dimension to matter” (2015, 38). These features are applied to nine canonized poems from the Western poetry tradition by the poets Sappho, Horace, Francesco Petrarca, Johann Wolfgang von Goethe, Giacomo Leopardi, Charles Baudelaire, Federico García Lorca, William Carlos Williams, and John Ashbery. Contrary to this, Ramazani argues that “there are no lyric exclusive characteristics” (2017b, 100). He discusses the so-called “prototypical” poetic features mentioned by Culler, Hempfer, and others, namely emotional expression of a self, short and concentrated phrasing, and self-reflexivity, concluding that none of these features make it possible to exclusively determine what poetry is, as they are also found in many other text types (cf. Ramazani 2017b, 97–107).
 
                The second approach to poetry studies – that which concentrates on national literatures – is widespread in all Western countries and, as found, for example, in The Cambridge Companion for Postcolonial Poetry, in numerous nationally focused studies of poetry from the Global South such as the Caribbean (see Breiner 2017), the Pacific Islands (see Wilson 2017), and India, Pakistan, Sri Lanka, and Bangladesh (see Zecchini 2017). Of course, it is not problematic for poetry studies to focus on the poetry of individual countries, provided that this premise is clearly presented. However, this premise is not always explicit in the poetry studies of New Criticism (see Empson 1930; Brooks 1968 [1947]), which concentrate almost exclusively on an Anglo-Saxon canon, while classic European continental poetry studies (see Printz-Påhlson 1958; Maier 1964; Friedrich 1974 [1956]; Nielsen 1976) concentrate almost exclusively on French, German, Swedish, and Danish poetry.
 
                The third angle considering the question of a global or universal poetry contrasts both the view of the poetic genre as an ahistorical and general category and the view of poetry as a national phenomenon, as this angle considers poetry a dialogical and historically contingent genre. A basic premise in defining global poetry is to believe that influences and interactions occur between poetry from different countries and ages. Important genre theorists who hold this view include Alastair Fowler, who argues that genres contain a specific intertextuality and set of norms expressed in literary history (see 1982). More radical in his thesis regarding the historical development of the lyric genre, Gérard Genette claims that we have had a conservative and narrow-minded post-Romantic definition of the poetic genre in “our symbolist and ‘modern vulgar’ understanding of poetry under […] the slogan ‘poesie pure’” as defined by Edgar Allan Poe and Charles Baudelaire, among others (Genette 1992, 32). An important point in Genette’s argument is that the notion of an overarching triad of epic, lyric, and dramatic genres is a highly questionable construction of Romanticism (→ I.1 Lyric Genre Theory).
 
                Charles Altieri likewise claims that modern poetry’s most distinctive feature is its rebellion against traditional genre conventions. He emphasizes that “[m]odernist self-consciousness is a desire not simply to adapt generic conventions but to display how the poem deploys its generic identity” (Altieri 2017, 14). Similarly to Altieri, Peter Stein Larsen (2009, 2021) argues in favor of the fruitfulness of viewing poetry from a dialogical and historical perspective. Larsen distinguishes between two norms of poetry that function in dynamic tension: central poetry and interaction poetry. In central poetry, the utterance has a monological character: the lyrical speaker constitutes an authentic and authoritative center of the poem, and the style has a certain homogeneity, i.e., is a special poetic language. Unlike central poetry, interaction poetry is characterized by a destabilization of the utterance – as the utterance is infected by or interacts with other social discourses and genres – and has a more open, dialogical, and indefinable form and a stylistic heterogeneity. Larsen demonstrates that interaction poetry is the dominant trend in the twenty-first century (cf. Larsen 2009, 511–521; 2021, 230).
 
                Following Altieri (2005) and Larsen (2009), Ramazani suggests that poetry is viewed as a dialogical genre that must be seen in relation to other genres: “We should trace how often implicitly poetry defines itself in its affiliate and contentious relationship with the genres and discourses it both draws on and resists, such as news, prayer, and song, philosophy, the novel, the law, and tourism” (2013, 102). He presents a historiography of literature, inspired by Mikhail Bakhtin’s theories on dialogism and heteroglossia (cf. Bakhtin 1981). According to Ramazani, postcolonial poetry is characterized by a cross-cultural and hybrid tendency, in which elements of the European avant-garde interact with local postcolonial styles, forms, and themes. He locates “translocalism, mythical syncretism, heteroglossia” in a globally expanded, postcolonial poetry “which can all be traced in part to modernist bricolage” (Ramazani 2009, 101). Ramazani’s claim that postcolonial poetry emerges as a synthesis of different countries’ literary norms opposes postcolonial theories by Said, Spivak, and Bhabha, among others, and especially Marxist theorists’ reflections on the relationship between colonial powers and colonized countries (cf. Ramazani 2017a). In Marxist literary criticism, such as the work of Fredric Jameson (1998), the spread of European culture is fundamentally seen as imperialist oppression that African, Asian, Latin American, and Oceanic cultures should reject and defend themselves against, creating and protecting their authentic art and literature.
 
                A global interaction of poetry from different countries, as Ramazani describes, can be traced back at least a hundred years, as it is evident that in 1913, Rabindranath Tagore – born in India – became the first non-European poet to receive the Nobel Prize in Literature. In later times, Tagore’s poetry, along with that of Walt Whitman, has been seen as a precursor of the multiperspectival, landscape-connected, hymn-like poetry of the two Chilean Nobel laureates Pablo Neruda and Gabriela Mistral, as well as the Australian national poet Les Murray. During the twentieth century, several other poets from the non-Western world became known worldwide, such as, e.g., Shuntaro Tanikawa from Japan, Kim Hyesoon from South Korea, Christopher Okigbo from Nigeria, Octavio Paz from Mexico, Kamau Brathwaite from Barbados, Lorna Goodison from Jamaica, Derek Walcott from Saint Lucia, and Mahmoud Darwish from Palestine.
 
                In recent decades, international political movements such as ecocriticism, critical race theory, and gender theory (→ III.3 Gender and Queer Studies) have contributed to the notion of a global poetic public sphere. This applies to ecocriticism with regard to poets such as the American Juliana Spahr, Mexican Homero Aridjis, Ghanaian Kofi Awoonor, Senegalese Birago Diop, German Sarah Kirsch, and Danish Inger Christensen, and critical race theory and gender theory concerning the American-Jamaican Claudia Rankine, Indonesian Li-Young Lee, Zambian Kayo Chingonyi, South African Letlhogonolo Swaratlhe, and Swedish-Iranian Athena Farrokhzad (cf. Larsen 2024). Following the work of these poets, a suggestion for characterizing global poetry is its sharing of the basic characteristics of postcolonial poetry, as Robert Stilling (2018) and Ramazani explain. The latter describes this hybrid poetry as an interaction in which local culture mixes with classically modernist features such as “bricolage, hybridity, code-switching, multilingualism,” (Ramazani 2009, 43; → III.5 Postcolonial Studies). But whereas postcolonial poetry focuses specifically on the syntheses that arise between poetry from colonizing and colonized countries, global poetry adopts a broader perspective, in which complex interactions can be registered within global culture as a wider whole.
 
               
              
                Reflecting on recent approaches after the translational and digital turns
 
                Having looked at different conceptions of poetry from a global perspective, the proliferation of global poetry and the possible advantages and disadvantages to such a spread, must be discussed. Two factors have undoubtedly been important to the spread of global poetry, namely the translation turn and the digital turn. Translation issues surrounding literature, particularly poetry, are intricate, and many scholars have pointed out that translating poetry is far from an uncomplicated or uncontroversial process (→ III.6 Multilingualism Research). The question of translation opens up a vast and significant field of political, social, and media power relations, described, e.g., in anthologies from the beginning of the twenty-first century (e.g. Venuti 2000; Munday 2008). This research is the culmination of translation reflections dating back to classics such as Walter Benjamin’s The Translator’s Task (1997 [1923]), Roman Jakobson’s “On Linguistic Aspects of Translation” (1959), and Louis Kelly’s The True Interpreter (1979), all of which expose the power struggle and confrontation at stake in any translation agenda between the language from which a work is translated (source language) and the language into which it is translated (target language). The critical focus in these translation studies, as in postcolonial studies, is on the suppression and destruction of originality and authenticity that can occur if the translation is overwhelmingly adapted to the recipients (the target language and culture). An obvious and unsolved problem in a globalization process with uncritical translation practices is the erasure of regional differences (see Cronin 2003; Munday 2008; Venuti 2017). Some researchers have pointed out that translations of literature in minor languages into American English in particular have been target language-oriented, with a clear focus on American norms (see Casanova 2015). The expression “lost in translation” has been used as a kind of standard expression for globalization’s cultural and existential rootlessness.
 
                In the twenty-first century, it has been common to speak of the translational turn (see Apter 2006; Bachmann-Medick 2006). Claudia Benthien and Gabriele Klein argue that translation practices in modern cultural studies can be understood as “situational negotiation spaces and practices of medial and cultural translations” (Benthien and Klein 2017, 14; trans. PSL). Many poets have focused on the problems of translation. The French-Norwegian conceptual poet Caroline Bergvall, for instance, demonstrates the intricacies of translation in her poem “Via: 48 Dante Variations” from Fig (2005), which consists of an alphabetized cataloging of 48 translations of the opening stanza of “Inferno,” from perhaps the most translated work ever, Dante Alghieri’s La Divina Commedia. Other poets, including Canadian Ann Carson, Danish Martin Larsen, and Danish-Swedish-Finnish-German Cia Rinne, explore on the problem of translation by making multilingual poetry (→ III.6 Multilingualism Research). On the other hand, there is evidence to suggest that the practice of translating poetry internationally has been affected by the translational turn, as attention and respect for poetry from the Global South has increased dramatically, if the number of publications of translated poetry from the Global South in the Global North is taken as a measure of the dramatic increase in interest.
 
                The second important factor in the dissemination of global poetry is that the media landscape has changed dramatically due to digitalization, making the mobility and transport of poetry faster and easier thanks to new electronic media, including the internet and social media. (→ II.6 Digital Poetry; II.7 Social Media Poetry; IV.7 Digital Publishing and its Detractors). With the role of new media in the dissemination of poetry, the focus has shifted from poetry as an art form disseminated in a narrow, elite literary national public via the book medium, to poetry as an international phenomenon that moves freely across national borders (see Perloff 1991; Morris and Swiss 2006; Engberg 2007; Hayles 2008; Kjerkegaard and Ringgaard 2017; Naji 2021; Rustad 2023). This free movement and spread of poetry via the internet and social media are also seen, as Ramazani has shown, in numerous examples of postcolonial poetry from the Global South (→ III.5 Postcolonial Studies).
 
                Finally, one might ask what effect the globalization of recent decades has had on the role of poetry in the world. One of the few who has attempted to answer this rather intricate question is Walt Hunter (2019), for whom poetry as a medium of subjectivity and authenticity is held up against the technologized, totalizing, and anonymizing global development. Hunter theorizes, rooted in both Theodor W. Adorno’s and Jacques Rancière’s theories on art and society, that poetry by its form and style – whether it is an authentically subversive language of the poem (Adorno 1994) or an oppositional performative effect (Rancière 2011) – articulates a resistance to political oppression and global subsumption. Hunter focuses on a range of poetic works that expose global issues such as social inequality, racism, and climate crisis. A famous example is Claudia Rankine’s Citizen: An American Lyric (2014); Hunter points out that this example of “global poetry” articulates the existential dilemma and political resistance that only the contradictory language of poetry can describe, as “the very notion of the subject is predicated upon the denial of citizenship to black lives” (2019, 56).
 
               
              
                Summary
 
                As this article has argued, global poetry, as a concept, shares similarities with and complements concepts such as postcolonial poetry, world poetry, migration poetry, planetary poetry, and transnational poetry. Unlike the other concepts, global poetry has roots in a long tradition of poetry research dating back to New Criticism, Russian and Czech Formalism, and the Frankfurt School. Furthermore, unlike the mainstream of postcolonial studies, global poetry studies consider poetry of the new millennium, disseminated through intensive translation activity and digital media, as an interaction between traditional modernist poetry from the Global North and poetic forms and idioms from the Global South. Global poetry, in its constantly changing interactions between different cultures, does not express any fixed norm or authoritarian uniformity in terms of specific linguistic, aesthetic, ethical, social, or political standards. On the contrary, evidence suggests that global poetry expresses an individual, anti-authoritarian, and emancipatory agenda and that global poetry addresses the challenges of the new millennium such as political oppression, social inequality, racism, and the climate crisis.
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              A central question to be asked in the context of digital poetics is that of authorship. It arises from the disposition of the medium, the fragmentation of which led more than a decade ago to the proclamation of an era of “post-identity literature” (Goldsmith 2011, 85). The “botification” associated with digitization (Hwang et al. 2012, 40) adds to this question the problem of the intentionality and meaning of literary texts. Allison Parrish’s @everyword project – in which a Twitter bot posted the next word in an alphabetical list of 100,000 words every 30 minutes from 2007 to 2014 – is exemplary of artistic experiments that produce texts that their authors or programmers do not anticipate and often never see. It is this aspect of an artificial counterpart in the communication process that is of primary interest in the context of digital poetics. The question is how communication changes when it is increasingly operated by machines.
 
              
                Text without author
 
                The question of whether a successful speech act requires a human speaker is answered in the negative from the perspective of the intention-based semantics à la Herbert Paul Grice in various thought experiments in which the sea appears as the author of a poem (cf. Knapp and Michaels 1982, 727–728) or the movement of ants randomly produces a portrait (see Putnam 1973). In the context of synthetic computer texts, John Searle’s analogy of the Chinese room, a thought experiment with which he sought to disprove the opinion that digital computers could achieve consciousness simply by running a suitable program (see Searle 1980), and the distinction between intrinsic intelligence and observer-relative intelligence (cf. Searle 2015, n.p.) are relevant, according to which the computer text may appear intelligent and meaningful to the recipients, but not to the computer itself, which has no consciousness. The opposing position conceptualizes communication independently of the “message – information – understanding triad” as an event that initiates information processing in the receiver, without the attribution of the message as a conscious speech act (cf. Fuhrmann 2020, 19). Such a shift in perspective lends itself to systems theory, which bases its concept of communication not on the psychology (of the sender) but on the value of the message (to the receiver), moving from an agent-oriented to a communication-oriented modeling.
 
                The question of authorship is also – and especially in view of the increasing occupation of communication by chatbots and computer programs – a central question for poetological concepts and aesthetic analyses of generative texts. In each case, the question is who is actually speaking and with what experience and intentionality. Computer-generated texts are, of course, the result of shared authorship. The program that lets us write also writes, much more so than the typewriter: by offering synonyms and displaying grammatical errors, by determining the flow of thought using the copy function, by using hypertext to release this flow more or less disorderly into a multilinear delta. When the program is given instructions to produce text, as in the case of Parrish’s @everyword, the collaboration between human and machine takes on a new quality. It is then useful to determine the extent of co-writing and to distinguish between the computer as a “hero” – when the AI autonomously generates the output – and as a “collaborator” – when the AI supports the practice of the human artist (McCormack and d’Inverno 2015, 2439; → IV.11 AI Creativity and Poetry). The classification – and the meaning of the category “heroic” – depends on how autonomy is defined, since the computer or AI must at least be given some instructions. This question, which must be decided for each case individually, also includes the selection of linguistic material created by human authors in the context of Large Language Models (LLMs) – as the newest and most popular source of computer-generated text. When language models form meaningful sentences completely independently in “next-token prediction” mode, they do so not only in response to a specific prompt, the design of which certainly determines the content of the output. It also happens on the basis of a multidimensional vector space of words, the statistical order of which was not created by the AI, but merely modeled using the training data.
 
                The mode of next-token prediction also nullifies the subversive gesture that was often attributed to computer-generated texts in their early years: “Computer poetry is warfare carried out by other means, a warfare against conventionality and language that has become automatized,” notes the editor of an early Computer Poems anthology (Bailey 1973, I). This declaration of war – already voiced less drastically in 1960 by the Stuttgart group around Max Bense in the Manifest einer neuen Prosa [Manifesto of a new prose] as an intended subversion of the aesthetically familiar and semantically normal (cf. Bense 1960, 21) – is taken back when LLMs such as ChatGPT or Gemini generate texts that are so aesthetically and semantically inconspicuous that they are no longer recognizable as computer-generated. Technical progress removes the cultural claim that the avant-garde of this technology once associated with it and, on the contrary, becomes the representative of linguistic and semantic conventions through its probabilistic operating procedure (see Fuhrmann 2021).
 
               
              
                Code and concept
 
                Artistic computer-generated texts (also named code literature; → II.6 Digital Poetry) are compared with classical conceptual art and condensed into the equation: “code: output = concept: work,” which means: “The code relates to the output as the concept relates to the work” (Bajohr 2016, 12; trans. RS). If one accepts the reduced understanding of the work as the materialization of the concept, this equation opens up interesting references to the history of art, especially if one also corrects the two other inaccuracies of this equation. First, the work or the output is less predictable in the case of code literature than in the case of an instruction in conceptual art. Second, the position of the code in code literature is not comparable to the position of the concept in conceptual art. Rather, the code intervenes between the concept and the work/output. The concept, which initially exists in natural language, must be coded before it can be executed and produce an output text.
 
                This adds a third position to the collaborative authorship of conceptual art in code literature. It is the programmer who translates the conceptual artist’s instructions for the understanding of the executor, in this case the computer. Although in practice the conceptual artist and the programmer are often identical, the difference between the two roles must not be overlooked. The step from idea to code is the return of the craft, as the title of Bajohr’s 2016 essay quoted here implies: “The Reskilling of Literature.” Coding is the actual site where the given concept is implemented on the basis of the programmer’s skills. At the same time, the step from idea to code is already the execution of the idea. For as soon as code is released into the corresponding environment of the computer it is also executed. In this respect, the code is already the work. Therefore, the equation should rather read: the idea relates to the code in the same way as the concept relates to the work: idea: code = concept: work.
 
                In the context of the aforementioned declaration of war, the return of craftsmanship plays a central role in the attacker’s self-image, as the pioneers of code literature already emphasized: “The poet-seer, the juggler of content and mood has been replaced by the craftsman who handles the materials, who sets the material processes in motion and keeps them going” (Bense and Döhl 1964, n.p.; trans. RS). The material to be handled in this case is the code. The craft of literature thus shifts from natural language, which is used to create fictional worlds, poems, or explain contexts, to programming language, which is used to set certain processes (dealing with natural language) in motion. The focus is no longer on the idea (concept) or the work (text), but on the code: “today’s writer resembles more a programmer than a tortured genius, brilliantly conceptualizing, constructing, executing, and maintaining a writing machine” (Goldsmith 2011, 1–2). This shift – the actual declaration of war in code literature – has two consequences: First, programming becomes the controlling and correcting authority of the concept, which gives the project the aura of success even before any encounter with the audience. Second, the work – largely unpredictable in its textual form – becomes secondary, which is often illustrated by the fact that it is not fully absorbed by either the author or the audience. This indifference to the output corresponds to the central position that the code is given instead. In the context of code literature, code is generally not to be understood as a rule for encoding and decoding information but as a rule for how alphanumeric material – the characters of the binary code or software – is to be processed as text, image, sound, action, and interaction. Unlike linguistic, visual, or acoustic material, it cannot be radically self-referential; in order to become visible at the front end of the interface, it must materialize outside the alphanumeric syntax: as text, image, or sound. The technical acrobatics of coding needs an object on which it can be shown, just like technical features in film (cf. Balázs 2001 [1930], 96).
 
                The question is: Is, in this other materiality, the signified to which the code refers at the same time a signifier? In other words: Does the text, visual form or action created by the code refer to something other than itself? And: Was the programming done in the service of a meaningful artifact or does it merely aim to demonstrate a virtuoso mastery of the material, which can be described as pure code in analogy to the self-referentiality and “purity” of other art genres (cf. Greenberg 2000, 66; Simanowski 2011, 17)? The poetological weight of these questions arises in relation to the theoretical debate at the beginning of the twenty-first century, which favored a shift in aesthetics from a culture of meaning oriented towards the understanding of reality to a culture of presence and performativity oriented towards the aesthetic experience of intense moments (see Mersch 2002; Gumbrecht 2004, 2014; Fischer-Lichte 2008). When, in the context of this discussion, the “special effects” of new media are described as “instrumental in reawakening a desire for presence” (Gumbrecht 2004, XV), this also brings the code into view in its pure materiality. The central question is to what extent the presented materialization of the code aims at signification and meaning or – comparable to a “poem written solely for the poem’s sake” (Poe 1975 [1850], 893) – appears to be abstinent from meaning or at least indifferent to meaning and – like l’art pour l’art artifacts – in fact only demonstrates the virtuosity of material mastery and thus makes the code itself the actual work of the code.
 
               
              
                Text installation without text
 
                The aforementioned presentational effects are exemplified by Refik Anadol’s transmedia data art. His “public data sculpture” Virtual Depiction (presented 2015 in San Francisco) uses “open source data provided by the city of San Francisco” and “consists of a series of parametric data sculptures that tell the story of the city and people around us within a unique artistic approach […] to define new poetics of space through media arts and architecture and to create a unique parametric data sculptures that has an intelligence, memory and culture” (Anadol 2015 n.p.; → III.13 Media Art Research). The promise is a poetic representation of the city and its inhabitants, where the poetic here – as well as in the following example – does not directly refer to the literary genre, but to a specific emotional and atmospheric form of representation (→ II.9 Poetry as Public Art). As a result, we see the trompe l’oeil movement of an amorphous mass of color on a huge video wall, which dynamically rotates and transforms, seemingly swelling over the edge of the image: “a massive, constantly moving abstract imagescape with rich colors and luscious forms” (Willis 2016, n.p.). Behind this mass is the “open source data” of San Francisco presented in various forms, each fascinating in its own way. In one case the data represents the Twitter communication of the San Francisco city administration, transmitted to the screen in real time via an API (application programming interface), with the tweets presented as text at unreadable speed at the edge of the frame along with their exact date and time and the rapidly growing number representing the number of tweets.
 
                Anadol describes himself as a “data artist” and notes: “Data can only become knowledge when it’s experienced, and what is knowledge and experience can take many forms” (2020, n.p.). However, this does not refer to the “data finds data” mode of algorithmic analysis (as in → III.16 Digital Humanities), which uncovers internal connections in large amounts of data and thus produces surplus knowledge from the available information. It remains unclear what exactly the SEGD Honor Awards 2016 for Virtual Depiction meant when it stated: “Our society is becoming more data-driven each and every day and Virtual Depictions brings that massive amount of data into an art form that people can relate to.” (SEGD 2016, n.p.) The relationship Virtual Depiction creates between the people and the data it uses is certainly not one of deeper insight. Instead, this data sculpture translates its readymade material “into a gripping visual spectacle of fluid architecture” and “does not invite a distillation of information, but rather awe from these spectacular and also enigmatic visuals” (Bleeker et al. 2020, 10). The “sensory knowledge” that Anadol’s “poetics of data” claims to generate is neither in the service of knowledge processing nor in the service of a new legibility of San Francisco and its people. Instead, this “experienced” coded data creates a hypnotic space that engages the audience on a sensual rather than a meaningful level. The resulting data sculpture does not appear as a signifier referring to something outside itself, but celebrates itself in its hypnotic complacency: “the work presentifies originally geo-locative, now-digital data and re-infuses it with materiality and temporality” (Bleeker et al. 2020, 11). This “presentification” of concrete and meaningful data simultaneously represents their “poetization” as a mood (→ I.6 Mood [Stimmung] in Poetry) and completes the aforementioned shift from the culture of meaning to the culture of presence, in that the “amalgamation between presence and language” (Gumbrecht 2014, 5), typical of language in general and poetry in particular, occurs in favor of a completely sensory perception. The attention to the physical aspects of language that poetry provokes with → I.9 Rhyme, Meter, and Rhythm, among other features, results in a celebration of the physical without any language. Here, language becomes a “medium of reconciliation with the things of the world” (Gumbrecht 2014, 9) precisely because – in its transmedial transformation into a post-alphabetic artifact (cf. Meyer et al. 2006, 10) – it renounces the distance typical of the process of signifying the world.
 
                The special effects created with and through texts are not always as radically non-representational and “presentist” as in Anadol’s work. Sometimes the texts can be deciphered quite normally in their respective mode of presentation, which means that the special effect – the skill of coding – can also be in the service of semantics. An example is Listening Post (2001) by Mark Hansen and Ben Rubin: a sculpture consisting of 231 small text display screens arranged on aluminum poles in a slightly concave arc measuring 640 by 426 centimeters. On these screens, text passages from online discussion forums are collected and arranged according to specific thematic compositions, in the manner of concrete or experimental poetry, statements that begin with “I love” or “I like” (“I love peach pie;” “I like to masturbate and torture small animals”) or with “I am” (“I am 15;” “I am lonely and sad too;” “I am cooking now for my son;” “I am getting tired of Muslims”) and thus presenting at times provocative or disturbing forms of identification and self-description. The readymade text segments of this “giant cut-up poem” (Hansen and Rubin 2002, n.p.), as Rubin himself describes the installation, move in large letters across the mini-screens or are presented within them – and can then hardly be read from the benches set up in front of the sculpture, but can only be heard as a sonic landscape via the computer-generated voices.
 
                The effect of this text installation changes depending on the proximity of the recipients to it: “Close to the screens, voices and content color the experience more than if you take it as a whole from farther away, a perspective that makes it look like a raging river” (Fizz and McFarland 2002, n.p.). This change is forced by the form of presentation of the text, which occasionally “bursts across the screens like a flock of birds alighting, crawling in a Holzerian manner, like stock quotes” and “builds into a cacophonic deluge of communication” (Elley 2003, n.p.). At the latest in these “hypnotic and captivating” moments of a “trance-like state” (Huhtamo 2004, n.p.), this “giant cut-up poem” becomes “a kind of music” (Hansen and Rubin 2002, n.p.). The text is no longer received semantically, but sensually and in its acoustic materiality. In this sensuality, the texts continue to point beyond themselves – as signs of a communicative deluge – but they can also simply be received in their hypnotic presence as a self-sufficient audiovisual artifact. In Virtual Depiction and Listening Post, the coded text appears, to varying degrees, no longer as linguistic signs, but as a visual-sensual object. Both installations thus are good examples for the shift from the mode of meaning to the mode of the senses, which also encompasses the medium of text.
 
               
              
                Sound and meaning
 
                Allison Parrish’s text experiment Articulations (2018a) also focuses on sound beyond any obligation to signify. The work randomly selects a single verse from the more than two million lines of English poetry in the Gutenberg Project and couples it with another verse with the greatest phonetic similarity, which in turn is linked to the verse with the greatest phonetic similarity. In this way, Parrish generates 100 pages of verses that, as in Raymond Queneau’s Cent mille milliards de poèmes – where any line from a sonnet can be combined with any line of the other nine sonnets – accidentally form a context (beyond the technical determination of phonetic similarities) for which they were not composed. Parrish speaks of “intuitive coherence found outside the bounds of intentional semantic constraints” (2018b), invoking the rhetoric of liberation that characterized early computer poems of the 1960s as well. However, it is less a matter of liberation from entrenched ways of thinking than a liberation from meaning to sound as pure presence, as Emily Zhou’s commentary on Articulation also notes: “Perhaps meaning isn’t what returns, exactly, but rather aural and embodied pleasure, shorn of obligation to signify, to answer for itself” (2021, 15–16).
 
                Parrish states: “[F]or me poetry is just language that calls attention to its own aesthetic properties and that’s beyond what it means in a conventional sense. In the same way that a Rothko painting or a Jackson Pollock painting or whatever doesn’t depict anything, the kind of poetry that I write doesn’t mean anything” (2017a). For this reason, she is increasingly interested in phonetic similarity and experiments with “vector space for the phonetics of words” (Parrish 2017a), in which the phonetic transcription of a word (available online in Carnegie Mellon University’s Pronouncing Dictionary) is transformed into a vector value (a total of 50 numbers) using a complex procedure, which in turn can be offset against other numerical sound representations. For example, Parrish adds the phonetic vector values of two words, divides the result by two and searches the vector space for the word that is closest to the “average of how those words sound” (2017a). What is plausible when calculating colors via their RGB (red-green-blue) vectors is quite surprising when it comes to the sound value of words, as when the crossing of “birthday” and “anniversary” yields the word “perversity” and “artificial” combined with “intelligence” mutates into “ostentatious” (Parrish 2017a). The experimental arrangement ensures that the text remains linguistically interesting, insofar as the calculation of the phonetic average of two words can be read as the recovery of their secret common meaning.
 
                The situation is different with an offsetting procedure, in which the phonetic vector value of a particular word is added to each word in a text, which then “tints” the sound of the text. Parrish presents this “sound symbolism ‘tinting’” using the example of Robert Frost’s poem “The Road Not Taken” (1915), which is “tinted” with the phonetic value of the invented word “kiki” (2017b, 103–104). The first stanza of the poem reads as follows:
 
                 
                  Two roads diverged in a yellow wood,
 
                  And sorry I could not travel both
 
                  And be one traveler, long I stood
 
                  And looked down one as far as I could
 
                  To where it bent in the undergrowth; (Frost 1979, 105)
 
                
 
                These lines are turned into a kind of meaningless sound poem:
 
                 
                  To roads diverged in a yellow woodke
 
                  And sarti i gokey knotty keevil booth
 
                  And be one traveler long i stookey
 
                  And loci down one as far as i gokey
 
                  Tuckey kiwi eat bent in the undergrowth (Parrish 2017a, 104)
 
                
 
                In contrast to the phonetic averaging of two words, the addition of the vector value of the invented word “kiki” leads to a result that does not necessarily exist in English, because this time the step of searching for the nearest word in the vector space has been omitted. The result still contains meaningful terms, but they have been liberated from the syntactic joint work of meaning formation and stand more or less for themselves as semantic posts in a sea of musical artificial words.
 
                The situation is different again in Parrish’s A Love Poem That Loses its Way, which varies the joke formula “Roses are red, violets are blue” by adding the color that is closest to the color in the last verse in the vector space. This leads to verses like “Roses are tomato red, violets are electric blue,” “Roses are deep orange, violets are deep sky blue,” etc. (Parrish 2017a). In the usual variations of this joking formula a more or less plausible connection in life is asserted with a wink as in the case of “Roses are red, violets are blue, | my dog is my favorite, but you are OK too” or “Roses are red, violets are blue, | the stars shine bright, but not as bright as you do.” Parrish however presents a technical relationship that actually exists, but is of no further interest. The love poem has strayed into the empty acrobatics of the vector game, as the title Parrish gives her experiment might be understood; the mathematical amusement of the coding does not translate into a semantic or musical one on the reception side.
 
                A counter-example is John Cayley’s Monoclonal Microphone (2011): 1,021 poems, each consisting of nine verses containing only one adjective and one noun. An example:
 
                 
                  roomy parentage
 
                  irresponsible falconry
 
                  homespun blockade
 
                  bodily deliberation
 
                  unsound angler
 
                  antagonistic jamming
 
                  languorous motivation
 
                  infamous plasma
 
                  closeted anatomy
 
                
 
                These are combinations that have never been formed before, because Cayley’s code randomly forms adjective-noun sequences and then searches Google’s Ngram Viewer for them. While a negative result does not guarantee the originality of the combination, it does make it likely and thus qualifies it for inclusion in the verse collection. Monoclonal Microphone does not shatter or reject meaning, but rather stimulates the exploration of the unmanned provinces of language through the production of unfamiliar attributions. In this way it is similar to Parrish’s phonetic word crossings: A semantic added value is produced beyond conventional language through a technical maneuver. The code is in the service of designation, or more precisely: it is also in the service of designation. For it is in the nature of the genre of code literature that the code is inevitably always first in the service of the concept whose technical realization it provides. The central question for the reception and the aesthetic evaluation of the output is: What does the output offer beyond its occurrence as the result of a more or less complex technical process?
 
               
              
                Conclusion
 
                As the discussed examples show, the output’s offer can lie on the level of meaning or sensuality, as an unexpected insight into semantic references, or as a sonification of the text for listening pleasure. Cayley’s Monoclonal Microphone and Parrish’s Articulation as well as her experiments with phonetic crossing belong to the former, Parrish’s sound-tinting of the Frost poem to the latter. Parrish’s A Love Poem That Loses Its Way (as well as her Compasses poems; see 2018b), on the other hand, lacks both. Here, the pure code – that was introduced as the contemporary equivalent of self-referential materiality and presence culture aesthetic theory two decades ago – appears without any distraction, because the output offers neither semantic surplus, nor the listening pleasure or the awe and the wow effect of a spectacular presentation and presentation of the texts used, as in the case of Virtual Depiction and Listening Post. As much as the textual output in code literature becomes secondary to the code as the site of craftsmanship – and thus as the center of poetics – the code celebrates itself more successfully when its materialization beyond the interface distracts from it and offers some kind of pleasure, be it in the realm of the culture of meaning or the culture of presence. Therein lies the ontological paradox of pure code, which must be considered in a critical analysis of digital poetics.
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              Who is the author of AI-generated literature? This is a question that has been debated since the inception of the genre. Some say that the AI is the author, while others maintain that the human who created the AI is the author. There is no clear consensus on this issue, and it is likely that the answer will depend on the particular work in question. There are a few things to consider when trying to determine who the author of AI-generated literature is. First, it is important to consider the role of the human in the creation of the AI. If the human merely created the AI and provided it with the data it used to generate the literature, then it is arguable that the AI is the author. However, if the human played a more active role in the creation of the AI, such as providing it with guidance or interpretation of the data, then it is more likely that the human is the author. Second, it is important to consider the role of the AI in the creation of the literature. If the AI was given some degree of freedom to interpret the data and generated the literature without any human intervention, then it is more likely that the AI is the author. However, if the AI merely processed the data it was given, then it is arguable that the human is the author.
 
              
                Paradigms of AI authorship
 
                The argument presented in the above passage sounds plausible: a commonsense and balanced response to the opening question. Even though it is somewhat superficial, does not cite relevant sources, and has a rather wooden writing style, it would not be difficult to imagine a handbook article going through precisely these points, grounding them in the academic discourse. This, however, is not what this article will do. In fact, the opening section was not written by either of the article’s authors and does not represent its argument. The text above was generated by an AI – namely, OpenAI’s GPT-3 – in response to the following query: “Write a critical introductory paper on the topic of AI-generated literature and the question of who the author is.”
 
                GPT (which has since been updated to version 4.5 at the time of writing) stands for “Generative Pre-trained Transformer” and describes a certain type, or topology, of artificial neural network (ANN) – a technology that in recent years has become largely synonymous with the broader concept of artificial intelligence. Unlike traditional algorithms, which are explicitly and deterministically programmed to perform specific operations on their inputs, ANNs work by inferring the connections between inputs and desired outputs from a large array of data (in the case of GPT, textual) in a process called machine learning. In other words, the text generated for this article’s introduction is the result of GPT analyzing the relations between words in a number of human-written texts and recreating them in a new text, using the information from the prompt.
 
                The algorithmic origins of the opening passage make its argument appear in a new light. As a text written by a machine rather than a human, does it remain meaningful at all? Or does the complete lack of intention and consciousness behind it make it a meaningless simulacrum? Should the authors of the prompt still be considered the authors of the resulting text, despite explicitly distancing from its argument? Paradoxically, the AI-generated answer to the question of AI authorship disproves itself, showing the issue to be far more complicated than the balance between human and machine involvement.
 
                These questions become even more pertinent when it comes to poetry, since it is an art form often considered the utmost expression of human subjectivity and interiority. At the same time, the capability of GPT and similar technologies to generate texts that are barely distinguishable from those written by humans has led to an explosive expansion of the field of AI poetry, further fueled by growing societal interest in AI itself. Reaching far beyond the niche field of electronic literature, poetry collections written or co-written by AIs often receive extensive attention from literary institutions, popular media, and audiences alike. For example, in 2021, Liza Gennart, an AI poet developed by the Slovak artists Zuzana Husárová and Ľubomír Panák, even won the prestigious national poetry prize “Golden Wave” for its debut book Výsledky Vzniku [Outcomes of origin] (2020; trans. VK). The same year, the poetry recital by the robot artist Ai-Da at the Ashmolean Museum in Oxford was covered by international newspapers such as The Guardian. On the other hand, AI literature has also become the subject of fervent, sometimes even apocalyptic, criticism, as some human artists feel threatened by the machines mastering something as essential to humanity as creative writing (cf. Husárová and Piorecký 2022, 51–52; Bajohr 2020, 3–4).
 
                Giving a final and definitive answer to the question of AI authorship is far beyond the scope of this article. Rather, it aims to consider the range of positions on the issue within the AI creativity discourse and their respective arguments and criticisms. Building on Oscar Schwartz’s article “Competing Visions for AI: Turing, Licklider and Generative Literature” (2018), such positions can be classified into three groups: First, there is the idea of the autonomous, human-like AI author – a poetic extension of the concept of “strong AI” associated with the works of Alan Turing (see 1950). Second, denying AI autonomy stipulates a human author as a necessary component of AI poetry, making AI authorship a kind of collaboration similar to the one described in another classic computer science text: J. C. R. Licklider’s article “Man-Computer Symbiosis” (1960). Third, AI-generated texts may be likened to found poetry, putting the onus of authorship on the reader, whose perception of the text as poetic is what imbues it with poeticity in absence of artistic intent (cf. Schober 2022, 154; Husárová 2022, 75–76).
 
               
              
                AI as autonomous poet
 
                Programmed in the late 1980s, “Ray Kurzweil’s Cybernetic Poet” (RKCP) belongs to the earliest examples of autonomous AI poets. Although based on a far simpler technology and far smaller dataset than contemporary ANNs, the program operated on a similar principle: it analyzed texts by selected authors, established the frequencies of words and word sequences, then produced new texts based on these inferred stylistic traits. For example, having “read” the poems by John Keats and Wendy Dennis, RKCP wrote the following haiku: “You broke my soul | the juice of eternity, | the spirit of my lips.” (Kurzweil 2000, n.p.) The program’s author Ray Kurzweil – a computer scientist, writer, and self-professed futurist – wanted to test how successfully a computer could do something as strongly associated with human subjectivity as poetry. To do that, he gave 16 people a list of 28 poems – 12 of them written by human poets, the rest by RKCP – and asked them to guess which ones were which. On average, the group guessed correctly in about 60% of cases. He repeated the test in 1999, with a more advanced version of the software and having the poems read aloud by a human performer, which was more successful in fooling the judges (cf. Kurzweil 1990, 374–379).
 
                Kurzweil’s experiments directly invoke the famous Turing test that has become the benchmark for artificial intelligence: if a computer can successfully and convincingly imitate a human while communicating with another human, it means that it has achieved human-level intelligence, irrespective of its inner workings (see Turing 1950). Kurzweil simply transposed this idea onto poetry – something that Turing himself, interestingly, deemed unnecessary, or even unachievable, for AI: in his hypothetic scenario the computer would simply convincingly decline any request to produce art (cf. 1950, 434). However, both the original test and Kurzweil’s poetic extension of it reveal a very specific ideology of AI and, consequently, of AI poetry: anthropomorphism. This approach has long dominated the mainstream AI discourse, both in popular media and in much of computer science (cf. Schwartz 2018, 100–101). Under this paradigm, the AI assumes the position of the sole author of its poems, much like a human poet would – even though no secret is made of the fact that human operators are necessary to train the neural network and select (and sometimes edit) the outputs. In other words, if Turing’s general AI was envisioned as an imitation of human intelligence, the poetic AI is presented as an imitation of human creativity (cf. Schwartz 2018, 89). Often, AI poets are even designed to produce poetry in the style of a specific author or authors. The quality of such imitation, particularly their closeness to the original texts, then becomes the measure of the machine’s literary success.
 
                The anthropomorphization of AI is aided by the so-called ELIZA effect: the tendency of human perception to attribute human-like personality to any kind of software that is capable of written or oral speech (cf. Hofstadter 1995, 155–168). Named after the psychotherapy chatbot ELIZA developed by the MIT computer scientist Joseph Weizenbaum in the 1960s, the effect is amplified by what media scholar Bojana Romic calls “the individuation of a humanoid robot” (2022b, 2086): giving it a name, a recognizable voice, and in some cases – such as Ai-Da or the now defunct virtual rapper FN Meka – even a face and a body. Adopting a human-like persona cements the AI poet’s claim to authorship, drawing on the historical connections between authorship and subjectivity (see Rose 1995) and producing an identity for the poems’ lyric subject (→ I.5 Lyric Subjectivity). The writer and theorist Hannes Bajohr calls this conceptualization of machine creativity “strong artistic AI” (2022, 192) – in parallel to the computer science concept of strong AI that designates a fully autonomous human-like (or even superhuman) machine intelligence.
 
                At the same time, however, AI anthropomorphism informs much of the criticism of AI poetry. On the one hand, such criticism is fueled by the fear that the machines will imitate human poets so perfectly that they would take their place. On the other hand, the core method of this criticism is to zoom in on the imperfections of the current AI poets and poems and their failure to realize these apocalyptic visions (cf. Husárová and Piorecký 2022, 51–52; Bajohr 2020, 3–8). A typical critical narrative is to claim that poetry-writing AIs should not be ascribed any real authorship at all since they do not possess consciousness or artistic intentionality (see, e.g., Hertzmann 2018; Kehlmann 2021). In this regard, AIs are frequently compared to photo cameras as an example of technologies that automate artmaking, without challenging human authorship (cf. Romic 2022a, 47; Hageback and Hedblom 2022, 48–49). Another widespread criticism emphasizes the AI’s inability to express genuine emotion – an area in which, according to the media scholar Christiane Heibach, the AI imitation of the human “has only achieved limited success” (2021, 109; trans. VK). Providing an inventory of such AI shortcomings, the critics then conclude reassuringly, as Marcus Du Sautoy does in his book The Creativity Code: Art and Innovation in the Age of AI, that “creativity is about humans asserting they are not machines” (2019, 302). In a certain sense, such criticisms could be considered a separate concept of AI authorship, in which the machine is denied any creative agency and only humans can be poets, irrespective of the tools they use. However, this approach is essentially an inversion of AI anthropomorphism rather than an independent paradigm, and therefore the two should be considered in connection.
 
                The renouncement of AIs as poets because of their lack of emotionality, subjectivity, and artistic intent raises the question if these traits are really necessary to poetic creativity. Even if one contends that AI poetry may resemble human poetry in form but not in essence, that need not mean an aesthetic deficiency. In their pursuit of anthropomorphism, both writers and critics of AI poetry end up resurrecting the Romantic understanding of poetry as the expression of the inner world of a creative genius (→ I.5 Lyric Subjectivity). This model, however, is far from exhaustive: even in the predigital era, one can find a wide variety of poetic forms that do not necessitate lyric subjectivity, nor emotionality (see Jackson 2008; Mønster 2017). As for the necessity of artistic intent to create “true” poetry, Kurzweil’s experiment already shows that machines can produce texts that human readers can engage with as poetic – to say nothing of Liza Gennart’s literary achievements being recognized by a prestigious prize. But even if AIs can never “reach the level of subtlety and nuance that poetry necessitates,” literary scholar Regina Schober retorts, “neither do a lot of humans” (2022, 154). Finally, the very anthropocentrism of such critiques, their insistence on creativity as an essentially human trait, seems rather outdated in the context of the recent New Materialist studies that have investigated the creative agencies of forests, rivers, and rock formations (see, e.g., Kohn 2013; Harris 2021; → IV.12 Posthumanism and Poetry in the Anthropocene).
 
                In view of this, perhaps the question of how close AI can come to replicating human aesthetics and emotional worlds (or whether they will be able to imitate human poets so well as to replace them) is the wrong question to ask. As Bajohr argues,
 
                 
                  [t]he problem with digital AI works that simply simulate “human” works is not so much that they are mere derivatives, simulations of already existing but “analog” schemes. Rather, in insisting on the human comparison, they restrict from the outset what can be done in this new medium instead of exploring its affordances. (2020, 28)
 
                
 
                Heibach furthermore points out that, rather than imitating the human, it is entirely conceivable that artificial intelligences could “give rise to non-human emotionality, just as non-human intelligence and non-human creativity” (2021, 109–110; trans. VK) at some point in the future, providing for fundamentally new kinds of poetry. Perhaps, then, the discussion on AI should focus instead on the aesthetic potential that arises from machine learning and artificial intelligence and the different possibilities of poetic expression and knowledge that it offers.
 
               
              
                AI poetry as collaborative writing
 
                Among the strongest arguments against the vision of autonomous anthropomorphic AI is the fact that computers do not write poems spontaneously, but rather in response to prompting from humans. As Bajohr argues, “it may be that art production can be almost completely disconnected from the author’s subject, but only almost. Someone always has to make the start, give the first push that gets anything going” (2022, 34; trans. VK). In fact, the impulse or intention behind works of digital literature is often at least as aesthetically meaningful – if not more so – as the actual art object or text (cf. Husárová and Piorecký 2022, 47; Catani 2023b, 303–304). In that sense, AI poetry can be likened to combinatoric experiments predating the digital era, such as readymades, Dadaist cut-up poems, or the works of Oulipo, which prioritize the method and its social, institutional, and discursive implications over the text itself (see Stephensen 2024). From this perspective, the aesthetic value of AI poetry often lies not so much in the form and content of the poems, but in the insights these experiments offer into the working of digital technologies (cf. Bajohr 2020, 26–27).
 
                Hence, rather than asking whether computers can be poets, it could be more pertinent to regard AI poetry as the result of a negotiation of authorship between human and machine – a paradigm that Bajohr dubs “narrow artistic AI” (2022, 192). Oscar Schwartz traces this way of approaching AI creativity to Licklider’s influential article “Man-Computer Symbiosis,” which argues against Turing’s concept of autonomous AI, offering instead a vision of AI as a network of human and computational actors that draws on their individual strengths to reach common goals (see 1960). In this paradigm, rather than “enabling a functional mirroring of human poetry […] the programmer collaborates with the computer to create a new hybrid form of creative agency” (Schwartz 2018, 89).
 
                As early as 1997, electronic literature scholar Espen Aarseth proposed a model for cyborg authorship that still holds for today’s AI creations. He suggested three possible – though not mutually exclusive – positions for the human author: “(1) preprocessing, in which the machine is programmed, configured, and loaded by the human; (2) coprocessing, in which the machine and the human produce text in tandem; and (3) postprocessing, in which the human selects some of the machine’s effusions and excludes others” (Aarseth 1997, 135). That current technologies do not necessitate any substantial alterations in Aarseth’s framework points to the continuity between current AI poetry and earlier generative literature (see Catani 2023a; → II.6 Digital Poetry). Bajohr argues, however, that this continuity should not also overshadow a paradigm shift between what he calls “sequential” and “connectionist” approaches (2020, 8),
 
                 
                  the former referring to poetry generated with linear algorithms, the latter, with neural networks. This shift also touches on the question of authorship, the human side of which is becoming increasingly distant in the human-machine structure: while one could still plausibly speak of secondary authorship in the sequential paradigm, which consists in the formulation of a sequence of rules, the execution of which produces the work – here the idea of a “writer of writers” makes perfect sense – with ANNs one is faced with tertiary authorship: all that is left to the human author is to define the dataset for the training, from which the ANN independently forms the model, and to determine the parameters, with which the model ultimately produces the output. Even this is no longer possible with large language models like GPT-3, because the training here is too complex to adapt to new datasets. The ‘programming’ takes place through the normal language formulation of requests (“prompt design”) based on the model of dialogic communication – here one could even speak of quaternary authorship. (Bajohr 2022, 198; trans. VK)
 
                
 
                Here is then, perhaps, the time to admit that the idea of letting the AI write the introduction to this article does not belong to its authors either. It was inspired by Stephanie Catani’s introduction to the panel on algorithmic literature at the 27th German Conference of Germanists in Paderborn in 2022, which she similarly opened with an AI-generated text. Admitting this borrowing and citing the source is a matter of research integrity, but it does raise the question of who the author of these introductory passages is, when neither the idea nor the realization originated with the people whose names feature on this article’s title page. However, such questions do not pertain to this article only: an AI poem may just as well be generated in response to a prompt that quotes another source, directly or indirectly – not to mention that generation itself (much like human authorship) draws upon the creativity of those included in the AI’s training corpus.
 
                In other words, the necessary intertextuality of all human literary writing (see, e.g., Berndt and Tonger-Erk 2013) is just as important to AI poetry, opening the structures of the genre’s authorship and extending them beyond the immediate human-machine collaboration. A case in point is Bajohr’s own project Poetisch denken realized together with fellow digital poet Gregor Weichbrodt, with whom he has formed the art group 0x0a. The project borrows its title from the influential eponymous book by the literary critic and scholar Christian Metz (2018), discussing the works of four poets that, according to him, define the field of contemporary German poetry: Ann Cotten, Steffen Popp, Monika Rinck, and Jan Wagner. Having trained a GPT-2 network on these poets’ publications mentioned in Metz’s book, 0x0a produced four volumes of AI-generated poetry – one per original author.
 
                The books Poetisch denken 1–4 emphasize the distributed and intertextual nature of AI authorship at every turn. First, it is evident in the collaborative nature of 0x0a as a group itself – the members of which are, however, only listed as editors. The books’ front covers are designed in a way that suggests that their authors are the poets on whose works the AI was trained – because their names are printed in the largest font – foregrounding the four poets unwitting contribution to the creation of Poetisch denken (conversely, on the books’ spines these names appear as part of the titles). Finally, the title of the series pulls Metz himself into the collaboration, as his book determined both the composition of the series and the corpora of texts on which the AI was trained. The project thus makes tangible the impossibility of assigning a single indisputable author to a poetic work – be it AI or human.
 
               
              
                AI poetry as found poetry
 
                The parallel between generative and readymade poetry allows for approaching AI authorship from yet another angle: that of the reader and their creative agency. What Bajohr calls “quartenary” authorship afforded by the current machine learning technologies (2022, 198) largely limits the creative agency of the human poet to that of “postprocessing” in Aarseth’s terms (1997, 135) – selecting among the AI’s outputs the ones they deem the most aesthetically successful according to their individual preferences. The question is then to what extent do the human (co-)authors of AI poetry differ from its readers in their contribution to the aesthetic experience of the poem? As Schober points out, “the act of reading and interpretation [sic] a poem as a poem necessitates the recipient just as much as the creator,” be the latter human or machine (2022, 154). In fact, much of modern literary theory has emphasized the agency of the reader – an approach summarized in Helen Vendler’s formula, “a lyric poem is a script for performance by its reader” (2009, xi). In other words, as media scholar Cameron Edmond puts it,
 
                 
                  the focus on locating authorship within moments of a text’s production runs counter to how authorship has often been discussed in the literary field. Literary theory has long been fixated on the death of the author, due to the assertion that the author has no control over how a text may be interpreted. If the author is dead, then, how can they be displaced [by an AI]? (2019, 158)
 
                
 
                Similarly, Stephanie Catani draws a comparison between AI literature and Kenneth Goldsmith’s idea of “uncreative writing” (2011), pointing how both practices rely on appropriating and reframing existing textual materials (cf. Catani 2023b, 302–304). Taking this line of thought to its logical conclusion, an AI-generated poem can thus be approached as a found poem – a text of non-poetic origins, such as an instruction manual or a newspaper interview, which, when read as poetic, reveals an aesthetic depth (see Foss 1972; Epstein 2012). The role of the “author” of a found poem is merely to invite the reader to perform such a reading. While poetry-writing ANNs are fine-tuned on the works of specific poets, their training corpora often include a variety of non-poetic texts, and in any case are not motivated by a poetic intent in their text production (or any intent whatsoever). From this perspective, AI poetry could also be compared to the phenomenon of the “so bad it’s good” art, which is also “found” in the sense that it is enjoyed for reasons entirely unrelated to its author’s intentions (see Dyck and Johnson 2017). Here, it is also the reader rather than the author who is responsible for imbuing the text with aesthetic value and poetic meaning. This interpretation of AI authorship becomes even more attractive if one considers that neither found nor AI poetry requires a nominal author in the strict sense: Just like a reader may spontaneously find poeticity in some everyday text, they may also interact with openly available AI interfaces, such as Chat-GPT, to generate and read poetry on their own.
 
                At the same time, Schober warns against such “radical relativism, according to which anything can be a poem if the reader only considers the generated text a poem” (2022, 154): if everything is poetry, then nothing is – the whole category loses its meaning. Perhaps, then, it would be more fruitful to consider the readers and their interpretative creativity as another part of the distributed human-machine network of authorship discussed in the previous section. Even if the task of perceiving the text as poetic falls to the readers, their perception is not agnostic of the machinic origin of the text, nor of the gesture of framing it as poetic done by the human author. Rather, the poeticity of AI texts emerges in the interaction between all these actors and their creative agencies. This is the approach undertaken by Husárová in her performances of Liza Gennart’s poems:
 
                 
                  Reader-response criticism stresses the role of the reader and their experience of the text in the construction of textual meaning. We felt that in the texts that were constructed without any intention whatsoever, it seems even more valid to place the meaning in the hands of the readers. This led us to structure presentations of Liza’s poems as a platform, where the reading was a collective task assigned to various people who organized or attended that specific event. Thus, the author’s voice, which cannot be pronounced by sounds, was articulated by a collective reader’s voice that assigns some hints of meaning just by the articulation itself. (Husárová 2022, 75–76)
 
                
 
                The reader’s creative contribution does not replace those of the AI and the human artists, but rather complements them. Husárová still insists that Liza Gennart “is the author of the text,” while Husárová herself and Panák “are authors of Liza, so [their] authorship can be considered a frame authorship” (2022, 77). She furthermore acknowledges the intertextuality of Gennart’s poems, calling her an extension of all the Slovak poets on whose texts the AI was trained (cf. Husárová et al. 2022). The reader thus is cast as another agent in the complex assemblage of humans and machines, whose creative agencies converge to produce the experience of AI poetry.
 
               
              
                Final thoughts
 
                Who is the author of AI-generated poetry? While this question has seen much debate, many prominent theorists agree that it is neither the most important, nor the most interesting question to ask (see, e.g., Bajohr 2022; Schober 2022; Catani 2023a, 2023b; Stephensen 2024). Instead, AI poetry presents an exciting opportunity to interrogate the very concept of creativity – which, as the sociologist Andreas Reckwitz points out, is far from being a defining human trait and is a relatively recent invention (see 2017). Tellingly, the three basic paradigms discussed in this article – of individual, collaborative, or participatory authorship (or non-authorship) – are not limited to AI poetry discourse but set the tone in the debates on human creativity as well – debates that are also far from being settled. This is, fittingly, perhaps the aspect in which AI poets resemble their human counterparts the most.
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                Introduction
 
                “We were warned: there are no straight lines in nature,” says Yusuf Saadi’s poem “Posthuman” from his 2000 collection Pluviophile. The poem is written or spoken from the future by a “we” who looks back at an unavoidable evolutionary catastrophe that has already taken place: “Women sang new myths. Men planted | numbers in the soil to see if the fruits | could solve our problems” (28). The poem explores posthuman ideas through both anthropocentric and post-anthropocentric perspectives. It is a posthuman poem in the sense that humans have bodily evolved and become unfamiliar to themselves: “We looked | at our hands with unfamiliarity. Trying to understand | the opaqueness of texture. Our moulting bones | discarded. Our new elbows reptilian” (28). Or, as in the last lines of the poem, “we could only see our feet, | alien and hairless” (29).
 
                Tropes like the dissolution of the boundary between the human and the non-human are to be regarded as topoi in posthuman poetry. In Øyvind Rimbereid’s long poem Solaris korrigert (Solaris Corrected; 2004), humans have fingers like seagrass: “meiner fingren, part af organic 14.6 | but veik dei are as seagrass” (9). Additionally, in the titular poem of Jorie Graham’s 2019 collection Fast: “the first person | who has ever understood me | is not even it turns out | human” (19). Graham explores what it means to be human in the age of artificial intelligence, in the Anthropocene, in which the climate crisis is omnipresent, and with the support of the de facto motto of New Materialism that envisions that matter matters: “We are not alone. We are looking to improve” (18). She recognizes that humans and all living matter are part of a dynamic ecology. In the following, this article will discuss some aspects of posthumanism that are of relevance for the understanding of poetry in a digital and posthuman age and suggest how poetry might both be informed by and respond to posthuman ideas.
 
               
              
                Posthumanism
 
                Posthumanism positions itself critically in opposition to the anthropocentric orientation of Humanism, particularly the Enlightenment’s slightly different versions of Humanism. With the Enlightenment as its nemesis, it sets forth to develop and explore new conceptions of human beings in relation to non-human elements, be those animals, plants, or technology. One of posthumanism’s main aims is to argue against the idea of human exceptionalism, as once stated by Pythagoras, in which Man is the purpose of all things, superior to other animals and organisms. It is a position in which one develops an ontology wherein humans and non-humans are modeled in an egalitarian rather than a hierarchical model.
 
                Generally, it is fair to say that posthumanism is a field – or if you like, a movement – closely associated with “the posthuman turn,” defined by Simone Bignall and Rosi Braidotti as “the convergence of posthumanism with postanthropocentrism” that, according to them, “is a complex and multidirectional discursive and material event” (2019, 1). In the same manner, in the introduction to Posthuman Glossary, Braidotti and Maria Hlavajova simply state that posthumanism is “a field of enquiry and experimentation that is triggered by the convergence of posthumanism on the one hand and post-anthropocentrism on the other” (Braidotti and Hlavajova 2018, 1). Mads Rosendahl Thomsen and Jacob Wamberg, in their introduction to The Bloomsbury Handbook of Posthumanism, go a step further, claiming that posthumanism is synonymous with post-anthropocentrism (2020). In each of these three definitions, post-anthropocentrism is essential, signifying a shift from a worldview that recognizes humankind as the center of its attention and as the primary source of value, hierarchically situated above other species, toward one in which living and non-living organisms have agency and value regardless of human purposes, means, and goals. Not all post-anthropocentric approaches to the world are informed by posthumanism. Nevertheless, all posthuman approaches to the world acknowledge a post-anthropocentric worldview.
 
                Rather than belonging to one field or one academic discipline, the term “posthuman,” as stated by Braidotti and Hlavajova in Posthuman Glossary, “marks the emergence of a transdisciplinary discourse that is more than the sum of posthumanism and post-anthropocentrism, and points to a qualitative leap in a new – perhaps ‘post-disciplinary’ – critical direction” (2018, 2). Likewise, and concerning the age of digital media, N. Katherine Hayles claims that “the posthuman appears when computation rather than possessive individualism is taken as the ground of being, a move that allows the posthuman to be seamlessly articulated with intelligent machines” (1999, 34). The growing interest and engagement in posthuman questions across academic disciplines might indicate that posthumanism denotes our situation and the condition of our contemporary time, and it is one of many terms that follow the end of postmodernism. It is a contemporary and most certainly a future cultural dominant. Increasingly, it has become one of the most prominent concepts in academia across a variety of disciplinary fields, including political theory, ethics, sociology, psychology, physics, philosophy, media studies, and literary and art studies. It has given rise to a number of handbooks, readers, journals, and conferences (see, i.e., Herbrechter 2013; Sampanikou and Stasienko 2016; Braidotti and Hlavajova 2018; Thomson 2020); and, more and more frequently, the term “posthumanism” appears in political and cultural debates and conversations in society. The challenges of, among others, the Anthropocene and the existential threats from the climate crisis; the development of sophisticated digital technologies like AI writing student papers, novels, and poems or perfectly imitating a person’s voice; and improvements in biotechnology offering methods that challenge the idea of “natural selection” have made us increasingly aware of non-human agency. This situation calls for new and explorative studies of the relationships between humankind and other species, between humankind and technology, and between nature and technology, including studies of how poetry responds to this new situation.
 
               
              
                Anthropocentric critique
 
                In Saadi’s poem, evolution goes both forward and backward, or in several directions at once. Alien features, here represented by the reptilian elbows and the molting bones, signify a “we” that slowly, bodily becomes more like a non-human animal, a material mesh, as the distinction between human and non-human animals is (again) blurred. Just as much as the poem’s “we” refers to future human beings, their bodily transformations are also a return, a return to humankind before humankind. It is a turn backward, toward the roots, to that which humankind grew out of and evolved from: reptiles. It is as the poem says: “there are no straight lines in nature.” This evolution is a material one. In addition to the poem affirming evolution as a complex and multidirectional material event that echoes Bignall and Braidotti’s definition of posthumanism, it presents an epistemological turn. This turn corresponds to the posthumanism critique of a humanism in which humankind is regarded as a universal representative, distinguished from animals and other organisms by what Giorgio Agamben has termed “the anthropological machine” (2002, 37, 92). Even though the “we” acts passively toward (if not also struggles against) this change, the image of its body signifies not only an imaginary or mental kinship – Donna Haraway’s “to make kin” (2016) – but a physical and bodily kinship with “the other.”
 
                The “we” in Saadi’s poem, on the other hand – and this is an aspect of the poem that interrupts its post-anthropocentric position – appears with awareness of itself as human, separated from other species. This is evident in the ninth stanza, which considers how to “solve our problem” (Saadi 2020, 28). Here, the problem is articulated to be ours, not theirs – that is, the other species’. The position of the “we” is similar in Graham’s poem, in which “we are not alone.” Still, the poem reveals a post-anthropocentric sensibility. We cannot manage alone and are dependent on “the others” to evolve and survive. In both poems, the “we” and our problem are the measure of all things, to carefully rewrite Pythagoras. What is more, in Saadi’s poem, the syntactical structure of the sentences underlines past human beings as actants with agency and intentions: “We were busy,” “We held,” “We watched,” “We looked,” “Trying to understand,” “Men planted,” “women sang,” “we invented,” “We often tried,” and “we could only see our feet.” In addition, the last quotation is allegorically an anthropocentric self-centered epistemology.
 
                The poem’s “we” acts upon the world as if it is alone, as if it can survive alone, and insects are no more than a distant memory or made peripheral: “Insects danced | in a different hemisphere of our brain | or of the earth” (28). Human actions, concerns, and experiences are at the center of attention. Anthropocentrism is maintained, even though it has shown to be a failing step fueling the evolutionary catastrophe.
 
               
              
                Enlightenment ideas in posthumanism
 
                Posthumanism’s relation to humanism and human subjectivity and its concern for humans and non-humans are crucial and have been articulated in different modes. The prefix “post” signifies a temporal causality, that posthumanism follows humanism. In and of itself, this does not add any significant meaning to the term, but it is still an adequate approach in so far as posthumanism represents a wide-ranging set of developments emerging as a reaction to some of the most dominant aspects of humanism.
 
                To make humanism the nemesis of posthumanism is to some extent problematic. As Cary Wolfe convincingly argues, posthumanism does not solely belong to our contemporary digital and Anthropocene world (cf. Wolfe 2010, xv–xvi). Some of the rationale behind posthumanism can also be identified before humanism. A pre-humanism posthumanism, as termed by Wolfe, shows that the technological development that followed in the footsteps of industrialization is not the sole reason for the development of posthumanism. Even further, and almost echoing the opening line of Saadi’s poem, Karin Kukkonen problematizes the image of the Enlightenment devised by posthumanist thinkers: “There is by no means a straight line from Descartes’ distinction between res extensa and res cogitans to Enlightenment epistemology” (2020, 30). She argues that posthumanism has a lot to learn from the Enlightenment. A well-known example is the work of Julien Offroy de La Mettrie; in L’homme machine (1749), he describes human progress as a collaboration between humans and animals, and, as also stated by Kukkonen, finds no meaningful distinctions between humans, animals, and plants (cf. La Mettrie 1749, 32; see also Kukkonen 2020, 32). Kukkonen refers, among others, to Alexander Pope and his poem “Essay on Man” (1743) to show how Pope highlights the limits of human reason, puts forward the embodiment of experience, imagines a world inhabited by animals and not human beings, and “make(s) case for vegetarianism and human-animal interdependence” and for a critique of human colonial projects and the distribution of raw power over justice. In other words, Pope’s essay reflects an “understanding of subjectivity that posthumanism exclusively locates in present-day philosophy” (Kukkonen 2020, 30). An even clearer example of how thinkers of the Enlightenment can inform posthumanism and hence contribute to creating a continuum between, rather than a break with, these two fields is Sophie de Grouchy, who, according to Kukkonen, defines subjectivity as profoundly relational rather than individual. Kukkonen writes, “her definition of the self as relational offers a clear point of conversation with posthumanism for the different ways in which self-organizing systems have been conceptualized already in the eighteenth century” (2020, 31).
 
                The metapoetic dimension (→ I.4 Poetological poetry) of Saadi’s poem is informed by humanism. It is a poem that reflects on humans’ affinity for language, words, and myths, and it questions the role or function of this interest. The first stanza connects human activities to the arts, particularly to music and lyric, beginning in the lines, “[w]e were busy worshipping | words.” The following “[s]hipping worlds | through strings” are acts of the human-made poem, of making and performing poetry, the functions of which are, according to the poem, “to confirm | we were still alive” (28). The aesthetic and poetic aspects of life find their contrast in a post-catastrophic situation in a later stanza in which language is “stripped of meter, | rhyme, beauty” (28). This is another alienation of humanism, but, rather than a version of the posthuman, the speaker imagines a loss caused by an anthropocentric humanism. The “worshipping” in the first line of the poem is not the standard disenchanting vocabulary of humanism rooted in the Enlightenment. Phonetically, the word gives way to “shipping worlds” in the second line and connects paradigmatically to drums and beats in the second stanza. Humanism as a rational philosophy, inspired by science and art, has no room for myths, but the poem contains myths and is in and of itself a myth-maker. It says, “woman sang myths,” tells how “we invented new gods,” and creates the myth of how someone “unchained | the sun from its orbit” (28).
 
                Given the example mentioned above, it seems reasonable to conclude that, as Braidotti argues, posthumanism is less about differences and contrasts and more about combinations (cf. 2019, 46). A similar claim has been made by Hayles, who argues that future discussions about human beings and machines, aesthetics, and technologies will be to a lesser extent about tensions between traditional conceptions of the humanities and posthumanism and more about different versions of posthuman approaches to the world (cf. 2005, 2). Overall, posthumanism is a field in which one continually tries to develop an adequate language for better framing the impending changing role of humankind in the biosphere. The constitution of human-becoming as a process wherein humans interact with non-humans implies a maintaining and strengthening of the ethical responsibility that follows being the single global-political species on the planet. This responsibility includes caring for and preserving other species and making ourselves kin with non-humans. It is this ethical responsibility that is at the core of Haraway’s expression to “make kin, not babies” (Haraway 2016, 102).
 
               
              
                Posthuman poetry in the digital age
 
                Hayles points out that “the posthuman implies not only a coupling with intelligent machines but a coupling so intense and multifaceted that it is no longer possible to distinguish meaningfully between the biological organism and the informational circuits in which the organism is enmeshed” (1999, 35). Hayles engages in posthuman relations dissolving the binarity of humans and technology by introducing the concept of “technogenesis,” which denotes the coevolution of humans and technology (2012). In How We Became Posthuman, Hayles writes that the posthuman subject can be perceived as “a collection of heterogeneous components, a material-information entity whose boundaries undergo continuous construction and reconstruction” (1999, 3). Tamar Sharon similarly defines the posthuman as “a heterogeneous subject whose self-definition is continuously shifting, and that exists in a complex network of human and non-human agents and the technologies that mediate between them” (2013, 136).
 
                Poetry that explores the interchangeable and reciprocal collaboration between poets and digital technology is abundant and diversified. Johannes Heldén and Håkan Jonson’s Evolution (2014) is a poetry machine that generates poetry based on earlier works of Heldén’s and algorithms written by Heldén and Jonson. Evolution, which started up in 2014, is still running, demonstrating the possibilities for poetry as a contemporary poetic, technogenetic event. Evolution could also be framed in what Haraway has termed “sympoiesis – making-with and becoming-with” (Haraway 2016, 60; see also Rustad 2023, Ch. 3). This is even more evident in Jen Bervin’s Silk poems (2017), a collection of poems produced in a collaboration between the poet, a human body, silk material, the methods of the silkworm, and an implantable biosensor developed for medical reasons. The poems are the result of the registrations of this sensor from the inside of a human body. Structured as strands, the poems reflect the patterns created by the silkworm and the beta sheet structure of silk protein. Furthermore, they are based on a nanoscale in a chain of six characters, corresponding to human DNA. As claimed by David Perry, the work suggests “that we read ourselves in coproductive kinship with other species not merely as a strategy for poetry, art, and critical intervention, but for long-term multispecies survival” (2019, 1).
 
                The poems are organized in clusters of words without blank spaces, as if each line separated with single- or double-space represents the rhythm of the silkworm’s work: “Sericulture | isacultureof || love | isayinit || ofliving | anddying || ofinterdependence | honorablerelationships || tendingandexpertise | ofrarecompatability” (Bervin 2017, 110). The silk becomes poetry, so to speak, and Bervin, the silkworm, and the biosensor are poets in collaboration. More so, Bervin describes the project on her artistic website as a posthuman work manifested in the computational network environment: Along “with her collaborators,” she “activates the intersections of art and scholarship, text and textiles, science, technology, and craft in works that range from poems written nanoscale to large-scale museum installation” (2017).
 
                In the search for adequate language for posthuman worlds and post-anthropocentric perspectives, poetry plays a significant role, be that through its focus on the materiality of language, its exploration of subjectivity, its differing uses of voice as a challenge to anthropocentrism, or the invention of bio-poetry and generative poetry made by AI (→ IV.11 AI Creativity and Poetry). In the field of poetry studies, posthumanism is relevant for the evolution of genres and literary texts. It is central to the understanding of the media ecology of literary texts and the media situation of literature (→ III.15 Media Ecology and Media Archaeology), a situation wherein print literature can no longer be regarded as possessing a privileged position and no longer has a natural or exclusive place at the center of literary experiences (see also Hayles 1999; 2005; Rustad 2023).
 
               
              
                Ecopoetry
 
                Posthumanism and post-anthropocentric perspectives do not favor any discourses. Still, in the course of the last two or three decades, they have shown to be fruitful, fundamental, and emergent in dealing with some issues more than others. These issues include climate changes explored in ecopoetry, a genre heavily informed by post-antropocentric perspectives and the posthuman (see Glotfelty 1996; Fisher-Wirth 2013; Hume 2018). Ecopoetry, with its strong commitment to the Anthropocene, focuses on environmental and climate changes, loss of biodiversity, unstable ecosystems, and a possible lack of a future for humans and non-humans, to mention just a few relevant topoi. What seems evident in posthuman poetry, and is a central topic in much ecopoetry, is a contemporary situation in which, for multiple reasons, any sense of a hopeful horizon seems available solely through alternative ideas of time as non-linear. As such, these poems present alternative ways of perceiving a past and a future. According to media scholar Jussi Parikka, “[f]utures are being constantly imagined, but the emphasis on ruins is as visible in the midst of such narratives of future projection” (2016, 130). In the Western world, he claims, history is no longer the cultural dominant in making sense of time, evolution, and memory. Rather, it has been replaced by new modes of thinking wherein past, present, and future are interconnected in non-linear ways – for instance, in contemporary hauntology (see Derrida 1994; Blanco and Peeren 2013), in which the past is part of the future, and the future is part of the past. “[T]here are no straight lines in nature,” as Saadi writes in his posthuman poem.
 
                Today, ecopoems may engage in the Anthropocene, challenge the anthropocentric perspective, and explore alternative conceptions of time. The future that haunts the past is evident in the poem “Lembranca do Mundo Antigo” by the Brazilian poet Carlos Drummond de Andrade, published in the collection In Sentimento do Mundo in 1940. The poem ends with the disturbing dystopian line: “They had gardens, they had mornings in those days!” (Drummond de Andrade 2002, n.p.), as if the speaker narrates from a future in which there are no mornings and no gardens. It is not a specific garden that is lost but “gardens” written in plural. More than signifying the “Garden of Eden” or a utopian garden, the plural form invokes “every existing garden” in a secularized and individualized anthropocentric world. Without mornings, the narrative voice speaks from not only a dystopian place but a non-existing place, a place without a time, which would be synonymous with death. If there is no morning, there is no evening. So, either the earth has stopped circling the sun and stopped rotating around its axes, or the sun has faded out. In both cases, the future is a dead time-place that holds no hope.
 
                Andrade’s ecopoem engages in the dystopian idea of a lost future by situating the speaker in that same future. In a narrative mode, the speaker calls forward memories of a lost time and nature. Hence, the title can be read as “memories of the old world” or, as taken from an official translation into English, “Souvenir of the Ancient World” (2002, n.p.). Both the garden, as an already lost paradise, and the anthropocentric perspective that puts the poem’s character Clara in the center of its attention (“the whole world – Germany, China – | all was quiet around Clara”; Drummond de Andrade 2002) belong to this ancient world. Seen from the future “we,” all of this is nothing but a memory. The garden was already in the past haunted by its future absence. The colors of nature are disturbing and somewhat unheimlich. The sky is green and the water gold. Some of the phrases position the human above nature, such as “a girl stepped onto the lawn to catch a bird.” The lack of focus on what Clara appreciates in the garden, and the emphasis on what she fears, like the flu, the heat, and the insects, tell us about future threats of which Clara somewhat knows, but to which she closes her eyes. Whether out of ignorance, boredom, or carelessness, she instead puts her attention on prosaic events like the eleven o’clock trolley. The vehicle is a modernist figure that interrupts the image of a calm and beautiful garden and makes the poem a recording of a shifting (and industrialized) world and a changing mindset.
 
                A very different example of ecopoetry is the song poetry of Icelandic singer and artist Björk. Björk’s imagined future and posthuman world is a world that connects past, present, and future. In the album Utopia (2018; → I.10 musicality and sangbarkeit), a binary thinking of human and non-human beings is dissolved and replaced by an interest in and a solidarity with the non-human through a post-anthropocentric understanding of the world. The lyric voice directs its attention toward the environment of which we are part, that we share with non-humans, as in other species and objects on which our existence depends. Through what can be seen as an aesthetic encouragement to ecological thinking, humans are asked to tune into their non-human surroundings, as in the lines, “Bird species never seen or heard before” and “be intentional about the light” (Björk 2018). At once, “Utopia” refers to a non-place, as in Greek “ou-topos,” and a future place, as in Thomas More’s 1516 novel Utopia (see 2012) and Charles Fourier’s somewhat playful imagination of a future society (see 1971). In Björk’s song poem, it is both a paradise, in which unseen and unheard spices exist, and a contaminated place: “Huge toxic tumor bulging underneath the ground here. | Purify, purify, purify, purify toxicity.” Here, the lyric voice appears as belonging to one that tries to heal the place with lyric and song, not unlike the women in Saadi’s poem, as if the lyrics have magic power. But in contrast to what is often the case with utopian places, in that they belong to a metaphysical world, the world in Björk’s song poem is here, “this-sided.” As the song poem says: “Utopia. | It isn’t elsewhere. | It is here.”
 
                Not surprisingly, the song poetry of Björk often promotes a making of kin with the non-human. Seven years earlier, with the album Biophilia (2011), Björk explored the relationship of humans, nature, and technology. The title denotes love or affection for all life. It is an intertextual reference to Edward O. Wilson’s book of the same title from 1984. In the book, Wilson, in a personal style of writing, argues for the protection of nature because humankind has a natural affinity for all life, as the argument goes, which makes us feel instinctively connected to other people and organisms. Hence, the title, with its combination of the prefix bio with filia, as the feminine version of filius, son, denotes “a feminine love of all life.”
 
                These two mentioned poems are just a few examples of ecopoetry which, in poetry, represents a posthuman and post-anthropocentric turn. They engage in the question of the Anthropocene and the relation between humans and non-humans, and they explore different futures. They either speak about the past from a future or they look into the future. By this, they might signify that, as much as “Anthropocene” is the name of the geological period that we have entered, it also triggers different conceptions and imaginations of the future and suggests time as a way of experiencing and making sense of our surroundings.
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              IV.13 Negotiation and Critique of Digitality in Page Poetry
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              The negotiation of digitality within literary texts is a significant and pertinent topic. Nevertheless, research publications to date have either examined prose texts or focused on digital literature – for instance, poetry published on blogs, websites, or social media. By contrast, this article examines contemporary page poetry in the context of current discourses on digitalization, postdigitality, and disconnectivity. It investigates how poetry engages with, reflects upon, and potentially challenges everyday networked experiences and how it reflects current debates about digitality both on a thematic and formal level. Of interest is, for instance, how poets utilize poetic devices to reveal concealed digital infrastructures and technologies or decipher the processes of digital knowledge generation. It demonstrates that poets adopt highly original and distinct critical perspectives on our networked reality. Following Jan Distelmeyer, this critique can be understood as “an unfolding of concerns,” negotiating “the totality and peculiarity of the conditions and consequences of electronic digital computing in all of its forms” (2022, 1–2).
 
              The starting point is two assumptions. First, connectivity can today be considered one of the defining features of digitality: “By taking full advantage of the many-to-many connectivity facilitated by the Internet, the explosion of user-generated digital ‘content’ […] has refocused the function of computational media from storage to production, from the archiving of individual experience to the generation of collective presence and of connectivity itself” (Hansen 2010, 180). The second assumption is that the digital and the analog are profoundly intertwined, which is reflected in the concept of postdigitality. This term is employed to convey either a disillusionment with digital information systems and tools or, more generally, to signify a phase in which the fascination with them has become obsolete. As engagement with digital information technology is increasingly countered by criticism, the postdigital describes a perspective that no longer focuses on technical innovations and instead rejects narratives of their constant improvement (cf. Cramer 2015, 13). The term also refers to the hybridization of old and new technologies and to a phase in which media use becomes increasingly self-thematic. The reciprocal relation of digital and analog will be discussed and exemplified here by printed poetry, based on the assumption that the book became an “analog medium” strictly only through digitalization (see in this context Jessica Pressman’s concept of “bookishness,” 2020; → II.1 Printed Poetry).
 
              
                Hyperconnectivity and its discontents
 
                The early days of the internet were characterized by the promise that the world as a “global village” would offer inclusive participation and accessibility (cf. Bollmer 2016, 3). New networking opportunities were euphorically received, not least because connectivity offered possibilities for experimenting with identity, dismantling hierarchies, promoting democratic participation, and linking knowledge bases (cf. Turkle 2011, 152; Karppi 2018, 2; Stäheli 2021, 31). Increasingly powerful mobile devices have enabled a state of “hyperconnectivity,” a professional and private availability independent of time and place (cf. Stäheli 2021, 34, 51). This is particularly evident on social media platforms, where the “constant mutual observation of permanent connectivity” (Penke 2019, 457; trans. CB) is a central element of user activity: “It is connectivity itself that one anticipates, not necessarily a specific connection” (Grusin 2010, 128; cf. Karppi 2018, 122). Since the 2010s, networking euphoria has been dampened by a net critique directed toward, among other things, the commodification and commercialization of data and personal information, including the application of algorithms (see Hesselbarth 2018, 2000). The invisibility and obfuscation of digital infrastructures have also become subject to critique (cf. Distelmeyer 2022, 9). Furthermore, it is argued that online relationships and face-to-face communication have become out of sync and that the omnipresence of digital communication tools leads to a paradoxical state of simultaneous connectedness on a technical level and disconnectedness on an emotional level (cf. Turkle 2011, Ch. 8); however, relevant criticism of these narratives exists as well (see, e.g., Vuorre and Przybylski 2023). Contemporary poems frequently “incorporate documentary qualities as they reflect the foreignness and discomfort of interacting with and through the internet, which is likely to disappear as users gradually adapt;” therefore, “the subject of these poems is not only the internet as a medium or practice, but as a profound cultural change that has to be coped with” (Shakargy 2020, 331–332).
 
                The German poet Sirka Elspaß thematizes the downsides of digital connectivity through laconic short poems dealing with everyday online situations. One such example is “wir würden stürzen” [We would fall], a poem that thematizes “a silence | that the videocall cannot bridge,” where “it is impossible | to fall into each other’s arms we would | tumble” (Elspaß 2023, 17; trans., also in the following, CB). Through the perception of a seemingly unbridgeable silence and the coldness evoked by the poetic image of multiple sweaters worn on top of each other, the poem depicts a communicative atmosphere of loneliness and distance – a situation in which the interlocutors are, as media sociologist Sherry Turkle puts it, paradoxically “alone together” (2011). The implicit desire for human contact is the topic of another of Elspaß’ poems, entitled “auf der rolltreppe fahren die handgriffe | immer etwas schneller als man selbst” [On the escalator the handles | always go a little faster than you do], in which the death of an unnamed acquaintance is collectively but anonymously mourned online: “es ist einer der tage an denen die zeit stehen bleibt | aber die vögel zwitschern weiter als wäre nichts | während ich eine kerze im internet anzünde | und 164 andere auch, stand heute, samstag, 23:13” (Elspaß 2023, 19). These lines describe “one of those days when time stands still” with “the birds chirping as if nothing is wrong,” though someone has died, for whom the first-person speaker ritually “lights a candle on the internet.” While social science and media research deals with the phenomenon of “living on” online after the physical death of a person (cf. Bollmer 2016, Ch. 5; Karppi 2018, 104), the focus here is on questioning the consoling function of networked virtual remembrance. Specifying “164” comourners, as well as date and time (“as of today, saturday, 23:13”), the language used notably lacks poetic devices, while referencing paratexts and metadata of digital communication. This sober presentation appears to critique the concept of “communal mourning,” as it creates a quantitative, rather than a qualitative, sense of connectedness.
 
                In the poem “Rozdzielczość” [Resolution] by the Polish poet Tadeusz Dąbrowski, the ambiguity of closeness and distance in digital media is played out by means of an experiment with an intimate photo. The male first-person speaker describes having selected just one eye in a photo of the addressee,
 
                 
                  enlarged it to the edge of the screen, up
 
                  to limits of resolution […]
 
                  […]. I enlarged
 
                  your right eye, wanting to jump
 
                  to the other side with the last click, to see your soul
 
                  or at least myself, all clicked up. […]
 
                  (Dąbrowski in Italiano and Wagner 2019, 15; trans., also in the following, CB)
 
                
 
                The more the facial detail is enlarged by the image program and thus alienated, the more he sees nothing but “niewyraźną sylwetkę,” [indistinct bodily contours] of himself – the screen turns into a mirror and the once organic eye of the depicted lover becomes a structure of nothing but “gray rectangles,” reminiscent of the bricks “w ścianie płaczu,” [of the wailing wall] that cannot be penetrated. This poetic image of the impermeable religious wall can be interpreted as a drastic metaphor of isolation – triggered by a technical dissecting process conducted in solitude in front of a PC, a stark contrast to the emotional connectivity religion promises to offer. Intimacy is neither sought through a verbal address of the partner nor through looking at his or her exposed body but in the paradoxical desire to intrude into the other’s photographed eye through digital technology. Searching for the “dusza” [soul] proves to be illusionary (Dąbrowski in Italiano and Wagner 2019, 15).
 
                The North Macedonian writer Nikolina Andova hits the same note in her poem “Благословено е она што не можеме да го допреме” [Blessed is what we cannot touch]. In fictitious performative speech acts, it “blesses” places that have not been and will never be visited or reached by a collective lyrical subject, including the moon and the sun, the seas that are never swum across, and many more. The rhetorical structure of the poem thus recalls – and ironically and blasphemously rewrites – the Sermon on the Mount. The implied desire for touch is the connecting motif of various blessings, expressed at the beginning in the slightly erotic image of an unreachable “tight silk nightgown drying on the balcony opposite” and, in the last verses, in the ephemeral vision of the “soft hair of a girl | who almost, but only almost, touched me | on a crowded bus” (Andova in Italiano and Wagner 2019, 52; transl., also in the following, CB). Among those mundane and spiritual entities, Andova adds two lines that thematize a similar suffering from distance in online communication to Dąbrowski: “Blessed are freedom and our illusion of having touched it | the way we touch life through screens and monitors” (Andova in Italiano and Wagner 2019, 52). That both Dąbrowski’s and Andova’s poems choose not language but touch as the essence of connectivity in digital networks corresponds to a certain tradition already in the 1990s of experiments with “teletactility,” which discussed multisensory interactive systems of virtual reality, aiming at a simulation of touch and new kinds of tactile – and perhaps erotic – experiences (see Benthien 2002, Ch. 12; Hansen 2004, Ch. 3). All poems discussed in this section negotiate the topic of digital connectivity by addressing its discontents and unfulfilled promises.
 
               
              
                Poems negotiating disconnectivity
 
                As a counterimpulse to hyperconnectivity, a “disconnecting industry” (Stäheli 2021, 436; trans., also in the following, CB) has developed, “renouncing connectivity” (Zurstiege 2019, 93; trans. CB). However, practices and discourses often aim only at “distinguishing healthy from sick networking” or indicating merely temporary phases of disconnectivity. In this context, Pepita Hesselberth speaks of a “paradox of dis/connectivity itself (no disconnectivity without connectivity)” (2018, 1995). Disconnectivity, therefore, has to be understood as a strategy that “operates against networking from within” (Stäheli 2021, 84) or as a “gesture toward disconnectivity” (Hesselberth 2018, 1995), which can take different forms – “a break, a manifesto, an act, a form of resistance, a failure” (Karppi 2018, 2). The most obvious example is a break in communication using silence as a “presence of non-participation” (Stäheli 2021, 90), for instance, through phases in the work environment when employees are supposed to be offline, or apps that remind users to digitally detox (cf. Karppi 2018, 126). Poetry can relate to the concept and practices of disconnectivity in different ways: by emphasizing a supposed “hereness” and “nowness” of poetry in contrast to digital connectedness (see Benthien 2026), by thematizing an unplugged state – e.g., reading a printed poetry book – or by a “nosthetic” thematizing of a longing for the predigital (in the context of Instapoetry, e.g., as a turn to analog media such as the typewriter; see Grubnic 2020).
 
                Silke Scheuermann’s German poem “Letzte meiner Art” [The last of my kind] reads: “It is quiet here in the room, a silence, | through which the computer hums. | […] around me only your absence | and the possibility of the internet” (2014, 20; trans., also in the following, CB). This poem is about a female self in a toxic heterosexual relationship, about power relations, about the future, fear, abandonment, and the state of waiting. The “last lover” sees herself as “a dying species” (Scheuermann 2014, 20). Only the quoted third out of nine stanzas deals with digitalization; it is an example of a temporary withdrawal from networking: Similar to Elspaß’ poem, the lyrical subject perceives a silence in the room and the whirring of the computer. Momentarily not in use, it is still switched on and thus becomes perceptible in its materiality as background noise. The partner’s absence dominates, both physically and medially; the lyrical subject receives no signals or messages whatsoever. Since the poem describes a crisis – the end of a relationship that is both feared and longed for – the last quoted verse about “the possibility of the internet” can be read ambiguously, in that either the short-term disconnectivity may soon end – with the lyrical subject in contact with the addressee – or that, in such a state of mind, it would be easy to find distraction on dating platforms.
 
                The German poet Daniel Falb chooses a more entangled and abstract mode of negotiating (dis)connectivity. His book Orchidee und Technofossil [Orchid and techno fossil] consists of four long poems, the first of which thematizes the global crop diversity trust in Svalbard, Norway – “the ultimate backup of all seed libraries in the world” (Falb 2019, 6; trans., also in the following, CB) – and links it to lyrikline.org, a digital database for spoken poetry, curated by Haus für Poesie, Berlin. With the predication that this database serves as “Documentation of Endangered Languages” (Falb 2019, 22), the poem’s speaker exaggerates the current state of poetry, which is to be threatened with extinction as well. The major online “archive for voices of poetry” is contrasted by “ein SUPERZERFLEDDERTES, MIT | GUMMI ZUSAMMENGEHALTENES ODER -GEBUNDENES | BUCH / BRAUNES BLATTKONVOLUT,” an old notebook that shows heavy signs of use, in which the speaker has collected paper printouts of “Wiki Searches” for the entry “Grimm’sches Wörterbuch” (Falb 2019, 6, 22–23), which is curiously emphasized by bold letters, perhaps to foreground its “nosthetic” materiality. Printing out hypertexts obviously “disconnects” them. In the quoted excerpt, a digital database is both related to a natural database – the seed library – and to analog printouts of “the” online encyclopedia in a notebook, which in turn provides information about the most important analog encyclopedia of the German language, the historical 33-volume Deutsches Wörterbuch [German dictionary] of the Brothers Grimm, self-reflexively cited as a source for the poem. “Wiki Searches” (Falb 2019, 23) here serve to find poetic terms that have perhaps already been forgotten. Thus, Falb showcases the intricate entanglement of connectivity and disconnectivity and their (im)material manifestations.
 
               
              
                Illuminating the downsides of digital infrastructures
 
                Some poets thematize the downsides of digital infrastructures for both humans and nature. They deal, among others, with the obfuscation of “components that make the contemporary complex of digitality […] functional and effective” (Distelmeyer 2022, 9). Hidden from public view are, for instance, “the underground and underwater cables of the internet, […] the sealed-off server parks, […] the inner workings of my computer, that material organization of circuit boards, slots, chips, cards, processor units, and wires” – the latter being addressed in media studies by the metaphor of the “black box” (Distelmeyer 2022, 9).
 
                The Argentinian poet Sergio Raimondi has dedicated many poems to a critique of digitality and globalization. His poetic strategies include combining vocabulary from the realms of computer technology and digital infrastructures with a rather bureaucratic idiom, composing extensive syntagmata shaped into classic verses – to intertwine facts, but also to make perceivable the obscuring of agency. In a poem entitled “标签” (Chinese sign for “tag(s)”), Raimondi illustrates the recent change in the notion of infrastructure by the example of a former “cement works” in China that has been transformed into a “factory for processing data,” with rows of low-wage workers “seated in front of computer screens endlessly tagging | traffic lights and faces, odd eyes and lips, etc” (2023, 89–91; transl., also in the following, CB). Their monotonous work consists of clicking “Captchas” to enable a seamless online stream for customers (Captchas are image tests of human identity that protect the operator’s resources, not the users or their data). At the entrance of this former factory building “sits a mixer, physical | symbol of an obsolete meaning of infrastructure” (Raimondi 2023, 91). Today’s infrastructures, the poem suggests, are the huge hidden hardware and software technologies that enable data flow. In his poem “Säkerhetskopiering” (Swedish word for “back-up”) Raimondi contrasts the instantaneity and immaterial fluidity of digital communication (“la commuicación fluida y de inmediato | transporada o al menos en milisegundos”) with the “barrels and barrels | of dense petroleum or tons of coal excavated” that are needed to run gigantic server farms in remote areas (2023, 170–171; transl., also in the following, CB). Rhetorically, the “thick dust cloud” created by the necessitated energy generation figures as the downside of digital “transparencia” (Raimondi 2023, 170–171). The poem takes the example of huge hangars located “in a clearing in the woods close to the Artic Cycle where the cold air and water help to mitigate the extreme heat generated” (Raimondi 2023, 171). Apart from its climate, the Swedish location was chosen by an unnamed global company due to the “Nordic country’s political stability” (Raimondi 2023, 173). Despite the immense exploitation of natural resources for digital infrastructures, the last lines of the poem are dedicated to the frozen Nordic landscape in winter and to the traditional practices of a local fisherman “who breaks a hole | in the pack of ice and settles himself on a seat of skis | and waits after casting with experience his hook knows | that a chameleonic trout is moving deep below” (Raimondi 2023, 173). This can be interpreted as a poetic image of resistance.
 
                The German poet and biologist Carla Cerda is concerned with critical digital infrastructures and our dependencies on them, as well as with their intrusion into the biosphere (see Schmidt 2025). An important motif of her poetry book Loops (2020) is submarine cables laid at the bottom of the oceans – the transatlantic Marea sea cable, connecting Virginia Beach (USA) with Bilbao (Spain), financed by the technology conglomerates of Meta Platforms (formerly Facebook) and Microsoft. An illustrative example can be found in “Loop 1,” which recounts the departure of a user named Juana, who left a WhatsApp group she had set up herself, and “since then we have been looking for her at the bottom of the sea,” between “sea urchins, SQM realtime 26,00 EUR | ▲ +0,40 (1,56%), and other radially symmetrical life forms” (Cerda 2020, 4; trans. CB). As this quote shows, one is forced to “read” Cerda’s poems “with Google” because of the foreign words, abbreviations, code languages, and technical or scientific jargon: the real-time fluctuations in the share price of SQM – a Chilean mining giant that generates revenue from lithium, a rare light metal needed for cell phone batteries – are written in typical stock exchange notation; radially symmetrical life forms such as starfish are organic structures found in cnidarians and echinoderms. The poem takes the undersea data cable as its literal communication site, searching for the group-member within the material infrastructure. Cerda’s poem unfolds a “hypercultural poetics” (Willms 2016; trans. CB), in which everything is related to everything else: This includes connecting Mexico and Chile to Europe, and data streams and stock prices to marine animals that find their habitat next to, on, and under the cables. In this process, irritating category errors occur – neither can users be factually found in the network nor does an undersea cable fulfill the function of a data server. In this poetry book, rivers and sea creatures using apps and participating in messenger services are naturally given poetic agency (→ IV.12 Posthumanism and Poetry in the Anthropocene). While Raimondi’s poem about a server farm uses a diction reminiscent of administrative language and soberly describes the negative effects on the environment, Cerda takes a more playful approach, showing how technology and the biosphere are intertwined through mutual agencies.
 
               
              
                Imitating network structures and exposing poetic self-reflexivity
 
                Page poetry may also reflect digitality by foregrounding its own mediality and materiality in a self-reflexive way or by thematizing connectivity and imitating network structures through poetic techniques, as a rhizomatic flow of language. Eva Stubenrauch has proposed a framework for analyzing critique of digitality voiced in literary texts, albeit without taking poetry into account. She identifies three overarching strategies in literature and assumes that such texts often use “network-structural modes of writing” (Stubenrauch 2022, 58; trans., also in the following, CB). Among them is the strategy of “resignification,” in which the quotation-like “textual absorption of network structures” serves the purposes of making both the “effectiveness of digital narratives” perceivable and “neutralizing the criticized code by adopting it” (Stubenrauch 2022, 74).
 
                A pertinent example of such strategies is an untitled German poem by Ulf Stolterfoht from his cycle fachsprachen XXIV. dogma für dichtung [Technical terminologies XXIV: dogma for poetry] (→ I.7 Cycles and Sequential Structures], which negotiates the question of writing poetry in the digital age and describes the omnipresence of data as a potential threat to lyrical creativity – a common topic for poetry reflecting the internet as a professional tool (cf. Shakargy 2020, 333). The opening verse sounds like a sensationalist headline: “Ever stronger readers’ brains threaten the power of poetry” (Stolterfoht 2005, 82, trans., also in the following, CB). This assertion likely refers to readers having been influenced by search engines and the immediate availability of extensive information. The advent of digital technology strengthened the ability to engage in parallel readings; it brings online knowledge to bear on the act of reading poetry. However, Stolterfoht leaves open whether this represents a genuine threat to poetic freedom and imagination or whether his “headline” is intended to ridicule a reduced understanding of poetry. In any case, digitalization has posed a challenge to poetry as a genre, since the possible “loading of large files” suggests “a totally new poetry | feeling” (Stolterfoht 2005, 82). The reasons for this claim remain open. The speaker of the poem continues to argue metapoetically (→ I.4 Poetological Poetry) by mentioning the selection of a poem called “tastaturereignisse” [keyboard events], which can be “put together” like a Lego toy. It is implied that the present poem itself is meant – that it refers to its own production process on a computer. This counter-model to the convention of writing poetry with pen and paper – mentioned earlier in the cycle – is reflected as a means of demonstrating poetry’s ability to absorb large amounts of data. What follows is a parody of net communication, internet searches, and digital text production, reminiscent of flarf poetry, which was popular in those years (see Bernes 2016); even a kind of anticipation of AI creation can be read into it – through a word field that has the appearance of machine generation (“TEXT pushes | persistently clones: beet root stalk. pod seems out of fashion”; Stolterfoht 2005, 82).
 
                Network structures and digital codes are taken up and imitated, as in Cerda’s work, by transferring hyperconnectivity to the processual composition of poems. Stolterfoht’s poem is punctuated by “the rapid succession of signs that rush across the page,” as it tells self-reflexively. The present tense is employed to document the fact that “already x verses are written,” followed by the instruction to “pull the cadence” – a technical term for the last syllable of a verse, stressed or unstressed – “by eight values,” and to provide guidance on how to “hold the buttons down tenderly,” resulting in a “quiet happiness” (Stolterfoht 2005, 82). Despite the poem’s constant thematization of digitality, it nevertheless creates a sealed linguistic figuration in an analog medium that circles in and around itself. Network-imitating elements include the cross-verse flow of language, the insertion of capitalization and characters reminiscent of computer code (“<y – u hat | z rationen sinn gespeichelt – kühl!>”; Stolterfoht 2005, 82), exposing their materiality (→ I.2 Poetic Function; I.3 Poetic Language), as well as a non-hierarchical structure that does not revolve around a subject but develops rhizomatically branching internal connections (see Benthien 2026). Stolterfoht’s strategy of imitating hypertextuality refers to the supposed “flatness” of the printed text (see Hayles 2004), which is devoid of further levels and cannot be penetrated at the same time. Stubenrauch’s assertion that the poetic imitation of network structures may serve the dual purpose of making digitality perceivable and of aiming at a neutralization of connectivity by adopting the code is an apt description of his poetical practice.
 
               
              
                Comparative summary
 
                Contemporary printed poetry negotiates digitality in various forms and with different foci. It is, therefore, an original contribution to the ongoing debate surrounding the current impact and significance of digital media and infrastructures in relation to the concept of (dis)connectivity. Poems by Elspaß, Dąbrowski, and Andova thematize the use of video calls, online platforms, image programs, computer screens, and monitors to get in contact; they disclose loneliness and physical and emotional distance despite digital connectivity. Two poems dealing with disconnectivity show on the one hand its ambiguous state (Scheuermann), or, on the other hand, a postdigital interweaving of digital technology with that of the analog book (Falb), as well as an interweaving of an online archive of spoken language, to be found on a server in Berlin, with that of seed vaults located in Norway. Poems that illuminate the downsides of digital infrastructures do so in a reflexive and demanding way – in texts that ask of the reader an up-to-date knowledge of recent technologies. Raimondi and Cerda take us on a journey to hidden digital infrastructures in the wilderness or at the bottom of the ocean and expose environmentally destructive effects of these technologies. Stolterfoht’s poem that imitates and resignifies network structures is also one of several examples in the corpus discussed that uses metapoetic strategies to both illuminate and deconstruct connectivity. Authors such as Stolterfoth and Falb reflect on the obvious tension between the printed book and the critique of digitality uttered. Analog publications that deal with digitalization can generally be described as “media archaeological observers and providers of perspectives” (Olsson 2022, 30). This may be one reason for the relevance of page poetry in the digital age. Negotiating digitality in printed poems can thus be considered a postdigital move, on the one hand juxtaposing the analog and the digital, and, on the other hand, emphasizing their interweaving relation.
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