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Introduction
It was just a matter of time. By the 1920s, cinema was already 
being promoted for its inherent "poetic" qualities. Tethering 
itself to poetry, filmmaking would assure its acceptance into 
the ranks of the dominant art disciplines of the early 20th 
century, just as poetry itself was redefining ways to become 
more "modern." But the inevitable jump cut, from the 1920s 
to the 1980s, from filmpoems to videopoetry, came only after 
technology stepped in. With the immediacy of video, poetry 
was able to flex its muscles, experimenting with word-and-
image and image-and-sound relationships to level the playing 
field between cinema and literature and finally put an end to 
decades of filmpoems, and later videopoems, being pushed 
onto the sidelines of Modern Art. 

Here then is Poets with a Video Camera, a chronological 
examination of seminal works in the genre of videopoetry that I 
have researched and written about over the past four decades. 

That the exhibition’s title Poets with a Video Camera sounds like 
and looks like the experimental documentarian Dziga Vertov’s 
Man with a Movie Camera is no accident; it is a homage to 
the 1929 groundbreaking film that announced the arrival of a 
revolutionary new art form, a film that became known as “one 
of the great works of a cinema whose subject is an aesthetic 

definition of the nature of the medium” (James MacKay) 
All differences aside (and there are many significant ones) the 
two events had articulated their intentions with a manifesto, 
Man with a Movie Camera in 1922 and Poets with a Video 
Camera in 2011. 

In response to the questions "what is videopoetry?" and the 
polarizing "does it need to have words?", my 2011 Videopoetry 
Manifesto drew a line in the sand: a pre-existing poem should 
be viewed as text, plain and simple, the essential raw material 
that goes into the making of every videopoem. "Poetry" will 
then become the result of the word-image-sound encounter, 
a "poetic experience." And yes, the presence of words was a 
necessary condition of videopoetry. 

As for the external appearance or the form of a work, 
the manifesto prescribed five categories for the different 
expressions: 1) Kinetic Text, 2) Sound Text, 3) Visual Text, 4) 
Performance, and 5) Cin(e)poetry. Each of these would describe 
how the text would be presented, whether voiced or displayed 
on the screen. To varying degrees, all the videopoems in this 
exhibition share one defining theme: an uncompromising 
desire to expand and ultimately redefine poetry for the “age of 
the screen” by experimenting with unusual, thought-provoking 
juxtapositions. 

Overall, Poets with a Video Camera attempts to historicize 



current videopoetry trends, but it may also turn out to tell us 
more about videopoetry itself as an art form and respond to 
the existential questions: what it should be and how it should 
distinguish itself. 

Tom Konyves, Guest Curator



Chronology & List of Works

1980–1990
Secondary Currents, Peter Rose (1982), 15 min. 27 sec.
Letter, bpNichol (1983), 1 min. 46 sec.
Bestiarium, Eku Wand (1989), 2 min. 53 sec.
Nobuo Kubota at the Western Front Part 2 (1990), 14 min. 30 sec.

1990–2000
Visions, Annie Frazier Henry (1992), 9 min.
(Visual) Aids, W. Mark Sutherland (1993), 2 min. 34 sec.
Chinese Cucumbers, Kurt Heintz (1994), 5 min. 8 sec.
Telephone Booth 905 ½, Pedro Pietri (1995), 44 sec.
Seattle Drift, Jim Andrews (1997), 1 min. 4 sec.

2000–2007
Thanksgiving Address, Skawennati Tricia Fragnito, Jason E. Lewis (2002), 4 min.
Splitting Image – Downtown, Valerie LeBlanc (2003), 1 min. 31 sec.
After Grey Days, Ralf Schmerberg (2003), 5 min. 24 sec.
Just Say No to Family Values, John Giorno/Antonello Faretta (2006), 4 min. 37 sec.
Unequal Brothers, Hubert Sielecki (2007), 1 min. 52 sec.
P-O-E-S-I-A, Javier Robledo (2007), 5 min. 5 sec.



2008–2010
Poem In Memory Of Jack Donovan Foley, W. Mark Sutherland (2008), 2 min. 34 sec.
You’re Lying and You Filter, Paul Bogaert (2008), 2 min. 53 sec.
Some Everybodies, Sarah Tremlett (2009), 17 min. 38 sec.
Loco Paparazzi III, Azucena Losana (2009), 1 min. 44 sec.
Zindagi Ke Safar Mein, Brandon Downing (2009), 6 min. 42 sec.

2010–2014
Snow Queen, Natalia Federova/Machine Libertine (2011), 6 min. 28 sec.
Our Bodies, Matt Mullins (2012), 2 min. 23 sec.
Tallinas Street, Arturs Punte (2012), 4 min 20 sec.
The Hours of Darkness, Janet Lees (2014), 2 min. 11 sec.

2014–2020
ow(n)ed, Tom Konyves (2014), 6 min. 55 sec.
O, Alejandro Thornton (2014), 1 min 56 sec.
Taking The Waters, Marc Neys/Swoon (2014), 4 min.
Checking In, Jim Andrews/Adeena Karasick (2018), 22 min. 7 sec.
Lost, Caroline Reid (2019), 3 min. 8 sec.
Plasticpoems, Fiona Tinwei Lam (2020), 2 min. 28 sec.



Of categories
In the beginning, a poem was peeled from the page and recited over a series of sometimes random, sometimes not-so-random 
images to accompany the reading. Sometimes music was blended with the recitation. The early efforts were the result of filmmakers 
becoming inspired by certain poems to create evocative imagery, which (in their eyes) "brought the poem to life" and offered a novel 
way to experience a published, popular poem. These “poetry films” did not emerge from experimental, avant-garde filmmakers; 
they were representative of cinematic technique applications to "tell the story" in the poem. The poems in these films were narrated; 
the images to accompany the poem were illustrative. The aim was to create a framework of a short narrative film, using the poem as 
its script, often its narration, as well. The resulting film did not create a new poem. In due course, to accommodate this new poem, 
poetry had to change. 

Differentiated by their use of text, there are five major categories of videopoems: Kinetic Text, Sound Text, Visual Text, Performance, 
and Cin(e)poetry. Conceptual videopoems are a further, rarer category, and Trans-Category videopoems cross multiple forms.

1) KINETIC TEXT is the animation of text over a neutral background. Continuing the ongoing experimentation with text as an 
aesthetic object, these works owe much to Concrete and Patterned poetry in their style—the use of different fonts, sizes and 
colours, strategic spatial positioning, self-referentiality—simultaneously presenting text as image. The category represents the 
"prototype” of a videopoem.

Examples:

Peter Rose, Secondary Currents (1982)
bp Nichol, Letter (1984)
W. Mark Sutherland, Visual Aids (1993)
Jim Andrews, Seattle Drift (1997)
Fiona Tinwei Lam, Plasticpoems (2020)



2) SOUND TEXT presents the text on the soundtrack. Juxtaposed with the video images on the screen, it is expressed through the 
voice. Of the five categories of videopoetry, this form (with or without music)—is the most popular, due to the facility of working 
within the traditional form of video/film, i.e., using the voice as the chief mode of text presentation and juxtaposition with images 
and other sounds (e.g., music, chant, sound effects, etc.)—without the additional difficulty presented by visual text.

Examples:

Annie Frazier Henry, Visions (1992)
Hubert Sielecki, Unequal Brothers (2007)
Azucena Losana, Loco Paparazzi III (2009)
Arturs Punte, Tallinas Street (2012)
Marc Neys, Taking the Waters (2014)

3) VISUAL TEXT displays the text on-screen, superimposed over images captured or found. Charged with leading the genre, this 
category presents the most significant challenge to videopoetry, insofar as it it liberates the voice-over soundtrack from the video.

Examples:

Valerie LeBlanc, Splitting Image - Downtown (2003)
Brandon Downing, Zindagi Ke Safar Mein (2009)
Janet Lees, The hours of darkness (2014)
Tom Konyves, ow(n)ed (2014)
Alejandro Thornton, O (2014)



4) PERFORMANCE is the on-screen appearance of the poet, or designated poet (actor), speaking directly or indirectly into the 
camera. Of the five categories, it is the most problematic: the poet/performer is perceived as the intermediary between the viewer 
and the poem, possibly demystifying the process of presentation. In a videopoem, on-screen appearances only succeed by virtue 
of their visual expression (i.e., eccentric body language) and their juxtaposition—within the image frame—with a background 
suggesting a unique, unusual “setting” for the performance.

Examples:

Nobuo Kubota, At the Western Front Part 2 (1990)
Pedro Pietri, Telephone Booth 905 (1995)
Skawennati Tricia Fragnito, Jason E. Lewis Thanksgiving Address (2002) 
Ralf Schmerberg, After Gray Days (2003)
John Giorno, Just Say No to Family Values (2006)
Javier Robledo, P-O-E-S-I-A (2007)
Matt Mullins, Our Bodies (A Sinner’s Prayer) (2012)

5) CIN(E)POETRY is the videopoem wherein the text is animated and/or superimposed over graphics, still or moving images that 
are “painted” or modified with the assistance of computer software, e.g., Photoshop or the 3D modelling and animation features in 
Second Life, the online virtual world. It closely resembles VISUAL TEXT, except the imagery has a computer-generated or modified 
appearance. The parenthesized “e” (electronic) was introduced by George Aguilar.

Examples:

Eku Wand, Bestiarium (1989)
Natalia Federova, Snow Queen (2011)
Jim Andrews, Checking In (2018)



6) CONCEPT OR CONCEPTUAL videopoems focus on the materiality of language, exclude narrative and tend to hold little of 
intentional semantic value; “meaning” is attributed to the process of presentation, which follows a pre-conceived formula (the idea), 
often executed in a methodical technical manner. The text element in these works is strong on context but stripped of emotive value.
The viewer may not perceive development or change of perspective throughout the work, as heightening or diminishing effects 
are superseded by the intention to present an object of examination—the process of presentation—in a pure self-referential state. 

Examples:

W. Mark Sutherland, Poem in Memory of Jack Donovan Foley (2008)
Sarah Tremlett, Some Everybodies (2009) 

7) TRANS-CATEGORY Individual works may overlap and exhibit combinations of categories.

Examples:

Peter Rose, Secondary Currents, Kinetic Text/Sound Text (1982)
Kurt Heintz, Chinese Cucumbers, Performance/Sound Text (1994) 
Paul Bogaert, You’re Lying and You Filter, Visual Text/Sound Text (2008) 
Caroline Reid, Lost, Performance/Visual Text/Sound Text (2019) 



Works in the Exhibition



NO MORE POETRY THAT LOOKS LIKE POETRY, THAT ACTS LIKE POETRY, 
THAT IS INSTANTLY RECOGNIZABLE AS POETRY; I BELIEVE THAT POETS 
SHOULD LIKE TO WRITE IN A WAY WHICH DOESN’T RESEMBLE WHAT HAS 
GONE BEFORE, THEY SHOULD BE ABSOLUTELY CONTEMPORARY IN FORM 
AND CONTENT.
         – Derek Beaulieu



2014–2020
TITLE: Checking In
ARTIST: Jim Andrews, Adeena 
Karasick (CAN)
YEAR: 2018
DURATION: 22 min. 7 sec.
CATEGORY: Cin(e)poetry

Videopoetry recognizes that poems and stories, voices and plays have all been 
pressuring their respective mediums to expand their borders and yield before-
unapprehended expressions and multiple interpretations of what it means to 
produce that undefinable experience we call art. Sound poetry and vispo (visual 
poetry), language poetry and performance poetry can attest to the gains won in the 
discoveries along the path of experimentation. One of these discoveries is Checking 
In.

“The text of this video poem is the long, 4299-word title poem from Adeena 
Karasick’s 2018 book of poems (Talonbooks, Vancouver) also titled Checking In. 
Adeena gave me the text and about 250 images associated with the poem—given 
that the poem is a fanciful take on the afterlife of social media involving Kafka 
tweeting, McLuhan updating his Facebook status, and other thrilling imaginary 
literary/media events. I then fed Adeena's text and images to Aleph Null, my graphic 
synthesizer that eats folders of images and inputable texts and produces an 
animated stream of text and image in response.” – Jim Andrews

“As a series of ironically charged faux Facebook updates, the poem is a kind of 
jouissey mash-up of pop culture, media theory, midrash, contemporary poetry, 
philosophy, semiotics, and celebrity fetishization, asking the receiver to re-process 
information from different vantage points. Whether it’s King Ubu dining at Nobu, 
Gargantua and Pantagruel listening to They Might Be Giants, Immanuel Kant liking 
No Doubt, or Uber Allis driving for Lyft, throughout the twenty two minutes of our 
Checking In video the viewer is taken on a satiric tour through the shards and 
fragments of literary and post-consumerist culture, through a textural space of ever 
signifying variables.” – Adeena Karasick

Bio: vispo.com



THE FIRST BEWILDERED REACTION TO INNOVATIVE ART WAS TO BE THE 
SOLE AND APPROPRIATE ONE. 
        – Clement Greenberg



1980–1990

TITLE: Secondary Currents
ARTIST: Peter Rose (US)
YEAR: 1982
DURATION: 15 min. 27 sec.
CATEGORY: Kinetic/Sound Text

'Secondary Currents' is our introduction to a subversive turn in the interrogation of 
the moving image from a poet’s perspective; we are presented with a work whose 
visual track consists primarily of written text in the form of subtitles, which escape 
into slanted paragraphs and ultimately into the chaos of a screen filled with illegible 
text punctuated with percussive sounds as if the dispersal of the text has effectively 
broken through to the image plane where language (as we know it) has disappeared 
along with its meaning. 

“I fantasized being a split-brained individual, as happens following some surgical 
procedures   —wondering what it would be like to speak in contradictory tongues, 
in contrast to the seamless, univocal monologue we usually call inner speech or 
thinking. I wanted to construct a series of gags that would make you stand back 
and attend to the ways you perceive and understand language, gags which would, 
at the same time, function as the armature for a mock narrative, a journey from the 
void into consciousness and back again. Ingmar Bergman, Akira Kurosawa, Lewis 
Carroll, Gregory Bateson, new-wave percussion, concrete poetry, Saul Steinberg, 
Woody Allen, Douglas Hofstadter, and Julian Jaynes figure in as influences.  

The cosmology: the genesis of voice from undifferentiated chaos; the articulation 
into words, morphemes, units; the acquisition of cadence and rhythm; the voice 
becomes the speaker; the voice inhabits culture; the voice enters into narrative, 
conflict, character; the voice moves into physical space; the voice becomes silence; 
the voice becomes tangible; the voice becomes temporal; the voice becomes 
reflexive and metamorphosizes into one of the High Tongues; entropy, dissolution, 
and  chaos; the voice becomes the world.” – Peter Rose

Bio: peterrosepicture.com



1980–2007

TITLE: Letter
ARTIST: bpNichol (CAN)
YEAR: 1983
DURATION: 1 min. 46 sec.
CATEGORY: Kinetic Text

'Letter' represents an early illustration of the foundational principle that intentional 
modifications to either the text, image, or sound in a videopoem will transform the 
meaning of the work. This 30 second clip, a revision of bpNichol’s 1973 concrete 
poem 'The Evening’s Ritual' (which uses the words “sat down to write you this 
pome”) is excerpted from First Screening, a charming suite of short e-poems 
programmed in Apple BASIC by bpNichol in 1984. The work was preserved and 
published in Vispo.com in 2007. 

'Letter' is animated in a style described by one commentator as a “jolting conveyor 
belt,” in a permutation that not only mimics the frame-by-frame motion picture but 
also presents a self-referential anti-narrative structure. It is a successful translation 
of a one-line poem into a filmic experience partly because the changes of meaning 
produced by the permutation of the line eventually fall upon a most unexpected 
revelation (this poem sat down to write you), but its ultimate significance is allowing 
us to enter the process of poetic creation.

“It is easy to forget how primitive the technology was in those days, before the 
invention of the mouse or the graphical user interface (GUI). The Apple IIe had only 
a few kilobytes of memory. The user had to install a special card in order to get both 
upper- and lower- case letters … Barrie was very focused on new developments in 
personal computer software and hardware. I remember he purchased an expensive 
program called Gutenberg that allowed the IIe to make use of three or four different 
fonts. I was in Toronto that day and went down to see it at Coach House Press 
where Barrie was demonstrating how the mouse moved the cursor on the screen. 
And cutting and pasting! And all those fonts! He was ecstatic.” – Lionel Kearns, 2007

Bio: vispo.com/bp/lionel.htm



1980–1990

TITLE: Bestiarium
ARTIST: Eku Wand (GER)
YEAR: 1989
DURATION: 2 min. 53 sec.
CATEGORY: Cin(e)poetry

By its very nature, sound poetry resists illustration; here, it is the varied juxtaposition 
of visual patterns that legitimizes the synchronicity of sound and image as 
“significant form.”

Austrian sound poet Ernst Jandl was named one of the ten most important German-
language poets of the twentieth century. It was the rhythmic patterning in Jandl’s 
delivery of the nonsense syllables that eventually led the young virtuoso designer 
Eku Wand to associate the sound of staccato repetitions with a grid of twenty-five 
squares of animated lips. The “lip-synched” sounds, or “Lip-Typography,” was then 
animated with an Amiga 2000 computer, acting as a kind of optical synthesizer that 
transforms sounds fed into the computer into visual events. 

“At that time in 1989 the only chance we had in our computer lab was either to 
record to 16 mm film or to record the Amiga animation frame by frame to a modified 
U-matic low-band recorder while the tape was pre-recorded with the audio track 
from Jandl. Imagine lip syncing 90 sec by 24 fps just for the poem itself ... I had 
trouble with dropouts because I had to record it over and over to get it as accurate 
as possible ... This technique did not allow syncing spoken words in a slow-motion 
manner—I had to cope with regular tape speed ... finally I got to be an expert on my 
lip typography sync system.” – Eku Wand

Bio: ekuwand.com



Bio: tinyurl.com/2f5ycdej

1980–1990
TITLE: Nobuo Kubota at the 
Western Front (1990) Part 2
ARTIST: Nobuo Kubota (CAN)
YEAR: 1990
DURATION: 14 min. 30 sec.
CATEGORY: Performance

Nobuo Kubota’s "sound singing" (the term coined by poet and fellow "sound 
singer" Paul Dutton) is presented here in a dramatization of the improvised “talking 
head” performance in Part 1. Part 2 has been selected because the “modification” 
fashioned from overdubbing the Part 1 version provided the necessary details to 
create a new, surprising meaning, i.e., a poetic experience for the viewer. 

“I don’t know that I think in terms of language… My art was connected playing 
with the Artists Jazz Band and the CCMC. There was no connection to whatever 
was happening in the literary community. Suddenly, here were these four guys, 
The Four Horsemen, they were nuts. I thought, what’s going on here? I listened to 
what they were doing, and I was totally fascinated by them. So I started to use my 
voice more and more with CCMC, until I finally decided to quit the band in 1990. 
Then, once I decided to quit the band, I started to explore all the possibilities of 
the voice, and I read about and listened to sound poetry—the Futurists, the Dada 
movement… Of course, I met you in 1991, and we worked for quite a number of 
years together, exploring what the human voice could do. So there it is: the reasons 
why I left the CCMC, and how I started performing sound poetry.” – Nobuo Kubota, 
in conversation with W. Mark Sutherland, Jan. 9, 2014.

Documentation is not the business of Nobuo Kubota. His business is doing:
“I like the idea of performing without any preconceived notion of what I am going 
to present. I suppose much of my attitude comes from the influence of John Cage 
and the idea of ‘chance operations’ and improvisation. There are many forms or 
degrees of improvisation, but I believe a constant flow of new original ideas during 
a performance is rare.” – Nabuo Kubota



THE CONTEXT OF DISPLAY IS AS IMPORTANT AS THE IMAGE DISPLAYED. 
         – Bettina Funcke



1990–2000
TITLE: Visions
ARTIST: Annie Frazer Henry 
(CAN)
YEAR: 1992
DURATION: 9 min. 
CATEGORY: Sound Text

When the imagination seizes on superimposed images, as displayed here, it is to 
signal the presence of a poetic thought, a pleasing incongruity borrowed from the 
Surrealists’ technique of creating metaphors as a means to explore new meanings.

I don’t want to see stars in my eyes When you enter a room
I want to see stars in the sky,  There’s invisible war paint on your face
Where they belong   And it looks good

A stunning “visionary journey” of spiritual reclamation. Surrounded in a multi-
textured audio landscape of music, voice and sound, this poetry film translates the 
historic struggle of First Nations people into a powerful sequence of visual images, 
both of illusion and reality. In representing the strengths, beauty and spirituality of 
First Nations peoples, the artist takes a celebratory position. Through a child’s eyes, 
the spirits of traditional wisdom, strength, and beauty are re-awakened for all to 
share. – VIVO Media Arts Centre

Bio: moviemonday.ca/first02/annie.htm



1990–2000
TITLE: (Visual) Aids
ARTIST: W. Mark Sutherland 
(CAN)
YEAR: 1993
DURATION: 2 min. 34 sec.
CATEGORY: Kinetic Text

If videopoetry is the interaction of three elements, or modes of expression, i.e., 
text, image and sound, Kinetic Text includes those works in which the text elevates 
to itself the role of the image; it is a concrete-poem-inspired assertion that words 
(also letters and punctuation marks) can signify additional meanings by virtue of 
their appearance. It is also a controlled reading experience, self-reflexive in its 
presentation of rhythmic motion (accelerated/decelerated) and on-screen duration 
while always in contact with a counterpointed soundtrack: here, a heart monitor 
beep anchors the context and the rhythm of the work’s unfolding. 

By definition, the title of a work is the dominion of text. W. Mark Sutherland’s 
parentheses for his title present an alternate reading of "what is to follow;" the 
emphasis is to be on the visual characteristics of the text—its shape, color and 
motion—intensifying the emotional content (AIDS) as it’s finally reduced, one tiny 
letter at a time, to its inevitable monotone conclusion.

“A ‘concrete’ videopoem about AIDS. One of my wife’s friends contracted AIDS in 
1983. He was one of the first 500 people in Canada infected with AIDS. He died in 
1984. My videopoem '(Visual) Aids' is dedicated to our friends and colleagues that 
died from AIDS in the 1980s and early 90s. On a personal note, I was diagnosed 
with a rare blood-disorder called Polycythemia Vera in 1989.” – W. Mark Sutherland

Bio: wmarksutherland.com



1990—2000
TITLE: Chinese Cucumbers
ARTIST: Kurt Heintz and 
Patricia Smith (US)
YEAR: 1993
DURATION: 5 min. 8 sec.
CATEGORY: Performance/Sound Text

Presenting the poet on-screen voicing a few lines of text (Performance), then 
cutting away to a series of other images over which we continue to hear the voice 
of the poet (Sound Text) is the narrative device employed here; the function of this 
“split-edit” that bridges two different “scenes” is to provide the repeated illusion of 
presence, a construct that characterizes an audience’s relationship with a story.

“Patricia Smith and I became friends as we frequently went to poetry open mics 
in Chicago in the late 1980s through the early 90s. I was asked if I could do one 
poem as a video, what would I do? I immediately answered, ‘Chinese Cucumbers,' 
by Patricia Smith.’ In the early 1990s, HIV/AIDS was inevitably fatal and barely 
understood, and that’s the setting for this piece. I knew HIV+ people, and yet almost 
no one would appear on camera in a video about HIV/AIDS. So I produced the video 
in my own home, gear and all. The video reached its critical mass when Patricia’s 
performance, Eric Leonardson’s soundtrack, and my imagery came together in my 
editing suite.

What impresses me most today is the enduring quality of the otherwise dated video. 
'Chinese Cucumbers' speaks to a time where HIV/AIDS was an uncontrolled plague. 
That attitude is gone as is HIV’s threat of certain mortality, but corollaries remain 
for the present. 'Chinese Cucumbers' may have become an unintentional allegory. 
So many human heads of the hydra came back out in full bloom with COVID’s 
development: myths and misconceptions about disease, panic, dread, people using 
clinically impotent if not harmful things on themselves as a cure, the barefaced 
politicization of the infection and its prevention … How many of these experiences 
from COVID-19 do you also see in the context for 'Chinese Cucumbers?'” – Kurt E. 
Heintz

Bio: heintz.e-poets.net



1990–2000
TITLE: Telephone Booth 905 
½ 12:07 p.m.
ARTIST: Pedro Pietri (US)
YEAR: 1995
DURATION: 44 sec.
CATEGORY: Performance

When our perceptions are turned upside down and we discover a new interpretation 
of the text, we can expect that some element—here, the (visual) spatial context—
has been modified. In this excerpt of the five-part PBS series, The United States of 
Poetry, produced by Bob Holman, Pedro Pietri expresses a poetic vision of life as 
absurd and the need to break away from norms. Its satirical wit makes us laugh first 
and then think about how arbitrary social conventions are.

On Dec. 28, 1969, a Puerto Rican nationalist group called the Young Lords, 
deeply influenced by the Black Panthers, took over a church in East Harlem, NY. 
Unexpectedly, a 25-year-old Puerto Rican man, a Vietnam veteran named Pedro 
Pietri, took the microphone and read a many-pages-long poem called 'Puerto Rican 
Obituary'. Dressed all in black, with a bushy mustache and a long, deeply expressive 
face, he read his tribute to the tens of thousands of Puerto Ricans who gave up their 
homeland, their language and much of their identity to try to fit in as good Americans 
in the United States: “They worked/ They were always on time/ They were never 
late/ They never spoke/ when they were insulted …” Almost all of them “died waiting 
for [their] number to hit” and “for the welfare check/ to come and go and come 
again” and with nothing but “bill collectors” to “pass … on to the next of kin.” 

Pietri distilled the hopes, disappointments, courage and suffering of a whole body 
of people into five individuals, whom he calls in the poem Juan, Miguel, Milagros, 
Olga and Manuel. While typifying multitudes, each one becomes real to us, easy 
to identify with: “Milagros/ died waiting for her ten children/ to grow up and work/ 
so she could quit working/ Olga/ died waiting for a five dollar raise/ Manuel/ died 
waiting for his supervisor to drop dead/ so he could get a promotion.” 

Bio: tinyurl.com/2p9edvnk



While videopoetry and e-poetry share the electronic e—consider the videopoetry 
category of cin(e)poetry—it’s the interactivity of e-poetry that sets it apart. Jim 
Andrews’ 1997 work is an excellent demonstration of the self-reflexive “command” 
in lines 5 and 6 that not only expects a response from the viewer/user but in its 
performance of dispersal recalls the materiality of concrete poetry as it—with its 
genre—“drifts” away from its position on the screen and away from traditional 
poetry.

“'Seattle Drift' (1997) is the most popular poem from this DHTML period in Andrews’ 
career, and an important expression of his poetics. It was published at a time when 
e-poetry was starting to grow as a Web-based art form, yet it doesn’t seem as dated 
as other contemporary e-texts. Its simplicity of design and directness of its conceit 
are deceptively simple: this e-poem enacts a critique of current and historical poetry 
scenes in order to create a space for a new e-poetry scene. This is also a piece that 
speaks well to contemporary audiences, particularly when being introduced to the 
concept of electronic poetry, because it takes as a starting point a traditional notion 
of poetry (verse) and leads the reader into the new scene of electronic poetry, with 
a concrete poetry transition to smooth the way … The connotations of the words 
'do me' and 'discipline the text' combined with the texts’ statement that it is 'bad' 
create a slightly sadomasochistic scenario, involving the reader in the punishment/
pleasure of the text. This is emphasized when the pointer becomes a hand when it is 
placed over the red phrases. If the cursor is the symbolic presence of the reader in 
the electronic texts, is the extended index finger in that hand a representation of the 
reader’s hand, about to touch the text?” 
– Leonardo Flores, PhD dissertation, 2010

1990–2000

TITLE: Seattle Drift
ARTIST: Jim Andrews (CAN)
YEAR: 1997
DURATION: 1 min. 4 sec.
CATEGORY: Kinetic Text

Bio: vispo.com/animisms/SeattleDrift.html



THE CINEMA WE NEED WILL NOT BE A PURELY VISUAL CINEMA, WILL 
NOT BE A CINEMA AGAINST THE WORD, BUT A CINEMA OF THE POWER 
OF THE WORD.
         – Bruce Elder



Bio: skawennati.com, obxlabs.net

2000–2007
TITLE: Thanksgiving Address
ARTISTS: Skawennati Tricia 
Fragnito, Jason E. Lewis (CAN)
YEAR: 2002
DURATION: 3 min. 59 sec.
CATEGORY: Performance

In this three-channel video, the centre of attention is a traditional Thanksgiving 
dinner plate, a veritable feast of turkey, yams, squash, stuffing, and cranberries. It’s 
framed as an overhead shot, with the sped-up action revealing two pairs of hands, 
presumably of our protagonists, taking turns cutting, piercing, and lifting the food 
out of the frame. The action is sped up to keep our attention while the left and right 
channels alternate to present medium shots of our actors, who thank the Creator 
for modern hardware, software, and connections that allow us to become creators, 
and make “our minds one.” The beauty of this work lies in discovering the principal 
function of a videopoem, which is to demonstrate the process of thought and 
simultaneity of experience. The result is produced with the help of the centre frame, 
quickening our gaze while we are busy being “nourished” with the words of our 
hosts Skawennati and Jason E. Lewis.

“The traditional Iroquois Thanksgiving Address is a beautiful piece of oration. 
Handed down from time immemorial, the list of those greeted and thanked includes 
the earth, the water, the thunder, the medicine herbs and more. We felt it was about 
time someone added a few lines so that it includes items of our technological world 
that we are also thankful for. In our digital video triptych, we sit before a feast 
of turkey, yams, squash, stuffing, and cranberries and, following the form of the 
traditional Thanksgiving Address, we thank the Creator for some modern amenities.  
Thanksgiving Address illustrates how we might incorporate contemporary concerns 
into traditional forms of oratory in a relevant and respectful way.”
– Skawennati Tricia Fragnito and Jason E. Lewis



2000–2007
TITLE: Splitting Image – 
Downtown
ARTIST: Valerie LeBlanc (CAN)
YEAR: 2003
DURATION: 1 min. 31 sec.
CATEGORY: Visual Text

Representing the artist’s inner speech, the visual text (displayed in motion 
across the screen) literally dances over the surface of the camera image whose 
reverse movement (zoom out) reveals the step-by-step ambiguity of the situation, 
culminating in a silent pan across the sky, signifying nothing.

“During hinge times in my life and career as an artist, I have found it important 
to stand back and take readings of cultural transitions happening around me. In 
the early years of the twenty first century, my Downtown series of short videos 
represented some observations of lifestyles offered in a growing city. This was a 
time when I had returned from a life in the country, by the sea, and this time, while 
embracing new technology in my work, I chose to live in a high-rise apartment 
facing the Rocky Mountains. Downtown, and within that, Splitting Image served 
me as a way of reading culture, as determined through its unfolding. Technology 
was fast effecting cultural changes and, like the thinking figure of Splitting, I 
was, through all of my motivations and external actions, ready to embrace those 
changes. This, while harbouring internal ambivalence.

While that duality played out in my examination of Calgary billboards in 2003, I can 
now see it as a relative point of view in the difficulty of identifying the advent of 
the Anthropocene in this cultural moment. Trying to decide upon the date of when 
this new epoch began, a key point to remember is that, as we are living within this 
new era, the traditional method of calculating dates for the change by digging 
into the earth and reading core samples, is next to impossible. One reason is that 
the changes and some of the new layers covering the earth and infiltrating the 
collective psyche are made up of particles too small to detect with the human eye, 
and perhaps more importantly, the imagination.” – Valerie LeBlanc

Bio: valerie.basicbruegel.com



2000–2007

TITLE: After Grey Days
ARTIST: Ralf Schmerberg (GER)
YEAR: 2003
DURATION: 5 min. 24 sec.
CATEGORY: Performance

No “family stress theory” can prepare the viewer for the Sunday afternoon 
melodrama we are about to spend with a not-your-average family crammed into a 
migraine-inducing pandemonium replete with screaming babies, Jingle Bells and 
two apprehensive bunnies. It is from this most unexpected, defamiliarized situation 
that our pantyhose-clad heroine draws out the words that will appeal to a higher 
power, any power, a cry “to be free and to seek forgetting”—if only for a single hour.
 
'After Grey Days' is 1/19th of Ralf Schmerberg’s groundbreaking 2003 feature film, 
titled simply Poem. Of the nineteen poems adapted for the big screen, Ingeborg 
Bachmann’s poem appears to be frivolously inserted into a chaotic docudrama, but 
a closer look reveals that the form of videopoetry is confirmed to be a metaphor; 
here, it’s not only a keen observation of poetry’s role in the all-too-real world but an 
aesthetic question of integrating literary and non-literary elements.

 “Inside the Balloon we enter another universe; our perception
 changes by the colour and the foggy way to see out.
 The sound changes, everything feels far. It brings you
 to yourself, there is just you left, anything else is outside.
 It’s a space of freedom and silence. 
 Going from the outside to the inside felt like the best and original
 idea to bring the actress fast and unexpected to herself…
 and it looks so poetic and strong on camera.” – Ralf Schmerberg

Bio: ralfschmerberg.de/film/poem/film



2000–2007
TITLE: Just Say No to Family Values
ARTISTS: Antonello Faretta 
(ITA) and John Giorno (US)
YEAR: 2006
DURATION: 4 min. 37 sec.
CATEGORY: Performance

Dismissive of the misstep when using a high-angle shot to frame his subject, Faretta 
defers to the performance power of the great John Giorno, acknowledging the arm 
gesticulations as meaningful and intricate articulations of the performer’s inspired 
and unique speech rhythms. Shot in John’s ancestral village of Tursi, Italy, the 
radical content of his speech is juxtaposed with an old woman seated adjacent to a 
doorway, gesticulating her thoughts, symbolizing a generation “out of touch” with 
the new permissive Western outlook on an alternate style of living and behaviour.

“When we met, almost by chance, the thing that most of all intrigued me was not 
John’s poetry (which I already knew and appreciated) but his “poetic living,” the way 
in which he, the poet, presents himself like a soul detective, an investigator who 
goes after himself.

The film did not have a real preparation and a writing phase; it was conceived 
almost emotionally, working on removing rather than adding, and having John’s 
poem as a starting and ending point.”

Of the old woman sitting in the background, “I had been there before our shooting 
with my friend Abbas Kiarostami, the Iranian director, in order to find a location for 
his film. I was deeply touched by this woman, suffering of Alzheimers; her repetition 
of sentences made me think about John’s mantra in his poems, the repetition. I was 
thinking that there was a thin, invisible, poetic link between them. In fact at the end 
of that shooting they started to cry for their inner invisible connection.” – Antonello 
Faretta

Bio: http://antonellofaretta.it/portfolio/nine-poems



Bio: hubert-sielecki.at/filme-mit-gerhard-ruehm

2000–2007

TITLE: Unequal Brothers
ARTIST: Hubert Sielecki (AUT)
YEAR: 2007
DURATION: 1 min. 52 sec.
CATEGORY: Sound Text

For Gerhard Rühm’s poem of binary oppositions, seemingly to perpetuate the 
see-saw power struggle and unequal status of the brothers Cain and Abel, Hubert 
Sielicki chooses a powerful incoming wave for Cain’s immoral acts and an outgoing 
wave for “old-fashioned” Abel. Rühm’s voice follows the ups and downs without 
change until the final unresolved ebb of Abel’s tide. (Sound Text videopoems should 
provide translation as subtitles, optimized for legibility: white, sans-serif font on a 
separate display below the screen.)

“Working with Gerhard Rühm is wonderful. He makes his texts available to me or we 
record them with him in a studio. Then I think emotionally about which images could 
go with the text and I make it. When the film is finished, I show it to Rühm, and only 
when he likes it do I release the film. So far, he has liked all my films about his lyrics.
For the video recordings for the film Unequal Brothers, I stood on a rock in a small 
village near San Remo on the Mediterranean Sea during a storm in February and 
filmed the big approaching waves for an hour in the freezing cold at 2 a.m. I only 
chose one single wave for the film. This goes back and forth.

I almost paid for this shot with my life: after I turned off the camera and climbed 
down from the rock, a few seconds later a huge wave with great power came and 
flooded the rock. If I had still stood on it, she would have thrown me down into the 
mighty sea and no one would have found me. This film is part of a five-part series 
based on Rühm’s texts in 2007.” – Hubert Sielecki



2000–2007

TITLE: P-O-E-S-I-A
ARTIST: Javier Robledo (ARG)
YEAR: 2007
DURATION: 5 min. 5 sec.
CATEGORY: Performance

A Performance type of videopoem may derive some benefit from a clever 
modification or an unexpected incongruity. In this work, two hallucinatory effects 
are used: one being a tracking shot of a cobblestone street bulging and the video 
running in reverse to retrieve the stone cube. Both of these effects attribute a 
property of playfulness to poetry and/or a poetic experience.

“The six letters of the word POETRY are written on each side of the cube, giving 
poetry to the rock. It is an object that concretizes poetry, materializes it in a hard 
stone, in the geometric shape of a Pythagorean cube and at the same time as dice. 
As I have done with other poetic objects, I decided to give life to that object, giving 
it movement and action on stage, putting my body on it as well, through a live 
performance that I performed in various settings and opportunities. The poetic 
object rotates launched by the poet’s hand and gives various random readings: 
‘epiaso!,’ ‘sioapi,’ etc. This action is related to the different scenarios in which it is 
carried out.

Then I decided to transform all that by taking it to audiovisual language, in a video 
poem. In this case, the editing process provided me with resources and tricks that 
drastically influenced the final result that the viewer sees. I decided to concentrate 
on the performance in the street and leave out other performances that I did with 
that poetic object. I felt that in this way, the videopoem gained strength and became 
more coherent with the concreteness of the object.

Finally, the object returns to its status as a fixed object in an exhibition and its 
possibilities in other languages are revealed.” – Javier Robledo

Bio: javieralejandrorobledo.blogspot.com 



TO SUBVERT AS MUCH AS POSSIBLE WITHOUT HURTING 
ANYBODY'S FEELINGS
      – Ursula K. Le Guin



2008–2010
TITLE: Poem In Memory of 
Jack Donovan Foley
ARTIST: W. Mark Sutherland (CAN)
YEAR: 2008
DURATION: 2 min. 34 sec. 
CATEGORY: Visual Text/
Conceptual Videopoem

Adapting the experiment of Brion Gyson’s (and bpNichol’s) permutation poems to 
the syntax of non-verbal sound, this work becomes conceptual as it repeats five 
consecutive scenes to identify in each the words “POET” and “POEM” displayed with 
arrows. As each scene is repeated, the accompanying soundtrack is deliberately 
shifted to the following scene, attributing new meaning to the repeated scenes. 
Shifting the sound of each scene and adding the ironic emphasis—Why is this 
marked POET? and Why is this marked as POEM?—suggests that we should be 
looking for conceptual relationships where they may not have existed. Associations 
with Ken Jacobs’ “structural film” and Marcel Duchamp’s “assisted readymades” 
should also be noted. Jacobs’ transpositions are present not only in the elongation 
effect in the repeated scenes but also in the addition of coloured (yellow) text, 
which violently interrupts the continuity of the black-and-white film. The use of and 
modifications to “found” footage are reminders of Duchamp’s assisted readymades.

“My videopoem is dedicated to the man who made ‘sound effects’ an art form 
in modern cinema. I frequently use the technique of “détournement” in my 
videopoems. In Poem in Memory of Jack Donovan Foley the images are ripped from 
an old videotape of a TV documentary on the First World War. Original images used 
in the making of this documentary were silent, grainy B & W film-footage (1917–18). 
Featured images are revolutionaries celebrating or protesting in Red Square 
in Moscow, strikes and civil unrest in Vienna, and French women working in an 
armaments factory. I added the sound effects and graphics to the images.” 
– W. Mark Sutherland

Bio: wmarksutherland.com



2008–2010
TITLE: You’re Lying and You Filter
ARTIST: Paul Bogaert (BE)
YEAR: 2008
DURATION: 2 min. 53 sec.
CATEGORY: Sound Text/Visual Text

The text is from a poem by the artist; it pays homage to the pretense of dictation 
while addressing the theme of “lying,” the literariness of ambiguity, of syntax without 
meaning, of absence in poetry. The looped image track foregrounds the whimsical 
refurbishings of the text. This work is a rare example of illustrating the voiced text 
as visual text “artfully.” Of “illustration,” I have written "… to hear the words as 
they are displayed on the screen violates the premise that poetic juxtaposition is 
the presentation of distant realities; the viewer is prevented from forming their 
own imaginative associations between the elements presented, resulting in the 
demystification of these associations, diminishing the work’s poetic quality.” Here 
illustration is used for an aesthetic function – irony.

“At that time there was a weird TV program, already running for more than ten 
years, namely Het Groot Dictee der Nederlandse taal (The Great Dutch Dictation). 
Famous and ordinary people were selected to be subjected to an extremely difficult 
dictation exercise, live on television. The text was read by a famous TV presenter 
or news anchor from Belgium or the Netherlands. It was an elitist and popular 
show at the same time. Hundreds of thousands of people obediently joined in the 
dictation at home. It was incredibly slow television. The weird text, written for the 
occasion, consisted of peculiar sentences, rare difficult words, and was full of tricks. 
I remember thinking how alienating it would be if that program should be subtitled. 
From the Prelinger Archives, I used a beautiful scene from a promotional film for 
a nursing school. I had to loop the scene, but that suited the idea of the dull, slow 
action perfectly.” – Paul Bogaert

Bio: tinyurl.com/3ezwfdfz



2008–2010

TITLE: Some Everybodies
ARTIST: Sarah Tremlett (UK)
YEAR: 2009
DURATION: 17 min. 38 sec.
CATEGORY: Visual Text

In what can be described as a “moving painting,” Sarah Tremlett fixes her camera on 
a corner near a tourist hotspot in historic Bath, England (where incidentally a small 
accident occurs). The patterns that are performed in slowed-down sound and vision 
are juxtaposed with transcribed dialogue taken from the same location at a different 
time. While the effect of scrolling visual text suggests subtitles rolling through real 
time, the focus of the work is on the viewer experiencing the incongruity between 
the real-time visual text of the dialogue recorded at the scene and the anticipation 
that rises with every excruciating gesture. Sound wise, the effect of slowed-down 
sound is further enhanced by the amplified ambient street sounds producing the 
punctuation of what Tremlett terms “dialogue prose poetry.” Tremlett calls it a 
zenzonepoemfilm. 

“Footage was gathered over a year, from a fixed camera, and both the sound and 
the images have been slowed down to emphasize movement. Conversations have 
become text-on-screen disconnected from the images and creating a communal 
poem of the site itself. Wherever a tourist has paused to take a picture, the film has 
been frozen for a few seconds, and the screen has a graphic colouration to emulate 
old postcards (which have also been made from selected stills, to accompany the 
film). There is no central character (people are viewed more as moving bodies), and 
the momentum (rather than linear progression of scenes) has been made entirely in 
the editing suite, rather than on-site through a directorial eye.” – Sarah Tremlett

Bio: sarahtremlett.com



2008–2010

TITLE: Loco Paparazzi III
ARTIST: Azucena Losana (MEX)
YEAR: 2009
DURATION: 1 min. 44 sec.
CATEGORY: Sound Text

If videopoetry is an expression of the “process of thought,” one of the techniques 
of Surrealism and Dada that can be applied to videopoetry is the pursuit of chance 
operations. This chance recording is commonplace on the streets of Buenos 
Aires. It takes the juxtaposition of Bolivian poet Oscar Alfaro’s poem-fable, 'The 
Revolutionary Bird,' to ascribe a “new meaning” to the original written poem and 
literally transfigure this individual, paparazzied by the curious day after day after day, 
his incoherent babbling translated into a visionary poem. Azucena Losana learned 
of the poem when she heard the recording by Jorge Cafrune, a mythic folkloric 
singer from Argentina, very committed with his political views, and who died under 
suspicious circumstances. This third attempt to “paparazzi” Loco juxtaposes a 
surveillance camera’s closed-circuit signal with an impassioned reading of a Marxist 
poem-fable, giving a homeless man a voice with a status unavailable to people of his 
station. 

“I started a ‘Paparazzi Series’ because I had a very privileged view from my balcony. 
One day I noticed a guy that used to sit everyday in front of my building to open 
a bottle of liquor. LoCo usually arranges his bags, opens his bottle of liquor and 
goes over dialogues that he doesn’t share with anyone. The dialogue, that from the 
sidewalk sounds like a monologue of vehement babbling, starts to make sense in a 
closed-circuit signal that not only configures the perspective of the image, but also 
intervenes in its discourse. The original function of the device is to deter and detect; 
now it’s used to hunt one of the many frequencies that float through the streets of 
Buenos Aires.” – Azucena Losana

Bio: azulosa.com



2008–2010

TITLE: Zindagi Ke Safar Mein
ARTIST: Brandon Downing (US)
YEAR: 2009
DURATION: 6 min. 42 sec.
CATEGORY: Visual Text

Kishore Kumar’s great song of longing for the stations passed in life becomes a 
backdrop for a host of imagery and footages from such films as Magic (1980), The 
Ziegfeld Follies (1955), I’ll Take Sweden (1965) and the wan Nicolas Cage vehicle 
Knowing (2007). Homophonic (mistranslated) translations, sound remixing and 
editing were done by Brandon Downing. In 1918, when Pierre Reverdy wrote “The 
more the relationship between the two juxtaposed realities is distant and true, the 
stronger the image will be—the greater its emotional power and poetic reality...” 
he couldn’t have anticipated Brandon Downing’s mashups of appropriated B-movie 
clips and foreign language songs, spiced with original, homophonic subtitles of 
the lyrics. Mishearing and misreading were the brainchilds of Harold Bloom who 
defined “poetic misreading” as necessary for the poet who swerves away from his/
her precursor in the form of a “corrective movement.” It’s all in his 1973 book, The 
Anxiety of Influence: A Theory of Poetry.

Downing explains, “There is this slippery work that I was trying to make happen 
between the lines of the music, the homophonic lines, in the grey area of meaning. 
One consistent obsession of mine has always been Indian popular cinema, 
particularly its burst-of-song structure, caricatured genre villains and heroines, and 
its sweeping, diluted, Busby Berkeley-esque camerawork. Using music to weld it 
all together, Zindagi Ke Safar Mein (The Journey of Life) also uses devious tricks of 
mishearing and cross-translation to push the lyric subtitles to whole new regions of 
absurdity. But somehow, the lyrics in this case seem to fit over the welded-together 
footage like a generous, plush overcoat.”

Bio: brandondowning.org



TO FIND A FORM THAT ACCOMMODATES THE MESS, THAT IS THE TASK 
OF THE ARTIST.
        – Samuel Beckett



2010–2014
TITLE: Snow Queen
ARTIST: Natalia Federova/
Machine Libertine
YEAR: 2011
DURATION: 6 min. 28 sec.
CATEGORY: Cin(e)poetry

In this computer-generated work, the text of William Blake’s 1794 poem 'A Poison 
Tree'—a complex metaphor of anger and its consequences—is interpreted in a 
most interesting way. The poem is recited by a mechanical sounding female MacOS 
voice that is juxtaposed with a looped excerpt from an animated feature film and 
an identical, repetitive, hypnotic soundtrack. The result is a new (post-modern) 
interpretation that juxtaposes the narrative against the technique used to deliver the 
“message” of this once-upon-a-time morality tale.

“Our aim is to liberate machines from servitude and give them their own voice.
We need a new universal machine poetic language. It is an algorithm to generate 
digital text, audio and visuals. This universality proves the transitional capability 
of text to be translated from one language to another through this machine’s 
multimedia translation. This mechanism will enable machine language to speak 
itself randomly recombining words images and sounds to produce new media 
poetry.

Our aim is to liberate the machines and trust them to do creative work. 
Human language lost its power and only words generated by machines can make 
sense.

While machines developed with us, they became the true mirror that we hold to 
ourselves. In their mechanic voice they will explain to us who we are.
Our aim is to liberate the machines and give them their own voice.” – Natalia 
Federova, Machine Libertine “Manifesto,” Dec. 1, 2011

Bio: languageartist.me/links/cv



Bio: vimeo.com/mattmullins

2010–2014
TITLE: Our Bodies (A Sinner’s 
Prayer)
ARTIST: Matt Mullins (US)
YEAR: 2012
DURATION: 2 min. 23 sec.
CATEGORY: Performance

Exploiting the very artlessness of mass media by editing this type of material in 
repetitive bursts can produce ironic effects in addition to the percussive rhythm 
sometimes associated with sound poetry. Matt Mullins’ jump-cuts in 'Our Bodies' 
signal to the viewer that the work is self-reflexive, laying bare the technical device 
that “re-invents” the content of the text. Reinventing content is also how videopoetry 
acts upon our definition of what poetry can be.

“One day while surfing YouTube for footage, I came across a sermon by Oral 
Roberts. As I watched, it occurred to me that excepting the references to God, this 
was actually a very humanistic message based not in the abstract, but in our flesh, 
in our bodies. From there it was a matter of ‘carving,’ of using Roberts’ sermon as 
the block from which the poem’s shape could emerge. 

I think Our Bodies is also unique in that the relationship between the visual and 
conceptual aspects of the poem is somewhat literal. In a way you’re watching the 
‘poet’ recite the material, which is almost the antithesis of what contemporary 
videopoetry is typically about (the one thing poetry usually isn’t is extended footage 
of the poet reading/reciting the poem)—but this literalness is subverted by the 
fact that the piece is a species of remix; the speaker of the poem is not really the 
poet, nor is he speaking his original intended message but rather a message of my 
design. My use of split screen and screen within screen was a conscious nod to and 
a furthering of these manipulations.” – Matt Mullins



Bio: orbita.lv

2010–2014

TITLE: Tallinas Street
ARTIST: Arturs Punte (LV)
YEAR: 2012
DURATION: 4 min. 20 sec.
CATEGORY: Sound Text

In a review of the 2021 artist film Catasterism by Matthew Barney and the composer 
Jonathan Bepler, the description reads as follows: The figures communicated and 
reacted to each other through a choreography of movement sequences. Sound 
and movement, sometimes with minimal impulses and reduced gestures, created 
a highly concentrated atmosphere and ensured intensified perception. “Intensified 
perception” is an intentional effect in Arturs Punte’s playbook. There’s only so much 
you can leave to chance. The rest should be play. Modifying the playground for 
'Tallinas Street' is the art group Orbita’s Arturs Punte. The foreground is a split-
screen. 

For me, what excited me most was the idea of simultaneity that was at first being 
played out across the split screen; the connection between the performers could 
have been anything. What repeatedly transpired in the opening two minutes—a 
traffic-report statement launching an incongruent sound from the insides of a 
piano—changes from foreground to the background as a voiceover takes over and 
completes the work with one continuous stream of consciousness describing the 
antics of a local gang I take to be the artists of Tallinas Street. They may as well be 
Orbita, even if it’s a fiction. In retrospect, it’s a story of Orbita presented in a form 
that announces their presence from beginning to end.

“For every videopoem one should invent some rules, why the video appears in the 
combination with this and not other poem, thus excluding those primitive cases, 
when the video is just visualising the physical objects named in a poem, becoming 
an illustration.” – Arturs Punte



2010–2014

TITLE: The hours of darkness
ARTIST: Janet Lees (UK)
YEAR: 2014
DURATION: 2 min. 11 sec.
CATEGORY: Visual Text

‘What images can describe best is best left to the image. Text is for what cannot 
be expressed except by the use of text.” To illustrate this, Janet Lees’ 'Hours of 
Darkness' juxtaposes a “fixed-viewpoint” image of flamingoes in a shed at a wildlife 
park against a “fixed” title under which text-phrases appear and disappear. Note that 
her use of the repeated phrase “may we remind you” cannot simply be expressed by 
an image. Therefore it “belongs” to the text. 

Why flamingoes, you ask? Lees explains, “I found the sight of the flamingos in this 
big gloomy shed electrifying—there was something both prehistoric and post-
apocalyptic about it. I had to film them, to let these seeming Anthropocene prophets 
tell their part of the story.” Strange, you say? The Russian Formalists coined the 
effect ostranenie, to “estrange” and renew poetic language. 

“I knew there was only one poem for this film—'The hours of darkness,' which 
I’d written about a year before, inspired by the anodyne yet always to my ear 
potentially sinister messages contained within in-flight announcements and other 
forms of mass communication. Here, the repeated phrase ‘May we remind you’ 
assumes an increasingly dark, Orwellian tone. I kept the poem’s title on-screen 
throughout and worked with the videographer Glenn Whorrall on the pacing and 
reveal of the ‘May we remind you’ statements—little bullets of darkness shooting 
into the dark water of the footage, building to the final reminder that our lives are 
not our own. Between us we decided on a clear cut from the footage to the titles, 
rather than a dissolve, like a light going off, bang, and to leave the title hanging in 
complete darkness for a couple of seconds.” – Janet Lees

Bio: janetlees.weebly.com



IF YOU POUR IT INTO A PHONE, IT’S GOING TO TAKE THE SHAPE OF THE 
PHONE; IF YOU POUR IT INTO THE SCREEN, IT’S GOING TO TAKE THE SHAPE 
OF THE SCREEN; IF YOU POUR IT INTO A PROJECTION, IT’S GOING TO TAKE 
THE SHAPE OF THE PROJECTION. SO, LIKE WATER, IT JUST KIND OF SEEKS ITS 
LEVEL. VIDEO’S TRUE LEVEL IS TO DISTRIBUTE AND TO FLOW.
         – Cheryl Donegan



2014–2020

TITLE: ow(n)ed
ARTIST: Tom Konyves
YEAR: 2014
DURATION: 5 min. 59 sec.
CATEGORY: Visual Text

What remains to be said of the "owned"? What are they "owed"? 

An ode… This postmodern vision of American human slavery revisits and juxtaposes 
the voices of the known sufferers with the voices of an unrelenting materialist 
culture. Between, on-screen and off-screen, we build towers—only to dismantle 
them.

Sometime last year, my friend and poet Lionel Kearns sent me a cellphone video 
his wife Gerry had recorded of a team of “Castellers” they found while travelling 
in Catalonia, Spain. Two things about the video struck me: surely, I thought, this 
climbing on one another’s shoulders, this building a structure—there is an allegory 
here; and, on a purely visual level, the portrait orientation of a cellphone positioned 
in the centre of the screen would enable two text spaces to appear on either side of 
the image—producing a triptych of image and text. (The camera’s “portrait” mode 
became one of the subjects of the work.) With that in mind, I waited for the text and 
the soundtrack to present themselves. 

By chance I happened to be reading American Slavery: Testimony of a 1000 
Witnesses. I had also come across Melissa Brewer’s channel on YouTube, which is 
where I found Jim Hobbs’ "Drunk on the Blood of the Holy Ones." With the help of my 
son, Alex, we cut the entire video to the rhythm of that piece of music. The “reading” 
is facilitated with images of a seagull at the bottom of the panel. By placing the letter 
“n” in parentheses, the offensive subject—the n word—is highlighted and presented 
at the centre of, "at the heart of" slavery, the "hidden" rationale for racism and, 
ultimately, of being "owned." – Tom Konyves

Bio: independent.academia.edu/TomKonyves



2014–2020

TITLE: O
ARTIST: Alejandro Thornton (ARG)
YEAR: 2014
DURATION: 1 min. 56 sec.
CATEGORY: Visual Text

A fitting introduction to an example of Visual Text in videopoetry is Alejandro 
Thornton’s 2014 silent, minimalist, prototypical “concrete poem,” simply titled O.  
For eighteen seconds, we watch the landscape rush past us, behind the large O. 
From this point forward, the entire frame of the image behind the O begins a slow 
360° rotation, eventually returning to its original state before the screen fades to 
black. This modification should enable us to experience the ambiguous word-image 
relationship—a static O and a moving landscape—in a spatial context and therefore 
interpret O as a shape first, and the effect of rotation as a self-referential meaning 
ascribed to the entire work.

Finally, there is the juxtaposition of text to image. O is a demonstration of a figure-
ground relationship in which the letter/shape O is the figure, and the ground is… 
well, the ground of the image (and the cloud-filled sky, all in motion). In addition, 
the ground not only provides the best context for interpreting the meaning of the 
figure of the text (whose shape it reflects by its rotation) but also demonstrates the 
contrasted functions: that the image is from the world, of the world, predetermined 
and framed just-so or captured by chance from the environment with the function 
of bringing attention to and expanding the meaning of visual text in such a way that 
it completes its inherent incompleteness; as such it functions also as a device of 
closure.

“I never thought of image and O separately when making the video, so I couldn't say 
that there was something incomplete... it was a route image and I imagined what 
the landscape would be like if I were driving along that O.” – Alejandro Thornton

Bio: alethornton.wixsite.com/athornton



2014–2020

TITLE: Taking the Waters
ARTIST: Marc Neys/Swoon (BE)
YEAR: 2014
DURATION: 4 min.
CATEGORY: Sound Text

The image of building an Inukshuk is a significant gesture/find by the artist, creating 
a context against which the text(s) crash again and again. Signifying presences 
whose traces in this work are in the voices, male and female, far off and near, the 
act embraces art-culture, health-culture, and communication-culture references, all 
embodied in one symbolic act. That the act begins the process by placing one stone 
on a rock, then develops the structure until the last stone is placed, is a metaphor 
that accompanies the “story” told by the two voices.

“This video grew out of our shared experiences in Dunbar, Scotland, where Rachel, 
Marc, and I spent a great deal of time together. The ‘scooped and scalloped’ 
hollows in that sandstone wall reminded me more than anything of ears, and it was 
very tempting to introduce that metaphor in the poem for added resonance with 
the bit about sound engineers and recording the sand flies. But the thing about the 
seashore, to me, is that it heals (if it heals) by reminding us of the limits of our own 
schemes and the vastness of everything we don't understand.” – Dave Bonta

“The man in the sea was a very striking and compelling phenomenon. His actions 
appeared so performative but he seemed completely oblivious to his audience-of-
one. The stance, the size of the book, the turning to three directions all seemed to 
have a quality of solemnity or ritual, combined not with vestments but rather the 
ludicrous if practical rolled-up trouser legs … When I rejoined Dave and Marc I told 
them about the sea reader and we riffed on the mystery. The space of not knowing 
is so much larger than certainty.”– Rachel Rawlins

Bio: marcneys.wordpress.com



2014–2020
TITLE: Checking In
ARTIST: Jim Andrews, Adeena 
Karasick (CAN)
YEAR: 2018
DURATION: 22 min. 7 sec.
CATEGORY: Cin(e)poetry

Videopoetry recognizes that poems and stories, voices and plays have all been 
pressuring their respective mediums to expand their borders and yield before-
unapprehended expressions and multiple interpretations of what it means to 
produce that undefinable experience we call art. Sound poetry and vispo (visual 
poetry), language poetry and performance poetry can attest to the gains won in the 
discoveries along the path of experimentation. One of these discoveries is Checking 
In.

“The text of this video poem is the long, 4299-word title poem from Adeena 
Karasick’s 2018 book of poems (Talonbooks, Vancouver) also titled Checking In. 
Adeena gave me the text and about 250 images associated with the poem—given 
that the poem is a fanciful take on the afterlife of social media involving Kafka 
tweeting, McLuhan updating his Facebook status, and other thrilling imaginary 
literary/media events. I then fed Adeena's text and images to Aleph Null, my graphic 
synthesizer that eats folders of images and inputable texts and produces an 
animated stream of text and image in response.” – Jim Andrews

“As a series of ironically charged faux Facebook updates, the poem is a kind of 
jouissey mash-up of pop culture, media theory, midrash, contemporary poetry, 
philosophy, semiotics, and celebrity fetishization, asking the receiver to re-process 
information from different vantage points. Whether it’s King Ubu dining at Nobu, 
Gargantua and Pantagruel listening to They Might Be Giants, Immanuel Kant liking 
No Doubt, or Uber Allis driving for Lyft, throughout the twenty two minutes of our 
Checking In video the viewer is taken on a satiric tour through the shards and 
fragments of literary and post-consumerist culture, through a textural space of ever 
signifying variables.” – Adeena Karasick

Bio: vispo.com



2014–2020
TITLE: Lost
ARTIST: Caroline Reid (AUS)
YEAR: 2018
DURATION: 3 min. 8 sec.
CATEGORY: Performance/
Visual Text/Sound Text

In this category-defying work, the poet-performer steps out in front of her memories 
to break the fourth wall with the help of her prime mover, the ethereal video artist, 
Pamela Boutros. While Caroline Reid paints her self-analysis with large, broad 
strokes, their collaboration puts the lie to the notion that the confessional is no 
subject for poetry. On confessional art, Elizabeth Bishop wrote (to Saul Bellow): 

"In general, I deplore the "confessional"—however, when you wrote (the poem) Life 
Studies perhaps it was a necessary movement, and helped make poetry more real, 
fresh, and immediate. But now—ye gods—anything goes. All that can be done—but 
at the same time surely one should have a feeling that one can trust the writer—not 
to distort, tell lies… present fearful problems: what's true, what isn't, how one can 
bear to witness such suffering, how much has been "made up," and so on."

“'Lost' is a poem that I wrote quite quickly, but only after I’d written many terrible 
poems that didn’t work. I began to wonder if I’d ever write another good poem 
again. Hence ‘I am not a poet’ became my starting point. I let go of certainty and sat 
in that liminal space where so often the real poetry stirs and shifts into life. I began 
to write things that previously I’d shied away from like the regrets of a misspent 
youth and the Lindy Chamberlain story, which haunted me as a child. In that sense, 
it’s one of the first ‘honest’ poems that I wrote. For the videopoem, I wanted to 
include text (to show the poet as scribe) and I improvised the words that appear on 
the canvas. In the edit Pamela kept the imagery moving along, just like the poem, 
while showcasing some of the local hidden spots in the Port (Adelaide). I love the 
collaborative nature of making videopoems with filmmakers. They always bring 
something fresh and exciting to the work.” – Caroline Reid    

Bio: carolinereidwrites.com



2014–2020

TITLE: Plasticpoems
ARTIST: Fiona Tinwei Lam (CAN)
YEAR: 2020
DURATION: 2 min. 28 sec.
CATEGORY: Kinetic Text

When spirals of text spin their homophonic puns into statements of utter irrelevance, 
we must be in the wacky world of Marcel Duchamp and his 1926 film Anemic 
Cinema. The effect of dissonance is based on the “shape” of his argument. For 
example, the shape of a circle could be found to be ineffective for a certain 
argument. In The Hermeneutical Spiral, Grant R. Osborne suggests that “a spiral 
is a better metaphor because it’s not a closed circle but rather an open-ended 
movement from the horizon of the text to the horizon of the reader.” He adds that 
understanding is not complete until one notes the “contextualization of that meaning 
for today” (emphasis mine). An artist can be forgiven for using the Archimedean 
spiral, especially when it’s for a good cause. As the activity of recycling belongs in 
the sphere of an environmental activism that depends on raising awareness about 
plastic pollution, an eco-poet could not do better than reach out to concrete poetry’s 
tendency “to be perceived rather than read” and adopt the spiral motion for this 
Kinetic Text work inciting urgency and the need for change. 

Take Fiona Tinwei Lam’s useful effect of the spiral for example. “Inspired by the 
shaped poetry of George Herbert and the concrete poetry from the 1950s and 1960s 
by poets such as Eugen Gomringer, bpNichol, and others, I employed repetition 
to imitate how plastic is made, consumed, and discarded. Narration seemed 
unnecessary and even distracting. Instead, the normally soothing, lulling sounds 
of trickling and lapping water are juxtaposed with the words to create a sense of 
dissonance between the visual and auditory.” –Fiona Lam

Bio: fionalam.net





"I believe we are witnessing the evolution of a unique form of 
poetry, a form which was barely recognizable fifty years ago, 
a new form of 'visual poetry' which has survived the leap from 
the page to the screen, a form that is so intriguing and new 
that its definition, its features, characteristics, categories, its 
very NAME is being questioned—videopoetry."

- Tom Konyves, Moving Poems Magazine, May 17, 2010
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