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Visual / Invisible / Womxn: An Introduction 
Johanna Drucker 

The high-profile 20th century anthologies of visual and concrete poetry edited by Emmett Williams, 
Stephen Bann, and Mary Ellen Solt, included almost no works by women or persons of color. The 
assumption was that they were either not involved in making poetic works that involved graphical 
expression, or that they were minor figures for all the same reasons that they were considered 
marginal in literary activity in general. The outstanding exceptions—Solt herself, the much-esteemed 
Portuguese writer, Ana Hatherly, Ilse Garnier (usually in collaboration with her husband Pierre)—
were conspicuous. In spite of a proliferation of vibrant work by a wide range of individual writers, 
this oversight remains. A recent effort to address the gap in this history—and the biased logic on 
which it was constructed—has resulted in the creation of a database of more than 1000 women 
writers working visually. Their work engages with visual format, design, media, and production 
modes that are integral to composition, not peripheral or incidental to it.  

In this accompaniment to the Judith: Women Making Visual Poetry anthology, edited by 
Amanda Earl (Timglaset 2021), Kate Siklosi has assembled a group of womxn writers that provides 
a view of current activity in the field.  

The paradox of visual poetry is that it has remained less visible within the larger sphere of 
literary production than work whose graphic properties do not call attention to themselves. To 
understand why this is the case, a few broad-stroke statements are in order that position visual 
poetry within literary domains—where womxn’s work becomes a doubly stigmatized and 
challenging subset.  

Johann Gutenberg, Bible, pages from Genesis 
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A deep history of biases underpins attitudes towards the graphical component of poetry, 
even though–in spite of oral/aural structuring principles–poetry is most often encountered in 
written form. Within western culture, Judeo-Christian traditions at least, the practice of critical 
exegesis that became the touchstone of literary criticism focuses on “the text” as a disembodied, 
“purely” linguistic, phenomenon. The crucial paradigm for textual authority and interpretation is 
that of sacred texts. A sacred text must appear to “speak itself” without marked signs of its making. 
The very notion of acknowledging the “marked” features that situate a work within its conditions of 
production would risk shifting its identity from transcendent to contingent. For sacred texts, whose 
authorship is often vaguely, conveniently and confusingly, attributed to some divine source, such a 
fiction must remain plausible. No typopoiesis for Genesis, please, and no ransom-note typography 
for the Gospels.  

It might seem a stretch to imagine that the same principles of the “unmarked” text attach to 
poetry as to the purported Word of G-d. Nonetheless, the longstanding traditions of literary layout 
and format, though they respect line break and stanza structures, are linked to the modest dignity of 
typographic humility. Let the font fade into the background after serving up the text, polite, 
deferential, and inconspicuous in its tasks. Most conspicuously embodied in the exquisite works of 
Renaissance print design, imitated in humanist revival fine press books, in the standard issue of small 
press publishers’ chapbooks, and in bulky school-text anthologies, the convention of poetry 
publishing is firmly committed to a “neutral” modesty in presentation. This, of course, perversely, 
serves to reinforce the aspirations of poetic practice towards securing the authority of the individual 
voice.  

By contrast, visual poetics, to put it clearly and bluntly, insists on the situated-ness of its 
production, identifying time, place, tone, author and all sorts of attendant specificities and 
particularities in its graphic enactment of language. Visual poetics exposes the lie of a distinction 
between a “marked” and an “unmarked” text, making glaringly evident that all poetics participate in 
a located expression, one that is indexed to the conditions of conception and production. Poets, 
often (not entirely), have resisted this notion by imagining their distillation of thought into crafted 
form was an expression of truth, pure and untouched by the dross material aspects of language—its 
visual embodiment—as if linguistic forms could escape the stigma of the flesh to be pure spirit.  

Anyone with the least education into the moral underpinnings of Western culture knows 
immediately that the stigma of the flesh falls onto women in ways that it does not attach to men. 
Female desire—and/or provocation to male desire—the plague of lust, the original sin—the 
associations come fast. And the binarism in poetic approaches to language—the pure and the 
impure--are acknowledged as expressions of the basic biases that pervade the culture. Not 
surprising, then, to find that womxn involved in visual poetics are doubly stigmatized for being at 
once involved in visuality (the fleshly material aspect of literary work) and engaging in this practice 
as gendered individuals (the status of womxn still being complexly suspect as secondary within a 
hierarchy of cultural production in spite of the “exceptions” that continue to prove the rule). So, 
visual poetics is already a stigmatized field, womxn writers are already a threat even now, and visual 
poetry made by womxn—spare us all! Duck! Hide! Put your precious poetry editions under the bed 
lest the coven of female conjurers bewitch the letters and rearrange them into chaos and strumpet 
scores upon the pages during the dark of night! 

In all seriousness, to backtrack to the larger framework, visual poetry has been an “invisible 
tradition” in contrast to that of the “unmarked” texts that migrate as apparently immaterial spirit 
from one instantiation to another. The publication history of a canonical work is largely a story of 
one bland, house-style remediation after another within the pages of journals or collections with 
standard formats. By comparison, visual poetry is difficult to make and harder to reproduce. These 
works of visual poetics pose—or for a longtime, posed–logistical and technical problems to their 
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circulation. Among these was the basic challenge of getting access to the means of production if 
they were part of commercial print or production. The second was that reproduction was 
prohibitively expensive before digital technology. This meant that visual poems—often limited in 
their edition size—did not circulate extensively. Nor were they anthologized along with other 
works—since stripping away their visual features meant turning them into something else, a kind of 
“translation” that removed the expressive qualities of the work. Each of these issues affected 
womxn differently than men.  

In the first place, access to the means of production and skills for using the equipment —
letterpress type, linotype and monotype machines, darkroom techniques, phototypesetters, light 
tables, and other commercial equipment for print pre-press production—required having access to a 
working shop. These were largely male dominated environments. In the mid-1970s, on a visit with 
Betsy Davids, my mentor, to Mackenzie and Harris, the industrial source for lead type and printing 
materials in San Francisco, we were treated as a novelty. The only woman in the business was the 
highly competent one who ran the office. But everyone on the shop floor—and it was a huge 
warehouse type space filled with working equipment, hot lead, and presses, was a man. They called 
us “girls” and asked us what we wanted with a tone that indicated we could not possibly answer the 
question adequately as we were shown the wonders of clacking machinery based on 19th century 
engineering. Awesome. But we were chaperoned visitors to a world in which we had no standing.  

Women had been part of graphic design firms and offices, but Herbert Spencer’s Pioneers of 
Modern Typography, originally published in 1969, does not feature a single female artist. Recent 
attention from Ellen Lupton, Ellen Mazur Thompson, and others to the history of women graphic 
designers, has pointed to the work of Margaret Armstrong and others as notable among their male 
counterparts in the Arts and Crafts movements at the end of the 19th century—even as they note 
that membership in professional societies in the period was limited to men.1 Among the early 20th 
century avant-garde, Hannah Hoch stands out for her collage work, Natalia Goncharova and 
Varvara Stepanova for their books and graphics, Anni Albers for her playful typewriter experiments, 
and others who are gradually being surfaced for attention.2 But nowhere is there a woman poet who 
produces a consistent or theoretically articulated body of visual poetry of the same extent or 
distinctiveness as Filippo Marinetti, Ilia Zdanevich, Tristan Tzara, Guillaume Apollinaire, e.e. 
cummings, or Kurt Schwitters—to name the most conspicuous figures in the male pantheon. To 
reiterate, absence of access to direct experience with printing and design technology, lack of training 
in the areas of graphic design (though women illustrators abounded in the late 19th an early 20th 
centuries), and more profoundly, perhaps, a hesitancy about producing work that put visual 
properties in the foreground all contributed to this lacunae. The gendered aspects of this hesitation 
seem self-evident in terms of the risk involved in appearing to want attention for what might be 
mistakenly construed as display over substance. 

Visual poetry cannot be properly called a type or genre of poetics. In one sense, any work 
that appears in graphic form—on the page, screen, wall—or medium is a visual work. The most 
banal and familiar poem with line breaks, stanzas, and title is already a scored text whose formal 
features signal to the reader that it is a poem. Even a prose poem sets itself apart from other prose 
in a subtle calling-to-attention of its format. But the works—and authors--in this issue have bolder, 
flashier, and more imaginative engagements with graphic form. They are not subtle, mild, or coy in 
their use of graphical features—quite the contrary. They are flagrantly and flamboyantly interested in 



4 

the exploitation of visual elements—type, layout, size, scale, color, shape, and orientation—to enact 
their texts.  

The language of the preceding paragraph is deliberately filled with terms that have gender 
implications to press the question of how and why women’s work visual poetry has been even less 
visible than men’s. The process of recognition of modern and contemporary poetry depends on 
cycles of initial production and then re-publication in collections and anthologies. Works are cited in 
critical articles. They are reproduced in dissertations and theses. Sections appear in their reviews. 
Roger Chartier, the renowned historian of the book, once asked me what a “selected works by JD” 
would look like given the amount of typographic specificity that inheres in the texts. The idea of 
facsimile reprints and photographic or scanned reproduction struck him as novel. This was more 
than a decade ago.    

Visual works enact their poetics using graphical means that are neither superficial nor trivial, 
but integral to their semantic field. The embodied aspect of visual poetics draws on many areas of 
activity often associated with women’s work—embroidery and craft, handwork in many media, the 
domestic arts of brush, needle, scissors, and glue. Individual women’s relation to their flesh, to the 
moral and ethical issues that arise from cultural mores and impose themselves as norms, are as 
varied as the circumstances of each writer. But womxn live their flesh, and the materiality of the 
world is neither foreign nor able to be ignored in our experience. Women’s bodies insist upon 
recognition (and frequently, repression and suppression) in ways that make physical materiality an 
undeniable factor of lived experience. While I do not believe this makes womxn more inclined to 
visual poetics, it means that when we practice this mode of production, the judgment cast upon it 
comes from the same place(s) as that which attends to other issues in relation to female bodies, 
sexuality, sensuality, and sensate knowledge. 

What ever are we afraid of? To embody poetics is to understand the material richness of the 
world and word. Graphicality is a vivid dimension of verbal expression. Changes in access to a range 
of production methods, enabled by the ease of manipulations afforded by desk-top digital platforms, 
have opened all kinds of new possibilities. While graphics applications have been around for almost 
four decades, the uptake into innovative poetic work has taken its own time. Technology does not 
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determine use or change patterns of behavior on its own. Production methods associated with 
commercial work and the design profession seemed to belong to a different realm than those of 
literary art, tainted by other associations as crass in their bid for attention. But, as the roster of 
womxn in this collection makes clear, that imagination of poets finds a way to engage and explore 
the potential of these available technologies.   

For many years, the idea of creating a museum-scale exhibit dedicated to exposing the 
Invisible Tradition of visual and concrete poetry has been a pre-occupation of mine. While Ruth and 
Marvin Sackner were alive, the possibility of curating this from their remarkable, encyclopedic 
collection seemed an inspirational start point. By using the term “invisible” in the title to identify a 
graphically rich and varied assembly of works, the goal was to address a side issue—how and why 
such striking pieces have remained less known than the work of other (particularly modern) poets or 
painters, photographers, and practitioners of visual art. The accompanying tradition of sound poetry 
also belongs in such an exhibit, occupying the alcoves, auditoriums, and online augmented 
accompaniments to such an exhibition.  

But as Amanda Earl has assembled her increasingly replete list of women involved in making 
visual language work, I have become aware of the dearth of women included in those early 
anthologies and collections that helped to establish visual poetry as a field. Thus, to the question of 
why visual poetry remained less visible than other work can be added the doubly problematic issue 
of women’s invisibility within the larger field.  

Kate Siklosi’s edited series provides a vivid accompaniment to the enormous editorial and 
curatorial undertaking that Earl has achieved. But the issue serves as a stand-alone focus on current 
critical and creative perspectives. If ever that museum-scale exhibit occurs, it will be richer by far for 
the work of these energetic and dedicated colleagues. I thank them for their vision.  

Notes 
1 Ellen Lupton, “Women Graphic Designers.” Typotheque, 29 November 2004,. 
https://www.typotheque.com/articles/women_graphic_designersFirst published in Pat Kirkham, 
ed. Women Designers in the USA, 1900-2000. London: Yale University Press, 2000. 
2 See the excellently curated Monoskop site: https://monoskop.org/Women_in_concrete_poetry 

https://monoskop.org/Women_in_concrete_poetry
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Amanda Earl 

What first drew you to visual poetry? 

My grapheme synaesthesia. I was drawing letters of the alphabet in their correct colours with pencil 
crayon as soon as I could, probably around 5 or so when I learned to write anything other than 
scrawls understood only by my imagination. I hadn’t heard that visual poetry existed until sometime 
around 2005. I believe it was through rob mclennan’s list serve, but memory escapes me.  

Were there precedents that inspired you? 

I started to see work by Copithorne, Barwin, Kaikkonen and Koppány. I was particularly excited by 
two specific features: curves and colour. That combination of colour, shape and elements of text 
appealed.  

Do you think gender/racial bias is greater in the area of visual poetics than in other areas of 
literary activity? 

I don’t know if it’s greater. I think it is less known or spoken about. I have experienced more gender 
bias in visual poetics than I have in the other areas of literary activity I work in. 

What do you think about the range of work that Amanda Earl has revealed in the anthology 
and map of womxn and gender non-comforming visual poets? How has this community 
galvanized your work? 

As the editor, I think it’s amazing! Ha! I wish we had more room in the book for more contributors. 
I would also like to see centering of gender non-conforming visual poets and artists, more women of 
colour, and more trans women in the book. This book should lead to more books, more resource 
sharing, more knowledge about who is out there, rather than relying on the mainstream literary 
machine. 

Thanks to the kindness and generosity of editors, publishers, curators, visual poets and artists who 
helped to contribute name to the list, and over two-years of research to find and learn of the work 
of women visual poets and artists, my own knowledge of our predecessors and current practitioners 
has greatly increased, as has my point of view about what visual poetry is or what it could be. I 
learned only during this research about Mirella Bentivoglio’s attempts to create a community of 
women artists and concrete poets after so many were left out of exhibits and publications. I have 
spoken to other contemporary visual poets who hadn’t heard of her either. I believe there has been a 
lack of information and coverage of women visual poets from the past.  I am hoping that women 
today making visual poetry or learning about it, will be both validated by this centering of women 
and inspired by the work and the information in the book. 

Thanks to Imogen Reid, I was exposed to a lot of art that combines elements of text/language with 
media such as paint and sculpture.  And Karl Kempton sent me a lot of names as well, especially 
focusing on Arabic calligraphers and text art that is often left out of visual poetry collections. This 
erasure has the effect of a lack of inclusivity and of narrowing the focus of visual poetry to a 
Western point of view. 
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Where does your own work fit into this conversation? 

At first I was hesitant to include my own visual poetry. I felt it wasn’t an editor’s place to include her 
work. I am still a bit queasy about including it, but I felt that the great connections I have made with 
the other contributors and many of the women on the list, it just felt like my work should also be 
part of the conversation.  

By including my work, I am stepping up, letting my vulnerabilities show and sharing my work so 
that other women who might feel the same do so as well in other circumstances, for other calls for 
submission.  

How does being a womxn or gender non-conforming person play a role in your work or the 
poetry community in which you see your work? 

Community has become an important priority for me. As a woman in my late fifties with twenty 
years of writing experience and seventeen years of editing, publishing and mentorship activity, I do 
feel like I can offer help and support to others. I have made publication, promotion, and support of 
women, D/deaf and disabled, 2SLGBTQ, BIPOC writers and artists my highest community 
priority. 

I am grateful to have gotten to know the contributors, not just their excellent work, but also to learn 
more of their lives, their struggles and their own issues with gender and racial bias. My ultimate goal 
is to have a network of women visual poets and artists, to share resources, to bolster each other and 
to mentor and inspire other women. There is strength in numbers and solidarity.  

What are the challenges for criticism of visual poetry? 

I’m thrilled that our book includes a foreword by Johanna Drucker, and essays by Kate Sikolosi, 
Natalie Ferris and Fiona Becket. These works all center and celebrate the contributions of women 
and put them in the context of visual poetry’s history. There is a constant lack of centering of our 
work in critical publications. I’ve read articles that cover men’s visual poetry but say nothing of the 
work of women. I’ve felt unseen when anthologies are published with only a few women, and 
exhibits often with only a token number of women for “balance.” I was relieved when Primary 
Information published Women in Concrete Poetry in 2020, but this was after republishing in 2013 what 
many consider to be the foundational anthology for concrete poetry, Emmett William’s Anthology 
of Concrete Poetry. This is a book that contains only four women. How can it be foundational when 
it doesn’t include women? 

There’s a domino effect when women are left out of the canon. Scholars do not have access to their 
work because it isn’t published, so they can’t study it or write about it. BORDER BLURS, Concrete 
Poetry in England and Scotland by Gregory Thomas was published in 2019. In the book he writes 
about four male concrete poets. Academic books take years to be published so by the time the 
book was in print, I’m sure he already regretted the lack of representation of women, and perhaps 
that is one of the reasons he has been writing about women concrete poets from that era since the 
book came out. 

I still hear that few women make visual poetry when I ask editors why they don’t publish more 
women. I have had my work exhibited with a handful of women and a pile of men. It has hung on 
the walls of galleries during vernissages with featured readings by men only. My work has been 
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published and exhibited in North and Central America, Europe and Asia, and yet, it is left off lists 
by influential male editors year after year. The first step for criticism of women’s visual poetry is to 
actually be allowed at the table, to not be erased.  

Judith: Women Making Visual Poetry is an attempt at inclusion and the rectification of eons of erasure. 
I’m grateful that Timglaset Editions took a chance and decided to publish this ground-breaking 
book. It will give critics the tools to search and learn more about women making visual poetry today, 
including artists who don’t consider themselves visual poets, and Arabic calligraphers who have 
been left out of the Western-centric canon of visual poetry. It also validates the work of women and 
I’m hoping that more women will realize that whatever they call themselves, the work they are 
creating has value and deserves to be noticed and included. 
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Rosaire Appel 
 
 After years of writing I fell out of love with words. The romance died. The breakup pushed 
me toward asemic writing – because I still loved writing, words were the problem – constricting, 
symbolic – their endless echoes....  
  A word is a skin that encloses a thing and shields it from intruders. A thing with a word is 
its own thing and things can grow / expand inside this skin which is, at the beginning, a malleable 
membrane which, however, begins to harden and then shrink – a process that takes minutes, 
decades, even centuries – eventually trapping the thing that was, initially, so wonderably free... To 
say nothing of the way words gang up in sentences and paragraphs – automatic weapons coming at 
you, internally or externally – or that slow mechanical drone, inhuman, inexpressive – or overly 
human, overly expressive –.   
 I turned from words to images by way of photography and drawing-writing. 
 As separate concepts, the words  visual and poetry cover vast territories. Visual poetry cubes 
that. Its space is unbounded, ungrounded –  infinitely inspiring and expansive – until the term visual 
poetry, succumbing to definition, begins to solidify and shrink. Defined and owned, access is 
restricted – isn’t this human nature at work? – building up and tearing down – cornering, separating, 
regulating – excluding. And then those who are excluded – either actively or passively – eventually 
bond and choreograph their responses. (If we can speak of  theatre of war, we can call organized 
resistance and protest choreography). They step out, over, shimmy under or push through barriers. 
This is what Amanda’s anthology is doing.  It is choreographing and orchestrating voices which have 
been systematically denied access, silenced or sidelined or ignored. Here they are being welcomed 
and recognized. An expanding and expandable community is coming alive through her instigations.  
 Being in NYC, I have been able to see exhibits of work by Mirtha Dermisache, Irma Blank, 
Hanne Darboven, Mira Schendel, Lygia Clark, Lygia Pape, Nasreen Mohamedi and many others 
whose work I call visual poetry, though others may not. That they happen to be women and 
international is fortuitous. But I know that so much more inspired work could and should be 
available – both in print and in galleries. I need to know these voices, I need to hear and see them!  
 The challenge for visual poetry, and visual poetry criticism – since you ask. To avoid being 
trapped, and to avoid trapping – to remain elusive and malleable, and seductive and alive and 
inclusive – and wild enough to outwit academic and corporate ‘dress code and etiquette’ cages. Cage 
is a word – and a word is a cage – a skeletal structure, visible and available – even after ‘this page is 
intentionally left blank’....  
  
These two visual poems are from a series called ‘suns’. Made from photos of pins and small objects, 
lines and sun light, they are also songs. 
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Astra Papachristodoulou 
 

What first drew you to visual poetry? 
 
I stumbled upon visual poetry by chance in my early twenties. Prior to exploring writing, I 
experimented with various other disciplines and became curious as to whether an artform that 
merged poetry and other disciplines existed. I came across some calligrams that caught my attention 
instantaneously – these ultimately introduced me to the wave of other visual poetry strands, such as 
object poetry, sculptural and film poetry. Visual poetry presents a form that sees boundaries of 
creative genres dissolve, and with my undying fascination with merging artforms, I was destined to 
become captivated by the force that is visual poetry. 
 
Were there precedents that inspired you? 

Yes, many! Ragnhildur Jóhanns’ sculptural visual poems have been a source of continuing 
inspiration. I should also mention the installation poems of Isabelle Krieg, particularly her piece ‘I 
Refuse To Be Depressed Or Frustrated’ which uses a variety of materials such as charred branches, 
mirrors, plaster, polystyrene, and varnish – this has stayed with me for a long time. Another 
influence is Eva Hesse whose minimalist and serialist approaches help carve my own poetic voice 
and aesthetic – her work beyond inspirational.   

Do you think gender/racial bias is greater in the area of visual poetics than in other areas of 
literary activity? 
 
Gender and racial bias within the literary world is disappointingly prevalent, but, yes, there seems to 
be a consistent exclusion of women visual poets, particularly from historical vispo anthologies. I 
hope that this changes in the future. 
 
What do you think about the range of work that Amanda Earl has revealed in the anthology 
and map of womxn and gender non-comforming visual poets? How has this community 
galvanized your work? 
 
Amanda Earl’s continuing editorial and archival efforts amplify the voices of women and gender 
non-conforming visual poets whose work is often underappreciated as mentioned above. Her poets’ 
mapping and upcoming Judith anthology (Timglaset) in particular are vital in cultivating appreciation 
for the work of women and gender non-conforming visual poets. My connectedness to the current 
visual poetry community has been vital to my development as a poet, as it has introduced me to 
some ground-breaking work that ultimately shaped my practice. There’s a strong sense of 
collaboration and support within the vispo community – it has allowed me to connect with people 
around the globe and ultimately grow as a creative. 
 
Where does your own work fit into this conversation? 
 
I don’t quite know how my work fits into the conversation, but it does somehow. People seem to 
respond to my object/sculptural poems, and this ultimately motivates me to keep on going. 
Everyone brings something different to the table, which is the beauty of it. Through my work at 
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Poem Atlas, I hope to continue to provide exhibition opportunities for women visual poets despite 
of their backgrounds and continue to discover new ground-breaking work.  
 
How does being a womxn or gender non-conforming person play a role in your work or the 
poetry community in which you see your work 

I suppose that being a woman drives the way in which I view the world, and this ultimately shapes 
the work that I produce. Although my current work is mostly concerned with themes of the future 
and ecology at the surface, there is always a deeper underlying message that drives each of my pieces 
– often, messages around societal concern, hope and social change.   

What are the challenges for criticism of visual poetry?  
 
Visual poetry works often disrupt the habitual responses that conventional page poetry produces 
amongst audiences – it requires adjusted non-linear engagement between text, space and semantic 
content. The record of visual poetry, as well as its evolution, is extraordinary – as a form, compared 
to traditional poetic practice, it is not often the focus of formal study despite fully-deserving critical 
exploration. This could be attributed to its marginal status and requirement to probe interpretation 
via non-traditional reading techniques.  
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Mado Reznik 
 
As far as I can remember being a linguist language has always been a focal point in a 
multidimensional facet. I have written poetry and suddenly, after my mother died, I noticed that all 
the poems that are “Regarding the death of my mother” were full of voices and I started to cut up 
pieces of the pages and opened windows. Then I started to work with a picture of her and worked 
with the shadow of her body. So, the whole work is a visual poetry book in a sense. Then I started 
to play with words and forms, which is my favorite way of visual poetry, that is, always around 
words and language in general. 
 
My precedents are both old and new:  From Simmias of Rhodes to Apollinaire and Mallarme up to 
Leonora de Barros. 
 
As to gender bias I think that our gender has always been put on a side (the name of my next Artist 
Book) including all the variants that are inside the word WOMAN. I don´t believe in sexual 
categorization as a binary choice. 
 
Amanda´s work is amazing, and it required a lot of effort to find out the enormous number of 
women working in this field. I have edited the theoretical work of one of the greatest visual poets, 
Clemente Padín (from Uruguay), and I only find 2 names of women there. 
 
Still is very difficult in my own community to fit outside categories of gender and genre. It is 
something related to that point that seems to me challenging criticism. 
 
The piece is called ESTREMECIMIENTO that translates as shudder in English. In Spanish I play 
with the last part of the word MIENTO that translates as I lie.  
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Kimberly Campanello 
 
What first drew you to visual poetry? 
 
The first visual poetry I encountered was Susan Howe’s The Nonconformist’s Memorial. In 2004, 
Donald Revell, who was the poet-in-residence at the University of Alabama, set it on the syllabus. 
The use of overlaid text transformed the way I thought about books, pages, and typography. I think 
it is vital to note that in the 1990s and the early aughts when I was starting to write, the main ways 
that books were acquired in-person networks, or on university syllabi. There was a great deal of both 
inevitability and happenstance in the way we encountered all poetic practice, not just visual poetics. 
Today we have invaluable online networks of experimental and visual writing on social media and 
well-established mailing lists, as well as small press and other types of online publications. Now 
online discoveries feed the syllabi I write – six years ago I set N.H. Pritchard’s The Matrix on an MA 
course. I had discovered a bootleg PDF online after seeing poets talk about it on social media. There 
was also Lillian-Yvonne Bertram’s brilliant Poetry Foundation article on it, which was widely 
circulated online. The Matrix is now back in print with Primary Information, so I will set the actual 
book this autumn. 
 
Were there precedents that inspired you?  
 
I first began to think about making visual poetry in 2012 when writing my second collection Strange 
Country on the sheela-na-gig stone carvings. Writing ekphrastically brings the verbal-visual collision 
to the fore, and due to the collection’s focus on these enigmatic and ancient carvings, I was 
particularly drawn to ancient religious visual poems as found in Dick Higgins’ Pattern Poetry: Guide to 
an Unknown Literature, which I read in the National Poetry Library in London. In the British Library I 
came across Rosemary Huisman’s The Written Poem: Semiotic Conventions from Old to Modern English, 
which influenced me with its historicised discussions of how poetry has been presented and 
received. Both texts led me away from thinking of visual poetry as ‘new’, which I think safeguarded 
me from thinking of it as ‘male’ or ‘white’ despite the preponderance of white men represented in 
the modern and contemporary visual poetry anthologies I was also reading. 
 
Do you think gender/racial bias is greater in the area of visual poetics than in other areas of 
literary activity? 
 
It’s difficult to say without doing a careful analysis of all types of anthologies and criticism alongside 
those dedicated to visual poetry. This broader work is being done by scholars and literary activists, 
and it shows significant historical and ongoing bias against women and people of colour across a 
range of literary practices. I think it is vital to continue to uncover all the exciting work that has been 
going on all along and to nurture and trumpet the work being made now. My tendency is always to 
assume that there are writers and poets not being represented (for a variety of reasons) and to keep my 
curiosity primed to seek and find such work. For me, this avidity is one of the primary 
responsibilities of each and every artist, as well as anyone responsible for putting together reading 
lists for students as I am. 
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What do you think about the range of work that Amanda Earl has revealed in the anthology 
and map of womxn and gender non-comforming visual poets? How has this community 
galvanized your work? 
 
Amanda’s work on this has proven the point above that visual poetry is being made and has been 
made by us all along. Watching Amanda and all of us working together with such avidity is so 
heartening. It is exciting to be part of a community of now over 1,000 working in such different 
ways. Tying back to my first response, I do think the internet has enabled this process to a large 
extent. 
 
Where does your own work fit into this conversation? 
 
I’m not sure yet because the landscape is so utterly vast and varied and making it all visible is so new! 
As the anthology comes out and the map is circulated, conversations will continue in-person and 
online and in writing. It will be endlessly fascinating to delve deeper together and see what the shape 
of visual poetic practice is today. What are people up to and why? How does their language, cultural 
context and politics intersect with their practices? Wow!   
 
How does being a womxn or gender non-conforming person play a role in your work or the 
poetry community in which you see your work? 
 
I think it gives me an urgent sense of avidity I mentioned above – I never assume what I am 
presented with is all there is. 
 
What are the challenges for criticism of visual poetry? 

Like most criticism, the dominant narratives of ‘the canon’ need challenging and that alone takes a 
lot of time and energy before the texts can be read/seen with any depth by the critic. Add to that a 
need for a critical lingo that can account for the complex ways of reading language and visuality 
together and you’ve got another big challenge. That said, there are many astute critics working on 
these very challenges as we speak. In the next 5 years I predict an explosion of critical publications 
on visual poetry! 
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Terri Witek 
 
Light switch: At first it didn’t occur to me that the text/image/object/performance combos I 
seemed drawn to weren’t quite seen.  Rather, flicked to/ away from.  We all know that glance.   It 
can manage to seem half-respectful but waiting.  Someone finally asked if I ever just stood still and 
read a poem anymore.   Ahh.  Familiar, then.  I had always made things people I liked found 
worrisome: a series of paper clips hooked together and rolled into a tiny raisin box is one from 
girlhood I recall particularly fondly.  The befuddled child I pressed this on was a precursor. 
 
Site notes: As a single grad student mom of 3, when I fell happily into the space before Lacan’s 
mirror, it seemed a way around the dialogic of seen/unseen.  And when I finally sat in on visual 
artist Cyriaco Lopes’ Latin American art history class (by then I was a poetry prof in Florida), this 
prompted a great return-shock. How had a head + tongue-twisting high-school year in Brazil been 
nearly forgotten?  Such a joy to feel twice saved as stones rolled away from the time-tomb, to trace 
back to conceptual thinkers who didn’t seem to divide into quite the same genre/gender/ 
ungenerosities that seemed so wounding in the US.  Maria Bethania as Orfeu, Caetano Veloso 
singing Augusto de Campos’ Pulsar code, Clarice Lispector, the sinuous plantings by Burle-Marx-- 
can egg know chicken? As a foreigner clicked miraculously back into Portuguese and a long-running 
anthropophagic party, I felt bitten by everything.  
 
Nearer:  In 2011 Cyriaco and I, now longtime friends and collaborators, started the Fernando Pessoa 
Game as an experimental practice class at the Disquiet International Conference in Lisbon, and in 
2016 we helped found a low-res grad program (MFA of the Americas) where we co-teach visual 
poetics as Poetry in the Expanded Field.  If fields expand, do hierarchies flatten?  Maybe: at least 
students seem overjoyed to put everything they love back into their practice (what was all that toss-
out?).  Fields touch and flash from many sides now. Around Amanda Earl-- met when I hit like and 
became a dot on her visual poetics map.  Kristine Snodgrass’s online WAAve group’s sudden 
unfurling.  Dona Mayoora, linking her visual poetics with women in Kerala, India in both English 
and Malayalam.  Calls passed around like hard candies.  Retro mail art suddenly on refresh--Linda 
Parr’s UK Postcards from Perec project, Nicola Winburn’s color zines.  New gatherings--Women in 
Concrete Poetry 1959-1979 from Primary Information, a collection readying from Hysterical Press. 
And now this gorgeously mapped out collab between Amanda Earl and Timglaset editor Joakim 
Norling which exudes, beyond its distinction and beauty, real pleasure in the making. Add Earl’s 
long list of lists of womxn practitioners, each day unscrolling more gold.  Can we say we’ve re-
angled our mirrors?   
 
Or it’s simpler: we screenmirrored. Maybe meeting virtually lets us slip past the old ways of 
seen/unseen in which we too were complicit.   Despite its hyper-capitalist dangers, the citizen 
poetics of social media has indisputably swerved wonderful womxn’s work our way. Scroll anywhere 
to see what’s suspended in space and hyper-near, hyper-real.   
 
When: A recent article by Alexandra Juhasz (Feb 2, Hyperallergic) notes via persuasive examples that 
womxn artists get noticed for making the same kind of experimental work they’ve always made only 
after a great while.  She sounds weary: bad times- familiar. But maybe, you know, that great while’s 
over, at least for a bit.  Too soon to say.  But it’s a roomier luck that’s carried me into this table of 
fine and varied practitioners who seem, at long last, in splendid motion away from wasteful 
rearguard skirmishes.  And here’s where poet TW really wants to end this companion-piece:  into 
what’s next, I happily unbox one sticky and glinty connect. 
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Kate Siklosi  
 
What first drew you to visual poetry? 
 
Going way back, it was my dad who really first gave me the “tools” of experimentation when it 
comes to visual poetry. When I was a child my dad owned his own electrical business and used 
Letraset a lot in his shop to make signs and labels. Because it was always around, I started using it as 
a child and would marvel at its transfer magic. I would spend hours making collages and 
experimenting with different combinations of fonts and arrangements on the page. We also had an 
electric typewriter (I can still hear the loud hummmmmm of it starting up!) and I remember 
combining typewritten text with Letraset. I really wish I had kept some of those early visual poems!  
 
Were there precedents that inspired you? 
 
Early on I was (and am still) very inspired by the work of Judith Copithorne, Susan Howe, bill 
bissett, and bpNichol.  
 
Do you think gender/racial bias is greater in the area of visual poetics than in other areas of 
literary activity? 
 
I’m not sure if the bias is “greater” in visual poetry, per se—it’s everywhere in literary culture! In my 
individual experience, the visual poetry community has actually been very open to expanding beyond 
the traditional male practitioners in the field, but this for sure was not historically the case. I do 
think, however, there has been an increased “demand” and pressure for representation lately and so 
I do get a lot of requests from dudes to publish my work; it’s lovely, but sometimes you wonder if it 
is coming from a genuine place. But I think on the whole my work and the work of other women 
has been received very well by the community in the last few years especially. However, historically, 
this has definitely not been the case, as the brilliant introduction by Johanna Drucker to this series 
illustrates. There is still a lot of work to do to carve out a community of women doing this work and 
being celebrated for that, which is why Judith was and is such a monumental and urgent project.  
 
What do you think about the range of work that Amanda Earl has revealed in the anthology 
and map of womxn and gender non-comforming visual poets? How has this community 
galvanized your work? 
 
Oh gosh, I am overcome with joy every time I think about or pick up this anthology! When I first 
started really getting into visual poetry (and especially the object-oriented / sculptural collage work I 
do) a few years back, I felt that my work wasn’t easily placed—it didn’t quite fit within concrete 
poetry in what I had traditionally been seeing, nor was it poetry, nor was it visual art. However, after 
digging deeper into the international community of object / sculptural poets, some featured in this 
anthology like Ines Seidel, Astra Papachristodoulou, and Terri Witek, just to name a few, I 
immediately felt seen in my practice and it definitely inspired me to go deeper into it.  
 
The anthology is dazzling in its variety of approaches to the form of visual poetry – it’s not just all 
words creatively rearranged on a page using computer programs (which is lovely in and of itself, but 
it’s so inspiring to see how so many different creators approach the craft!). And, above all, the 
anthology highlights the important fact that we—women—have been doing this work all along. This 
is not a new community, and the celebration of this work by women is long overdue.  
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Where does your own work fit into this conversation? 
 
As I mentioned above, I think my work occupies a niche within a niche—visual poetry is a niche 
practice, and then there is the object-oriented work that I and some others do, that kind of nestles 
itself within the genre.  
 
How does being a womxn or gender non-conforming person play a role in your work or the 
poetry community in which you see your work? 
 
Much of my work centres on handicraft like sewing, and sewing everyday objects, which traditionally 
was seen, or I should say dismissed, as domestic, frivolous “women’s work” that lacks the 
philosophical complexity of more serious (read “male”) artistic endeavours. However, I think the 
fragility and intricacy of the work, along with the immediate connection it fosters with the objects at 
hand, proves otherwise: this is work that seeks to deeply and radically connect with the world and 
the conditions that shape it. So for me, bringing these craft forms unapologetically to the fore really 
serves to undo some of the historical silencing of these artistic practices.  
 
What are the challenges for criticism of visual poetry?  

Visual poetry is a challenging genre for literary criticism because it disrupts traditional reading 
practices—the visuality of the “page” and interactions between visual and textual components, the 
use of and layering of space, the complexity of multimedia—all present a unique set of conditions 
under which the work must be considered. There are some great critics who currently do this 
critique well, but I’m hoping with more of a spotlight on our community in the coming years it will 
become more widespread and garner more depth.  
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Contributor Bios 
 
Johanna Drucker is Distinguished Professor and Breslauer Professor in the Department of 
Information Studies at UCLA. She is internationally known for her work in the history of graphic 
design, typography, experimental poetry, fine art, and digital humanities. 
 
Drucker is also known for her artist‘s books which were the subject of a travelling retrospective, 
Druckworks: 40 years of books and projects, in 2012-2014. 
 
In 2014 she was elected to the American Academy of Arts and Sciences. 
 
A collection of her essays, What Is? (Cuneiform Press) was published in 2013 and Graphesis: Visual 
Forms of Knowledge Production (Harvard University Press) appeared in 2014. Digital_Humanities, 
with Anne Burdick, Peter Lunenfeld, Todd Presner, and Jeffrey Schnapp, (MIT Press) was published 
in 2012. 
 
Recent work includes Diagrammatic Writing (Onomatopée, 2014), Fabulas Feminae (Litmus Press, 
2015), The General Theory of Social Relativity, (The Elephants, 2018), and Downdrift: An Eco-
fiction (Three Rooms Press, 2018). 
 
Her new titles include Visualization and Interpretation (MIT Press, 2020), and Iliazd: Meta-
Biography of a Modernist (Johns Hopkins University Press 2020), with Digital Humanities: An 
introduction to Digital Methods due from Routledge Spring 2021. 
 
Amanda Earl is a queer polyamorous feminist and Canadian writer, visual poet, editor and 
publisher. She has been active as a writer and editor for over twenty years. Earl is the managing 
editor of Bywords.ca, and the fallen angel of AngelHousePress. She was inducted into the VERSe 
Ottawa Hall of Honour in 2014 and her chapbook, “Electric Garden” won the Tree Reading Series 
Chapbook Contest in 2017. Her books are Kiki (Chaudiere Books, 2014 and now available through 
Invisible Publishing), Coming Together Presents Amanda Earl (Coming Together, 2014) and A 
World of Yes (self published as an e-book through DevilHouse, 2015). Earl is the author of over 30 
chapbooks and broadsides published in Canada, Sweden, UK and USA. Her visual poetry has been 
exhibited in Brazil, Canada, Italy and Russia. Her most recent chapbook is Matthew (Knife Fork 
Book, 2021). Her most recent book is Genesis, the Vispo Bible (Timglaset Editions, 2022). Her 
creative and life missions are love, whimsy, exploration, and connection with fellow kindreds. Earl is 
the editor of Judith: Women Making Visual Poetry (Timglaset Editions, 2021).   
 
Rosaire Appel is a digital artist/ photographer/ writer and analog draw-er. She explores (written) 
language as a visual entity. Word and image are like oil and water – agitation breaks boundaries. A 
post-information era requires strategies that evolve our methods of communication and expand our 
parameters of interpretation and understanding. Asemic writing is writing that has no semantic 
value, it cannot be translated verbally, it is not code, yet it is a visible language. Similarly, abstract 
comics are sequences of indeterminate images without traditional narrative value. She uses both of 
these, as well as asemic musical notation, to explore territories beyond established viewpoints. 
Her investigations often culminate in visual books – one of a kind, limited editions and 
commercially printed – of which she’s published over 30 titles. Her drawings and prints have been in 
many local and international exhibits. 
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Astra Papachristodoulou is a PhD researcher and tutor at the University of Surrey with focus in 
the experimental tradition across poetry, visual art and performance. Her practice-based doctoral 
project at Surrey is funded by the Doctoral College Studentship Award and explores sculptural 
poetics as a revolutionary act in the context of the Anthropocene. She is a widely-published author 
with work featured in UK and international magazines including The Times, Magma Poetry and 
BeeCraft. Astra is the author of several books including Stargazing (Guillemot Press), and her work 
has been translated into Korean, German, Russian, Slovenian and Spanish. 
  
Astra currently delivers experimental poetry workshops at the University for the Creative Arts and 
works at The Poetry Society's Poetry Review. She is also a founder of Poem Atlas, and has curated 
several visual poetry exhibitions across the UK. She won the Pebeo Mixed Media Art Prize in 2016, 
and her visual poetry work has been showcased at venues such as the National Poetry Library, Kew 
Gardens and Christie's, London.  
 
Mado Reznik is a visual artist and writer from Buenos Aires, Argentina, where she currently lives. 
She studied Linguistics and got a Ph. D. from Universidad Complutense of Madrid, Spain. She 
works with etchings, collages, inks, photos and encausting. All these techniques are a reflection and a 
seeking journey through paper as a medium. Her main interests are memory and language. Part of 
the work with memory is the selection of photographs that are interlinked with texts most of them 
of her own. Mado Reznik has several Artist Books that have been shown in Argentina, Spain, 
Uruguay, Mexico and the U.S. Artists Books are for her a complex and challenging form to express 
thoughts intertwined with feelings. She also wrote several books going from fiction and poetry to 
testimonials. 
 
Kimberly Campanello was born in Elkhart, Indiana, and is a dual Irish and American citizen living 
in York. Her poetry publications include Consent, Imagines and Strange Country (both on the sheela-na-
gig stone carvings), Hymn to Kālī (her version of the Karpūrādi-stotra), and running commentary along the 
bottom of the tapestry. MOTHERBABYHOME, a collection of 796 conceptual and visual poems on the 
St. Mary's Mother and Baby Home in Tuam, Co. Galway, was published by zimZalla Avant Objects 
in April 2019.  
 
Kimberly's poems and autofiction have appeared most recently in The London Magazine, Poetry Ireland 
Review, The White Review, and The Cambridge Literary Review. More poems are forthcoming in Granta 
and The Poetry Review. 
 
In March 2020, she represented the UK in Munich at Klang Farben Text: Visual Poetry for the 21st 
Century, a three-day visual poetry festival inspired by the international concrete poetry movement of 
the 1950s and 60s. Her visual poetry features in the international anthology Judith: Women Making 
Visual Poetry published by Timglaset. Her asemic writing and autofiction was most recently exhibited 
in at HAUS Vienna in September 2020 and is published in Praxis (Dostoyevsky Wannabe). 
 
She is Associate Professor of Creative Writing in the School of English at the University of Leeds. 
Kimberly is represented by Becky Thomas at Lewinsohn Literary. 
 
Terri Witek is the author of Something's Missing in This Museum (forthcoming 2023), The Rattle Egg 
(2021) The Rape Kit (2018), Body Switch (2016), Exit Island (2012); The Shipwreck Dress (2008), a Florida 
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Book Award winner; The Carnal World (2006), Fools and Crows (2003), Courting Couples (winner of the 
2000 Center for Book Arts Contest), and Robert Lowell and LIFE STUDIES: Revising the Self (1993). A 
native of northern Ohio, she teaches English at Stetson University, where she holds the Sullivan 
Chair in Creative Writing. In 2000, she received the McInery Award for Teaching, and in 2008, she 
received the John Hague Teaching Award for outstanding teaching in the liberal arts and sciences. 
 
Throughout her career she has worked with visual artists, and the reverberations between mediums 
is explored in much of her work. Her collaborations with Brazilian new media artist Cyriaco Lopes 
have been featured in galleries or site-specific projects in New York City, Los Angeles and 
elsewhere. Their work together is represented by the liminal (Valencia, Spain). terriwitek.com 
 
Kate Siklosi is a poet, scholar, publisher, and teacher who lives in Dish With One Spoon Territory 
/ Toronto, Canada. Her work includes leavings (Timglaset 2021), which sold into its second 
printing, Selvage (Invisible, forthcoming, Spring 2023), and six chapbooks of poetry. Her critical and 
creative work has been featured across North America, Europe, and the UK. She is also Sessional 
Faculty at McMaster University, curator of the Small Press Map of Canada, and co-founding editor 
of the feminist experimental small press Gap Riot Press. 
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