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I. INTRODUCTION

Alexander Baumgarten, in Reflections on Poetry [1954 (1735)]. used poetr h

A Y as hig specific
I S . e . . § yPC |
instance to propose a distinction between the faculties of reason ;

aesthetics (Baumgarten 1954, 78). He posits that sense perceptions expe

and sense perception, ¢

rienc '
ed through poetry

are an integral component of the cognitive process. In other words. experience of poet
oetry serves

a5 a means of acquiring knowledge. However, even though poetry (as art) is a cognitive p
E = /€ piece,

the insights it offers are unique since they affect the senses. So, the ideas expressed througl
o 2 ougn

poetry are characterised by a combination of clarity and confusion, instead of clarity d
° Y dan
precision which is found in reason (Munro and Scruton). From this. one may conclude that

<

poetry must be quintessentially aesthetic; and its experience, necessarily, an aestheric

e_rperr'fnft"

If poetry is defined by its aesthetic experience, then what transpires when — and Terry Eagleton
expresses angst in this regard — experience itself fades away? Does the world of “fleeting
perceptions and instantly consumable events, [where] nothing stays still long enough to lay
down those deep memory traces on which genuine experience [my italics] depends™ (Eagleton
17), kill poetry by bringing an end to the aesthetic experience? The answer is both, yes and no:
and in either case. death of poetry is certain. In the first case, one kills poetry by not
experiencing the way it must be experienced, where poetry dies because its “essence™ is not
realised. In the second case, poetry does not die because of the absence of experience. rather it
runs out of existence because it is abandoned altogether following the institutionalisation of its

aesthetic value or its apotheosis (Brooks 686; Epstein 13). In the first case, the art of poetry,

and in the second, the artform of poetry founders into a state of obsolescence.

Seemingly separate, the decline of poetry’s art and artform are correlated. Since poetry places

ahigh value on art, the former is seen incomplete without the latter. And because art is believed

to be inaccessible to the masses — however, that may not be true — more and more individuals

prefer other genres over poetry. Consequently, it is discernible that casily accessible popular
poetry is not furnished with the sincerity of art; and so, it does not afford an aesthetic

experience either. John Dewey’s exposition on the practice of *popular art” betier explains the

situation:

]

. an
Sq extensive and subtly pervasive are the ideas that set art on upon a remote pedestal, that many

a person would be repelled rather than pleased if told that he enjoyed his casual recn:auions.{h
. . . e
least in part, because of their aesthetic quality. The arts which today have mos tvitality for

at



averaee pe s - ake 1o be arts: for instance, the MG
s Person are the things he does not 12 - VIE. Jazzeqd My
COMie et ; ;  mewspaper accounts ol love-nests, murd.

the comic strip trip and. too 1l'|_‘ql!l:“t|_‘- newspaj rdery an X Pl

of bandits (Dewey 6).

- _ ; . absence of the so-called “h;

Hence. if it is possible to attain experience in the abse alled high AN thep -
: - i - aesthetic experience. By concei: |

calls for a re-examination of the definition of aesth / Y Conceiving an 4

. as Experience (1934). Dewey is able 1q bridge the

“consummatory experience” in Ar gap

him. consummation of experience is the raison ¢z
" Clre

Ctween Pl}f'-'i'ff(??‘ and art. _‘\CCU!’ding (o s
hi‘h art is c.\‘pcnenc';d must be t.‘quH”\;' Cﬁngidcr i
C J er

of any art, therefore. the environment in W

along with its content. This facilitates a meticulous sketch of contextualiseq aesthetjc

experience.

Subseguently. the art of poetry too must be re-read by reconstituting the idea of aestheric

experience in order to mitigate the distance Wi
aims to study Instapoetry in this light, since Instapoetry suggests the need to contemporise the

which it is perceived. The present research

conception of aesthetic experience. In turn. the theory of aesthetic experience as propounded

bv John Dewey and Arnold Berleant will help understand art and aesthetic experience iy
Instapoetry.
« Instapoetry

Instapoetry. a portmanteau created from the words “Instagram™ and “poetry™, is poetry in verse
form encountered on Instagram. Instagram is an online photo/video-sharing social networking
application that can be accessed for free using digital devices such as PCs, mobile phones, and
tablets. The Instagram website itself defines the workings of the app, as it states, "People can
upload photos or videos to our service and share them with their followers or with a select
group of friends. They can also view, comment and like [my italics] posts shared by their friends
on Instagram” ("Help Center"). From this, it is apparent how Instagram turns the textual art of
poetry into a visual art (even though it retains text in an image form), as it is posted in the form
of either a picture, a video, or a picture caption. Again, the way poetry is read and received of

Insta thr ] g _ it
gram (through view, comment and like), indicates a shift in the manner of reading on digit!

platforms. Lastly, since POetry is instantly shareable (with friends and followers), the con*
of co i ' its ci - '
rmnity also informs it circulation, Thus, the simple definition of Instapoetry as PO

shared on Insta e i |
. gram™ needs to be questioned and relocated in the context of contempordr g
cultures in new media platforms.



[nstapoetry can also be simplified in another

i . Y = perhaps with a w:

first — as “Instant Poetry.” In thay_ i becomes o PErNaps with a wider
- Clr

like Facebook. Twitter, and Tumply, Presuming
1a

¥ sligrad aCCeptance thap the
2 ahare .
€0 various Social media platf
S alls
1 the p: ) _ illorms
ial media is inherently “instan( * ature of reading experic
social m Y onstant.” [y "XPerience on these

e l- I L -
1C [ e ||”“(l| |”\|“‘|lt.'| “I h] {1"!' Ir
LT elry

pack to Tumblr posts by Rupi Kaur ang Lang 1 cay

. and poetry colle i
(2013) by Nayyirah Waheed. Apart from (hes A

iy “alled sqly
SHOM poems are alen quoted by

Reddit. | lowever, the pri
acter with the p|
is why Instapoetry has become more popularly associate

platforms other than this, such as Pinterest ang o
duction, recepti

gistribution of poetry are mare so in char e
atlorm aesthetjc« of Instagram

m. and
which
d with Instagram

[nstapoetry first made its appearance on the platform approximately in 2012
o ke s

: when Robers
Macias (aka rm. drake) started sharing his work on Instagram (Hannah

and Cailin Loesch
2017). finding no other suitable platform to express his artistic voice. This was rinl-.i:;; -r
Rupi Kaur (in 2012) and Atticus (one of the most popular Instagram poets today). who ha».-:
been sharing their work online since 2014. Soon. such poetry began to trend with an increasing
readership. More and more poets, such as R. H. Sin. Lang Leav, Arch Hades, Nikita Gill. H.-.Hi_c
McNish. and others, came up staging their poetry on the social media platform. With each artist.
using poetry as a medium of expression on the platform, the features of Instapoetry have

widened in range and evolved with time.

Instapoetry, with its unique form, has now been considered one of the styles of contemporary
poetry. It is brief, concrete, and visually engaging. Poetry is usually found in the form of an
image with: 1. Text Image (typewritten); 2. Text with Aesthetic Setting, 3. Text with

Artwork/Photograph, 4. Text with Graphics and Doodles, and 5. Simple Text with Concrete
n, and 7. Video Poetry with Text,

2020). These are

Poetry, 6. Artwork/Photograph Image with Poetry Captio
Music and Narration (developed after the introduction of Instagram Reels in
tics and engagement dynamics of Inst
e result of its location on

agram.
mostly created keeping in mind the visual aesthe

And so, it can be agreed that the features mentioned above are th

{ i AN
se tools carry a particular meaning and purpos

Instagram as it is a social media platform who
for its audience different from other platforms in online and offl ‘
@stvksn plays with the loop feature on the reels and creates short film p e
continuous cycle, Moreover, the common themes of lov love, h:::mny g'f doe
everyday life activities dominate Instapoetry, and serve s e fact 8
shapes itself around the medium of Instagram (as & social

the corpus of Instapoetry has been on a constant rise, these factors als

ine environments. For instance,

oelry that pid}f' in a
e, self-

an indirect €

platform). Apart fro ihe
o contribute towards
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10 ‘ | . .
‘ PUon (hy Instapoetry i« a new subgenre of poetry that has a unique style in =Ontinuity 5
\ - (
Vith the Platform :
s | ‘h
Kathj Berens's observation about Instapoetry that it is the only E-literature that could £y a
stadium in her article "E-Lit’s #1 Hit" marks Instapoetry’s popularity as being "well-liked by
_ e i
SRR ARl . : + this success for another reas
Inan} — [“”I“““h 1983, 236). It is crucial to note thi reason. |

however. Nt only did Instapoetry top the charts of U.S. poctry sies 18450 opencd upie
masses to the activity of poetry reading in general, where an annual g“'“”“‘ of 21 percent in
sales of poetry books was witnessed (Rogers 2019). Of course, this included the sales of
Instapoetry books. but poetry books other than that also underwent a hike in sales. This hae

_ stize stapoetry has re i
brought about a common opinion among bloggers and netizens that Instapoetry has resulted in

the rebirth of poetry as an art form.

Nevertheless, a feeling of ambivalence surrounds the status of Instapoetry as "poetry". On the
one hand. Instapoetry’s vogue is lauded for bringing poetry back to popularity. On the other

hand, it is accused of being banal and shallow, corrupting forms of contemporary poetry
(Hodgkinson 2019). In attracting more readers, it invites its harshest critics, who target it on

the grounds that it lacks the revered arf essential to poetry. Instapoetry’s world is debated as

being alienated from the world of traditional poetry, which discerns the former as quasi-poetic
because it does not offer aesthetic experience.

Traditionalist criticism and aesthetic categories create two worlds in opposition to one another:

one with a limited group of niche readers and artists, and the other with a popular following of
untutored readers and unqualified poets. The first exists in a minority yet is superior, while the
majority of the latter is considered inferior. Critiquing the “taste theories” of modern aesthetics.
Pierre Bourdieu (1984). a French sociologist, argues that "taste is a deeply ideological category

it functions as a marker of ‘class’ (using the term in a double sense to mean both a social
cconomic category and the suggestion of a particular level of quality). For Bourdieu, the
consumption of culture is ‘predisposed, consciously and deliberately or not, to fulfil a social
function of legitimating social difference" (Storey 6). Thus, the existing outlook towards

popular Instapoetry must be reworked by contextualising it in the art tradition and its cultural

context, .

In this regard, Mike Chasar’s timely research on popular poetry, which explains Why

Instapoetry must not be discerned based on its Popularity, deserves a mention. Chasar points



1
| outthat poetry, as a literary form. was never out of the compass of popular culture. He notes

how various media used to popularise some works of poetry for functions other than aesthetic

and literary, such as. product marketing and political propaganda (Chasar 2020, 4). Because
the aesthetics of poetry change with its specific location in media and function. contextualising
poetry in the medium of its dissemination aids in reading poetry as marked not only by its
aesthetics but also by its economic and institutional context (Yu 2019). For instance. hv
’ bringing up the accessibility and resources provided by the platform, it becomes casier to
+ understand the various types and themes of poetry posts on Instagram discussed above.
Witnessing the number of followers of this subgenre of poetry, Instapoetry’s aesthetic

experience cannot be denied. This calls for a redefinition of aesthetic experience as embedded

in its environment.

Therefore. to approach Instapoetry, one must account for both the paradigms converging in its
definition, i.e., Instagram and poetry. The present research insists that poetry as an artform can
best be assessed by a theory that derives from surveying contemporary art. Accordingly, the
researcher finds Arnold Berleant’s theory of Aesthetics of Engagement, influenced by John
Dewey’s theory of Aesthetic Experience to be apt for studying the aesthetic experience of
Instapoetry. Further, suggested within these theories, the environment (or the aesthetic field) of

Instapoetry — Instagram — will be analysed for a fuller picture through the lens of new media

theories.
II. REVIEW OF LITERATURE

The review of literature comprises works on Instapoetry and digital poetry. Academic research

as well as non-academic work found in books, theses, research papers, articles, and blogs that

fall under the broad but limited literature available on the subject have been referred to. Thus
lar, commentaries, criticism, and research have focused on the popular as well as digital aspects
f Instapoetry, of which the most significant work can be found in the following books:
nstapoetry: Digital Image Texts (2023) by Niels Penke, Digital Poetry (2021) by Jeneen Naji,
*oetry Unbound (2020) by Mike Chasar, and Poetry s Afierlife (2010) by Kevin Stein.

heses such as Instapoetry: The Influence of Instagram and the Online Community on the
haping of a New Literary Subgenre (2020) by Frederique Smit, The Future of Poetry in the
digital Era: Instapoetry and Remediation (2019) by James Morgan Rue, The Queen and the
aureate: Social Media Poets and the Creation of Minor Literatures (201 8) by Hannah Taylor,
nd The Importance of The Poetry Book in The Digital Age: How Far Digital Technology Has



» iy And The Status Of The Poetry Book (2017 by pie:..
Influenced Contemporary Poetry And The Sic ‘ ) by | hilipy Monis
majorly draw on the effects of social media on the poetry reading cultures,

spe el ac '"(' ave 1o i ‘ . e )
While critical articles and research papers such as "Courage to be Dislike' Strategiec ang
2019) by Muhammad Adek and Dad; Satria and v
) a ;
C

Approach of Insta-Poetry in Digital Era™ (
. y oo  Rebececa Walts pitch "for”™ and "a TANS" [rre,
Cult of the Noble Amatcur" (2018) by Re g I"“"D'*ttr\.

respectively, papers like Kathi Berens's "[E-Literature’s H-I IIiI‘: Is Instagram Poctry E.
literature?" (2019) and Jencen Naji’s "The Posthuman Poetics of Instagram I'nctl,},-. {Z’.mg]
celebrate the newness of the subgenre. "Selfie-Help: The Multimodal Appeal of Instagrap
Poetry" (2019) by Lili Paquet, "Poetry's Beyoncé': On Rupi Kaur and the Commadifying
Effects of Instapoetics” (2019) by Alyson Miller, and "Amateur Creativity: (.'nnlcmpnrar}.

Literature and the Digital Publishing Scene" (2017) by Aarthi Vadde discuss the impact of

distributive channels of Instagram as a medium of poetry.

e Research Gap

When the discussions on Instapoetry originate by comparing either its formalistic features or
its content, the verdict of its quality pans out by labelling it as either "good" or "bad". “fi¢" o
“unfit” as poetry. Some of these arguments also centre around the popular status of Instapoetry,
which leads to assessing its value for the sake of culture. This results in an impasse where one
must decide what kind of change such poetry is bringing to the culture, ultimately directing the
opinions into binary categories of "high" and "low". Such an approach bypasses the
consideration of the audience’s agency and role in choosing to read a particular piece of art or
literature on an online platform like Instagram. These commentaries also overlook the

relationship between audience’s aesthetic experience and their agentic participation. Here.

since reading is governed by the engagement logic of the platform, the grounds of experience
are radically diverse from the traditional mode of experience. This makes a direct comparison
between the two inaccurate. S0, a broader outlook has to be adopted based on the purpose of
poetry on the platform — an outlook that allows for not one but many possibilities to appreciate

Instapoetry.
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[I1. AIMS AND OBJECTIVES

The following aims have been set down, keeping in mind the research gap identified in the

previous section:

i. To contextualise the practice of reading Instapoetry amidst the debates around value

judgments on the art of poetry.

5 To assess the available aesthetic frameworks for studying contemporary artforms in new

media and adopt an appropriate framework to study Instapoetry.

iiii. To understand the ways in which social media platforms, especially Instagram, work and to

discern the affordances of the platform.

iv. To acknowledge the ingredients introduced by the participatory culture of Instagram and

study their effect on the overall experience of poetry on the new media platform.
ocial media environment.

v. To understand the roles of reader, poet, and poem in an online s

thetic experience and demonstrate

vi. To derive from aesthetic theories, the various stages of aes :
rate, but the experience

that Instapoetry may not yield an experience that is descriptively elabo

cannot be misconceived as being nonreflective, shallow, and insignificant
ance of Instapoetty:

municate the signific .
(online

The central objective of the present study is to com
ay we cxpﬂfiﬂﬂce art

"m0t for the sake of culture but to determine a major shift in the W
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altuned t the eXIsting state of arl

The main re .
N Fesearc 10ns that the study concerns itself with to reach enable Stance on

: T N s § = o ) 7
1. What “an “(re)-reading POetry™ mean in the particular case of Instapoetry

iIL Cap fnstapoﬂl‘\' CXperience be enhanced by aptly working with its aesthetic parameru,‘

Without implicaling 4 stipulated formal structure to it?

ii. What happens to Instapoetry when it is read in print: and all the same. What happen. o
s s > i 3 o

onginally printed poetry when it is shared on Instagram

iv. What effect does Instapoetry have on conventional poetry that exists in print form?

V.RESEARCH METHODOLOGY

To be able to answer these question, the current study employs a mixed methods approach,

using multiple methods to produce reliable results. In order to provide a more thorough grasp

ve been applied. Under the mixeq

then converge in the overall analysis of the eXperience. Again, these are embedded Within

theoretical frameworks that guide the study - Aesthetics and New Media Studies. On the one

indispensable, a5 art on social medija undergoes some fundamental shifis that can only be
recorded accurately if the platform specificities are taken into consideration. Quantitative data
analysis is undertakep following Dona J Treiman (2018), while qualitative data is analysed

ased on the various approaches to analys;s suggested by Alan Bryman and Robert Burgess's
(2002).
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thesis turns to John Dewey’s foundational work in the field Pt thssyshe
: fie

(!I F . =g ] 1 o1 4
f aesthetics that was influenced

) his pragmatism. Prag : . )
HYRE BEERE Pragmatism is a school of Philosophy that is “4 |
h ased on the prin
ciple that

usefulness. workability. : S e 5
the use orkability, and practicality of ideas, policies anid pe :
- 5y @ oposals are the o

: € criteria of

their merit. It stresses the priority of action over doctrine. of experien
¥ ? Enee over fixed e
: principles,
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their verification” (Rosenthal and Thayer 2017). Thus. Dewey’s pragmatist appre
aesthetics in Art as Experience (1934) makes discrimination and hicrarcéwc :::l::c:] “']wurd-;
consumption of traditional poetry and Instapoetry questionable. He argues tt;m "(heZcr::i:gme
- al Work
of art is what the product does with and in experience” (Dewey 1), and aesthetic ctperier:me
s c

must be examined in its contextual environment — the aesthetic field

The composition of this aesthetic field is discussed in further detail by Arnold Berleant (1994}
as he understands aesthetic experience as an “engagement” with art which necessitates the
consideration of the components of the aesthetic field — material resources. technology. socio-
cultural factors, psychological factors, artist, audience, performer. and art. The digital aspect of
the concerned aesthetic field of Instagram, is explored using some new media theories like
remediation, convergence culture, participatory culture. These theories suggest that, the shift
from print to digital not only changes the work of art but also the entities involved in creating
and experiencing the work. However, to closely examine these shifting roles of artist, audience,

and art. this research is also supported by the analysis of qualitative and quantitative data.

before making any final conclusions based on the said theories.

Quantitative data consists of information related to themes and types of poetry posts from 1135
poetry profiles (all “Public”) on Instagram; engagement received on these posts in terms of
likes and comments are also taken into account, where “type of poetry profile™. "post type”.

and “themes” are independent variables and nature of engagement is the dependent variable.

These variables are partly derived from researcher’s personal experience of poetry on the

platform and partly from the available literature (mentioned in ROL) on the subject. The data
is collected on the basis of naturalistic observation method, relying on Instantaneous sampling

within a targeted timespan of two years (June 2021 to June 2023). The selection of 115 samples

is done on the basis of cluster sampling method, where the samples are randomly selected
through probability sampling and are repicked according to the number of followers on the

profile (so that only popular profiles do not crowd up the sample, making the analysis

10
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Qualitative data js collected through semi-structured interviews conducted througp, emai|

Since the researcher required a detajjed and introspective response from the intemieWeeS

been chosen for the task. As mentioned above, 1,

asynchronous mode of interview has
ithin the results of quantitative data. The questiong

interviews are not influenced or embedded w
independent and are based on the researcher’s €Xperience 45 ,

formed for the interview are
reader of Instapoetry. A total of thirty-six participants are selected, among which twenty nine
and seven are poets on Instagram Sample

are readers of Instapoetry and digital literature

the criteria of availabi lity; while the decision on the selectjop of

selection of readers is done on

is based on the types of profiles and number of followers, where seven POEts represent

each type of profile (personal, strictly artistic, curative,
following (from 500 followers to 50k). The age range of the interviewees is between 18§ 30,

ests that persons between this age range form
through different types of coding (open,

apture (on individual level) the manner in

the highest number of

as statistical data sugg
Instagram users. Further, the data is processed
thematic, and analytic). The results that closely ¢
which Instapoetry s engaged with are then merged with

comprehensively presented to attain a coherent picture of aesthetic experience of Instapoetry.

These are the main methods that are employed in the study. However, besides this, close

reading is also used for 2 formalistic analysis of sele



for the study, so th
3 € over
erall analysis is not hi
1ased 1
wards

t-prS-
a si '1.“ aj I
_1” I :v l!l. 0e f
{ ro Li‘._,

Thc On]V ]i“'lilaliﬂn 3
2 OI - n 1 2
lh"' qua tllﬂll'\-"e dtl an 1
11a ana },.‘;ig; ig ths
= ‘“ lh > n
eE g

the number of "likes" and "co
et s i agement
€ number of fol|
wer

ratio (which counts
1 3

s) only caleyl

of engagement receiv <
ed on each post on the pr fi |
profile. It is so probl e

| sts receive eque :
all po ive equal attention from th _ ematic f
e audience Or IWo reasons: | N
. « b, O

ar d 2 |
« Since the
hi., num e l“}t. f““'! NErS 1
1 5 l] r WErs dnd

_ manipulated
skewed or different on some profiles. C » the engagement ratio 1
s. Comments, too, nowad may be highly
4 ays can be -
generated by f

likes on Instagram is not stable and can b
n oe

profiles using bot software. Furth
. e . 5
rmore. the reading and engagement b ke
ent behaviour of
ol an online

audience cannot always be i :
3 redic et
p ted in one direction. It can be record d
corded only u
p 1o a certain
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i g the poets and readers be
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£ y standing:

however, quantifying aesthetic experi i
s experience J i i
p in poetry is a challenging task. especially

considering that the researcher has only employed a limited number of aesthetic frameworks

to evaluate Instapoetry. Therefore, the exercise may possess inherent constraints

VIL. CHAPTER DIVISION AND SUMMARY

ers excluding an introduction and a conclusion.

The thesis is divided into four core chapt

Following is a short summary of each section:

¢ Introduction
aces the origins

tapoetry- It then tr
ews on

troduces the term Ins
andpoints and Vi

sses the various st
in Instapoetry 18
eview of the \iterature.

p follows ther
ology 10 be adopted for the

The introductory section of the thesis in
n Instagram. It discu
f literature, where

of Instapoetry and its history ©
seenasd st}'lt‘--

the subject, which also structures the review 0
ing the research ga

asubgenre, and popular poetry. Identify
search method

which is then followed by a discussion on the 1€

research.

e Chapter 1

12
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alc aesthetje framework for studying

art on Instagram. The discourse mean
ern aesthetic philosophy:.
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ies of modern aesthetics and postmod
EXperience by John Dewey,

in his book Art and Engagemem (199

St suitable for the investigation of Instapoetry as an artfory,
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hetic medium and thf: difference between them. In the
same section, the researcher establishes

field as discussed by John Dewey and A
second

a connection betw

Prerequisites of platform attributes to und
social media) ang eventually

the analysis of art in new

€rstand new media platforms (with a special focus on
¢ field of Instagram. The broad theories
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e Chapter 4
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qualitative data (from 115 Instagram poctry profiles) and quantitative d
alive data (comprising

interview response of twenty-nine readers and seven poets) with the theoretical
. - theoretical frames. the

Instagram and how that changes the definition of poetry itself. Thus, the main objective of thi

research is achieved through the fourth chapter, which is also the final subrnissiclm towards 1;;
central thesis: any poetry on Instagram, may it be that which is specifically CDn‘\:pDScd and
designed for the platform or that which is originally printed but posted on the platform. is

Instapoetry.

e Conclusion

In the conclusion, it becomes clear how Instapoetry is experienced the way it is because it
appears so on the platform and that there are no radical differences between the experience of
traditional poetry that appears on the platform and Instapoetry posted by the popular poets. The
concluding section suggests the ways in which the experience of art on Instagram. especially
poetry, can be improved and how artforms can be worked with the affordances of the platform
to evince as much enhanced engagement as possible for refined experiences. Finally, it also
takes up some critical questions on the nature of participatory culture and democratic

involvement of Instapoetry readers vis-a-vis the accusations on the consequences of declining

reading culture.
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