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Elizabeth Bradfield is the author 
of five poetry collections. Her 
work has appeared in The New 

Yorker, Poetry, The Atlantic Monthly. 

A former Stegner Fellow, she 
teaches creative writing at Brandeis 
University. 

Alexandra Teague is the author 
of  three books of  poetry as well 
as a novel. She is also co-editor of 
the anthology Bullets into Bells: Poets 

and Citizens Respond to Gun Violence. 
Recipient of  the California Book 
Award, she is a professor at 
University of  Idaho.

Miller Oberman is the author of 
The Unstill Ones, poems and transla-
tions. He has received a Ruth Lilly 
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at The New School.

An anthology that celebrates the power and 
synergy of  poetry and art in public spaces, Broad-

sided Press: Fifteen Years of  Poetic and Artistic Collabora-

tion will inspire writers, artists, and all who seek 
ways to bring poetry and art to their communities.

Featuring work by Jericho Brown, Douglas 
Culhane, Jill Osier, Danez Smith, Joan Naviyuk 
Kane, Millian Gian Pham, Ilya Kaminsky, and 
more. Fifty broadsides, fifty conversations about 
the nature of  collaboration, and inspiring photos 
of  words and art posted on streets and byways 
around the globe. 

The diversity of  voices, images, and locations in 
this unique anthology showcases the reach of  
Broadsided Press—from Jane Hirshfield’s 
“Critique of  Pure Reason” taped up on a Florida 
boardwalk, to artist Amy Meissner posting her 

collaboration on a signpost in Alaska’s bear country, to Camille Dungy and Caleb Brown 
discussing how visual art can magnify aspects of  a poem. 

Founded in 2005 with the mission of  “putting literature and art on the streets,” Broadsided 
Press releases one original collaboration of  poetry and art (a broadside) each month along-
side interviews and images of  the broadsides posted “in the wild.” These broadsides are free 
for anyone to download, print, and post. All communities—no matter their resources, 
population, educational level, or politics—benefit from poetry and art in their daily lives.
This large format art book celebrates the groundbreaking work of  Broadsided and will inspire 
poets, artists, co-consiprators, and all who seek new ways to bring art to their communities.

Broadsided Press: Fifteen Years of Poetic and Artistic Collaboration, 2005–2020

Praise for the book
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POET MICHELLE MONCAYO is a 
Dominican/Ecuadorian poet. She 
received a 2020 Fellowship from 
the New Jersey State Council on 
the Arts, SPACE at Ryder Farm, 
and Vermont Studio Center. 

ARTIST MEGHAN KEANE is a 
painter and printmaker. She is a 
visiting alumni artist at Brooklyn 
College art department printshop.
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Artist Meghan Keane 
with her broadside in 

Brooklyn.

Poet Michelle 
Moncayo and her 
broadside on a 
sunny day in the 
park.

Note: This broadside came from our annual “Switcheroo,” in 
which we post art by a Broadsided artist and ask writers to re-
spond in words, then publishing the most interesting and dy-
namic combination of words and art.

What surprises you about Michelle’s writing in conver-
sation with your art? Did “Como Una Vela” refract any 
element of the art that made you see the piece di!erently?

ARTIST MEGHAN KEANE: I was not anticipating a poem 
in Spanish! And I am so pleasantly surprised, for it truly 
captures the complexity of the painting: the painting 
holds the potential of expressing or implying the sitter’s 
identity but also maintains their privacy and mystery. I 
love how “Como Una Vela” invites in the ancestors, the 
family, all the tías . . . and the way the poet has explicitly 
named hair as a site of ritual. 

This painting has long been a favorite of mine, but 
teasing out (hair pun, sorry) the ways this colorful piece 
isn’t just a compelling abstract composition of shapes 
and colors but has the capacity to function as a portal to 
communal memory and ties between humans is an ele-
ment of the work I now see. I appreciate how the poet—
wave-like, flame flicker-like—undulatingly connects the 
words to the image (yellow-blue, blue nights, rolling hair 
over barrel) which grounds us in the picture while taking 
us on a dreamy journey between where the painting was 
made (Brooklyn) and the Caribbean, the diaspora.

The Spanish is surprising on a few levels: I have a per-
sonal connection to speaking and thinking in Spanish 
because of living with a host family in Ecuador as a stu-
dent. Ecuador is where I decided to end my studies in 
architecture and pursue painting. My Ecua-familia (our 
name for our relationship) and I have maintained very 
close ties over numerous return trips—father’s days, a 
wedding, exhibition openings in Quito, visits to each oth-
ers’ homes—over almost twenty years. They will share in 
my appreciation of this broadside very much, I think, for 
all the layers of meaning embedded in this poem.

This poem was chosen in response to Meghan Keane’s 
painting, “Rollers”—can you talk about the experience of 
finding words that were in conversation with the image? 
What leapt out first from the art? A particular image? A 
mood? A line?

POET MICHELLE MONCAYO: “Rollers” was striking in that it 

instantly took me through a tour of several very specific, 
very vivid places in my life—from the island of Domini-
can Republic, to Brooklyn, to Newark. The bold purples, 
pinks, and blues of the hair rollers, combined with the 
curving movement of the shapes, created a powerful, 
layered narrative. Through these, Meghan was able to 
bring up narrative, memory, and movement (especially 
as it comes to diaspora) in me as I was creating my poem.

The image of the rollers in hair—not taken out, but 
in the process—reminded me of my great aunts, aunts, 
and other women in my community who would take 
part in the ritual of doing their hair. There were usually 
hours set aside and dedicated to hair, but there was also 
the bonding, gossiping, and advice-giving in kitchens, 
living rooms, and salons. There were usually kids running 
around, the loud punctuation of laughter, and a mix of 
Spanish and English. It was a mix of working immigrant 
mothers and single moms.

The wave-like movement of the rollers in Meghan’s 
painting reminded me of the wave-like rolling of wom-
en’s wrists to roll up the rollers then roll them out. This 
is layered with the movement of ocean waves, partic-
ularly since the Dominican Republic is an island. For 
me, this singular moment in “Rollers” represented many 
moments in diaspora—a conversation that spans time, 
space, and language. In a way, the hair and rollers are a 
vessel for that.

I also really loved how bright and contrasting the yel-
low is, especially alongside the blue. It reminded me of 
candles (going back to ritual) and ocean.

Read any good books lately?

MICHELLE: Songs of Brujeria by Amanda Galvan Huynh. 
It’s such beautifully made poetry—the kind I wish I had 
growing up.
MEGHAN: I read Russian literature in the winter and re-
cently enjoyed Petropolis by Anya Ulinich. It’s rare to laugh 
out loud, so I applaud her masterful handling of misery 
and humor. 

Describe your dream “Vectorization”—where, in your 
wildest dreams, would you most like to see this broadside 
posted in the world?

MEGHAN: In New York and other parts of the world where 
a fluidly bilingual audience will know this broadside is 
for them.
MICHELLE: I would love to see this in bodegas, laundro-
mats, beauty salons—the places I know where the women 
in rollers in my life gather—so they can see themselves 
elevated into the art they are.

Q & A
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poet CAMILLE DUNGY  
is the author of three books of 
poetry, most recently Smith Blue, 
and the editor of the anthology 
Black Nature. She teaches at 
Colorado State University. 

artist CALEB BROWN  
loves to be outside and painting. 
He also loves science and 
libraries and dialing back the 
irony. In his future, Caleb sees 
lots of fun and cartooning.
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What did you think an artist would pick up on from your 
poem? 

POET CAMILLE DUNGY: I probably assumed there would 
be some flame in the image. Possibly a girl. Perhaps a 
magnifying glass or a beetle.

What inspires you in this poem?

ARTIST CALEB BROWN: The poem very quickly triggered 
memories of being an “untended” boy, burning words 
into logs with a magnifying glass pilfered from my class-
room’s science area. I wanted to work on this one as soon 
as I read it, because (selfishly) I wanted to visit those 
memories again.

Also, the natural science attracted me. It was an excuse 
to hike into the local woods and do some drawing of brush 
and trees, then to drive into the city with one of my sons 
and draw bugs in a museum. Those events—apart from 
the success or failure of the drawing—were magical. 

Did the visual artist refract any element of the poem that 
made you see the poem di!erently?

CAMILLE: The artist seemed to focus on the boy, and, 
also, the hillside. These didn’t make the poem seem 
di!erent so much as they magnified di!erent aspects 
than I would have expected.

When you began this piece, was it color, shape, or some 
other aspect that you followed? Did that change?

CALEB: Initially I planned to have an image of a “girl” 
be the focus, as a protagonist. But what kind of girl? A 
scornful girl or an innocent girl? A generic girl? For a 
while the artwork featured a pair of disembodied fem-
inized eyes, but I could never get them to work.

Besides the objects I saw in the poem, I also wanted 
to engage with the unsettled words. There’s something 
playful about the “flames” of desire, the sparks struck 
from hard flint. A suggestion of danger too, as though, if 
the fire caught, it could get out of control and burn for 
a long time. 

What surprised you about this collaborative piece?

CAMILLE: I love the way the hillside grows out of the boy’s 
back. It’s true that I think of us as children who grow out 
of the land, but this imagination has that reversed. The 
land grows out of the child. I love, too, the use of color. 
The orange and red that are reminiscent of colder fire, 

and how these colors are part of the body of the boy, 
part of the background as well. Anything could erupt 
at any moment.
CALEB: I always visualized the poem underneath the 
artwork, but, having looked hard at the final layout, I 
realize it’s exactly right to position the poem first. The 
play of the words o! the picture reinforces the physical 
elements of both—especially where the second stanza 
seems to point right at the “brush” on the hill. Possibly 
poke it, provoke it. 

Have you ever written work that has been inspired by 
visual art?” 

CAMILLE: I write ekphrastic poetry fairly regularly. There 
is something exciting and challenging (and also hum-
bling and enlightening) about translating one person’s 
imagination into another language. You can’t simply 
describe what you see in the work of art. A good ek-
phrastic poem has to re-invent and re-imagine. 

If the collaboration were a piece of music, what would  
it be?

CAMILLE: Something by György Ligeti.
CALEB: I’m hearing sound e!ects or something environ-
mental. What about crackly static or cicadas?

Read any good books lately?

CAMILLE: Moby-Duck: the True Story of 28,800 Bath Toys Lost at 
Sea and the Beachcombers, Oceanographers, Environmentalists, 
and Fools, Including the Author, Who Went in Search of Them by 
Donovan Hohn. Also, Seasonal Works with Letters on Fire by 
Brenda Hillman and Island of Bones by Joy Castro.
CALEB: I just finished listening to A Short History of Nearly 
Everything by Bill Bryson, which took more than a year 
(it’s a big book). It’s definitely for people who like shal-
low and broad, but it’s amusing and quirky and kept 
my interest. 

Seen any good art lately? 

CAMILLE: I’m pretty intrigued by the work of two 
young(ish) mixed media artists: Krista Franklin and 
Joseph A. W. Quintela. Also the photographs of Thom-
as Sayers Ellis. All of these artists seem to fundamen-
tally understand the power (and necessity) of true 
collaboration.
CALEB: My family recently went to the DeCordova Muse-
um outside of Boston where we became mesmerized by 
Humming by Jaume Plensa. There’s so much going on in 
a very simple package, presented with no a!ect. It was 
easily our favorite, unanimously, from the forty-some-
things and twelve-year-olds.

A passerby 
examines the 
new signage.

Poet Camille 
Dungy’s daughter 
considers the 
broadside.

Q & A
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POET ILYA KAMINSKY was born 
in Odessa, former USSR. He now 
lives in California. He is the author 
of Dancing in Odessa.

ARTIST ELIZABETH TERHUNE is 
a painter. She works in oil and 
watercolor and makes drawings in 
ink and pencil.
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“In Our Time” next to 
a public art project on 

Chicago’s lakefront. 
The piece, titled Ten 

Thousand Ripples, can 
be found in several 

places across the city. 

No better way to 
greet someone than 
a broadside on the 
door. 

What did you think an artist would pick up on from your 
poem?

POET ILYA KAMINSKY: My response is: gratitude. I think 
she did a marvelous job.

What inspires you in this poem? 

ARTIST ELIZABETH TERHUNE: I liked the head being banged 
on the ground—it immediately made sense to me—and 
then the hard and furious laughter. The poem is full of 
quick turns like this. They’re interesting. 

I also like the focus on the mouth. Laughter, pepper 
vodka, lip reading, a feather on the tongue. It seems a 
rich, odd physicality. If you imagine a feather on your 
tongue, it is like how you are taught to sound out words 
when learning to read. The pepper vodka. A scrutiny of 
the mouth and throat.

Ultimately arriving at the grace of thankfulness, I think 
the poem tilts into balance through honesty. Laughter 
is both a dilution of despair and a poverty. The poem 
chooses navigation over stasis. The move is towards get-
ting deeper.

What surprised you about this collaborative piece? 

ILYA: I learned to look for more Spring at the end of Feb-
ruary, I think.
ELIZABETH: I was surprised by what I didn’t do. When this 
poem was sent out to the Broadsided artists, I made my-
self wait a few days to give someone else the opportunity 
to do the art. It was a di!cult wait, and at last I jumped. Of 
course, then I thought, “Oh no, now what?” Then, within 
eight days of reading the poem I did the drawing. It took 
six more months to think about it.

I opted to let the drawing be less perfect in its match of 
the poem—which is a real departure for me. The feather 
on the tongue became a plant. The deafness/fire from 
the unlit match became the churning growth of flowers 
and an ink splatter. I tried to match the feelings, the in-
wardness, the quiet a!rmation.

Have you ever written work that has been inspired by 
visual art?” 

ILYA: Yes, Mr. Marc Chagall and Mr. Rembrandt have been 
whispering. I try to listen. One always feels gratitude to be 
in the presence of their greater spirits. Light and darkness 
in Rembrandt are our own. And, all that flying in Chagall, 
well, one can’t fly. But one wants Chagall to teach us.

Did the visual artist refract any element of the poem that 
made you see the poem di!erently? 

ILYA: There was, I think, more jubilation. Which is only a 
good thing. Something for me to learn.

When you begin a piece of visual work (or, if that’s too 
broad, when you began this piece), is it color, shape, or 
some other aspect that you follow? 

ELIZABETH: The image of a head seemed very strong, and 
heads had entered my work a few months prior to my 
working on this poem. The poem o"ers a variety—the 
despairing head, beaten against the earth, the head toss-
ing back vodka, the toasting head, the laughing head, two 
heads lip reading, the head with a feather on its tongue—
and my impulse from the start was to capture something 
of the mystery of this poem in an image.

Describe the collaboration in one word.

ELIZABETH: I couldn’t do that. The only thought I have 
is to ask this: what is the term for the small feathers that 
are the equivalent to the guard hairs of an animal’s coat?
ILYA: Spring.

Read any good books lately? 

ELIZABETH: I’ve basically not stopped talking about read-
ing the biography of Emily Dickinson, The Life of Emily 
Dickinson by Richard B. Sewall. An 800-page gem. Working 
on “In Our Time” inspired me to purchase and read Mr. 
Kaminsky’s book, Dancing in Odessa. A truly wonderful 
book, many times through.
ILYA: Anna Swir, Talking to My Body.

Seen any good art lately? 

ELIZABETH: Morandi. Van Gogh. Mary Heilmann. Eliza-
beth Peyton. I could go on—this is New York City.
ILYA: A lot of good new artists at Vermont Studio Center. 
Really, quite wonderful.

Anything else? 

ELIZABETH: It occurred and occurs to me that I’ve mis-
read the poem. Initially I thought there was one person, 
then I thought there are two people, and that it was a 
love poem, and then I thought, no, it’s only one person 
with their thoughts. I read the “we” as the narrator being 
with his shadow or reflection. The argument that ends is 
with God. This is a strange way to feel, but there you are.

Q & A
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TEACHING RESOURCES & LESSON PLANS

This anthology is an exciting addition for writing, art, and literature class-
rooms of  all ages and is priced to offer access to educators and students.  

Consider the broadsides as examples of  how writing might respond to art, 
how art can respond to writing, or graphic design. Observe how writers and 
artists talk about their own creative process–and about the work of  others 
(plus get great recommendations for reading and art).  Challenge yourself  
and your class to enliven your community by going out on a “Vectorizing” 
adventure.

At Broadsided (www.broadsidedpress.org), teachers have shared lesson plans 
in a continually evolving “Teach” section, which holds valuable resources for 
classes in universities, prisons, K-12 schools, community workshops, and 
more.  

In the Q&A we publish each month, artists and writers engage with ques-
tions such as:

• How does a person understand their own art or writing after it has 
been made public…. what new insights emerge? 
• As an artist, what draws you to this poem?
• Did the visual artist’s response make you think about your poem 
differently?
• If  this broadside were a piece of  music/weather, what would it be?
• Where would you most like to see this broadside posted in the world?
• Read any good books/seen any good art lately?

Would you like a visit?  Editors, writers, and artists would love to visit via 
Zoom in person and talk with students.  Contact broadsided@gmail.com.

15% educator’s discount available.  Contact info@provincetownarts.org

toward ART-ACTIVISM

Choose broadsides to print and post in your 
communities.  Discuss with your 
students/peers:

  •  Where will they go?
  •  Who will they reach?
  •  Who might love (or not) them?
  •  How can placement/broadside comment 
on one another?

for ARTISTS/ART TEACHERS

  •  In a few cases, there are two broadsides 
for the same poem.  What do you notiice 
about the two different broadsides 
  •  Why might responding to literature be an 
inspiring part of  your artistic practice?

for WRITERS/WRITING TEACHERS

  •  Choose two broadsides. Decide what the 
art adds to the poem and the poem adds to 
the art in each case. Now, switch the pairings.
  •  Several broadsides in the anthology come 
from our annual Translation feature, and 
offer a poem in two languages, side by side. Is 
language, in these cases, a visual or a literary 
art? 

More specific discussion questions, 
lesson plans, and prompts:

 www.broadsidedpress.org/lesson-plans/


