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Abstract 
This thesis examines the processes of meaning-making by writers and readers from a cognitive poetic perspective. It does this by comparing cognitive poetic methodology with naturalistic data gathered from poets and writers by means of questionnaires and commentaries. Six poets provide data about their working practices and intentions, while two provide further commentaries, on four each of their poems. Finally, 21 readers respond to these poems and their feedback is compared with the poets’ declarations of intended meaning and effect. The central aims of the thesis are to provide empirical evidence of the practices both of working poets and ordinary readers when creating and interpreting poetry – in this case autobiographical lyrical poetry on the topic of loss and grief - and to examine the evidence of the impact of authorial intention and reader experiences both on the creation of these works and on their interpretation.  
As a result of the analysis of this data, this thesis proposes that the current paucity within cognitive poetic criticism of reference to writers’ intentions and to the empirically evidenced responses of ‘real’ readers to poetic texts, whether deliberate or by omission, diminishes the capacity of these critical approaches fully to theorise how meaning is created, communicated and interpreted.  In particular this thesis suggests that the importance of authorial intention, including the need more fully to conceptualise this in analyses of poets’ work, is currently under-acknowledged, and that this omission weakens cognitive poetic practice in this area. 
This research aims mainly to be a contribution to the fields of cognitive poetics and stylistics. It approaches this theoretically through drawing attention to the role of the author in the creating of meaning and effect for examining how meaning and effect are created, analytically through the discussion of the research poems and methodologically through the utilisation of data from poets and readers to inform the conclusions. This is a study of work from, and responses to, a very specific genre of poetry, and the conclusions invite a range of areas for further study.   
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Chapter 1 – Introduction 
This thesis is intended as an original contribution to the fields of Stylistics and in particular Cognitive Poetics. Its primary purpose is to gather and discuss data that pertains to the role of authorial intention in literary meaning making. This empirical data includes a questionnaire (Appendix 1) which investigates six current working poets’ processes, and communicative intentions in general, when they write poetry, analysed in Chapter 7. The empirical data also includes commentaries on four specific poems by two of those poets, myself and Michel Faber. The textual focus of the thesis is autobiographical lyric poetry that deals with the deaths of our respective spouses and the period of grieving which followed. In the commentaries we discuss the contexts and motivations for writing, our communicative intentions and the techniques we used to achieve these (Appendices 3, 4.1, 4.2). The final source of empirical data focuses on readers’ interpretations of the same poems, collected via a questionnaire (Appendix 2), analysed in Chapters 8 and 9. These contributors and texts shall be referred to hereafter as the ‘research poets’, ‘research poems’ and ‘research readers’. Through my analysis of this data I show how the intentions of the writers and the responses of the readers are closely aligned, evidencing the extent to which authorial intent appears to have an impact on reader response.  
In this chapter, I offer a preliminary discussion of the role of empirical data and authorial intention in stylistics and cognitive poetics to date. I also set out the research questions which this thesis addresses and provide an overview of the thesis structure. 
1.1 The author and empirical data in stylistics and cognitive poetics 
In his book Cognitive Poetics, Stockwell notes that the focus of attention in literary criticism has shifted around the triangle of ‘author-text-reader’ at different points in history. He argues that: ‘cognitive poetics can be overlaid onto this scheme, in the sense that it is not restricted to one or other of the points’ (2002: 5). He claims that cognitive poetics: 
offers a means of discussing interpretation whether it is an authorly version of the world or a readerly account, and how those interpretations are made manifest in textuality (2002: 5) 
 
Thus, Stockwell claims that cognitive poetics is uniquely positioned as a discipline that can incorporate discussion of authors, texts and readers. In practice, however, this has is not often been the case. Guy, Conklin and Sanchez Davis point out, for instance: ‘a tendency by literary stylisticians to overlook the role of the author in the generation of literary meaning’ (2018: 196), although there is some evidence of this changing in more recent research. 
Of course there are many disciplines within literary studies more broadly, such as genre theory, several historical and context-based disciplines, feminist and race-related studies, creative writing departments and others where the role of the writer is fully acknowledged and indeed is often the main focus of study. In addition, ordinary readers are often deeply interested in the identities and lives of authors, as evidenced by a plethora of internet book clubs and sites where individual books and their writers are discussed. However there remains in some areas of literary criticism, particularly in America but also in Europe, an enduring reluctance, sometimes more by habit than intent, to consider the role and significance of writers’ intentions in the making of meaning. Indeed there has historically been a powerful anti-intentionalist movement, challenging both the availability and indeed the relevance of authors’ intentions, which I shall discuss more fully in Chapter 4. Instead, the focus of literary criticism has most often fallen on either or both of literary texts and their readers as the core repositories of meaning and meaning-making. This is, to an extent, also the case within cognitive poetics, despite some recent work to amend this. It is this perceived shortage of such data in cognitive poetic research which I wish to respond to with this thesis. This perceived gap will be more fully discussed in Chapter 4. However, as stated above, there is evidence of a move to address this in some recent studies. Giovanelli, in his study of Sassoon’s poetry, explicitly references his intention to develop the account of how ‘Cognitive Grammar can support a detailed analysis of authorial creativity’ (2019: 85), with detailed analysis of Sassoon’s contexts, intent and techniques in his poetry. Following a close analysis of the poem ‘In the ward ii’, using also Sassoon’s diary entries as context, he concludes ‘it is thus possible to attribute some kind of intentionality…through the licensing of contextual factors that may be read as influential’ (2019: 93). Meanwhile, Furlong, in her analysis of adaptations of Pride and Prejudice, is explicit in referencing authorial intention, firstly in her chapter title ‘Stylistic choices as communicative acts’, and later in her discussion of how ‘an adaptor’s stylistic choices are not merely aesthetic decisions: rather they carry out a crucial communicative function’ (2020: 45). Furlong’s acceptance of authorial intention in reworkings of existing texts is sustained by other researchers through the remaining chapters in the book Narrative Retellings (2020). For example Scott, in his chapter discussing the genre of retelling, claims that restorying ‘aims to capture narrative interventions from the perspective of the writer and creative practice’ (2020: 24), While Toolan, discussing short-story retellings, remarks that these create ‘an intense writer-reader encounter’ (2020: 63). Finally Bray, considering modern retellings of Austen plots, comments how many ‘Janeites’ are  unwilling to ‘countenance any ….updating of their beloved’s originals’ (2020: 77), and, in analysing some of these, quotes Craig’s judgement (2013) that such attempts simply serve to remind us ‘how much Austen’s genius lies in her style and elegance of mind’ something confirmed by online reviews (Bray, 2020: 79). There is real evidence here of the forefronting of authorial intention and craft in recent stylistics research.
However further work in this area remains to be done and it is my hope that this thesis can contribute both to discussions of authorial intention and to readers’ responses to these. In his introductory remarks setting out the main tenets and approaches of cognitive poetics, Stockwell focuses closely on readers when he comments that ‘literature literally does not exist until it is read. So literature is not an object in isolation but is an object that necessarily involves an activating consciousness’ (2019: 2). This reflects approaches from reader response theory (Ingarden 1973a, 1973b; see also Rosenblatt, 1978; Fish, 1979; Steen, 1991; Iser, 2000; Davis and Womack, 2002; Therman, 2008; Brooks and Browne 2012; Whiteley and Canning, 2017; Willis, 2018). These, and other similar conceptions of literature, have tended to encourage, perhaps inadvertently, an inclination to focus the discipline’s critical attention largely on the experiences of the reader and the qualities of the text. Yet Stockwell’s words above about the need for ‘an activating consciousness’ to be engaged before literature exists – and his reference to the importance of the ‘three nodes’ of ‘author-text-reader’ within the act of reading (2002: 5) – suggest that cognitive poetic analysis should apply equally powerfully to the act of writing. As shown in my later analysis of real writers’ comments about the creative processes they employ (Chapter 7), writers are exhaustive readers and re-readers of their own work especially, perhaps, when writing poetry, as they revise, recraft and amend their poems. Indeed Toolan (2014: 17) points out that the fact that texts are actively crafted by an author is a key assumption underpinning stylistic disciplines. In addition, there can, I hope, be no dispute that such activities are equally the result of ‘an activating consciousness’, thus meeting Stockwell’s requirement for the creation of meaning.  Similarly, when Stockwell comments further:  
when I ask what the poem means I am really asking what the poem does, which is another way of asking what it is being used for. Meaning is what literature does. Meaning is usage and effect (2019: 5)  
 
it does not seem unreasonable to consider what the writer as well as the reader may be using the poem for, and why and how those ‘effects’ were created, as well as to theorise that these writerly activities are an important part of meaning creation. These are issues I will discuss more fully in Chapters 3 and 4 as well as in my data analyses chapters. 
The focus on the reader in cognitive poetic study has led to the increased use of empirical methods aimed at illuminating the activities and reactions of readers. Like reader response criticism before it, cognitive poetics has also received criticism for claiming to be interested in readers but making largely hypothetical claims about them (Peplow and Carter, 2014; Whiteley and Canning, 2017). For instance, Miall (2005) remarks that literary interpretation within cognitive poetics: 
often isn’t really about the reader as a real entity, just as earlier reader response theories only made suppositions about the processes thought to be engaged in by readers (2005: 133).  
 
As a result of this kind of critique, cognitive poetic researchers have begun collecting data from ‘real’ readers in order to substantiate their claims. As Willis, discussing reader-response research, notes: 
it is important […] to distinguish between claims about the implied reader of a text, which can be supported or challenged by evidence from the text, and claims about real readers, which can only be supported or challenged by evidence from or about those real readers (2018: 84) 
 
Cognitive poeticists use a range of methods to obtain reader response data, including experimental tasks, questionnaires, focus groups and the study of online reviews (see Whiteley and Canning, 2017). Summarising these developments in stylistics, Gavins claims that: 
more recently a greater leaning in stylistics can be identified as developing towards what Swann and Allington (2009) call ‘naturalistic studies’, with a focus on contextualised reading practices and on examining readers’ behaviours in their usual environment, engaged in habitual reading behaviour and interacting with unmanipulated texts (2014: 199, authors’ inverted commas) 
 
As far as can be achieved in a research environment this focus is what I wish to achieve, using Gavins’ description above as what I mean henceforth when I refer to ‘real’ readers and their behaviours. 
Thus, although there has been an increase in the study of real reader responses and discernible authorial intention in cognitive poetics, the direct experiences and responses of both ‘real’ writers and readers prove still to be under-represented (Guy, Conklin and Sanchez-Davies, 2018; Swann and Allington, 2009; Gavins, 2014; Whiteley and Canning, 2017). This thesis examines all three of the ‘author-text-reader’ nodes by means of gathering empirical data from all three sources – writers, texts and readers. As explained, I do this firstly by inviting six poets to provide accounts of their processes, secondly by asking two of these to produce commentaries for selected poems, and finally by inviting 21 readers to read and respond, separately and individually, to the same poems. In addition, I present a range of personal data gathered from these readers about their experiences of poetry, their wider life experiences, including of bereavement, and their prior knowledge of the poets themselves. Finally, I compare these reader responses, both with those of the other readers in the sample, with whom they have had no communication, and with the commentaries by the writers, which they have not seen. By so doing, I further investigate and develop existing understanding about the processes by which meaning is created, communicated and interpreted in poetic texts. In particular I show how these readers respond consistently in ways which correspond with the writers’ stated intentions, beyond, I claim, the commonality of response which might be anticipated from individuals sharing a common linguistic and cultural background. My approach differs from existing research into the discussion-based negotiation of meaning, for example using reading groups, such as that by Whiteley, (2011) and Whiteley and Peplow, (2021). The readers in my study completed their readings of the poems and their questionnaire responses individually, with all materials being posted or provided by email to print off, and thus, as far as possible, simulating a natural reading environment, albeit one initiated by an external source. I am interested in how individuals arrive at unmediated interpretations – something which more closely represents how most of us read new texts, rather than the negotiated discussion of meaning in social interactions. It is to prevent such mediation that my readers produced their interpretations entirely separately, thus making any similarities of response more powerful. 
My work also differs from existing research in stylistics and cognitive poetics as I collect data from writers as well as readers and use this data to represent an authorial perspective on the texts under study. Although, clearly, most literary critics and cognitive poeticists have extensive writing experience, through the production of academic articles and books, what they may not always have is direct experience of producing creative personal writing, particularly poetry, despite its often being the focus of their criticism. It seems odd, therefore that critics assume, and indeed depend upon, their own work and that of other critics being seen as wilfully produced and representing their intended meaning, yet do not always approach literary texts with the same assumptions. In her introduction to The Bloomsbury Companion to Stylistics (2018), Sotirova traces the history of the development of stylistics, from its early roots in Russian Formalism and Czech Structuralism. During this detailed account there is considerable discussion of the central importance to these developing theories of both the language and structure of texts, including the explanation that: 
Literature is precisely that use of language that makes form palpable, that forces us to focus on the verbal texture and structure of the literary work as much as on the meanings expressed through its language. (Sotirova, 2018: 6) 

However there is no direct reference here or throughout most of this summary to the creators of such texts, although this is briefly implied in her later comment:

the artistic technique is what defines the narrative text, and this technique is located in the transposition of basic story events (Sotirova, 2018, 11, my italics)

Although even here the focus is still on the technique itself rather than the technician.

Of course, extensive interviews, live and reported, are conducted with literary authors, and many take part in live readings and question sessions with their readers, at which some may themselves refute the suggestion that they are the creators of meaning. However these often take place as part of publicity for recent publications, and are required by publishers, who may have a significant role in defining the information given, or indeed withheld, resulting in responses which may be slanted or, at the very least, different in focus from the questions asked of my writers in this research project. Michel Faber, one of my research poets, also comments during his responses to the poet questionnaire, that there can be a perception amongst poets that it is somehow more ‘noble and authentic’ to present their intentions as ‘irrelevant or inaccessible’ (See Chapter 7), implying that these poets do so because they feel it is expected of them. There is some initial evidence of this also in other poet questionnaire responses, only for these early comments to be contradicted in responses to later, less direct, questions (see Chapter 7). 
The present paucity of focused research into what literary writers believe they are doing in their work may also partly be because of a critical tendency, within cognitive poetics at least, to choose poetry texts for analysis from the accepted literary canon, whose writers are often dead (Simpson, 1997; Stockwell, 2002; Carter and Stockwell, 2008). Stockwell (2002) justifies his choice of texts taken mainly from the literary canon on the grounds that their value is accepted, while Guy, Conklin and Sanchez-Davies (2018: 201) suggest such choices help avoid arguments about what constitutes ‘literariness’ – not because that has been answered exactly but because these texts’ very presence in the canon seems to presume their agreed literariness and worthiness, removing that potentially disrupting or disputable element from the research. However one might argue that this also means that these texts are extremely familiar, especially to university literature students and to the critics themselves, who are often the main source of research data and critical analyses. This may mean these texts are hard to come to with fresh eyes, especially if the reader has been trained to approach texts within a particular critical framework.  
For example, in Stockwell’s book on cognitive poetics, each chapter discusses a particular feature of literary works which he suggests impacts reader response, for example ‘conceptual metaphor’, ‘cognitive grammar’, ‘cognitive deixis’, and so on. He then provides exemplar analyses of those features and their effects within specific texts. Later in the book he concludes with an insistence that ‘the worst thing you could do…would be to treat these (exemplars of the methodological toolkit of cognitive poetics) as mechanical devices through which to press literary texts’ (Stockwell, 2002: 166). However his own examples, and the end-of chapter exercises provided in the book, largely encourage that response, inviting students to search for those aspects in further texts, either provided or of their own choice. For students for whom this is their first encounter with such a detailed and exemplified literary methodology with which to approach texts, it seems likely that they will tend to adopt this approach in the absence of other alternatives.  In contrast, what I hope to evidence in this thesis is how real readers unfamiliar with particular critical theories approach texts and derive meaning.  
Returning to the topic of textual choices, Stockwell also makes the important point that if the discipline itself is to have value, it must be ‘able to be addressed to more than just literary texts that seem amenable to it’ (2002: 10). It is my hope that by choosing writers and texts from less mainstream sources, as well as readers from a wider range in terms of recent academic training, and with no academic pressure to respond in particular ways, I may be able to collect responses less affected by taught techniques and existing critical views.  This is important since responses sought from readers who have already been taught to approach texts in certain ways may not be representative of how ‘untrained’ readers interpret meaning. While my research respondents have a higher-than-average number of English graduates in their number, most graduated 40 or more years ago and thus are less likely to be cognisant of and affected by current literary theory.  In addition, the existence in the thesis sample of graduates of subjects other than English, and indeed non-graduates of any subject, acts as a balance and point of comparison.  
Thus the primary aim of this thesis is not to examine how cognitive poetics can effectively and usefully be applied to texts, something already widely evidenced in critical writing (Semino and Culpeper, 2002; Gavins and Steen, 2003; Stockwell and Carter, 2008; Dancygier, 2006, 2011; Harrison and Stockwell, 2014; Gavins and Lahey, 2016; Giovanelli, 2017; Stockwell, 2002, 2008, 2019; Whiteley, 2016, 2020) and not disputed here. Rather it is to examine the extent to which cognitive poetic methodology relates to the actual reading and writing processes evidenced in my data, in particular when ‘real readers’ – by which I mean a range of people with varying degrees of prior knowledge of academic theories, and of poetry in general – respond to non-canonical texts in a naturalistic situation outside of an academic context. In addition, I aim to turn a spotlight onto that member of the triumvirate of ‘nodes’ most often omitted from recent critical discussion and research within the field of cognitive poetics – the writer, an absence identified by researchers in the field (Gavins, 2014; Whiteley and Canning, 2017; Guy, Conklin and Sanchez-Davies, 2018). Stockwell himself, despite his claim that writers and their contributions can be well catered for within cognitive poetics, admits that there remains considerable reluctance amongst critics to discuss author intention and declares in the first edition of his book that ‘the argument against second-guessing writers’ intentions has always seemed sensible to me’ (2002: 55). Interestingly, by the second edition of the book in 2019, he concedes ‘researchers in cognitive poetics have increasingly felt able to address issues of authorial intention and creativity without resorting to telepathy’ (2019: 67). Cognitive poetics is, as he comments himself, a very young field, which is continuously developing, as this change suggests. Encouragingly his comment from 2019 suggests an emerging acceptance that texts may indeed provide enough evidence for readers to make informed judgements about, rather than ‘second-guessing’, the writer’s intentions, something for which this thesis seeks to provide empirical evidence. 
As discussed above, to do this, I examine, through analysis of the data from poets and readers regarding the same poems, whether or not this change of heart of Stockwell’s is indeed demonstrated to be well-justified, by investigating the extent to which the stated intentions of the writers of these poems are mirrored, or otherwise, by the responses of the readers. If, as my data shows, readers fairly consistently respond to texts and interpret meaning in ways which closely match writers’ stated intentions and, further, if they show evidence of deliberately and accurately conceptualising those writers’ intentions – and, yet further, their experiences and emotions – then it would seem that the importance of conceptualising writers’ intentions is not only justified but is also here being evidenced in action. Indeed, as Stockwell implies, I would further suggest that showing that interpretations and intentions do consistently correspond justifies claiming that the ‘second-guessing’ initially referred to in his earlier work in cognitive poetics is in fact not a guess but, rather, a logical deductive process. As such it is mirrored in most other forms of dialogue, here by a reader assuming a rational communicative intention on the behalf of a writer and seeking to use the textual cues provided to interpret it. As with most communication, there is usually no need to ‘second-guess’. The text, spoken or written, contains the clues which the speaker or writer has placed there intentionally. Of course it is the nature of all communication, and possibly poetry in particular, given its complexity and frequent use of figurative and unusual language and imagery, that readers/listeners may not always be sure they have correctly divined the speaker’s/writer’s intention. However I suggest that the overall process of communication closely resembles that of conversation. While readers cannot usually check the accuracy of their interpretation with the writer in the way they could with someone addressing them in person, I would posit that this does not alter the relevance and impact of the writer’s intention nor the importance of the reader’s conceptualising of such an intention to communicate meaning. These ideas are also central to theories within pragmatics (Austin, 2018, first published 1955; Levinson, 1983; Grundy, 2019) and I discuss this further in Sections 3.1, 4.2 and 4.3.
To avoid the potential issues I have identified above which may arise when using over-familiar texts, as well as the impossibility of gathering data about the intentions of their often long-dead writers, I provide data from interviews with current working poets, respected and published but working, as yet, outside the literary canon, about their processes and intentions. Thus, rather than ‘guessing’ writers’ intentions, I provide empirical evidence about these by asking them directly about their practices and intentions in creating their texts. While acknowledging that there are complications in deciding the weight and ontological status we can give to such statements by writers, given Faber’s comment above about possible motivations, the fact remains that, within the discipline of cognitive poetics, little such direct questioning has been undertaken, either of writers or of readers, and this seems an unfortunate omission (Gavins, 2014; Whiteley and Canning, 2017; Guy, Conklin and Sanchez-Davies, 2018).  
Obviously, of course, if my data from real readers were to show that writers’ intentions are often misinterpreted by my readers, or even are unknown to or disavowed by the writers themselves, Stockwell’s original belief that ‘the argument against second-guessing writers’ intentions has always seemed sensible to me’ (2002: 55), still shared by some (see Chapter 4), would be shown to have some merit. However that is not what the data to follow indicates.  Finally, although not the central focus of this research, I examine whether other factors such as readers’ life experiences, prior knowledge of poetry reading and writing, and of biographical details about these specific poets, influence their responses to the poems. By so doing I take up the challenge of Guy, Conklin and Sanchez-Davies (2018), who identify the need for such further research into the relevance or otherwise of biographical and educational knowledge which readers may be applying when making meaning from texts.  
1.2 Research Questions 
The research questions which form the focus of this thesis arise from my interest in the role of the author and authorial intention in literary meaning-making. They are designed to consider both writerly and readerly perspectives on authorial intention. The final question also examines the impact, if any, of features of specific readers (such as their individual life experiences) in the act of meaning-making: 
· do ‘real’ writers express specific intentions for their work, including

considering the impact of their texts on conceptualised readers. If so, do they

identify specific techniques which promote these? 
· do ‘real’ readers show evidence of conceptualising authorial intentions, and,

 if so, do they identify specific aspects of texts which they believe evidence

 these and contribute to their interpretation of meaning?  
· are readers’ responses to poems, and in particular their interpretations/

       constructions of meaning, affected by their individual life experiences and/or

 their prior knowledge of the writers? 
 
 1.3 Thesis Structure 
The thesis consists of ten chapters. This chapter has introduced the main focus of the work, explaining the nature of and rationale for the data to be presented and analysed and the research discipline within which it is situated, as well as giving an indication of the general findings to follow and the research questions to be answered. The subsequent chapters will develop my argument as follows: 
Chapter 2: Personal context and rationale 
Partly in view of the somewhat unusual use of my own work as some of the poetry to be responded to by readers, and also to set the thesis in a wider personal context, given the very intimate nature of that poetry, this chapter provides background information about the motivations for this research in terms of my own academic, poetic and critical development. 
Chapter 3: The theoretical basis for this thesis 
This introduces the discipline of stylistics, including some brief historical background and discussion of its role in recent literary criticism. It also introduces cognitive poetics, the methodologies of which will inform my poetry analysis, and identifies a range of key features which figure in this methodology.  
Chapter 4: Theories of authorial intention 
This deals with the contribution of critical theories to the vexed question of authorial intention, briefly tracing the changing attitudes within literary criticism to the roles of writer, reader and text in the creation, communication and interpretation of meaning, and provides a critical background against which this thesis presents its arguments.  Definitions of the terms ‘meaning’ and ‘intention’ are offered, while a range of theories within intentionalism and anti-intentionalism are explored.        
Chapter 5: Lyric poetry 
This provides a summary of theories concerning features of lyrical poetry – the genre within which the chosen poems most comfortably sit – and discusses the implications for this in terms of techniques used, reader expectation and the impact of both of these on interpretation and response.   
Chapter 6: Methodology 
This chapter provides the rationale for the methods employed in my three phases of data collection, including the choice of poems used, the recruitment of contributors, the design of the questionnaires and the analytical approach employed to interrogate the three Datasets:  
· Dataset 1: poet questionnaires.  
· Dataset 2: poet commentaries and reader responses – Wallis poems  
· Dataset 3: poet commentaries and reader responses – Faber poems. 
Chapter 7: Dataset 1 – poet questionnaire  
This chapter provides the data from the six working poets and a thematic analysis of the conclusions to be drawn from this about writers’ intentions, practices and views about their own and their audience’s role in meaning-making.  
Chapter 8: Dataset 2 – reader responses to and poet commentaries for the poems of Jill Wallis  
This chapter compares reader responses to my two poems, Tides and Grand Canyon, (2005) with relevant extracts from my commentaries, the latter of which give contexts for their creation, and discusses techniques used and effects intended, using cognitive poetic methodology. Correspondences both between the responses of readers themselves and between readers and poet are identified and implications discussed. 
Chapter 9: Dataset 3 – reader responses to and poet commentaries for the poems of Michel Faber  
This provides analysis of the parallel poet commentaries about and reader responses to two poems by Michel Faber, Lebensraum and Nipples (2016). 
In addition, Section 9.3 identifies any links across all the poems, relating to wider aspects such as readers’ educational background, prior engagement with poetry, experiences of bereavement, prior knowledge of the poets, etc., on their responses to the poems.  
Chapter 10: Conclusion: summary of findings, areas for further development and recommendations 
This final chapter provides responses to the research questions identified in Section 1.2. It summarises key findings as well as identifying any flaws or limitations in the data and analysis presented here. Areas for future research are identified, arising either from these limitations or from the data presented. A final summary is provided of the overall findings of the thesis and, arising from these, recommendations made for the field of cognitive poetics. 
Chapter Two – A Personal Context 
2.0 Introduction 
Given the very personal nature of parts of this thesis, in particular the use of poems written by me during the most harrowing events of my life, it seems appropriate to open with some autobiographical details which I believe have had a strong impact on the development of my own views on literary criticism and the creation of meaning. In Appendix 5 I have provided brief biographical details about the other research poets and so this current chapter includes equivalent information about me as a contributor. Narrowing down the focus of my doctoral research has been a gradual process. The beliefs and experiences which have led me to this point, and which inform my studies, are many, and, unsurprisingly, the theories I put forward here have developed and changed over that time, as a result of both external factors and my own life experiences. Below, I discuss my experiences teaching English, writing poetry and engaging in postgraduate study and relate them to the focus of this research. 
2.1 Teaching English 
As well as my own private reading, and previous literary study at school and University, I have been a teacher of English in the UK, either at secondary school or university level, for my whole career, and a significant part of this has involved ‘teaching’, and assessing responses to, texts. Although I found the restrictions and exclusivity of examination syllabuses slightly puzzling when myself a pupil, the books we studied were generally of interest and I embraced most of them. More recently, study texts, for school pupils at least, have shrunk in number and range, as consecutive Education Secretaries have imposed upon the curriculum their own views about what Literature study or indeed Literature itself should be, what features within it are of value, and how these should be taught, studied and examined (eg. AQA Examination Board: Specifications for English Literature A-Level 2022, online). 
But even in my day as a pupil, I looked to the teacher to tell me what to notice and admire in a text, and in particular how and what to write about it in examinations. Sadly, particularly in recent years, texts are rarely studied in schools other than with a view to being examined in some way, even if not for a formal award. However, looking back now, and considering my own experience as a student, which I would have done better to remember as a teacher, I recall that as I reached my mid teens I began to challenge this top-down view of what books were for and about. I argued with a much-loved English teacher over the book A Catcher in the Rye (Salinger, 1951), which I loved, but which my teacher rejected as second rate. It was the first time I came to understand that there was no one way to judge a book, that teachers might not know everything, and that there might be valid differences both of opinion, taste and criteria for valuing. In other words that I might be justified in admiring a book which someone else condemned. For reasons I better understand now as an adult, the book spoke to me in a way it simply did not – possibly could not – to him. The importance of the reader, and the context within which reading took place, was becoming clearer to me, as was my awareness of the potential importance of forming a relationship of sorts with the narrator, and, perhaps, the writer. At the time I do not recall giving the author much thought, though I did immediately seek out other books by him, but I was certainly struck by the authenticity of what he was describing, especially, later, of his depiction of a nervous breakdown in Franny and Zooey (1961), which sadly presaged my own in years to come. I also recognised the importance of that perceived authenticity to me as a reader. 
I assumed that when I went on to study English for my first degree, things would be different. As adults we would surely be encouraged to form our own opinions. It was therefore a great blow to me to find that mostly my lecturers still made clear what we were expected to find and admire in the more recent (i.e. less than 200 years old) poetry we studied and what we were required to write about in our essays if we hoped to get good grades. Scotland, where I grew up, had the civilised system that required all undergraduates to study a Philosophy course (Logic and Metaphysics or Moral Philosophy) in at least one of the first two years of a four-year Master’s degree. I studied both and in those found subjects where, provided I could back up my arguments with evidence and examples, I was allowed to suggest that even respected philosophers might have got it slightly wrong, or that more recent findings, especially in the field of psychology and cognition, might have changed the parameters. I later switched degree courses and graduated in joint Philosophy. I still loved books and reading, but I hadn’t enjoyed being told how to choose, study and interpret texts. Zadie Smith, in Changing My Mind (2009) discusses how her view of literature also changed over time. At university she became a keen proponent of Barthes’ argument that ‘the author is dead’ (first published 1967), for reasons which sound very similar to mine when I discovered Salinger – it allows the reader free rein over interpretation and licenses them to find validation for their own ideologies rather than worshipping at the throne of the writer-gods. However later, following her developing career as a writer, she comments: 
the assumption that what a reader wants is unfettered freedom, rather than limited, directed, play, or that one should automatically feel nostalgia for a bygone age of collective, anonymous authorship – none of this feels at all obvious to me. The house rules of a novel, the laying down of the author’s peculiar terms – all of this is what interests me (Smith, 2009:15)
 
I suspect that if Barthes’ theory had been made known to me during my two years of English degree study, I would have espoused it too, longing as I was to claim the role of meaning-making for myself as reader and not concede it to the author (or even less the academic). Ironically, of course, I was myself producing extensive writing at that time, albeit university essays, and longing for my ideas to be recognised and rewarded – indeed I felt infuriated if tutors misinterpreted them. However, at that stage I did not see myself in the role of author, or consider that essays and creative writing are both produced with potential readers in mind. I made that connection only later. 
 Some years after this I became an English teacher. For the next twenty years I introduced young people to a wide range of literature, occasionally just for enjoyment but, sadly, in latter years, almost exclusively as preparation for a final examination. These texts were selected from a very short, prescribed list, often not well suited to the students and certainly never of their own choice. As I later came to understand, I not only based my teacher’s guidance about these texts on what I knew examiners would be most likely to focus their questions on, but on my own responses to the texts. These, of course, had been formed over many readings of these same books and poems, much research into their authors, many past examination papers and my own wider reading experience, and thus probably bore little resemblance to the first-time readings which my students were experiencing. As Giovanelli and Mason comment, following their research on presenting texts to secondary pupils: 
we champion the importance of what we term authentic reading in the classroom. By this we mean a reading that is born out of an individual’s own process of unmediated interpretation. That is, for a student to engage in authentic reading, they must have space to interpret the text, to experience it for themselves. If interpretation is imposed on a student, the resultant reading is likely not to be authentic, but manufactured (2015: 43) 
 
Often the contradictory approach taken by me meant trying to induce students to interpret aspects of early sections of the text, not from the limited knowledge the author had chosen to provide up to that point in the book, but based on what I, from my benefit of hindsight of the full text, and indeed often the much wider oeuvre and background of the author, knew was significant. I prevented students from responding in their own time, dependent on their current knowledge of the book and according to their own interpretations, based on what the author had chosen to reveal.  
For many, I believe that these were texts they would not otherwise have read at all, and without guidance they would probably have taken very little from most of them, and thus the experience still had some value, provided it did not result in their rejection of literature completely as clearly not for them. Nevertheless for some I am sure I repeated the same kidnapping of the texts and interpretations which my own teachers had committed during my studies. Luckily, I also taught A-level English Language, which provided much more scope for both the students and me to bring a wide range of texts into the classroom, and it was during these lessons that my awareness grew of the dialogic nature of so many written texts – as discussed by Bakhtin, who comments ‘form and content in discourse are one, once we understand that verbal discourse is a social phenomenon…from sound image to the furthest reaches of abstract meaning’ (1975: 259). 
 In my A-level English classroom these texts included advertisements, recipes, instructions, transcriptions of radio sports commentaries, etc., and my awareness of the range of writers’ intentions and techniques began to crystallise, as well as my understanding of the centrality of specific genres of language in developing particular sub-divisions of style and register for different contexts. The course also allowed students to bring in texts and genres with which they were much more familiar than I was. Their wider and varied interpretations and the contextual details they often supplied, which were outside my experience, consequently heightened my awareness of the implications of these factors in terms of our responses and interpretations. They were the experts here, not me. This then fed back into my responses to literary texts also. 
Subsequently I became a Senior Lecturer in English, managing and lecturing on a part time degree course for Teaching Assistants who required the qualification to become teachers. Here I had much greater freedom to choose texts to interest my adult students and we mainly focused on texts for young children as that was their area of experience and intended future work. Here again were texts where the language was often more important than ‘the story’, and styles which opened an apparent dialogue with the reader, or supported an adult reader in doing so, predominated, from ‘Once upon a time…’ onwards. The process of teaching adults also meant dealing with people who had had much longer themselves to develop their tastes and views, and, of course, experience in delivering these texts to readers, and who were prepared to argue their case if they saw texts differently from the way I had presented them. They were also, sadly, being informed and affected by the frequently changing syllabus and testing requirements they saw being applied in their schools, which again were becoming much more prescriptive even for the youngest children. Being challenged and disagreed with was interesting and important for me as a teacher and as a reader, as well, I hope, as for them as students and future teachers. It was also an opportunity to introduce the notion of authorial voice and style, as many of the children they taught – and indeed the teaching assistants themselves – had developed preferences for particular authors, and we were able to identify the individual techniques and quirks of some of these. 
2.2 Writing poetry 
All of this naturally affected my views on how, why and by whom meaning is created. But one other experience probably made the greatest difference of all. During this time, in a very minor way, I was also a writer. I had always written poetry, often humorous, rhyming lyrics to fit existing music, to be performed at end of term events, or else individualised poems to mark key moments in others’ lives – colleagues leaving the school, marriages, birthdays, etc. However I also wrote privately about the more serious, often distressing, events in my life. I had had a baby at university, and when forced to suspend my studies and potential future academic advancement straight after graduation in order to care for first one then two small children, I suffered a breakdown which affected my health for many years.  Somehow writing poetry offered a private way to capture these events and emotions most powerfully, as well as providing some sort of catharsis, since often these poems examined experiences I did not feel able to discuss with others. Many years later something happened which made writing not just important, but utterly vital to my well-being. My husband developed a brain tumour and, after a short, distressing illness, died at the age of 48. In the months following his death, when I was both reliving the horrors of his final illness and struggling with bereavement, kindly-intentioned friends gave me anthologies of poems expected to be of comfort, with dreadful names such as Do not Stand by My Grave and Weep (Frye, 1996). These poems, like the ones so often chosen to be read at funerals – indeed I chose one myself for my husband’s – are intended to diminish or at least distance the grief, to provide positive, often sentimentalised thoughts of the loved one, gone but not forgotten, and prepare one for the vital task of ‘moving on’ (I discuss this further in Chapters 8 and 9). They made me furious. They seemed to want to rush me past the pain and loneliness, the anger and grief, and appeared to deny the validity and appropriateness of what I was feeling. Society wanted to me to move on now, please, leaving my husband behind, and I wasn’t ready. In despair, and worried about a possible further breakdown, I began to write poems, each detailing a memory, event or emotion which tormented me, describing events I had never discussed with anyone during my husband’s illness, from the weeks and days leading up to and including his death, and the aftermath as I struggled to adjust to the new reality of my life. As Michel Faber – the other poet whose work this thesis examines – describes, during his similar period of writing, it was a question of getting down onto the page ‘distillations of feelings’ which were threatening to overwhelm us.  
I showed a few of the poems to friends and family, who responded warmly but also, importantly, said that I had captured their feelings too, and that it felt helpful to see these being expressed in words they had not been able to find, and acknowledging feelings they had not been sure others felt. In the end, seeing that there was a potential audience for the work, and perhaps some benefit to others in reading them, I decided to try to have them published, in anticipation of which I revised them intensively with a wider audience in mind. Given the response of these early readers, and my own feelings about the inappropriateness of the grief poetry available at the time, it seemed important to speak aloud the reality of this all-too-common human experience and give a voice to those who suffer in silence, trying to fit into the ‘closure’ culture being imposed upon them by society, something I now see evidenced in my more recent work as a listening volunteer for a local Hospice. The collection won a small literary competition and as a result was published, under the title Dialogue for One (2005). It was a significant moment for me, not just as a successful creative achievement, or memorial of my husband, though those mattered greatly, but in terms of what I now felt and understood about poetry, and writing in general, both in terms of what writers may intend and how their texts may have impact on readers. Having worked and reworked poems, constantly tweaking the language, the layout, the line endings and stanza divisions, the individual choice of words, seeking just the right image to convey my intentions, especially about events of such excoriating significance in my life, and having performed them to an audience and witnessed their response, I have become sceptical about critical approaches to literature which downgrade or even seek to efface the role of the author in meaning-making. 
And so, just as Zadie Smith claims happened to her (2009: 55) as she developed her rather more illustrious career as a writer, I have changed my mind. Like her I can no longer dismiss the author’s role as irrelevant or/because of being unknowable. The act of writing for an audience, crafting work intentionally while considering its impact on others, makes a writer very aware of the role they have in communicating meaning. Helen Burchell, an academic who undertook a project of creative writing as a means of informing her scholarly work in analysing literary texts, discusses the impact of this creative experience when returning to her critical work. She describes realising a key difference between these two sorts of writing. Creative writing, she suggests, comes when:  
we seek to write from within feelings, thoughts, hopes and fears…when writing about these matters seems somehow hollow and insufficient, (2010: 396, author’s italics)  
 
She suggests that critics who have only written academic essays about creative works have not experienced this, and that attempting this very different sort of writing has changed how she now views creative writing, as an academic.  It may not be popular or indeed universally realistic to suggest that all critics undertake creative writing of their own, although Burchell clearly found it enlightening. However these findings suggest that, in the absence of such personal experience, there is likely to be considerable value in researchers talking directly to creative writers for analysis and insight, where this is possible, rather than depending entirely on their own or other critics’ subjective responses to literary texts, often very different sorts of writing from that which the critics themselves produce. I do not suggest that readers cannot respond to texts without authorial input – clearly that is what we do almost all the time, and I discuss how this happens in more depth in Chapter 3. However as well as offering my own insight as a creative writer, it is clearly important for my research, given Burchell’s findings, my own and Smith’s experiences discussed above, and the current paucity of such empirical evidence, as referenced in Chapter 1, to gather direct empirical data from writers and readers. I have therefore asked a range of writers to discuss their working practices and intentions as part of a study of how meaning is negotiated and compared these with what readers say about their responses to these texts. Earlier, in Chapter 1, I discussed how, as with other forms of dialogue, I propose that listeners conceptualise writerly intentions when they read, and thus it is vital that I explore both these elements – writerly intention and reader conceptualisation – in my research, and establish whether there is indeed a correspondence between them. Particularly when responding to heavily metaphorical poetry, most readers are aware of having to navigate more complicated information and are therefore likely to become much more cognisant of the creative mind behind the writing, as they actively work to interpret what they think they are meant to understand or deduce from it. And indeed this is what my data shows. While I know this is widely accepted in many branches of literary study, including, increasingly, cognitive poetics, there are others where it remains an argument to be made and I make it here. 
Since most of my books were sold by me directly to readers, I often had the relatively unusual experience of receiving direct responses from people returning to discuss it with me. It was fascinating and humbling as a writer to have such direct feedback on how my poems had been interpreted, often being directly compared to the reader’s own life experiences. These discussions left me in no doubt of the importance of each reader’s own experiences and the range of interpretations these inspired. However my own practices as a poet, as well as how readers spoke to me about the poems, confirmed to me that there were still two contributors to this literary dialogue, the writer and the reader, with the text as the medium, issues I further pursue in my questionnaires for working poets and my questions for readers about their interpretations. Thus I began to understand more clearly the tripartite and, I believe, equally relevant, roles of reader, writer and text in making and interpreting meaning – albeit varied by individual context – and the theoretical limitations we may create if we remove any one of these from consideration.  The seeds of this thesis were sown. 
2.3 Further study 
Returning in retirement to further study, I find myself approaching literary texts from a very different point of view. I realise that, having written for an audience myself, I now look much more for the author’s mark on the text, sometimes in the teeth of some still extant critical theories, which urge me to speak only of the ‘poetic voice’, or the ‘speaker’ or ‘the “I” of the poem’, and to resist trying to divine the creative intention behind these clearly carefully crafted words. Such distancing terms and approaches, of course, are important in recognising that often the authorial voice and the character/narrator’s voice may be different. However the sometimes universal application of such terminology can make it difficult ever to talk directly of the author and her intentions, something particularly relevant in autobiographical poetry of the sort considered in this thesis. Luckily, during my recent Master’s degree, I was introduced to the field of cognitive poetics – of which more in the next chapter – and found a critical approach which seemed to me to be keen to redress the balance which had for so long swung away from the author to focus on one or both of the text and the reader. Cognitive poetics acknowledges that texts have authors as well as readers and seeks to examine the nature of what I will claim is a communicative intent between the two, realised through the text.  Stockwell touches on this when discussing what readers experience when they approach most texts: 
you are accessing the thoughts of someone who is probably distant from you, usually in space and often in time, engaging with a period of their thinking and adjusting your own sense of its significance (2019: 1, my italics) 
 
Here he acknowledges the connection between the mind of the author and the response of the reader. This then is a discipline which could account for the range of literary experiences I have had, as reader, as student, as teacher and as writer. Stockwell’s claim that:  
within that discipline (literary criticism) the focus of attention has shifted around the triangle of ‘author-text-reader’, with different traditions placing more or less emphasis on each of these three nodes. Cognitive poetics can be overlaid onto this scheme in the sense that it is not restricted to one or other of the points. …cognitive poetics offers a means of discussing interpretation whether it is an authorly version of the world or a readerly account (2002: 5) 
 
is encouraging. However, as I study the field more, I have found that this declared interest of cognitive poetics in this triumvirate of sources, author, text and reader, as emphasised in the above quotation, has not yet always been truly applied in practice. This is the case in particular in terms of the connection between the authorly and the readerly viewpoint, at least as far as empirically researched and evidenced research is concerned, as I discussed in Chapter 1. As a result, the author in particular seems all too often to be slipping back into the shadows, no doubt partly because of the difficulty of accessing direct testimony, given the frequent focus on texts from the historic literary ‘canon’ whose authors are often dead. I am also interested in the fact discussed by Burchell (2010) that although clearly most critics and researchers have extensive writing experience, they rarely have direct experience themselves of producing creative personal writing, particularly poetry, despite its often being the focus of their criticism, and that this may affect their responses to it.  
When analysis of literary writing is focused on overtly fictional texts, especially novels, where the worlds represented are clearly not ‘real’ and there is no pretence that the characters in the text represent the voice, experiences or beliefs of the author, it may be reasonable not to concern oneself, as reader, with the intentions, and certainly the life, of the author. However this approach does not necessarily hold for all literary work, and I wish to examine this in more detail, using these overtly autobiographical research poems.  As I discuss more fully in Chapter 4, Sotirova has claimed as recently as 2014 that anti-intentionalism – the rejection of the relevance of authorial intention – is alive and well in European literary criticism, and Farrell, in 2019, records its continuing prevalence on American academic campuses, to the extent that, he claims, even to mention a writer’s intention or imply that the reader may be listening to the voice, feelings or opinion of the author, rather than to a narrator or poetic persona, is considered heretical. He notes that critics who inadvertently do so – and he comments on how often this nevertheless occurs – feel obliged immediately to apologise for their ontological error (2017, 2019). Yet as Guy, Conklin and Sanchez-Davies point out ‘the assigning of particular stylistic features may be dependent on a concept of authorial creativity which is brought to, rather than derived from, the text’ (2018: 197, author’s italics). They also point out that the reluctance of linguists to consider ‘how literary works, or more precisely, the specific texts through which readers encounter them, are created’ (2018: 197) has put them in opposition to other fields of literary study where the role of the author is central, such as literary biography, book-history, genre theory, etc.  They further explain that author-centric approaches crucially assume that hypothesising about who and why a text was produced is ‘necessary for the appreciation of… deeper meaning’ (2018: 206) – something which would certainly be the case with other forms of communication where interpreting what a speaker intends by her words is a crucial part of negotiating meaning. When working with poems which are both autobiographical and powerfully emotional, accessing, or at least conceptualising, the intentions of the poet is likely to be important not only in interpreting meaning, but in engaging with the emotional impact of the work and understanding its relevance to the lives of others, including the reader. These are views I discuss in more detail later in Chapter 4 as important contexts within which, or alternatively in opposition to which, I present this research. 
This combination of a continuing, if less prevalent, anti-intentionalist voice in current critical theory (albeit with recent voices challenging the impact of such views) as well as the acknowledgement amongst cognitive poetic practitioners that some key areas of their theories about writer and reader relationships are under-researched, as discussed in Chapter 1, provides the key driving force behind this thesis. Guy, Conklin and Sanchez-Davies acknowledge the challenge in researching ‘how in practice such information (about author intention and biographical background) may affect…readers’ processing of linguistic features in the generation of literary meaning’. However they also concede that ‘the specific role of authorial intention in readers’ experiencing of texts has…received relatively little attention’ (2018: 199). I still position myself firmly within the cognitive poetic community, and will interrogate the texts studied in this thesis using their methodology and underpinning ‘toolkit’ (see poem commentaries, Appendices 3 and 4.2), but do so in the hope of offering some further, evidence-based, contributions to the field by undertaking in a small way a study of all parties who contribute to meaning when literary texts are written and read. Stockwell suggests that cognitive poetics: 
offers a lifeline to everyone working in literary studies, and has the potential to make the discipline and the institution of literature more accessible and more connected with the world outside university and college life…it represents nothing less than the democratisation of literary studies (2019: 14) 
 
Partly, as I mention in Chapter 1, he says this is because it is still a young discipline with many areas of study yet to be undertaken.  It is in the hope of contributing to that ongoing development, and its wider impact, rather than in any spirit of critique or challenge that I proceed with this research study.  
Chapter 3 – An Introduction to Stylistics and Cognitive Poetics
3.0
Introduction 
As I have declared my intention to locate this thesis within the discipline of stylistics and more specifically cognitive poetics, I now present a summary of the development of these fields and their central theories and methods, as relevant to my thesis focus. 
3.1     Stylistics 
As a field of study, developing through the twentieth and into the twenty-first century, stylistics has its roots in the previously separate disciplines of linguistic and literary studies. During its development stylistics has become recognised as an inter-disciplinary field which has variously adopted features both from these and from other disciplines, such as philosophy, social studies, and psychology. In doing so it has attracted challenges from some of these, at times out of ‘territorial self-interest’ (Carter and Stockwell, 2008: 291), and also inevitably changed in its own approaches as those other disciplines have developed.  
3.1.1 Historical background and key principles 
Carter and Stockwell describe stylistics as ‘a direct descendant of rhetoric…part of the training of educated men for most of the past two and a half millennia’ (2008: 292), although the original focus of rhetoric largely on the spoken word has developed within stylistics into a focus more on written texts, with a particular interest in literature. In a discussion of the approach taken by stylisticians, Toolan comments that: 
 
stylisticians’ consideration of the craft and design of texts and their shaping of reader response assumes the author has made multiple critical choices in the composing: they have chosen these forms and contents in preference to others…and the particular choices are effective in ways that the alternatives are not (2014: 14) 
 
Here he acknowledges not only the intentions of authors but also the direct impact of these, and the techniques used to realise them, on reader response – something I evidence within my data to follow.  
Stylistics developed out of several movements which came together in the early twentieth century in the philological circles of Middle- and Eastern-Europe. As Sotirova explains, it had important origins in both Saussurean Structuralism, which was extended to include a theory of style, with roots also, and most significantly, in Russian Formalism in the first two decades of the twentieth century (Sotirova, 2018: 3). One key focus in Formalist criticism was the very nature of literature itself including, ‘as redefined by Jakobson, the question of what “literariness” was’ (Sotirova, 2018: 3, author’s inverted commas). Another key influence was the development of New Criticism, in the mid-century period, which began to move away from the orientation towards author intention in earlier literary critical approaches, and instead placed particular focus on ‘the words themselves’ (Carter and Stockwell, 2008: 292). In addition, the field of linguistics had much to offer, in particular its interest in more rigorous and structured analysis, where ‘Chomsky’s transformational-generative grammar…provided a means of exploring poetic syntactical structure with far more sensitivity to detail’ than had previously been the case (Carter and Stockwell, 2008: 292). 
A key underpinning principle of modern stylistics is to ‘reject the artificial analytical distinction between form and content’ (Carter and Stockwell, 2008: 295) and to recognise that the communicative qualities and interpretative processes which interact when texts are read are essentially linguistic in nature. Thus stylistics analysis in the 1970s and 80s moved beyond simply analysing ‘short texts and sentence-level phenomena, and generated richer accounts of language in use and context’ (Carter and Stockwell, 2008: 294). This focus on the deliberate usage of particular linguistic techniques in context, and thus their potential impact on readers, is something into which the field of Pragmatics (Austin, 2018 [first published 1955]; Levinson, 2017; Grundy, 2019) offers key insights, through its examination of how discourse works in real-world communication – insights which transfer well into the analysis of how literary texts work, further discussed in Chapter 4. 
 Stylistics is typically focused ‘qualitatively and quantitatively on the phonological, lexical, grammatical, semantic, pragmatic and discoursal features of texts’ (Norgaard, Busse and Montoro, 2010: 1), as well as including wider references to topics such as point of view and narrative form as it adapts concepts from other disciplines.  As identified above, stylistics arose out of the Russian Formalist school, in particular the work of Jakobson (1962) and Shklovsky (1965), whose focus was on developing a more ‘scientific’ approach to literary analysis. This was accomplished by identifying specific formal linguistic features of texts which could be objectively agreed, as a result of carefully defined terminology, rather than more subjective and individualised responses. Formalism proposed that ‘the concept of defamiliarisation…was at the root of the intrinsic aesthetic value’ of works of literature and art (Jeffries and McIntyre, 2010: 1), and also identified the psychological concept of foregrounding (Leech and Short, 2007; Van Peer et al, 2007; Jeffries and McIntyre, 2010). Jeffries and McIntyre point out that ‘foregrounding is achieved by either linguistic deviation (the occurrence of unexpected irregularity in language) or linguistic parallelism (unexpected regularity)’ (2010: 31, authors’ italics), as I will discuss in more detail in Section 3.2.1. Meanwhile, much of stylistics’ descriptive terminology is based on Structuralist Theory, as developed by Saussure (1916), although in recent years more cognitive-based accounts of language have become prominent as understanding of the origins and processes of cognitive function has developed. In terms of its development from literary theory, stylistics can be used as a means of ‘demystifying literary responses’ and developing an understanding of how ‘varied readings are produced from the same text’ as well as highlighting ‘features which might not otherwise have been noticed’ (Carter and Stockwell, 2008: 296). This moved the discipline on from the stance taken by New Criticism, which asserted that literary works were autonomous, and opened up a ‘social-cultural dimension’ to literary analysis (Carter and Stockwell, 2008: 293) which recognised the role of both readers and wider social contexts on the production and impact of literary texts. More recently modern stylistics has moved away from earlier formalist approaches, acknowledging the importance of wider influences such as social, cultural psychological and ideological contexts within which a work is produced and read, and a perception that formalist approaches have tended to exclude the reader from their consideration (Sotirova, 2018: 5). However Sotirova also argues that no analysis of literary language can ever be truly ‘un-Formalist’, since at its centre will always rest ‘the scientific discipline of linguistics’ (2018: 5). 
3.1.2 The role of stylistics in modern literary analysis 
Simpson discusses the ‘critical potential which (stylistics) has for literary study’, suggesting that it helps highlight and explain the ’linguistic patterns in literary texts’ (1997: 5, author’s italics). This, he argues, is because it uses a systematic methodology, using terminology derived from linguistics which enables a detailed description of language, creating the potential, even amongst a range of analysts, to arrive at ‘consensus about a text’ (1997: 5). However, while this close focus on the language of literary texts enabled new kinds of literary analysis, it also attracted criticism for its failure to consider ‘contextual factors such as the pragmatic, social and historical contexts of the texts’ (Norgaard, Busse and Montoro, 2010: 3). As a result, partly, of these contrasting qualities, the status of stylistics, its validity as an academic pursuit and its similarities to and differences from literary criticism are, as mentioned in Section 3.1.1, sources of some dispute in other disciplines within both literary and linguistic criticism. While it would seem that the place of stylistics is becoming more accepted and secure (Carter and Stockwell, 2008), this has by no means been a ready acceptance (Carroll, 1997; Farrell, 2019).  
Fish, for example, has been scathing in his dismissal of early stylistic approaches, claiming that stylisticians first find interesting grammatical features and only then invent interpretations of meaning to fit these (1979). However, Toolan (2014), in contrast, attacks some literary critics whose studies of literary texts, he claims, offer very valuable insights into wider themes such as relationships between society, economics and literary culture, yet, when focusing on close analysis of texts, rely too often upon subjective responses couched in colourful but often ill-defined terms. He points out that the purpose of a stylistic explanation is that exact meaning and terminology should be shared and understood by all critics. Ironically, complaints such as Fish’s may explain why much early stylistics analysis focuses on ‘deviant’ texts, since those contain stylistic features which most readers would accept as unusual. This focus on deviance is attacked by Widdowson as creating ‘a science of discards’ (2008:30). He claims literature is more often quite ‘normal’ in its use of language, something he suggests stylisticians ignore. He also claims literary criticism favours ‘totality’ over ‘atomisation’ (2008:30) and that the tendency of stylistics to separate out individual components prioritises grammar over aesthetics, which diminishes rather than enhances understanding. Yet, as Simpson comments, ‘”literary” is a quality conferred upon texts not according to what they are, but… what they do’ (1997:8, author’s italics and inverted commas), something stylistics aims to investigate, extending understanding of literariness beyond Jakobson’s focus on purely linguistic features.   
3.1.3 Linking form and meaning in stylistics  
A key issue in the development of stylistics from the time of Russian Formalism to the present day, however, is the link between form and meaning. In their introduction to a review of Jakobson’s work (2002), Waugh and Monville-Burston explain how, in his 1956 book Two Aspects of Language, Jakobson ‘distinguished the two operations he claimed were required for the production and comprehension of language: selection and combination’ (Waugh and Monville-Burston, 2002:  xxiv). They further explain how Jakobson suggested that speakers, or writers, select ‘linguistic items’ from various available sets, and, by combining these, create contexts. Their readers or addressees then have to make sense of these combinations and discern which original items were selected (Waugh and Monville-Burston, 2002: xxiv). Harrison and Stockwell explain how this also informed cognitive grammar, which is: 
an approach…centred upon the distinction in linguistic expression between figure and ground. Drawn from the field of cognitive linguistics, when applied to the visual field, this distinction endeavours to encapsulate the way in which certain elements stand out as figures against a background (2014:121) 
 
I discuss the technique of foregrounding in more detail in Section 3.2.1 and in my commentaries on the poems themselves, and readers’ reactions to them. Jakobson further discusses these separate ‘axes of meaning’ in language (1962: 368) in a theory which defines each aspect – the selection of any one linguistic or literary aspect and then the combination of these throughout the text – as a key feature of language use, where linguistic features chosen coincide with/develop any linguistic utterance’s overall meaning. He explains the different impact of the two axes within discourse, pointing out that the development of any discourse may follow one of two different semantic lines. Topics lead on to the next either through a degree of similarity or through their contiguity. The former, he claims, would most appropriately be termed the metaphoric way and the latter the metonymic (Jakobson, 1987: 110). Poetry, he suggests, most commonly follows metaphoric structuring. Jakobson’s theory also again involves an acknowledgement of the role of the author, something with which not all critics, for example those within the discipline of New Criticism, were comfortable, but which stylistics and later cognitive poetics came to acknowledge.  
While, as discussed above, a central tenet of stylistic methodology is the focus on achieving consistency and reliability in its terminology and critical analysis. Simpson insists a key tenant of stylistic analyses is that they must be ‘rigorous, retrievable and replicable’ (2004: 4). However Carter and Stockwell (2008), and Toolan (2014) point out that all analysis is essentially hermeneutical, dependent on what Ingarden (1973) called the ‘observing consciousness’, and that style is hard to define (Carter and Stockwell, 2008: 296). Neverthless, they too promote approaches which endeavour to produce analysis which, if it cannot always be falsifiable, at least meets the criteria of being ‘beyond reasonable doubt’ (Toolan: 2014: 30).  
3.1.4 The role of real readers and writers in stylistics 
Although in its earlier manifestations stylistics was primarily concerned with features of the text, and saw the process of reading as an act of decoding a message previously encoded by the writer (Gaskin, 2013: 28-29), this gradually changed. It came to be accepted, as Toolan (2014) identifies, that the author alone is not the sole conveyor of meaning, encoding messages in her text, the patterns and qualities of which would lead inevitably to specific and consistent responses by readers. Thus throughout this development of the field of stylistics, the focus on ‘the three nodes of author-text-reader’ as Stockwell (2002: 5) reminds us, has frequently altered. A view developed that influences such as intertextuality, societal and cultural norms and expectations and a reader’s reading history all have impact (Carter and Stockwell, 2008; Sotirova, 2018). Indeed, the readerly end of literary communication has been a central focus in stylistics in recent years. For instance, Carter and Stockwell conclude, in advice to students, ‘Be reception-orientated: The literary work exists as a text only in the mind of the reader: this fact should be at the forefront of stylistic practice’ (2008: 299-300). There has, as a result, been a relative neglect of the authorial side of literary communication, even though the author is acknowledged as having an important role in literary meaning making. Although this has begun to be addressed in recent years, I argue that work still remains to be done to rehabilitate the writer and context into the process and to consider what this might mean for stylistics as a discipline which fully incorporates production as well as reception within its remit.  What is therefore underrepresented in achieving the stated intentions for stylistics is sufficient research into this ‘replicability’ of analyses outside the work of individual critics or a narrow field of researchers working within a tightly defined group, what Whiteley and Canning, refer to as ‘rigorous and evidence-based approaches to the study of readers’ interactions with and around texts’ (2017: 72). It is in part to address this insufficiency which has led to my focus on the responses of a range of ‘real’ readers (see Section 1.0 for a definition) and working writers. Willis (2018: 84), in her work on reader-response theory, and Whiteley and Canning (2017), in their summary, referenced above, of the role of reader-response research in stylistics, have made the point, also discussed in Section 1.0, that such evidence from readers outside the world of literary criticism is required to validate claims about how texts are interpreted.  
It must be acknowledged that many stylistic approaches do acknowledge the role of writers in the construction and communication of meaning, as Stockwell’s later work on texture in literature (2012) and the second edition of Cognitive Poetics evidence, particularly his comment, quoted in Section 1.0, that ‘researchers in cognitive poetics have increasingly felt able to address issues of authorial intention and creativity without resorting to telepathy’ (2019: 67). Toolan also acknowledges that early stylisticians were neglectful of ‘what is instinctively known about’ language and structure by both poets and readers (2014: 21), but claims that practitioners now offer a ‘consciousness-raising’ role, (2014: 21), making that knowledge explicit and its methodology visible. Indeed Toolan produces a list of things which ‘most stylisticians take as foundational knowledge or facts’ which includes the recognition that literary texts are ‘amongst the most crafted and redrafted texts in the culture’ (2014: 13). It is precisely because of this, he claims, that ‘we are justified in attending to them very closely in accounting for what those texts mean to readers’, and, as mentioned above, that by so doing we accept that ‘the author has chosen these forms and content in preference to others…and the particular choices are effective in ways that the alternatives would not have been’ (Toolan, 2014: 13-14).  In addition, most stylistics studies make at least some reference to readers (Whiteley and Canning, 2017: 72). However, as Whiteley and Canning also point out, ‘the precise identity of this reader, and in particular their ontological status, can vary considerably’ (2017: 72). 
Acknowledgement of the relevance of authorial intention brings its own challenges, and Sotirova (2014) addresses the complexities and revisions of theories of authorial intention when considering how meaning is created. She traces such theories of meaning and intention from original Greek literature where inspiration was considered to come directly from God, through ‘mediaeval beliefs that ‘intentio autoris (intentio scribentis) is a basic component of meaning’ (2014: 133), right through to the modern 20th Century anti-intentionalist theories of Wimsatt and Beardsley (1946), Barthes’ claim that ‘the author is dead’ (1967) and beyond. Such has been the impact of the anti-intentionalist movement from the second half of the twentieth century to today that, despite much recent work by critics to challenge it (Carroll, 1997; Levinson, 2010; Harnow, 2017; Farrell, 2017, 2019), Sotirova’s comment about the role of authors in the creation and communication of meaning, that ‘the argument is far from won’ (2014: 138) remains at least partly true even today. The issues of how readers interpret meaning, and the role of authorial intention in this, will be more fully discussed in Sections 4.2 and 4.3. 
3.2     Cognitive Poetics 
Cognitive poetics, as well as developing as a sub-discipline within stylistics, also has its roots in other areas of study such as cognitive psychology and cognitive linguistics.  A core tenet on which it rests is an awareness that ‘forms of expression…and conscious perception are bound…in our biological circumstances’ (Stockwell, 2019: 6), implying that both readers and writers must inevitably bring to any text they create or encounter their own embodied experiences. The significance of our shared embodied experiences and world knowledge in the communication and interpretation of textual meaning, and indeed the very ways our brains perceive and think about the world around us, is central to embodiment theory, which takes insights from the fields of neuroscience and empirical psychology. Recent neuroscientific findings reveal that reading about events and emotions can trigger the same areas of the brain used when we actually experience these for ourselves, implying that vivid description can increase reader engagement and empathy by triggering the ‘experiential aspect of narrative comprehension’ (Sandford and Emmott, 2012: 132). Sandford and Emmott emphasise how meaning, in language use, must be ‘grounded in real-world perceptions and actions’, and explain the function of ‘the mirror-neurone system’ which, they claim, ‘stimulates in the brain of a beholder what is being observed in the actions of another’ (2012: 133, authors’ italics). They suggest that this also leads readers to respond similarly to sections of writing which are particularly rich in sensory description and detail, since these have a level of specificity which increases embodiment qualities and are thus more likely to stimulate mirror-neural responses.  This establishes links between literary techniques and readerly interpretation and engagement, especially, perhaps, in poems with intensely descriptive imagery and themes not only strongly personal, but also universal – something relevant to the poems studied in this thesis. This engagement, and the means of evoking it, is examined in depth in the cognitive poetic approach (Gerrig, 1993; Stockwell, 2002; Gavins and Steen, 2003; Harrison and Stockwell, 2014; Gavins, 2014; Whiteley, 2016). Stockwell (2011: 203) further explains that reading is ‘an active process’ arising out of a relationship between author, reader and text, acknowledging the important role of authors in the meaning-making process. 
Stockwell characterises cognitive poetics, like stylistics, as a set of terminological frameworks which he introduces in his books (Stockwell, 2002, 2019). He presents a series of terms to be employed in analysis, describing their effects in such a way that others might accept their objective reality (2019: 3) and be able to produce replicable analyses using them. These frameworks are now regularly employed by cognitive poeticists when studying literature. They involve the identification of textual features, but they also aim to describe them in ways that enable us to understand how the literary text works. Frameworks which are of particular relevance to this thesis include: figure and ground; prototypes; cognitive deixis; scripts and schemas and conceptual metaphor.  The following sections introduce these areas of cognitive poetic study. 

3.2.1 Figure and ground – defamiliarisation 
The concept of figure and ground comes from psychological studies of visual perception and underpins the literary technique of ‘foregrounding’, which developed out of Formalism, as discussed in section 3.1.3. It describes how an element may be made to stand out from the background text, in the same way as an object may stand out against a less immediately compelling background. Analysis of figure and ground enables discussion of how texts direct reader attention by depicting scenes in particular ways (Stockwell, 2002: 12-13). Within texts some features are more important, salient or striking than others, with these more important features being highlighted by a range of textual cues. Stockwell further points out that a key technique of literary writing is to ‘defamiliarise’ aspects of the text and of human experience, so as to present potentially familiar concepts and features in a new and striking way (2002: 14), an idea that also has its roots in the Formalist criticism discussed in Section 3.1.3. As Jeffries and McIntyre explain, at the heart of Russian Formalism was the belief that ‘the purpose of all art was to defamiliarize the familiar in order to generate for the viewer or reader a new perspective’ (2010: 2).  Gavins further discusses how the process of defamiliarisation may partly explain the cognitive impact of the reading experience, both in terms of literary devices used and their resultant impact on readers. She explains how removing the ‘automisation’ of perception – perceiving things as we expect them to be – can assist readers to see even familiar events as if anew (2014: 14), for example by the use of an unexpected metaphor. Toolan also discusses how ‘prominent foregrounding’ and the use of textual patterns such as rhyme, parallelism and repetition can contribute to the combined ‘induction/deduction’ process readers use to interpret texts (2014: 22), again drawing attention through their deviance from everyday language. Emmott and Alexander, in their analysis of how crime authors both foreground and bury clues in their stories, comment that ‘writers of plots with surprise endings use foregrounding and burying to carefully direct readers in the hope of controlling their intention and thereby achieving rhetorical manipulation’ (2014: 343). While the context is different, Faber’s poems in particular use techniques designed to disorientate and confuse readers as well as directly to manipulate their responses. I examine the impact of such devices in my data analyses in Chapters 7, 8 and 9. For clarity, when discussing examples of these techniques I will use the overall term ‘defamiliarisation’.  
3.2.2    Prototypes 
This thesis is focused on lyric poetry, and in particular poetry about grief and loss, and by that description itself I have begun the process of categorising the texts – as poetry, as lyric, as grief-related. Such categorisation is a common feature of literary study, but also of our response to all aspects of our world. It is a natural process for us to attempt to place into already formed categories anything which we encounter. Central to much of this, Stockwell suggests, is the idea of ‘genre’ – the division of works into categories, such as prose, poetry or drama (2002: 28) – but then, within those, into further subdivisions such as sonnets, tragedies, science fiction, and so on. Some of these allocations may seem straightforward, but the more one subdivides and categorises, the more complex and specific the process becomes, especially as texts may possess features of several different sub-genres. Within cognitive poetics, Stockwell, referencing the work of Rosch (1975), Lakoff (1987), Taylor (1995) and others, suggests that ‘prototypicality is the basis of categorisation’ (Stockwell, 2002: 29) – in other words we have developed, though our experience of the world, a perception of a range of qualities which we feel members of any particular category should have. Rather than the category being a rigid and closed set, with an agreed list of qualities which all qualifying members must have, these tend rather to be a set of features only some, or perhaps most, members will have, but rarely all. Categories also have a radial structure, organised around central good examples, and secondary poorer or peripheral examples (Stockwell 2002: 29). Our sense of which category members are the best examples (the prototypes) is often culturally based. Stockwell, (2002: 30) also points out that our sense of textual prototypicality, for example in matters such as clause, sentence or text structure, allows us ‘a means to identify stylistic deviance’ within texts. Within this thesis, particularly in Section 2.2, in my commentaries (Appendices 3 and 4.2) and in my analysis of the reader responses (Chapters 8 and 9), I discuss how the poems reflect, but also challenge, prototypical views of grief and loss within British culture – the culture familiar to my poets and respondents – as well as what readers may expect structurally and linguistically from poetry itself.  
As noted in Section 2.2, poems are very commonly chosen to be read at funerals, perhaps because they are felt to bring a certain gravitas and emotional heft to proceedings. However, in British culture at least, they are most commonly of an uplifting nature – either assuring the bereaved that the loved one is, in some sense, still with them, or exhorting them to move forward with their lives, savouring fond memories of the contribution of the deceased person to their lives. An internet search for popular poems to be read at funerals brings up a list of texts which could be considered prototypical instances of funeral poetry. The first six which appear in the results are 
· She Is Gone (He Is Gone): David Harkness 
· Remember Me: Mary Mead 
· Don’t Cry For Me: Anon 
· Do Not Stand By My Grave And Weep: Mary Frye 
· Let Me Go: Christina Rossetti 
· Come With Me: Rhonda Braswell 
 
All of these poems either insist the loved one is still around, with lines such as: 
Don't cry for me now I have died, for I'm still here, I'm by your side 
My body's gone but my soul is here, please don't shed another tear (Don’t Cry for Me)

 
For if you always think of me, I will never have gone (Remember Me) 

Do not stand at my grave and cry 
I am not there. I did not die (Do Not Stand at My Grave and Weep) 
 
or encourage those left behind to move forward with their lives, with lines such as: 
Miss me a little, but not for long 
And not with your head bowed low (Let Me Go)

 
We seem to hear you whisper 
Cheer up and carry on (Come With Me) 

You can cry and close your mind, be empty and turn your back 
Or you can do what she would want: smile, open your eyes, love and go on. (She is Gone) 
 
Section 2.2 explained that a key reason for publishing my poems was to validate the reality of terminal illness, death, and loss, and give both myself and others permission to experience, without shame or apology, the true impact of grief. The poems listed above did not do that for me and I doubt they do it for many recently bereaved people and yet they are apparently what our society feels our response to death should be. It is this prototypicality which both Faber and I challenge in our poems. Societal expectations may even have led to a reluctance by some poets to address the more negative emotions and experiences of loss and grief honestly, while readers may presume that the texts they are offered reflect society’s guidelines about what good grieving looks like. I could not find poems among those offered to me which spoke to my experience, so I wrote my own, as did Faber. This cultural expectation will have relevance to my thesis when I examine how far the poems chosen for analysis fit current prototypical definitions of lyric, and poems about loss, and the impact of this on how readers perceive and interpret the texts. 
3.2.3     Cognitive Deixis 
Stockwell explains that a key feature of reader responses to literary texts is a feeling of ‘being immersed in the world of the text’ (2002: 42). This ‘projection’ into the fictional world relies upon the way in which ‘word choices are tied to context’ (2002: 41). Within speech, he explains ‘the prototypical categories…are founded on the originating deictic centre…or origo: the speaker (“I”), place (“here”) and time (“now”)’ (2002: 41, author’s italics, brackets and inverted commas). It can be argued, he claims, that these same characteristics can be carried over into written texts, through ‘deictic projection’ (2002: 43, author’s bold). According to Stockwell (2002: 45-46), key features which invite such projection by a reader include the use of locative and temporal deixis, creation and changes of viewpoint, choices of personal pronouns, demonstratives, names, and relational information about character’s feelings and social viewpoints (Stockwell, 2002: 46). Such instances of perceptual, temporal, spatial or relational deixis assist readers’ conceptualisations of the worlds described.  
Textual deixis involves foregrounding the textuality of the writing itself. This may include ‘evidently poetic features which draw attention to themselves’ and aspects which give the impression of ‘plausibility, verisimilitude or authenticity’ (Stockwell, 2002: 46). Stockwell discusses how stylistic choices within both ‘compositional deixis’ and ‘relational deixis’ can define ‘the relative positions of authors, narrators…and readers’ and ‘encode a deictic relationship between author and literary reader’ (2002: 46). These features of textual deixis have particular relevance to the poems studied in this thesis, a key feature of which is the claim, made by both poets in their forewords, and at times within the poems themselves, for their authenticity in terms of being representations of real events and emotions as experienced by the poets and their spouses. The poems invite a conflation between the author and the narrator of the poems – they invite readers to identify the voice of the poem as being that of the author, and encourage them to see the characters in the poems as representations of real-world people. There is not space here to cover critical theories on autobiography, especially since many of these focus on extended memoirs rather than the sort of individual poems or anthologies which form my focus. However, given Stockwell’s points above about the encoding of a relationship between author and reader, and in particular the definition of relative positions of authors and narrators in the mind of readers, the comments below make interesting points, in particular with reference to whether the narrator is seen to be conflated with the author. They identify the different reader expectations of authorial voice in fiction writing as compared with memoir. In a discussion of unreliable narrators in fiction, Dorrit Cohn notes that such texts identify: 
the reader’s sense that the author intends his or her work to be understood differently from the way the narrator of the story understands it: in a way that can only be discovered by reading the work against the grain of the narrator’s discourse, providing it with a meaning that is silently signalled to the reader behind the narrator’s back (2000: 307, author’s italics) 
 
while, in contrast, memorist Vivian Gornick comments: 
memoir writing differs from fiction writing in the way it approaches the task, the chief difference being that a fictional ‘I’ can be, and often is, an unreliable narrator; the nonfictional ‘I’ can never be. In memoir the reader must be persuaded that the narrator speaks the truth (1998: ix, author’s inverted commas) 
 
The opening poem in my collection, Owl Pellets, directly states the purpose of my poetry as being a means to exorcise negative feelings and experiences, compared here to the way an owl will disgorge pellets containing the indigestible parts of his prey. Although this particular poem is not included in the selection offered to readers, I argue, and evidence in the data, that a crucial part of the other poems’ impact is created by the readers’ belief that what they are reading about is true. In Section 2.2 I explain my aim to describe honestly my and my husband’s experiences, to memorialise him, and to validate the experiences of others undergoing similar life events. Faber expresses his wish for his poems ‘to be unusual enough to be striking, but raw and direct enough for the anger and pain to radiate out from them’ and to ‘commemorate a dead person and expresses the sorrow of those left behind’ (Commentary, Appendix 4.1).  If we are to succeed in these endeavours, it will be important that readers believe the events and emotions described in the poems to be true and accurate accounts, in as far as they can be while being transmuted into poetry. In addition, that perceived truth in itself will encourage a more powerful and empathetic response.  
In further discussing how texts engage readers, Stockwell explains the impact of ‘deictic shift theory’, first propounded in a 1995 book edited by Duchan, Bruder and Hewitt. These articles propose the theory Stockwell describes as modelling ‘the common perception of a reader “getting inside” a literary text as the reader taking a cognitive stance within the mentally constructed world of the text’. By so doing, he explains, readers ‘can see things virtually from the perspective of the character or narrator’ (2002: 46-7, author’s emphasis/inverted commas). In the research poems this is shown to be an intense and powerfully affective experience, greatly increasing the texts’ impact, and building empathy. Deliberately bringing readers into intensely personal and powerful moments in the poet’s life, moments which would normally remain private, is a literary means of bringing these events ‘closer to the deictic level occupied by the reader’ (Stockwell, 2011: 208), and ‘equates empathetic identification with spatial conceptualisation and distance’ (2005: 143).  As Gibbons and Whiteley subsequently explain, the conceptual metaphor ‘EMOTIONAL RELATIONSHIP IS THE DISTANCE BETWEEN TWO ENTITIES’ emphasises the importance of ‘closeness’ to readers’ emotional engagement with texts (2018: 268). This emotional connection is finally made intensely real by the belief that these are true events being shared by the poet, making for a particularly powerful engagement by the reader, as is evidenced in the data. 
3.2.4     Scripts and schemas 
A key feature of cognitive poetics is the idea that literary texts present a world to their readers into which they can project (Stockwell, 2002; Gavins, 2007; and see Section 3.2.3). This has impact, Stockwell explains because ‘the text interacts with the reader’s mental faculties, memories, emotions and beliefs to produce a sum which is richer than the parts’ (2002: 73).  Schema theory is one important explanation of how this occurs. Schemas originate in Artificial Intelligence research where the word ‘schema’ referred to the ‘contextual knowledge that would enable [computers] to process language’ (Stockwell, 2002: 75). As Sections 3.1.1, 3.1.2 and 3.2.3 discuss, the context in which a text is read is central to cognitive poetic theory, and this includes the knowledge which readers bring to it. Through a process called ‘conceptual dependency’ (Stockwell, 2002: 76-7) readers derive meaning not just through the individual words and sentences that they read, but from the ideas and associations created within that context, including the reader’s own relevant life experiences. Stockwell explains that in discussions of the visual field, this contextual background would be known as ‘a frame’, whereas ‘in the linguistic field this conceptual structure drawn from memory to assist in understanding is a schema which was first called a script’ (Stockwell, 2002: 77, author’s italics and bold).  Schank and Abelson (1977: 39) note that readers, to avoid having to be given every step of a familiar situation mentioned in a text (for example a visit to a restaurant), ‘must be able to recognize that a script – a standard event sequence – has been mentioned’. These scripts will vary for each person based on their own experiences, but within a culture there will be overlapping features likely to be prototypical. This combination of widely shared schemas and more personal experiences may further explain why some readers respond much more powerfully to particular texts – a response which Seilman and Larsen refer to as ‘personal resonance’ (1989: 167) evidencing also that something more than just common linguistic knowledge and general world knowledge is involved and some more personally relevant feature has triggered the response. Emmott and Alexander further make the interesting point that sometimes:

Writers underspecify the reference to key aspects of the focalizing characteristics so that the character’s lack of understanding is conveyed, but nevertheless writers still need to give readers enough clues to construe the situation by using familiar schemata (2014: 760)

While this may refer more directly to characters such as the neanderthal in Golding’s The Inheritors, whose limited syntactical and grammatical structures indicate his undeveloped intellect, it has some resonance with some of the thesis poems, especially those of Faber, where readers at times struggle to interpret his thoughts and feelings, but in most cases use the schemas being represented – hospitals, serious illness, etc. – to draw conclusions (see Section 9.2). Faber and I of course cannot know who will read our poetry; however realistically these are anthologies most likely to have a relatively narrow readership within this country, given the overall low sales of poetry and our, especially my, lack of public recognition as poets.  Many readers are likely, given our largely shared temporal, locative and cultural background, to share many of the same scripts and schemas that we as writers do. For those who have not shared such experiences, the poems may act to accrete (add to), or even to restructure their current scripts, to bring new experiences and emotions to bear on their world views. 
3.2.5      Conceptual metaphor 
The final cognitive poetic framework which is of relevance in this thesis is metaphor. As Lakoff and Johnson describe (1980), the use of metaphor to describe new ideas, or sustain extended world views, is an integral part of human communication. Conceptual Metaphor Theory acknowledges the importance of the embodied nature of human experience, and shows how our shared real-world experience, as well as culturally embedded metaphorical expressions, assist communication between writers and readers. Lakoff and Johnson (1980) propose that metaphors, far from being purely literary conceits, peripheral to everyday life, are in fact central to human language and perceptual systems, arising from our shared embodied engagement with the world (Wallis, 2019). They discuss a number of common conceptual metaphors which seem to arise from our underlying physical perceptions, such as GOOD IS UP, BAD IS DOWN, or LIFE IS A JOURNEY (Lakoff and Johnson, 1980: 3). Gerrig explains how such conceptual metaphors are able to ‘structure domains of experience which cannot be accessed through literal language’ (1993: 2). Such shared metaphors are important in both the writerly creation and readerly interpretation of literary worlds.  
Stockwell (2019: 121), summarising the work of Lakoff and Johnson (1980), Gentner, (1982), Werth, (1994) and others, explains how metaphors consist of a ‘target domain’ (the concept/object being described) and a ‘source domain’ (the concept/object to which it is being compared). Readers are encouraged to understand new concepts or visualise experiences by the mapping of two or more conceptual domains, such that the properties of one are mapped across to the other. In later theories of conceptual metaphor, these multiple input domains are thought to combine to create a ‘blend’ (Fauconnier and Turner, 2003: 63) in the mind of the reader. As an example of the development of such metaphorical usages in society, Semino, Demjén and Demmen (2018: 633, authors’ brackets) discuss findings from their research into language used by those suffering from cancer, in which ‘the most frequent patterns…involve violence-related metaphors (including cancer as a ‘battle’, ‘fight’, etc.) and journey-related metaphors (e.g. ‘cancer journey’, cancer as a ‘hard road’). My analysis chapters identify extensive use of metaphors in the poems under study, as subjects such as illness, death and grief are represented using these well-established conceptual metaphors (e.g. ILLNESS IS BATTLE; GRIEF IS A JOURNEY), but as the poets seek to personalise their experiences, more subtle and individual mappings emerge. Interestingly, Potts and Semino (2019 :89) further identify how, within our society, there are many examples of this metaphor being reversed, with cancer becoming the source domain rather than the target domain, giving as one example a reference to ‘the cancer of Facism’, something with particular relevance to Faber’s poem Lebensraum. 
Simpson (2004: 93) explains the difference between ‘conceptual’ and ‘novel’ metaphors, the former involving well-established connections between source and target domains, and the latter creating new associations between domains, unexpected by readers. He comments ‘as far as the novelty of the metaphor is concerned, it is the mental coalescence, or ‘“conceptual blending”, of the familiar entities that offers a fresh perspective on an otherwise prosaic object’ (2004: 93, author’s inverted commas). This is evident in Faber’s poem Nipples, discussed in Chapter 9, in which he refers to cancerous lesions on his wife’s body as ‘nipples’ to disorientate his readers, as he himself explains (See Appendix 4.1). 
In another area of interest, given the heavily metaphorical nature of the research poems, Werth (1994: 79) and Stockwell (2019: 127) further explain the use of ‘mega-metaphors’, which result when certain core concepts from a source domain can be repeated through individual ‘micro-metaphors’, and thus developed throughout a text, to powerful effect. Separately, Fauconnier and Turner discuss the creation and impact of ‘double scope blending’, where blending images from apparently discordant input structures can create particularly powerful images, by mapping unexpected and startling qualities from one frame to another (2003: 63). As evidenced in my data analysis, the extreme events and emotions represented in the poems under study invite several such powerful and unexpected blends, and result in equally powerful responses from readers. In Chapter 8 I discuss examples, including instances where readers respond to metaphors beyond ways directly intended by the poet.  
3.3 Summary 
This chapter has introduced the central, related disciplines to which this thesis contributes: stylistics and cognitive poetics, and has discussed the way readers and writers are regarded in these fields. I have argued that although both fields acknowledge the author’s role in literary communication, they have tended to focus more centrally on the reader to date. I have also introduced some key cognitive poetic frameworks which highlight literary techniques that will be returned to in later chapters. Specifically, Chapters 7, 8 and 9 will examine the extent to which these techniques are identified, both by poets and readers, as central to the creation, communication and interpretation of meaning. In the following chapter, I examine theories and arguments around authorial intention (and its ability to impact reader response) in literary study more broadly, tracing the development of these theories over recent years and establishing current thinking in this area. This provides further context to the position of stylistics and cognitive poetics within literary study.
Chapter 4: Anti – Intentionalism and Counter Arguments 
4.0 Introduction 
In Chapter 3 I established my claim that the role of the author needs more consideration in cognitive poetics. In this chapter I contextualise cognitive poetics within the wider field of literary studies, where ideas about the role of the author in meaning-making have changed over time and indeed are still contested. What has become known as the anti-intentionalist view found its strongest early proponents in Wimsatt and Beardsley’s article ‘The Intentionalist Fallacy’ in which they argue that authorial intentions are ‘neither available nor desirable as a standard for judging the success’ of a literary work (1946: 468), a view discussed in more detail in Section 4.4. At the other extreme, Monism, which Davies (2006: 223) explains is an extreme form of intentionalism, posits that there is only one meaning to a text, placed there intentionally by the author and which readers must decode. Other theorists (Eliot, 1919; Stoll, 1932; Wimsatt and Beardsley, 1946; Beardsley, 1958; Fish, 1973, 1979; Dickie and Wilson, 1995) suggest each text is an entirely autonomous construct, from which readers may interpret a wide, even infinite, range of possible meanings, influenced by their own experiences, while the original intentions of the author are neither discernible nor of any consequence. I wish to make clear that my own stance lies somewhere between these extremes, as indeed does that of cognitive poetics.  Stockwell (2002: 5) refers to the three ‘nodes’ that contribute to the creation of meaning: author, text and reader. I wish to continue to rehabilitate within the field of cognitive poetics the first of these, the author, who at times has rather slipped into the background, showing by my arguments and my research data that authors make an essential contribution to the creation, communication and interpretation of meaning, without which a full explanation of the process cannot be complete. I align myself here with Farrell when he says: 
I will be defending a position that I believe should count as intentionalist, but one that avoids the intentional fallacy as classically described and gives full recognition to readerly construction…Linguistic intentions are only valuable insofar as they can be deduced from the text in context. Both author and audience play a vital conceptual role in this process (2017: loc 282) 

4.1 Modest actual intentionalism 
The theory of modest actual intentionalism, reflecting the qualities which Farrell discusses above, is the theory which I wish to posit as the most satisfactory in accounting for the processes of both writing and reading. Unlike monism (see above), it posits merely that the intentions of the author have a role in establishing the meaning interpreted by the reader and that there are similar communicative processes in play in all forms of verbal interactions, whether spoken or written, literary or otherwise (Davies, 2006; Carroll, 1997), with both participants in this dialogue being essential partners in meaning-making. I discuss later in this section how, in most forms of such interaction, we work on an assumption that the speaker/writer is using language to communicate an intended meaning, and that readers/listeners endeavour to interpret accurately what that meaning might be, using the utterance/text itself but also wider contextual cues. Further, modest actual intentionalism allows for some of the wider definitions of both meaning and intention, as discussed in Sections 4.2.and 4.3 below, to be conceptualised by readers. Modest actual intentionalism is further defined by Carroll, who explains that the theory maintains that the meaning of a work is determined by the intention of the artist ‘insofar as the intention is consistent with the way the work is’ (2011: 119, my italics). This understanding of meaning is paralleled in the connection between form and meaning which is drawn in stylistics and related disciplines as discussed in Section 3.1.3 above. But it further posits that most readers, when they work with texts, seek to derive meaning as they go, using the clues within the text. Thus the notion of the retrievability of meaning, on which Carroll’s definition above rests, implies that the meaning must be made sufficiently accessible by the writer for an audience consistently – or at least usually – to interpret it, and removes any risk of what Iseminger (1992: 91) refers to as the ‘Humpty-Dumpty theory of language’ problem, where a writer can simply claim a work means something even when it is incomprehensible to anyone else. 
 This supports the cognitive poetic approach taken within this thesis, which includes a perception of literary writing as essentially dialogic in nature – that is a deliberate communication between two individuals, in this case writer and reader. Gavins, in her discussion of Text World Theory, declares a central tenet to be that the understanding of the text is an act of communication – a ‘wilful endeavour’ by the writer (2007: 13), and that readers expect there to be a purpose to the text and meaning to be interpreted. Of course, as Gavins acknowledges, the prototype for most communication is face to face interaction (2007: 18), while in the case of written texts the interaction is ‘split, with the participants occupying separate spatial and temporal locations’ (2007: 26). This requires a range of different techniques to replace such things as facial expressions, gestures and so on, which I will discuss more fully in Section 4.2. However the links with face to face interaction, in terms of the intent by both reader and writer, mean that essentially the same core features of wilful intent to communicate are observed. This view is supported by Carroll (1997, 2011), who rejects anti-intentionalist theories as incompatible with his claim that there is deliberate intention by writers to communicate, which is well understood by readers, who in turn recognise their role in interpreting. The implications of this are that both readers and writers are essential participants in this act of communication and that in the case of ambiguous or confusing conversations or texts, recipients persevere and invest effort in an attempt to resolve the issues (Gavins, 2007: 20). The other implication of the wilful nature of such acts is that writers accept the responsibility to choose carefully both the language they use and the assumptions they make about readers’ contextual knowledge, in order to make their texts comprehensible. As author Penelope Lively puts it: 
the reader should have an easy ride at the expense of the writer’s accumulated hours of inspiration and rejection and certainty and doubt (2013: 140).  
 
This then is the position which I adopt in this thesis – that writers construct meanings within their texts with wilful intent and that this intent is assumed and conceptualised by readers when interpreting meaning from those texts. Meanwhile, in the sections below, I discuss the terms ‘meaning’ and ‘intention’, which are so central to my thesis, and outline very briefly the development of theories of intentionalism which contextualise my discussions. 
4.2 Meaning 
It seems important to define what I, and others, mean by the terms ‘meaning’ and intention’ in the study of literature. In fact, both terms are open to a range of definitions and indeed, as will become clear, it is often difficult to separate them from each other entirely. Despite the interest in these topics from ancient times, I will restrict my discussion to recent key theories of ‘meaning’ as that term is understood and used in the field of literary studies. However it is difficult to distinguish these from the arguments about the role of authorial intention, since where meaning originates and how it is perceived is exactly what this thesis wishes to examine and which extends beyond the field of literature. 
Farrell, (2017, 2019), in arguing against the ‘intentionalist fallacy’ (Wimsatt and Beardsley, 1946: title) suggests that the clash of viewpoints about where meaning lies rests on a mistaken assumption by some that ‘meaning’ is a single thing. He argues that, on the contrary, one key aspect of meaning is missed by Wimsatt and Beardsley, who, as the authors of The Intentional Fallacy (1946), set out a key argument for rejecting the role of authorial intention. This missing aspect of meaning is what Farrell calls ‘impact’ (2017: 73) – that is the range of effects the work has on the reader. He suggests that semantic meaning – what the words and sentences mean, based on linguistic convention – does not change a great deal over time, (although clearly some individual words may change their meanings over long periods), but argues that effect does, as cultural expectations alter. This omission of such a distinction, Farrell claims, arises from Wimsatt and Beardsley’s failure to see the difference between ‘authors’ artistic and communicative intentions’ (2017: 50, author’s italics), which I take to mean those varied intentions which go beyond the semantic construct of the text. These imply several potential layers of meaning and include the desire to ‘make art’ (Faber: Commentary, Appendix 4.1), as well as the many layers of meanings and impressions which literary techniques and linguistic effects, particularly those achieved by metaphors and symbolism, can impart.  
As discussed in Section 3.1.4, Willis, in her introduction to Reception Theory, suggests that, at its most fundamental, meaning lies in ‘the properties of language as a system of signs with assigned meaning’ (2018: 148), presented there as a specific challenge to Fish’s declared view that ‘there are no inherent constraints on the meaning a sentence may have’ (1978: 644), since meaning will always be affected by the context in which an utterance is heard or a text is read.  Fish suggests that, as we see with techniques such as sarcasm or satire, it is the context rather than the language of such usages which determines the meaning. However Willis makes the countering point that in order for context to have the impact that Fish claims for potentially ambiguous statements, both parties to the dialogue must first have knowledge of and familiarity with the literal meanings of the words used before moving on to interpret the impact of their context (2018: 148).  This therefore provides at least one constraint to meaning-making, in opposition to Fish's claim that such constraints do not exist. In the case of sarcasm or metaphor, the listener must first understand this literal meaning of the words before considering the particular and different uses to which they are being put. We see the importance of how textual impact has changed over time in modern objections to overtly racist or sexist tropes in older texts, or even in the dialogue of old television programmes, presumably unexceptional in the time in which they were broadcast, but having a very different impact on a modern audience, despite the meaning of the words remaining the same. This key difference between literal linguistic meaning and the various types of meaningful impact a text may have explains why a purely linguistic and technical analysis of texts may fail to take into account the other things which the writer is doing when she writes and also how this affects readers’ responses.  Willis, like Farrell, points out that in fact many theorists have tackled this problem by proposing that there are differing sorts or levels of meaning (2018: 148). She references Todorov’s belief (1980) that one of these ‘refers to the basic level of signification of the words’ while another references ‘a higher, interpretative level of symbolisation’ (Willis, 2018: 148).  
Although Wimsatt and Beardsley’s rejection of authorial intention attracted strong support over subsequent decades, many critics and scholars, especially recently,  have felt uneasy about the rejection, or omission, of author intention as relevant to the meaning of texts, in a range of fields including psychology, pragmatics, aesthetics, neuroscience, empirical psychology, philosophy and literary criticism, including theorists such as Carroll (1992, 1997, 2011); Iseminger (1992, 1996, 1998); Levinson J., (2006, 2010); Sanford and Emmott, (2012); McCarthy, (2015); Guy, Conklin and Sanchez-Davies, (2018), Farrell  (2017, 2019), and most recently Grundy (2019), all of whom have sought both to explain the origin of this rejection of authorial intention and to challenge its rationale. In part anti-intentionalism arose originally out of a disgust with the perceived deification of poets and unjust power of the bourgeoisie, which led critics to reject the role of the author as central to the creation and interpretation of meaning (Farrell, 2017), a stance which found its most blunt declaration in Roland Barthes’ famous essay The Death of the Author (1977, first published 1967).  However, since then, other theorists have developed and extended it. As Carroll explains, more extreme anti-intentionalists seem to argue that ‘reading literature for authorial intent (is) a kind of category error’ (1992: 113), by which they imply that seeking such intention is the wrong kind of question to ask, since texts are autonomous entities, and, ontologically, author intention is quite separate from textual meaning. This is an entirely different view from that which simply seeks to suggest there may be influences in play beyond the author’s ken. This separation of author from meaning acts to create an ontological barrier between the text and its creator. According to Farrell this suspicion about authorial intention has echoed on down the years long after the original theories have largely been refuted by critics (2017, 2019). Indeed this is sometimes the case even as, in other parts of an English Faculty such as Genre Studies, Gender Studies, Creative Writing, and increasingly in Stylistics itself, discussion of authors, their biographies, beliefs and intentions are front and centre.  
Issues of author, or speaker, intention have also been considered in linguistics. Pragmatics, for example, offers some key insights into the deliberate use of particular techniques and their potential impact on readers (Austin, 1962; Levinson S.C., 2017; Grundy, 2019), reinstating the speaker’s role by examining how discourse works in real-world communication – insights which transfer well into an examination of how literary texts may work. Grundy discusses the concept of ‘optimality’ where ‘a speaker attempts to achieve the optimal form for the meaning she intends to convey and a hearer tries to determine the optimal meaning for the utterance he hears’ (2019: 15, author’s italics). This acknowledges the joint enterprise of meaning-making between speaker/writer and hearer/reader, supporting the concept that the interpreter assumes an intention by the speaker/writer to communicate a particular meaning and consequently seeks to discern it. Of course, as acknowledged earlier in this section, literary works cannot perform entirely as face to face discourse would, where opportunities exist for turn-taking, requests for clarification, reading facial expressions, questioning or revealing a lack of understanding through an inappropriate response.  
Further light is thrown on the processes of communication of meaning by Grundy, who discusses his ‘doctrine of the infelicities’ through which he analyses and explains the various ways in which utterances may go wrong in some way, identifying as central tenets for successful communication the ideas that there must exist ‘an accepted conventional procedure’ (2019: 14) for the use of such utterances and that everyone involved must be aware of and consenting to these. Grundy builds on the work of Grice (1968) in which the latter explains how it is possible through ‘the theory of conversational implicature’ (Grundy, 2019: 69) for speakers to mean more that they say, which requires some degree of shared expectation between speaker and listener. There are, similarly, certain conventions both writer and reader recognise and apply when approaching literary texts such as poetry. Neither expects to be involved in the simple exchange of information, both are aware of unusual conventions such as atypical syntactic and structural features in poetry, and both are aware of the non-literal uses of metaphor and imagery to convey ideas and emotions. Felicity conditions, Grundy tells us, require that those involved understand the conventions of the situation they find themselves in, are aware of what is expected of them and intend to act sincerely (2019: 30). Individual poems do not exist in a vacuum, but are part of a cultural and literary context shared by both readers and poets with readers’ expectations appropriately created. Both Grundy and, earlier, Austin (1955) speak openly and without any demur about speaker ‘intention’ – the first heading of Grundy’s opening chapter of utterance analysis, in which he discusses how speakers use language intentionally to effect particular responses in listeners, is titled ‘An Intentional Act’ (2019: 28) – and indeed both see the interpretation of this originating intention as absolutely the core of pragmatics. Grundy’s defines pragmatics as ‘the study of how we make meaning by what we do with language’ (2019; 28). It would seem to such pragmaticists to be ridiculous and indeed impossible to work only with the words of the speaker and/or the interpretation of the responder, whilst ignoring the speaker's intentions and wider context.  
The fields of politics, sociology and psychiatry have also had considerable contributions to make to the discussion of the meaning of texts and utterances, in particular with reference to wider, even unrecognised, influences that may affect how and what writers write. Lawn and Keaney, in their summary of the philosophical hermeneutics of Hans-Georg Gadamer from the latter half of the twentieth century, explain his views as follows, under the heading ‘Hermeneutics of suspicion’: 
the masters of suspicion…are Friedrich Nietzsche, Karl Marx and Sigmund Freud. All three thinkers have taught us that there are hidden meanings behind the obvious ones, or meanings that are consistent with or opposed to the intentions of the author. For Nietzsche, lurking behind everything is ‘will to power’ so we should not take on trust what a person says, we should dig down to a deeper level to expose the desire for power which betrays the real meaning of the text. Karl Marx does not read a text innocently. From his perspective all texts must be read as betraying the writer’s class position…Sigmund Freud competes the triumvirate. The hermeneutics of suspicion here is to ignore what a person says and seek to uncover traces of the Unconscious, hence texts are read suspiciously as evidence of fantasy and unconscious wish-fulfilment and other manifestations of instinctual drives (Lawn and Keaney, 2011: 60-61) 
 
Here a distinction is made between meanings recognised and intended by the author and those which may stem, unrecognised, from his background, beliefs, unconscious desires and values, and so on. Indeed Michael Rosen, one of the poets whose reflections I use in this thesis, named his critical monograph The Author: towards a Marxist approach to authorship (2019). In the book he makes the point that any analysis of how a piece of work comes to be created – in his case an anthology of 65 poems for children – will be unsatisfactory unless it takes into account four key elements, these being: 
1. An examination of how the particular self under consideration (me) was formed in a specific socioeconomic and cultural moment 
2. An examination of how, within that moment, that self engaged with the texts made available in the institutions it occupied 
3. An explanation of how the writing involved a synthesis of experiences – of life, texts and audiences 
4. An explanation of how a writer reads his or her own writing (Rosen, 2018: 3) 
 
While Rosen discusses his own motivations and influences in great depth, it is reasonable to assume there will be some aspects of his own personality and background, and their impact on his writing, of which even he is not aware. Certainly several of my research poets claim not always to start on a poem with a clear idea of its final meaning, something which they say emerges slowly as they write and redraft (see Chapter 7). However they do confirm that by the time the poem is finished, the meaning has crystalised for them.  Levinson may be right in as far as writers’ understanding of the meaning of their work is not always a matter of ‘supreme foresight’ (2010: 141), but rather, in some cases at least, of slowly emerging understanding and intention. Of course there may still be further genuinely unrecognised influences on a writer when he writes. Nevertheless this does not invalidate those intentions and motivations which the writer is aware of and it is these I wish to reintroduce into critical discussions. In addition, considering wider, often not fully known, influences on writers is not, for the most part, what ordinary readers do when they read. However it is partly because of these wide-ranging influences and possible intentions that I have asked the poets involved to discuss their work, in terms both of origins, intentions and processes.  
4.3 Intention 
I have spoken frequently in Section 4.1 of ‘intention’ being a key component in the creation and communication of meaning, and something readers instinctively seek when they read, recognising it as an accepted component in any act of communication, including literary texts. However some of the more extreme anti-intentionalist views challenge this, or present interpretations of intention which I find difficult to accept.  As an example, Leddy (1999), in his offering of an ‘alternative’ to Iseminger’s views in favour of intentionalism (1996), bases his argument on what seem to me to be some potentially inaccurate and certainly unevidenced assumptions about how writers write and how meaning is communicated in a range of contexts. For example, comparing the writing process to how we behave when we converse, he states that: 
we understand conversations in terms of progressive interpretation and        reinterpretation of what was previously said. Moreover people can decide what they intended after the fact. We often hear people say,’ I didn’t mean A by p; I meant B.’ This is a proper move in everyday conversation, even though the person involved does not have direct access to what he or she had in mind at the time of original assertion…Let us be clear about a few points. (i) There are usually some things the author had in mind at the time of the statement-being-interpreted was being written. Of course the author may have had nothing on his mind but the sentence he was writing. Actually I think this happens most of the time, at least with respect to the conscious mind. (Leddy. 1999: 223, author’s inverted commas) 
 
There are a number of claims here I wish to investigate. Firstly, Leddy claims that ‘people can decide what they intended after the fact’, giving the example ‘I didn’t meant A by p; I meant B’. This seems to me to be an ontological confusion between intention and meaning. This speaker seems to me to have had the same intention – to declare that that p means B – throughout – but realises after his first utterance (perhaps by his audience’s response) that this has somehow not been clearly communicated in his choice of words. That is, he sees that the meaning has been misinterpreted. He therefore revisits his words to clarify the meaning, and thus to satisfy his original intention. In exactly the same way as with a speaker, the intention of a writer may not be successfully conveyed, and his meaning may be misinterpreted, but it remains the case that the writer, should he become aware of this, would be likely (and entitled) to say, ‘I didn’t mean that’. Further, Leddy seems to allow a speaker to know their intention, given that they attempt to correct it, but not a writer. Every day we engage in satisfactory conversations where there seems no evidence that we are regularly failing to communicate or interpret meaning successfully, and I see no reason why reading literary texts should be significantly different in terms of readerly and writerly intention.  
I would also argue that, like meaning, ‘intention’ is not a single entity. There are a range of intentions, some quite generalised and others extremely specific, which a writer conceptualises and acts upon leading up to and during the writing process, and indeed afterwards if the poems are performed and/or published. These include, amongst others, choices of genre, theme, possible symbolism or use of metaphor, and individual linguistic and orthographic decisions. This does not mean, of course, that readers will always fully identify all these intentions, but it does mean that what they do interpret is likely to be impacted by them. However this has not always been accepted by critics. Referencing some of the theorists already discussed, Rosen (2019: 8) puts it thus: 
writing as the author of these poems, I am aware of a certain irony in attempting to answer these questions (about how his background, relationships and intentions shaped his poetry). According to some, I am dead (Barthes, 1977). To others whatever I intend is irrelevant (Wimsatt and Beardsley, 1954). And to yet others the whole task is pointless because whatever I think that my writing-language is signifying, it is not (Saussure, 1959, Derrida, 1978); and anyway, in the final instance it is only the reader who knows what’s written (Fish, 1989). Yet again, there is for some, another supposed level of pointlessness: it is impossible for me to find out why I have written my poems – either because I am unable to see how I am enthralled ideologically within the system (Macherey, 1978), or because my ‘ego’ will repress the real sources of my imagination (Freud, 1985). 
 
This paragraph is deliberately provocative and wryly humorous. Nevertheless, it identifies some of the challenges faced by his and my attempts to find a more acknowledged place for authors in current literary theories. Neither Rosen nor I seek wholly to overturn many of these theories, nor deny the role of readers and texts in negotiating meaning. We wish merely to find a way to reintroduce the role of authors and their intentions more explicitly within such accounts and, in particular, in my case, within cognitive poetic theories.  
4.4 Literary developments and the rise of anti-intentionalism 
As suggested by Rosen, above, historically there have been movements strongly opposed to theories of intentionalism, some of which I have already discussed in the introduction to this chapter and in Section 4.1. Although there is not time here to sketch the history of these theories in detail, I offer below a brief summary of more recent movements in and social perceptions about literature and its role in society, and the impact of these movements on theories of intention. Eagleton claims that:  
to speak of Literature and ideology as two separate phenomena which can be interrelated is…in one sense quite unnecessary. Literature, in the meaning of the word we have inherited, is an ideology’ (2001: 19/20, author’s italics) 
 
He justifies this claim through extensive linking of literary styles and theories over the centuries with social movements of the day and in particular ‘questions of social power’ (2001: 20). In the 18th Century at least, he states, literature did more than ‘embody certain social values: it was a vital instrument for their entrenchment and dissemination’. Only in the 19th century, he suggests, did what we might now define as literature – that is a means of expressing ‘”felt experience”, “personal response” or imaginative uniqueness”’ – emerge, during the Romantic period (2001: 19/20, author’s inverted commas).  
During the 20th Century, however, increasing attention was paid to creating a more rigorous, scientific system of literary analysis. A key figure in this was F.R. Leavis, who made a case for literary study being recognised as ‘the supremely civilising activity where the most central questions of humanity might be interrogated and illuminated’ (Eagleton, 2001: 27). In addition, the Leavisite school in the 1920s and 30s set aside the existing reluctance to analyse and scrutinise literary texts, which, in the time of the Romantics, would have been seen as impertinent, and sought to establish rigorous identification of approved literary qualities in texts in order for them to be accepted into his new canon. In particular there was stipulated a regard for language which was ‘verbally rich, complex, sensuous and particular’ (Eagleton, 2001: 32), and, as such, best suited to make concrete the felt experience which was especially valued. However, if these ideas of the inherent value of texts and their status as autonomous and complete works were to be pursued, it became necessary to sever texts from both authors and readers, and make the work itself the entire focus of study – although readers were required to be trained to read in the approved way. This fitted well with the perceived need, in an increasingly scientific society, to create a more rigorous and formalised critical discipline, by narrowing the focus to the language of the immediate text only. 
The focus and definition of English literature shifted again under the influence of T.S. Eliot (Eagleton, 2001: 34). As others had before him, Eliot, Eagleton claims, reinvented the literary canon to include approaches and techniques which best matched his own stylistic tendencies. Roberts (2018: 290) further describes how Eliot himself contributed to the rejection of the search for authorial intention, claiming that attempts to find the ‘personality of the poet’ in his work were misguided and that criticism and comment should be directed ‘not upon the poet but upon the poetry’ (Eliot, 1919: 2, online). Eagleton suggests that this claim arose from Eliot’s belief in ‘an extreme right-wing authoritarianism’ in which ‘men and women must sacrifice their petty personalities and opinions to an impersonal order’ (Eagleton, 2001: 34). Then, in 1946, came The Intentional Fallacy, by Wimsatt and Beardsley, as discussed at the start of this chapter, in which they dismiss the intentions of authors as ‘neither available nor desirable as a standard for judging the success’ of a literary work (1946: 468), and claim that an over-respectful attitude to writers has led to what they see as an approach lacking in the rigour necessary to justify literary criticism as an academic discipline.  Farrell (2017, 2019) discusses how it was in part a shared disgust with this fawning attitude to authors which led to the publication of The Death of the Author (Barthes: 1977; first published 1967), and created the atmosphere in which anti-intentionalism became a dominant theory. Eagleton also describes the development of Structuralism during the 1970s (Culler, 1975, Lotman, 1976), involving, as the name suggests, a rigorous analysis of the construction of poems, intended to be objective, and focusing on the various ‘tensions, paradoxes and ambiguities’ presented, before showing how these were resolved within the poem’s structure (Eagleton, 2001: 42-3, see also Chapter 3). The desire for a more scientific and replicable approach can also be seen reflected in the aims and methodology of ensuing movements such as stylistics, out of which grew fields such as cognitive poetics.  
Such reactions against the importance of the author in twentieth century literary criticism meant a change of focus in terms of how and by whom meaning was perceived to be created. Barthes saw an immediate antidote to the author’s reported ‘death’ in the ‘birth of the reader’ (Barthes, 1977:148), who would now provide the meaning of texts. Farrell identifies, as a crucial component in the dissemination of this theory, the increasing substitution of the term ‘text’ to replace ‘literary work’, when discussing individual literary pieces, suggesting that this linguistic switch deliberately removes from interpreters’ minds the idea of a ‘worker’ who produced the text, and employs instead a term which refers to ‘nothing more than the simple words on the page’ (Farrell, 2017: 1-2). He also points out that these anticipated responses of evaluative readers never really materialised in the work of critics of the time, but that their place was taken by the new creators of meaning, the critics themselves, who took the opportunity to develop a range of complex and competing theories, such as Symbolism, and New Criticism (Ransom, 1941; Tate, 1948; Frye, 1957). Indeed stylistics has been influenced by reader response criticism in its move to focus on the reader as interpreter. As Whiteley and Canning explain: 
the stylistic study of textual form and interpretative effect is grounded on the understanding of literary works…as heteronomous objects; that is, objects which are brought into being by the observing consciousness of the reader (Ingarden, 1973; Stockwell, 2002: 135-136). This view of literary works means that stylistics is, and always has been, inherently and inescapably concerned with reader response (2017: 72) 
 
Nevertheless, as discussed in Section 1.0, they also remark, in their analysis of the development of reader response studies, that ‘reader response criticism’s interest in readers was predominantly theoretical’ (Whiteley and Canning, 2017: 73) and more recent work has acknowledged the need for greater focus on ‘real’ readers’. This thesis aims to adopt such a focus, but, in addition, in line with more recent stylistics research, shows that the dismissal of the role of authors from at least some of these later theories, such as cognitive poetics, whether by omission or simply as a result of a different focus, has also weakened the completeness of their findings. I believe that my data shows that, in the end, the anti-intentionalist response to meaning-making, while contextually understandable in its desire to limit the role of authors and acknowledge both the integrity of the text and the interactive role of the reader, has thrown out ‘the baby’ of authorial intention with ‘the bathwater’ of ownership of meaning, if I may use an informal metaphor.  
4.5 Further theories of intentionalism 
To further investigate the theoretical developments which examined, and in many cases denied, the role of authorial intention in the creation of meaning for readers, I now very briefly reference the central theories in this debate, having already declared my support for modest actual intentionalism. Davies (2006) summarises several which he claims have had currency in the world of literary criticism following the publication of Wimsatt and Beardsley’s article. The first is Actual Intentionalism where ‘authors’ intentions constrain how their works are to be interpreted’ (Davies, 2006: 223). In its most extreme incarnation, monism, this constraint is total. In my discussions in Sections 4.2 and 4.3, above, and in Chapter 7, I acknowledge the potential impact of subconscious elements on a writer’s choices. In addition, I discuss and accept the effect of readers’ own life experiences on their interpretations of texts in sections 3.2.5 and 5.3.  Therefore I cannot accept the validity of monism. The second theory is Hypothetical Intentionalism, where interpretations attempt to establish the most likely intentions of a postulated author, which I discuss more fully below. The third, often linked to hypothetical intentionalism, is Value-Maximising Theory also known as Conventionalism, which prioritises the reading of the work which would present it ‘in the most favourable light’ aesthetically speaking, given the range of possible meanings which the text invites (Davies, 2006: 223). This would seem to require the meaning of each text to vary according to the individual aesthetic choices of each reader, as well as to assume that every author was working in exact synchronisation with each such reader. Given the range of preceding arguments about the nature of meaning and the relationship between authorial intention and meaning, I cannot support this theory either. One final theory which I will briefly discuss below is that of the Implied Author, as first proposed by Wayne Booth in The Rhetoric of Fiction (1961), revised in 1983. 
4.5.1 Hypothetical intentionalism 
The theory of hypothetical intentionalism does seem to require more discussion, given its acknowledgement of the impact of the writer in some form conceptualised by the reader. The key premise of hypothetical intentionalism, as Levinson (2010), explains, is that a literary work: 
should be seen as an utterance, one produced in a public context by a historically and culturally situated author, and that the central meaning of such a work is thus a form of utterance meaning, as opposed to either textual meaning or utterer meaning’ (2010: 146, author’s italics) 
 
He explains that the key feature of ‘utterance meaning’ is that it coincides with ‘what an appropriate hearer would most reasonably expect a speaker to be trying to convey…in the given communicative context’ (2010: 139). With literary works, he suggests, this means that the core meaning of any work is whatever a hypothesised ideal reader would assume a hypothesised author to be trying to convey. As he says, the key difference between this view and actual intentionalism is the substitution of ‘optimal hypotheses about authorial intention’ for ‘actual authorial intention’ (2010: 139, author’s italics). This, he believes, removes the crucial concern of anti-intentionalists about the impossibility, in most cases, of finding out actual author intention, since her existence and intentions are being hypothesised. Despite these apparent advantages, I find it a little contrary to prefer to speculate about a hypothesised writer rather than the actual, existing one, even if she be unattainable for information. Indeed it seems to me that what is hypothetical here is not the author herself, but rather the reader’s speculation about her intention. Authors are real, not hypothetical. It is only their intended meaning which readers must hypothesise and, as discussed at length in this thesis, the text provides extensive evidence to aid such speculation. Lin’s discussion of this issue (2018: 93-94) makes the point that Levinson himself in fact supports this view, at least when discussing what readers construe when considering not just the text in front of them, but the wider oeuvre and public image of an author. Then, this being a case of conceptualising what he describes as the ‘thickly’ implied author, he claims that these conceptualisations reference the actual author rather than a hypothesised one (Levinson, 2010: 140-141). I recognise that in many cases the author is not accessible to ask about their intention, but that inaccessibility does not mean that the author is hypothetical, merely that her intention is not known, which is not the same thing ontologically. Inaccessibility is not the same as non-existence.  I claim, based on my data to come, readers are not blindly hypothesising about something they cannot know when they conceptualise authorial intention behind a text they read (‘second-guessing’ as Stockwell called it [2002: 55]) – they are deducing something for which they are being supplied with ample evidence. The text itself is what allows us as readers to conceptualise that intention and I suggest that what readers are conceptualising is what they believe the intention of a real writer actually to be.  

4.5.2 The implied author

Booth’s original proposal for the existence of the ‘implied author’ (first published 1961) arose in his discussion of novels such as Tristram Shandy, with complex narrative structures such as those where the ‘author’ suddenly intrudes his voice into an otherwise third person narrative and speaks directly to the reader. Booth discusses how such interventions and minglings of narrative voices invite the reader to infer things about the real author, in particular in relation to that person’s perceived moral or ethical stance. This persona, about whom the reader tried to draw such inferences, he called the ‘implied author’ (1983: 70-71). He discusses the views of the time that authors should ideally be ‘objective’ (1983: 67). Booth, however, claims that this is ‘to understate the importance of the author’s individuality’ and that as he writes the author ‘creates not simply an ideal, impersonal “man in general” but an implied version of “himself” that is different from the implied authors we meet in other men’s works’ (1983: 70-71, author’s inverted commas). Many years later, reflecting on his distress at ‘the number of critics who have embraced the “death of the author”’ (2005: 75), he returns to this point, developing it to explain how authors often, he believes appropriately, adopt the technique of ‘masking’ their true selves, wishing to present a version of themselves which is ‘superior to the selves we live with day by day’ (2005: 77). This again leads to readers seeking the true creator behind the work, but Booth insists that ‘only readers who have known the thrill of joining authors in their full engagement…ever discover how that joining changes one’s life’ and that ‘as we merge ourselves with the created self who has created the work, as we recreate the work as intended, we resemble more and more the IA [Implied Author] who achieved the creation’ (2005: 86). Much of this seems to me to be relevant to the poetry in this thesis, except for two key aspects, which is that these poems are not fictional and these poets are not ‘masked’ – Faber has specifically talked of his work as ‘unmediated feeling’, and we have both made the point that we wished to be as honest as possible about our experiences, to validate them, and our feelings about them, both in ourselves and others. For that reason, I believe some aspects of Booth’s theory are inapplicable here. However there are interesting examples later, in the data, of readers clearly attempting to infer the moral or emotional stance of the writer, and his or her wider experience and context, particularly in the case of Faber, at points where the text itself has not made this clear to their satisfaction, and in those cases I believe we may be seeing examples of what Booth describes in his earlier work.
4.6 Intention in common practice  
The relevance of deducing another’s intention is not, of course, restricted to the study of literature, or indeed any sort of writing.  Roberts points out that awareness of/attempts to deduce intentionality is a common aspect of life in general, from everyday actions to courts of law, and that one would therefore require strong grounds to exclude it from literary contexts (2018: 293). Clearly the means by which intention is deduced is different in the two cases, but the natural assumption is that, provided no duress or other motive is responsible, people’s actions, including in writing and publishing work, have intentions behind them which have relevance to how the world interprets those actions. Stecker, in an essay on interpretation in a range of aesthetic fields, suggesting similar processes of interpretation occurring across these, comments: 
we usually want to know the message a speaker is trying to communicate to us rather than what her words literally say. It is also plausible that the utterer’s meaning is what we primarily seek when we read non-literary pieces of writing that try to inform us of facts or to enlighten us in some way. For example I hope that you will be trying to figure out what I’m intending to say in this essay and charitably interpret it to that end. I hope I do the same when I read philosophical pieces (1994: 203) 
 
Here Stecker makes a key link between the simple interpreting of ‘facts’ in non-literary writing, and the more complex processes involved in deducing meaning in more nuanced pieces, including literary texts, where we may look beyond the literal meaning of words for deeper meanings the writer may be conveying to us.  
A perception that the intentions of the author, and indeed even autobiographical details about them, are gaining in relevance seems to be developing sharply at this stage in the 21st Century. Vanessa Thorpe (2020: 38), writing in The Guardian about challenges facing modern authors, claims that in current times, ‘some readers now value authenticity in a writer above imaginative impulse’ and that ‘if an author does not share (their character’s) experience, a cultural row looms on the horizon’ (2020: 38). Thorpe explains how such arguments about the perceived appropriation of stories that are felt to be for others, (who have actually lived them) to tell have become more widespread as sensitivity to other cultures and life-experiences gains wider acceptance in society. Whether one accepts or rejects these views, it makes little sense against that background to claim that readers do not concern themselves with an author’s lives and intentions.  
4.7 Summary 
This chapter has considered the history and variety of arguments both supporting and denying the relevance of authorial intentions to readers’ interpretation of meaning in literary texts. As well as illustrating the range of views in this area, it has also situated cognitive poetics in relation to these ideas about the role of authors in meaning-making. I have argued that cognitive poetic approaches typically involve both ‘modest actual intentionalism’ in which authorial intention is acknowledged as a contributor to literary meaning, ‘insofar as the intention is consistent with the way the work is’ (Carroll, 2011: 119) but can also veer towards ‘hypothetical intentionalism’ in which the intentions of the author are thought to be available hypothetically only. I have argued that readers’ inferences about author intention should be regarded as deductions from the evidence of the text rather than hypotheses, and shall explore this idea further in my analysis chapters (Chapters 7-9). The next chapter examines the role of the author in relation to lyric poetry, the genre into which the poems discussed in this thesis fall.  
Chapter 5 – Lyric Poetry 

5.0 Introduction 

The analysis chapters of this thesis (Chapters 7-9) focus on two poems by myself and two by Michel Faber, taken from the original eight which were presented to my research readers. The rationale for these choices, and for the research methodology in full, follows in Chapter 6. In this chapter I argue that these poems are most usefully considered as lyric poems, and provide an introduction to this genre which contextualises my later discussion of the works. Specifically this chapter focuses on the lyric poem’s autobiographical nature, which is especially important for my purposes. Although there may be several genres of poetry into which these poems might fit, I will work within prototype theory (see Section 3.2.2), arguing that although the research poems are not absolutely prototypical members of the category of lyric, they share a significant number of features which are of importance when considering their qualities and impact.  
5.1 Categorising texts 
Not all critics, of course, would agree that identifying genres is a useful means of categorising texts at all.  As Culler (2015, 2017) points out, such division of texts into genres does to an extent deny what he calls ‘the singularity of a literary work’ (2015: 42), something which he suggests modern critics particularly value.  However, it is the formal qualities of these texts which I wish to consider when assigning them to the lyric genre. 
In addition, Culler (2017) suggests that those who make claims about the supremacy of the text, and in particular those who base them on Blanchot’s work Le Livre à venir (1959), have misunderstood the thrust of Blanchot’s argument. He explains that Blanchot’s claim is that literature of the time had been forced into attempting ‘an impossible quest’ in trying to be, in each case, a sort of ‘non-literature’ (Blanchot, 1959: 243-244), in order to achieve some singularity, but that his work is rather a description of the beliefs of the time than an affirmation of them. However Culler claims that criticism is moving away from these extreme rejections of genre theory and indeed that it is coming to be recognised that, in order to be ‘singular’, texts need conventions and existing formulae to react against (2017: 71-73). The acceptance of the existence of contrasting types of texts is also proposed by Wolf (2020), who views genre definitions less as matters of fixed rules, but as prototypes, where sets of texts contain a family of qualities which link them, without there being one definitive list of features to which all must adhere. In his claim for the need for ‘lyrology’ (Wolf, 2020: 145), he argues that narratology has rather taken over the field of criticism, but that the very need for definitions of narrative, or current discussions of ‘lyric-narrative hybrids’ is in itself proof of the existence of different forms of literature, as much themselves in need of analysis and definition (2020: 144). Both he and Culler suggest some common features of lyric poetry. Wolf suggests three core features: what he calls the ‘three general lyremes of representationality, experientiality and meaningfulness, and, in addition, the verbal nature of the representation as well as the aforementioned fiction of performativity’ (2020; 152). Although claiming these qualities for lyric poetry, he explains their link to narrative features, which principally depend upon: 
what Roman Jakobson termed the "referential function" of language, which is intimately connected with the specific representationality of narratives—not only in the verbal medium. This leads to the central features of prototypical narratives, or core narremes, representationality, experientiality, and meaningfulness. We can—and like to—experience narrative worlds because they appear to us as meaningful representations that, through their modelling function, address interesting aspects of reality. (2020: 146) 
 
Thus, to be successful, poems must create representations for readers of a believable and meaningful world which they can relate to, and, in their imaginations, experience. In the following sections of this chapter I examine how lyric poetry in general, but also the research poems in particular, achieve these functions. 
5.2 Performativity and present tense usage 
The final quality Wolf lists, the ‘fiction of performativity’, is taken from the original work of Hempfer (2017) and Wolf defines this as the ‘simulation of a communicative situation which is centred on an I-origo (the overt or covert speaker’s position)’ (2020: 151, author’s brackets). Wolf further explains that the use of the present tense is a common feature of this sense of performativity, as is ‘a tendential temporality’ (2020: 151). By the latter he refers to what he feels is a general lack of narrativity in lyric poetry – a sense that a moment out of time is being captured rather than a chronological story being told. He also references the brevity of most lyric poetry, and the focus more on linguistic features than on events or actions. The fact that the research poems are all written in the present tense and clearly create recognised elements of representationality, given the strong personal responses of many readers, is evidence of their suitability to be included in the lyric genre. 
Culler also speaks of ‘the performative temporality’ of the lyric, again reflected in the use of the present tense (2017: 63), as well as its sense of embodiment, where the energy of person becomes the energy of the poem, where what emerges is ‘a poetry of passion – with sufferer as speaker – embodying a turn where the suffering becomes a source of poetic power’ (2017: 63). While most of the poems in my research sample adhere to this definition of temporality, capturing particular moments in longer-term events, and certainly employing powerful linguistic features, the quality of capturing ‘a moment out of time’ is not true of all of them. Grand Canyon describes what is clearly part of an ongoing and extended process – both in terms of an inner state and an outer struggle in the world – and although Faber’s two research poems Nipples and Lebensraum are accounts of short-term events, they clearly foresee longer-term ones, and echo past ones, while others in the original four, such as Don’t Hesitate to Ask and Anniversary again describe ongoing states. It is also an important fact that both these sets of poems are taken from anthologies which are arranged in the chronological order of the events and emotions they describe and as such do possess a strong element of narrativity when taken as a whole. It may be that this chronological and narrative feature is an important element of the research poems, and the responses to them, and as such sets them apart from the kinds of poems which appear in anthologies with a more diverse subject-matter. On the other hand, they powerfully adhere to Culler’s description above of ‘poetry of passion - with sufferer as speaker’ (2017: 63), as well as having a strong element of performativity – indeed both poets have repeatedly and successfully performed them live. As such, I argue that the research texts have a sufficiently strong relationship with prototypical lyric poetry to justify inclusion in that genre. 
5.3 Apostrophe and second-person usage 
A further element of lyric poetry discussed by Culler is the frequent use of apostrophe, which he describes as ‘lyric’s strange way of addressing time, winds, urns, trees, or the dead and asking them to do something or stop doing whatever they are doing’ (2017: 8), giving examples ranging from the now more fanciful use of addresses such as ‘O wild West wind’, to even the most banal of objects. But behind this, he argues, lies one key feature – the essential existence of ‘an indirect you’ in the lyric, which he takes to be absolutely central, and an important part of the deixis of such texts (see Section 3.2.3). As Culler puts it: 
often that ‘you’ is expressed – the ‘you’ of the beloved, or God, the wind, a flower. But sometimes it is not, and lingers as a spectral presence, a yearning, something like love (Culler, 2015: 243, author’s inverted commas).  
 
Karen Simecek, in her essay on the use of the second-person in the lyric (2019), discusses the creation of a sense of intimacy in lyric poetry, which she claims is ‘associated with expressions of the personal…often thought to reveal innermost thoughts and feelings of the poetic voice through use of first-person expression’ (2019: 501). This, she suggests can create the sense of intimacy and promote feelings of empathy. However she suggests that another way in which such connections can be made is through the use of the second- person, establishing ‘an intimate connection between the reader and the poetic voice’ (2019: 501-2). She concludes that the most intense intimacy is one which is created ‘through sharing a perspective that unites the reader and the perspective of the poem in terms of what they have in common’ (2019: 502). Simicek points out that the process of intimacy develops as we read, as we start any piece of reading by feeling ourselves to be listening to another voice, before, as we shift to ‘internalizing the words and hearing in our own voices’, we begin to set the foundations of a sense of sharing the perspective represented in the text (2019: 503). She further discusses how the affective nature of lyric poetry allows it to replicate emotions and human relationships which we recognise and respond to. Indeed, she claims, we may on occasions come to see the poem ‘as speaking for us’ (2019: 504, author’s italics), even though we may still recognise the separateness of the perspective presented to us. This shows, she claims, that ‘in our engagement with some works of poetry is something necessarily reciprocal’ and that the use of the second-person in some poems heightens this sense of reciprocity and mutual awareness (2019: 505). A key reason for such commonality with the poetic voice is our shared life experiences, in whatever roles and relationships may be exemplified in the texts. Interestingly, although all the research poems use the second-person address, they remain essentially voiced in the first-person, with comments addressed to, or dialogue imagined with, the spouse, spoken in the voice of the poet, and as such combine both the strong personal perspective of the first-person with the complex interplay with readers created by the second-person. This is further examined in Chapters 7 - 9, as well as discussed in the poet commentaries (Appendices 3, 4.1 and 4.2), especially in mine, where I explain that the title of my anthology, Dialogue for One (2005) references my awareness that almost all of my poems are addressed to my dead husband, as if still trying, but of course failing, to have the conversations which I so wished, and still wish, to have with him. 
This use of the second-person address is discussed by a range of researchers, and emerges as complex and subtle. Gavins discusses in particular how its impact differs between non-fiction texts such as instruction manuals and in literary fiction. She identifies the process by which ‘the re-creation of a face-to-face discourse world situation at the text world level is crucial to the success of instructional texts’ and that the ‘trans-world projection here works from two directions’ (2007: 103).  This is because, she explains, the author of the text uses the second-person address to project ‘an enactor of him or herself into the text world’ – the name given in Text World Theory to the mental creation by the reader of an imagined world conjured and informed by the text and inhabited by the reader. Meanwhile the same second-person address ‘simultaneously nominates an enactor of the reader as present in the text-world’ (Gavins, 2007: 103). In literary fiction, however, she suggests that the second-person address invites a much greater level of ‘empathetic identification with the reader-enactor’ and is a means of ‘constructing and maintaining a compassionate connection with a fictional text-world entity’ (2007: 103). In a different context, Fludernik discusses the particular impact of apparent ‘posthumous interventions’ by a character in a text she is analysing as representing ‘metaleptic crossings of the existential levels between narrators and characters’ (1994: 282). In the poems for study here, both poets apparently conduct conversations with and describe events involving characters who, by the time of writing, are dead. Some of these are simply descriptions of experiences which occurred before the deaths of the characters, but others involve pseudo-dialogues in the second- person with clearly deceased individuals, with the effect that Fludernik describes, blurring lines between character, narrator/poet and reader. She makes the point that ‘the narrative “you” has been characterised’ in fiction ‘as an actant by definition…internal to the story’ (1994: 285, author’s inverted commas), as opposed to the usual status of the addressee as external to the story, and further references the terminology of Bonheim, who describes the ‘narrative slither’ created by the second-person, which he claims creates ‘much greater (reader) empathy with second-person protagonists than with first- or third-person characters’ (Bonheim, 1983: 74-76). Parker further suggests that:  
curiously, in disassociating their own authorial personae from an experience, slipping into second-person allows the emergence of a blank textual figure with which readers often feel encouraged to identify (2012, 173).  
 
Phelan, meanwhile, identifies the usual distinction between ‘an intrinsic, textual “you” – a narratee-protagonist – and an extrinsic, extratextual “you” – a flesh and blood reader’, but discusses how some texts ‘undermine the clarity and stability of the distinction’ (1994: 351, author’s inverted commas).  These effects, of course, are most commonly found in, and discussed with regard to, texts employing the second-person address in ways which quickly make clear the text is either homodiegetic or heterodiegetic (Genette, 1988), and the second-person address, in this case apparently directly to the reader, is a means of discomfiting her as it blurs the boundaries between roles. Herman (1994: 235-6) considers the use of ‘propositional attitudes’ in texts, when discussing first- and second-person focalisation. These choices, he suggests, are a form of focalisation which affect narrative distance and point of view, with vocative address tending to create closeness, itself a key component of projection and empathy. In the research texts, even within single poems, it becomes clear to the reader that the ‘you’’ being addressed is in fact not the reader herself but the poet’s spouse. However there is no doubt that its usage is a foregrounding technique, which creates an unusual relationship with the reader, partly because it is atypical and partly for the reasons given above, and which I suggest still linger in the minds of readers. As McHale puts it in his discussion of trends in post-modernist writing:  
the changed function of metaleptic relation in post-modernist writing can be traced through the changing fortunes of the second-person pronoun you: the second-person is par excellence the sign of relation. Even more strongly than the first-person it announces the presence of a communicative circuit between addressor and addressee (1987: 222).

This, he claims, has the effect of creating ‘violations of ontological boundaries’ such that even if the reader is not ‘directly implicated…you retains a direct connotation of the vocative, of direct appeal to the reader’ (1987: 222-3, author’s italics). 
Gavins too focuses on second-person address, discussing how certain texts create special relationships with readers. While her main focus is on non-fiction instructional texts, her comments apply equally to poems such as those in this research when she describes how, because of an aim ‘to create an exclusive and trusting relationship between two entities…unlikely ever to have met, they recreate face to face discourse world situations at text world level’ (2007: 80-81). Gavins here again uses the terminology of Text World Theory which, in analysing the processes involved in reading a text, proposes the existence of a ‘discourse world’ – a ‘physical environment in which a discourse takes place’ and which ‘includes the human participants who make the discourse take place in the first place’ (2020: 2), in other words a place where writer and reader interact. Meanwhile the text acts to invoke ‘text-worlds’ for readers, with whose characters (‘enactors’) and events they cognitively and emotionally engage (Gavins, 2005). Within this theoretical construct she explains that the use of second-person address described above, and the intimacy this brings, make these texts ‘participant accessible’ (i.e. to both writer and reader) where otherwise they would only be ‘enactor accessible’ (i.e. to characters within the text), and that ‘the ontological structure amplifies the status of the author/speaker as a trusted confidante’ (2007: 80-81). Thus, as with Simicek’s examples earlier, the ‘epistemological structures of the text-world…actually help to narrow the physical and ontological gap between author and reader’ (Gavins, 2007: 82). Again I must acknowledge that the use of second-person address in my and Faber’s poems is ontologically distinct from the examples given by these writers above, in that, rather than an implied direct address to the reader, they are in fact addressed to the now deceased spouses. However, as discussed in the later commentaries on these poems, much of the intimate and proximate effects of such address are retained, as evidenced by the reader data. It certainly becomes clear that for many readers the close alignment with the writer discussed by these critics is achieved, suggesting that, in this regard, in part because of the atypical but still impactful use of the second-person address throughout, the poems fit the definition of the lyric genre.  
5.4 Immediacy and intimacy 
Longenbach mentions a further recurring theme in discussions of the lyric, ‘the lyric wish for immediacy’ (2018: 25).  This, he too claims, is conveyed, amongst other things, by the use of the first-person and the present tense. He suggests that this adds to the sense that, as the poem’s language ‘struggles to make something out of something’ – that is to turn what may be a brief event or emotion into something timeless – this ‘thereby (makes) us feel intimate with the act of making’ (2018: 26). Simecek (2019: 507), in her discussion of how lyric poetry, and in particular the use of the second-person address, can create a sense of intimacy, discusses how this happens ‘by connecting the reader and poetic voice through shared embodied action’. She discusses how the white space on the page, created by the structural decisions of the poet, acts ‘as a guide to reading and is connected to the breath, making the experience physical for the reader and intruding on their bodies as they read’ (2019: 507). Similarly, one of my poet respondents discusses a variation of this embodied experience which he deliberately creates using onomatopoeia in his poetry in order that, when reading the text aloud, his readers physically mimic the sound the poet is representing in words (See Chapter 7). Embodiment theory, and the sense that all of us bring our embodied life experience to both our writing and our reading, is a central tenet of cognitive poetics (Stockwell, 2019: 6). These research poems bring the readers intimately into the physical scenes and sensations which the poets describe and, using the techniques discussed above, evoke scenes which clearly seem very real and immediate for those reading them. 
5.5 Factuality and ‘the real’ 
Another key theme in the discussion of the lyric is the question of the ‘factuality’ of the experiences described. Hühn (2014) acknowledges the resistance in critical theory to the notion of lyric poetry being factual. He discusses how our definitions of factual and fictional rely upon ‘doubleness of sign systems and semiotic media, such as language in verbal texts…that is the mode of representation, in the relation between signifier and signified’ (Hühn, 2014: 156). In other words the difference between the purely linguistic link between a word and its meaning and the ontological link between a reference in a text and an object, person, place, etc., in the real world. Our understanding of the opposition of factual and fictional rests, he claims, on:  
the question of referentiality, in other words, the ontic status of the signified, of the representational entities and happenings (characters, situations, places, points in time, changes of state as well as of attitudes, emotions, experiences), namely, whether the representation refers to something that exists independently of the act of representation or whether the represented is (wholly or predominantly) invented, fictive, and projected by the semiotic representation in the first place (Hühn, 2014: 156, author’s brackets) 
 
Hühn points out that this distinction, even with clearly fictional texts, is not clear cut, since many novels are set in real places, reference real people or events, and place themselves in particular historical and cultural situations, even although the main protagonists and their actions may be fictional. But he points out that the two terms, factual and fictional, need to be understood ‘as classifying the referential status of texts in their overall, their predominant quality’ (Hühn, 2014: 156, author’s italics). He further suggests that, despite many critics’ unease with the notion of potential factuality being ascribed to literary texts, distinctions have long been made between how drama and narrative on the one hand, and poetry on the other, are considered, with the latter having been ‘on the whole…treated diversely and controversially’ (Hühn, 2014: 159). He lists a range of poets and critics, past and present, from Wordsworth to McHale, who have been prepared to ‘declare poetry to be basically factual. Identifying author and speaker with each other and taking the represented attitudes, emotions and experiences as “real”’ (2014: 159, author’s inverted commas).  
This belief in poems’ ‘factuality’, Huhn suggests, has significant implications for how we consider the status of lyric texts. While he accepts that there are narrative features in some lyrics – and this is certainly the case in the poetry considered in this thesis – just as there are lyric features in narrative texts, the key is which feature is dominant. His claim that lyrical features are clearly dominant in lyric, and that factuality is a key aspect of most lyric, is, he claims, based on a number of key considerations. The first of these is the ‘relevance’ of the features described – in other words much how much it matters to the reader to believe that they are true, something he says depends on how far ‘the text is expected to have some connection to the reader’s own existence and world, to his experience, values and concerns’ (Hühn, 2014: 157, author’s italics). Within the texts and responses considered in this thesis there is certainly evidence that readers make direct connections with events in their own life as part of their responses to the poems, but also that their clearly stated belief that these poems are for the most part accurate accounts of real events has a powerful effect on the depth of their emotional responses. While it was important to some that they could relate personally to these events, it mattered even more, to most, that they could and did conceptualise these events as happening to the poets, and their spouses, with whom they had formed an empathetic bond.  Hühn summarises the qualities of lyric as being ‘brevity, foregrounded over-structuring of language and prevalence of the first-person-subjective perspective’ (2014: 161)’. However the latter, he suggests, is different from first-person usage in fictional narrative, since in lyric it is ‘not embedded in a specified social context, in a communicative situation, thus losing its habitual pragmatic function’ (Hühn, 2014: 164), and he references Schlaffer’s arguments that the lyric ‘I’ is ‘structurally anonymous and presents an ‘empty deixis’ – leaving issues of time and place unspecified – which every reader when reading or speaking the poem can therefore occupy and embody (Schlaffer, 1995: 47).  Culler, too, writes at length about the epideictic nature of lyric, describing it as ‘writing for readers to enunciate’ (2017: 34), separating it from the fictionalised voice of narrative speakers, and claiming its power to generate ‘memorable formulations that float free of origin and contexts’ (Culler, 2017: 131).  
This notion that the very factuality of lyric can give it power beyond the invocation of a particular set of circumstances is further discussed by James, who describes lyric realism in novels as ‘generating…instances of critical and creative reflection’ which he claims have ‘ramifications for how we value fiction at once for its emotive singularity and its amenability to intellectual extrapolation’ (2017: 71).  He acknowledges that the very ‘affective intensity’ of its powerfully described moments can suggest that only these powerfully specific moments are important, but claims that these moments speak to the lived experience of readers in a way which encourages a wider and more generalised understanding of their impact. This tension between the specific and the general, the individual moment and the shared human experience, and how those two apparently opposing realities may be united within the lyric, will be central to the focus of this thesis, given the universality in our lives of loss, grief and death. 
5.6 Summary 
A number of key themes have emerged from this summary of current thinking on the lyric, and will be carried forward into the analysis to follow. In particular: 
· the specific features of the lyric as identified here: brevity, foregrounding of linguistic and structural features, a focus on language rather than on events, performativity and performative temporality, experientiality 
· the importance of voice – first- and second-person, apostrophe, the ‘indirect you’, the connection between voice and reader 
· the extent to which one views the lyric as representing factuality or fictionality 
· the way in which/extent to which the lyric invites an embodied response by the reader 
· framing – i.e. whether there are signals of factuality to the reader, inter- or extra-textually 
· the tension, and the relationship, between an immediate and individual experience and the wider, shared, generalisable human reality 
Given the centrality of factuality to the impact of lyric poetry, and the evidence from the data that this is a key feature in affecting readers’ responses, more work needs to be done to identify these qualities in poems and also to evidence how real readers make, and are affected by, such inferences about the poetry they read. Thus I have a dual intention regarding these issues. The first is to provide empirical evidence of a link between this factuality and readers’ conceptualising of authorial intention. The second is to show, through the data provided by both the poets and the readers in their responses, that this is an important feature of how meaning is made – a feature which has not yet been fully addressed in cognitive poetic research. These features of lyric poetry and their connection with authorial intention and literary meaning-making will be examined in more detail in Chapters 7, 8 and 9 in the light of my data from poets and readers. The next chapter, Chapter 6, discusses the methods I used to gather and analyse that data. 
Chapter 6 – Research Methodology and Creation of Datasets 

6.0 Preview 
This chapter sets out the methods of data collection and analysis used in researching this thesis. In it I set out the means by which I identified and collected data likely to provide answers to my research questions. These elements include the contributors I sourced, the data collection methods I chose, the rationale behind these choices and the methods I employed in analysing the resulting data.  
6.1 Introduction and rationale 
In Section 1.1 I set out the following research questions: 
· do ‘real’ writers express specific intentions for their work, including considering the impact of their texts on conceptualised readers. If so, do they identify specific techniques which promote these? 

· do ‘real’ readers show evidence of conceptualising authorial intentions, and, if so, do they identify specific aspects of texts which they believe evidence these and contribute to their interpretation of meaning?  

· are readers’ responses to poems, and in particular their interpretations/ constructions of meaning, affected by their individual life experiences and/or their prior knowledge of the writers? 
 
My selection of data collection methods was affected by both practical and theoretical factors. As a distance learning student, I did not have access to university sites and equipment and this meant designing research methods which were achievable while working independently. In addition, I undertook much of the data collection during the Covid pandemic, which meant that gathering data from contributors both individually and via non-contact methods became essential. Covid also made sourcing participants more challenging, and led me to rely upon a convenience sample recruited via my existing contacts. Theoretically, I was guided by the nature of my research questions which invite mostly exploratory data collection rather than the testing of specific hypotheses (Steen 1991). In the end, therefore, I decided, using an approach recommended by Steen (1991: 563), to employ questionnaires which could be sent individually to two sets of respondents: one set consisting of six poets and the other twenty-one readers. All six poets, ‘the research poets’, would firstly complete a questionnaire about their working practices and then two of them, myself and Michel Faber, would provide specific commentaries on four of our poems each. The readers would then be sent these eight poems and respond to them via a separate questionnaire. From the start I made the decision to identify the poets to the readers for two reasons. Firstly, a small number of the readers had already read at least some of my poems and would recognise them. I did not want there to be different information available to some readers and not others in case this affected the responses. Having identified myself as the writer of one set of poems it seemed logical also to identify Faber as the writer of his four for consistency. Secondly, if the readers had come across these poems in a naturalistic setting – buying the texts or attending readings – they would have had that information and so it seemed appropriate to supply it here.

The latter two sets of data identified above – the commentaries from the Faber and myself, and the reader responses – would allow me to make the crucial comparison between what the writers declare their intentions to be and what the readers sa in their interpretations. Meanwhile the responses of the six research poets would provide a broader set of data about what writers believe they are doing in creating literary texts. In Section 6.2 and 6.3 I describe these data-gathering processes in more detail.  
Steen (1991: 561) notes that empirical data in literary studies can be either verbal or non-verbal, the former being ‘linguistic expressions’ and the latter ‘other phenomena’ such as time taken over reading, eye movements, etc. (1991: 563). He concedes that non-verbal data may be easier to collect, despite the need for ‘a psychological laboratory and the expertise to handle sophisticated experimental equipment’ (1991: 563). However, and, importantly for my research, he explains that verbal data gathered via questionnaires, interviews, etc., are ‘better suited to elicitation before or after the process of reading’ and as such allow the collection of information about ‘attitudes, preferences, knowledge, memories and so on’ (1991: 563-4), which is exactly the sort of information this thesis seeks to gather. In view of this my data was intended to be largely qualitative, gathering opinions, personal experiences and, later, interpretative comments, although a small number of questions in the questionnaires, both for poets and readers, invited more quantitative data for direct comparison, for example personal information in the reader questionnaire – see 6.3.2 below.  
Steen (1991: 567) also describes how data gathering methods can display different degrees of researcher control, from ‘maximum control’ – involving such processes as cloze procedures and rating tasks – to ‘minimal control’, involving a high degree of open questions, free writing or speaking by participants. While I have included some closed questions in the early part of the reader questionnaire, and one quite restricted task in the adjective grid identification (see 6.3 below), I have mostly used medium and minimal control methods, with a range of open questions and opportunities for free writing by both my poets and readers, to encourage a high degree of individuality in their responses, as I discuss in Section 6.2.2 and 6.3.2 below. This, I believe, will make comparisons and correspondences between responses more valid as they have been less researcher-guided.  
A final division of data gathering in Steen’s analysis of research methodology is made between the various stages of reading: before, during and after. He mentions how some ‘on-line’ data, recorded as readers are actually reading, can ‘seem to have an advantage’ in terms of providing ‘a more direct access to the object of study’ (1991: 564), and refers to the work of Groeben and Vorderer (1988) into what he describes as the ‘pre-discourse study of motivation’ as opposed to the ‘post-discourse study of effect’ (Steen, 1991: 565). I have attempted to gather data from readers from each of the three stages, as I shall discuss below, with, respectively, a range of questions about their prior experience with poetry, an on-line reading task underlining key words and phrases, and a range of post-reading tasks and questions. 
For my poet questionnaire, of course, much of what I discuss above about capturing a process as it happens is less applicable, as in their case I was considering the writing rather than the reading process. It did not seem either reasonable or reliable to ask poets to create poems on demand and discuss their processes as this would be inhibiting both in terms of effort required and motivation/ personal choice, and therefore unlikely closely to mimic the reality of voluntary creation. I therefore instead asked questions which invited reflections on past work. However I did use questions which required discussion of particular poems in depth, as well as techniques often employed, which I felt would approximate, or at least reflect, the writing process as far as was possible. 
At the start of Chapter 1 I mentioned how a range of critics had identified the need for further data from ‘real’ readers in literary study, and quoted Gavins’ suggestion that this requires a ‘focus on contextualised reading practices and on examining readers’ behaviours in their usual environment, engaged in habitual reading behaviour and interacting with unmanipulated texts’ (2014: 199). I explained that as far as possible this was the type of data I wished to gather and also defined what is meant by ‘real’ readers. In addition, I wished to gather data from actual writers about real texts they had written, rather than employing external analyses of existing texts by literary critics – this being what I mean in my research questions by ‘real’ writers, as opposed to hypotheses about them by critics. In both cases I wish to gather input from my sets of respondents separate from the academic milieu.  
These latter aims required that I focus on relatively naturalistic empirical data which could be gathered from readers and writers approaching the task in their own homes, at their own pace and without reference to any specific literary theory. I wished the data to be unaffected by peer pressure, or modified by discussion and this in turn meant collecting data separately from each contributor, making comparison between them more valid.  It was also important to ensure the poets had no sight of the reader data (and vice versa) before giving their own responses, again so that correspondences between them were untainted by bias or prior knowledge. In the end I created three Datasets that are drawn upon in later chapters: 
· Dataset 1: the poet responses to their questionnaire (Chapter 7) 

· Dataset 2: my commentaries on my poems, and reader responses to my
poems (Chapter 8) 

· Dataset 3: Faber’s and my commentaries on Faber’s poems, and reader responses to Faber’s poems (Chapter 9) 
Sections 6.2 and 6.3 provide more information about the ways data was collected from poets and readers. 
6.2 Poet data 
In the articles and books by researchers discussed in Chapter 3 and 4, a number of contradictory suggestions have been made about how writers of literary works produce their texts and also about how meaning is created/ communicated/interpreted. For example I discuss in Section 4.0 how monism suggests that writers are the only creators and arbiters of meaning, which readers then seek to interpret, while anti-intentionalists such as Wimsatt and Beardsley (1946) and poets such as T.S. Eliot (1919), as well as some reader-response scholars such as Willis (2018), argue that all that is required for interpreting meaning is a negotiation between reader and text. However pragmatics, stylistics and cognitive poetics increasingly recognise that both reader and writer are involved in the mediation of meaning (Toolan, 2014, 2020; Stockwell, 2019; Grundy, 2019, Scott, 2020). With these varied theories in mind, I designed a questionnaire (see Appendix 1) to gather detailed information about the processes both of writing and reflecting on their work from a number of working poets. In particular I was interested in the clarity of their memories about the processes they underwent and the extent to which they felt they had specific intentions either for the poems as a whole or for sections of them, in terms of how readers might interpret or respond to them. 
6.2.1 Poet Selection 
As discussed in Section 1.0, much of the existing critical analysis of poetry within cognitive poetics has focused on works or extracts of works from the ‘literary canon’, often meaning both that these works are already very familiar to critics and readers more widely and also that the writers of these works are often deceased. In order to avoid issues both of over-familiarity and inaccessibility, respondents for this research were chosen from successful but, in some cases, less widely known poets, many of whose works are too recent to have been elevated to the canon. In addition, I wished to avoid poets who may have become accustomed to extensive media interviews where, as discussed in Section 1.0, they present accounts of their work and inspiration, which may be affected by external influences – in other words by a perception of what they should say. On the other hand, I wished to gather data from poets who still had had considerable experience of publishing and performing their work and who had had success in terms of acceptance for publication and/or winning prizes for their work, to ensure that both their poems and their working practices may be considered as valid representations of poetic endeavour of good literary quality. Using contacts gained when I edited an annual book of short stories and poems for many years, I emailed a range of contributors who had sent entries over more recent times. Three of these poets, Terry Jones, Philip Burton and Jan Moran Neil, offered their services, to whom I added the two poets who wrote the research poems used in the thesis, Michel Faber and myself. 
A sixth poet, Michael Rosen, was approached, and suggested that I first read the book based on his PhD thesis, The Author: Towards a Marxist Approach to Authorship (2019), about his own poetry, and then return to him with any further questions. Unfortunately, by the time I was ready to do this he had suffered a very severe bout of Covid, resulting in months of hospitalisation, and I felt it was inappropriate to approach him for further contributions. I have therefore quoted relevant segments from his thesis rather than direct questionnaire responses when discussing specific topics. I have included relevant autobiographical details for myself in Chapter 2. Fuller details of the other five poets are available in Appendix 5. For reasons of impartiality I have quoted in those summaries biographical information from publishers’ or poetry websites, where possible. All the poets consented to be identified in the thesis, as I felt this was important to establish credibility for their contributions, as well as to help track their responses through my analysis. 
With the exception of Rosen, excluded for the reasons given above, the poets were first sent ethical approval forms to gain their informed consent, and then sent the questionnaire by email. They were given a suggested period of four weeks to complete this, which I felt allowed adequate time for consideration and detailed responses but ensured a timely recovery of the data. Responses could be either by email attachment or by post. Some, who included extensive examples of their work, preferred the latter. During the four weeks I, as a contributing poet, also wrote my responses to the questionnaire, some of which are referenced in Dataset 2. All bar one poet (who has dyslexia) returned the work well within the four-week period and although the length and depth of responses varied, all responded to every question in enough detail to provide considerable data for analysis and comparison.  
6.2.2 Dataset 1: The poet questionnaire design  
The poet questionnaire (Appendix 1) asked respondents about their working practices, their perceived intentions, if any, regarding the communication of meaning in their work and, if appropriate, their conceptualisation of potential readers of their poetry, including any impact this had on their work. In all there were fourteen questions, two having two parts each.  
Question 1a asked about their decision to work within the genre of poetry. This was intended partly as a broad introductory warm-up question, but as my interest is in poetry specifically it seemed important to invite some comment about their choice of this genre of work. Building on this, and because I knew that several of my research poets worked in other genres also, Question 1b asked them to identify any differences in their working practices when working in different genres, if applicable. This was intended to investigate whether poetry is unusual in regards to issues of intention or creation.  
Question 2 asked poets to identify common processes they might use in the creation of a poem. This also allows for potential comments about motivation, intention, etc. However, in case such information did not emerge from more indirect questions, Question 3 asked the poets directly to select and attach a particular poem and to discuss their intentions, if any, in writing it. In order not to lead the respondents or make assumptions, the inclusion of the caveat ‘any intentions, if appropriate,’ allowed for poets to reject the idea of intention, as indeed one did. Question 3 continues with further queries about whether they felt they had achieved their intentions, how they knew and, if not, why they felt this was. As I have discussed in Section 1.0, some famous poets have declared that they do not have specific intentions when they write, and I wanted both to ask the research poets directly whether they did, but also, through follow-up questions, to invite more detailed comments which might further develop that theme. In case my respondents were reluctant to discuss intention directly there were several questions which invited more indirect discussion of this issue. For example a poet might deny having intentions regarding how his work is received in response to Question 3, but then reveal through his response to Question 6, which asks about changing an existing work, that, for example, he had realised the poem had not been received as he wished and that this had been a disappointment, evidencing the existence of intention – something which indeed did occur (see Section 7.3). Further opportunities to identify possible intentions were also invited by Questions 4, 5, 7 and 8. Question 4 asked about specific techniques employed, with reasons for use. I included this in the central section of the questionnaire not just to invite identification of particular literary techniques which I can later compare with readers’ choices from the research poems, and with cognitive poetic theory, but because the second part of this question, about the purpose of technical choices, also allows poets’ conceptualisations of impact and reader reception to emerge if appropriate. Question 5 asked about whether the poet usually has a target audience in mind, another aspect of intention which may produce interesting information. Question 7 asks to what extent, if at all, the meaning of a poem is clear to the poet, before, during and after its creation, while Question 8 asks directly by whom the poet believes the meaning of a poem is created. So, the questionnaire employs a mixture of direct questions about the central focus of this research – writers’ intentions regarding the creation and communication of meaning – and more complex open questions inviting examples of how poems develop, how they change, and why.  
As the questionnaire relies upon the poet’s reports of their own thoughts and activities (see Section 6.2.3 below), I felt establishing the potential reliability of the poets’ memories was important and so I asked in Question 9a for information about a poem written at least ten years ago, and whether they felt they could remember their intentions (if appropriate) when this poem was written. I also asked about potential evidence for this in terms of drafts, notes, and so on. This not only invites details to confirm their memories, but also allows further evidence about acknowledgement of intention, or otherwise, as well as raising their awareness about what sorts of things might trigger memories and checking whether these were used/required. I then asked directly in Question 9b how well they felt they remembered their intentions for poems written some time ago. This in effect asks them to generalise from the specific example asked about in the previous question. I felt asking about a single poem first would focus their attention on the task, but that it was important to check whether this might have been a very specifically memorable poem, or whether they felt their memory would be similar for most of their work. Both these questions ask quite directly about intention, in a contextualised way, to check whether responses about that differ from the simpler earlier question (Q. 3).  
Because I intended to ask the research readers to consider several poems from an anthology, I then asked, in Question 10, whether they felt each poem in any collection of theirs was entirely autonomous or might have its meaning and impact affected by surrounding works – also again inviting comments on intention. The penultimate question addressed the poet's beliefs about the importance of biographical or other background detail in the presentation of their work, inviting details of circumstances where the poets might give contextual detail to an audience, if performing their work, about the origins and reasons behind a particular poem and what difference it might make if they did. Guy, Conklin and Sanchez-Davies (2018) suggest that more data is needed about the impact of biographical or other background detail regarding authors on readers’ responses, which I hoped might be gathered with this question and others in the reader questionnaire.  The final question, Question 12, asked about possible feedback on their work from readers/audience members if/when they perform their work live. This asks in particular about potential differences of opinion or misunderstandings of the intentions behind and the meaning of poems, providing further opportunity for these central issues to be discussed and the poets’ views to emerge. The questionnaire also invited respondents to make any further comments they wished, to allow for free writing on any wider issues not yet raised. 
 
6.2.3 Poets’ memories
 
One issue raised by critics such as Leddy (1999) as a possible bar to speakers’ and writers’ reliability in discussing the impact of their intentions on the communication/creation of meaning in their work, is the reliability of the memories required to retrieve those intentions, an issue relevant, of course, to any research situation when respondents are asked to complete questionnaires about events from even the very recent past. In Sections 4.2 and 4.3 I discuss at length theories of the nature of meaning and intention, and how cognitive developments have widened these discussions further when we consider what intention would seem to be in a writer or speaker and what is involved in interpretation by a reader or listener. Part of these theories rest on the availability or otherwise of evidence of these complex processes, and of the reliability of individuals’ reports of what they remember of them. Nisbett and Wilson (1977: 232) acknowledge that cognitive psychologists such as Mandler (1975), and Miller (1962) ‘proposed that we may have no direct access to higher order mental processes such as those involved in evaluation, judgement, problem-solving and the initiation of behaviour’. They further discuss Miller’s claim (1962: 62) that ‘it is the result of thinking, not the process of thinking that appears spontaneously in consciousness’. Nevertheless, Nisbett and Wilson conclude that as long as there remains no concrete evidence that people ‘cannot give accurate reports of the cognitive processes underlying complex behaviours’ (1977: 232), it remains the only option for researchers to continue simply to ask their subjects about such processes. Indeed these complex questions about the uncertain nature of cognitive awareness seems to be leading us into a blind alley which would make any such discussions of intention or meaning moot.  In addition my focus in this thesis is rather on the outcome of such thought processes in writers and readers – the ‘result of thinking’ that Miller identifies above (1962: 62) – rather than an account of the actual mental processes involved. I therefore propose that we accept either that all of us (unless suffering from neurological or other damage) can reliably retain our thoughts and intentions, including the making and interpretation of meaning, for and indeed beyond the time it takes to read or write a poem, or else none of us can, in which case the whole study of making and interpreting literary meaning loses its focus and purpose. I will discuss later, in Section 7.2, my justification for believing we may give credence to poets’ abilities to retain their memories of writing a poem because of the extended, focused thinking and revision typically involved in such a task.  
Section 1.0 notes that writers and readers share key aspects of the components of meaning- making. One example is the theory propounded by some reading response theorists (Rosenblatt, 1978; Fish, 1980; Steen, 1991; Iser, 2000; Davis and Womack, 2002; Therman, 2008; Willis, 2018) that the process of creating meaning occurs through the act of reading itself, which is then used by such theorists used to justify and explain why readers and not writers are the creators of meaning. However writers also read their own work, often exhaustively, both in the act of creating and editing it and also, in many cases, when performing it to an audience. It would therefore seem that meaning must be being created during that process also – something which my questions to the poets should allow me to investigate.  
Regarding the act of remembering what one intended, a separate concern is raised by writers on intentionalism, such as Levinson (2006), who gives as his reason for preferring the notion of a hypothetical author the fact that this means that issues of unreliability of authors’ memories in regard of intention are avoided. Maynard, also writing about intentionalist theories, suggests that even if we could ‘lift off the top of the writer’s head during writing, we could not find clear describable intentions’ (2009: 46). I assume he refers here to the difficulty – he suggests impossibility – of finding where intention lurks in the brain, which takes us into realms beyond the remit of this thesis. However it seems possible, I suggest, that establishing the intention could be achieved by directly asking writers. Clearly this is not realistic in most cases where a critic is considering a work of literature at a time and place far removed from the writer, but a key aspect of this thesis is to take the opportunity to ask directly, and, further, to check whether readers of those texts show evidence of conceptualising such authorial intention. By comparing the two – authorial intention and reader interpretation – we can see whether conceptualising authorial intention as a means of interpreting meaning can be shown to be at least a good guide to establishing a meaning which the writer states they have intended, something both Leddy and Maynard imply is beyond our reach, even if desirable.  
Maynard makes a wider point that the process of writing is so changeable that ‘words have a will of their own. They take us places we didn’t know we were going’ and that it would be false to suggest authors have ‘a clear script within them before they write’ (2009: 456). It is surely not necessary, however, to believe that such a complete pre-writing script exists, that this is what intention is, or that this entire ‘script’ is what must be recalled, in order to show that authors have intentions to create and communicate meaning. I have discussed previously, in Section 4.3, how intention is not one monolithic thing, but rather can range from macro-intentions such as deciding on poetry as a choice of genre or decisions about structure or rhyme scheme, down to the micro level of the careful selection of individual words. This view of intention is not challenged by accepting that writers may change their minds and aspects of their intentions as they write, or that they may end up somewhere other than they first thought they might when they set out to write. It is the finished product which they present to the reader, and which they have decided is what they finally wish to communicate, and neither reader nor writer is obliged to identify or answer for every intermediate step. In practice, I would suggest, most of the discussions about the reliability of memory are not based on such complex neurological, physiological or philosophical theories, or the shifting sands of the creative process, but on the simpler question of how any of us can be absolutely sure about the reliability of our memories of past events, especially given the passage of time.  
While I accept this concern, and the likelihood that memories about poems one has written a long time ago are as likely to be as faulty as at least some other memories, I do think there are several factors to consider which make their reliability significantly more likely than not, in many cases. I would suggest that most writers repeatedly revise and rework texts, focusing very closely on individual word choice to get exactly the effect desired, or finding just the right metaphor to convey ideas. I know this was true for me, and I will be able to evidence the truth, or otherwise, of this for other poets from their questionnaire responses. Sometimes this process may even trigger a change of direction as ideas crystalise. This, and, in addition, the fact that poets are often deliberately disrupting the natural grammatical and syntactic flow of sentences for effect, and making similarly deviant orthographic decisions, makes it more likely that they would recall these processes and the intentions behind them, expressly because they are creating something ‘unnatural’ – the ‘deviation’ referred to in Section 3.2.1. We know, for example, that neuroscientists have shown that readers focus for longer on unusual metaphors, as these do not conform to their expectations. Neuroscientific findings also reveal that reading about events and emotions can trigger the same areas of the brain used when we actually experience them (Glenberg, Meyer and Lindem, 1987; Rizzolatti and Craighero, 2004). Not only does this imply that vivid description can increase readers’ engagement and empathy by triggering the ‘experiential aspect of narrative comprehension’ (Sanford and Emmott, 2012: 132), it also would seem to make it likely that the poets themselves may re-trigger or remember the same responses or the intention to arouse these in readers. In addition, the triggering of these experiential aspects is likely to engage emotions as well as simply memory and understanding. Miall and Kuiken reference the work of the formalists, Shklovsky (1965) and Mukarovsky (1977), in which the latter suggest emotional responses can be aroused by powerful verbal expressions. This, Miall and Kuiken conclude, shows: 
there seems little doubt that foregrounding, by creating complexity of various kinds, requires cognitive work on the part of the reader; but it is our suggestion that this work is initiated and in part directed by feeling (1994: 392) 
 
I will investigate this further in Sections 8.2.3. 8.3.3, 9.1.3 and 9.2.3. 
If unusual images or constructions take longer for readers to absorb, it does not seem unreasonable to suggest that it similarly takes great concentration and focus for the writer when composing these, and that this very increase in focus would make such choices more memorable. As I discuss in Section 6.3 below, there seems reason to believe that feelings have an important role to play here too. Of course, as explained in Section 4.3, there may be hidden motivations and experiences affecting authors’ choices, of which they themselves are unaware, given the time and intricate work spent on a poem. However it seems to me more likely that the poets themselves would recognise these influences at least as well, and probably much better, than a critic or reader dealing solely, quickly, and even longer after the poem’s creation, with just the completed poem. Thus, although I cannot be sure for any writer, including myself, that there are not hidden motivations behind mine or others’ work which we cannot discern, they are not the focus of this thesis. My focus is on gathering empirical data about the intentions and motivations that writers are able or willing to express and considering how well this corresponds with what readers of their poetry perceive. 
6.2.4 Poet commentaries 
After completing the questionnaire Michel Faber and I also produced more developed commentaries for four poems from our anthologies about the deaths of our spouses. After identifying the poems which I wished to use (see 6.3.3 below for rationale), I set about creating my own commentaries for both sets, and asked Michel Faber to create commentaries for his. I wished to exert minimal control over the form and content of Faber’s commentaries, so I simply asked that for each poem he describe the context in which he wrote it, what he felt he wanted to communicate and why he chose the language, techniques and presentation of the poem to achieve this. My own commentaries took a similar form. One distinction between myself and Faber is that I am trained in cognitive poetics and in my commentaries I used this methodology to examine my poetry. As I could not ask Faber to do this, I also conducted some cognitive poetic analysis of his poems and included this in Dataset 3.  This enabled me to make comparisons between the poems that are informed by cognitive poetics. I performed my cognitive poetic analysis of Faber’s works before having sight of his commentaries upon them. The commentaries are presented in Appendices 3 (on my own work) and 4.1 and 4.2 (on Faber’s).  
6.3 Dataset 2: Reader data 
Having initiated the creation of the poet dataset, I now required a group of readers to respond to their poems. 
6.3.1 Reader recruitment 
The first decision to make regarding potential readers was how many would be required to provide enough data to be able to discern potential patterns of responses, without producing an unwieldy amount, something Steen warns can easily happen (1991: 564). I decided that around 20 readers should be enough to allow for a spread of experience, opinion and response and allow claims to be made for emerging patterns of interpretation, while hopefully being manageable in terms of data quantity. In the end I recruited a total of 21 reader volunteers, 14 women and 7 men. This was a convenience sample recruited from within my own circle of acquaintances and contacts, which perhaps explains the bias towards women. It seemed likely that using people known to me, albeit it sometimes only slightly, would make it more likely that I could retain reliable contact and that they might feel slightly more motivated to complete the task for someone they knew. I accept that these limitations on numbers and range of respondents and the fact that this is a largely qualitative study means that I do not have a wholly representative sample, nor can I claim statistical significance for my results. In this regard my work is similar to other qualitative studies of reader response in cognitive poetics discussed in Chapter 3 (Swann and Allington, 2009; Giovanelli, 2017; Whiteley and Peplow, 2021), which provide useful empirical data all the same. The limitations on respondents to whom I had easy access tended to mean that their average age resembles my own – they are aged between 60 and 93. However, given that the focus of the poems is on the loss of a spouse, and on terminal illness, bereavement and loss, and given also that readers are likely to bring their own experiences, both cultural and personal, to texts that they read (Seilman and Larsen, 1989; Brooks and Browne, 2012; Mart, 2019), this older age group seemed likely to have had considerably more lived experience of these events, such that reference to their own experience might be more fully evidenced and its impact assessed. In addition, pragmatically speaking, my chosen group was less likely to be weighed down by the pandemic challenges of working from home, home-schooling children and financial and family pressures and indeed might even be self-isolating or just grateful for some activity to occupy time during a period when all their usual activities had been cancelled. I recruited readers in three ways: 
· by sending an email to everyone in the address book I established during ten years editing a book of short stories and poems by amateur writers, published annually to raise funds for a charity. I felt these people might have a general interest in literature, and writing, without being part of an academic milieu or trained in any particular literary methodology or approach. I briefly explained my research project’s aims and what was involved in the data collection, warning of the potentially distressing nature of the poems, and asked them to respond if interested. This brought me 13 respondents 

· by posting a message on my table tennis club’s WhatsApp site, rather than approaching people individually, so that people were not put on the spot but could respond if interested (unlike the first group, these were people I knew personally and was going to be meeting in person again at some point). This brought me 3 respondents 

· by contacting some ex-school and University teaching colleagues, 3 of them English specialists. This provided 5 respondents 
 
Another reason for recruiting readers from these varied sources, as I have discussed in Section 1.0, is that I am keen in my work to represent ‘real’ readers, as defined by Hall as ‘readers making meaning in actual reading events, in more naturalistic conditions’ (2009: 338) exhibiting what  Gavins calls ‘readers’ behaviours in their usual environment, engaged in habitual reading behaviour and interacting with unmanipulated texts’ (2014: 199) rather than either academics or their pre-trained university students.  
Once their involvement was confirmed, respondents were offered the choice of whether to receive one set of poems or both, since, as explained earlier, the original questionnaires presented contained four poems in each set, which might have felt enough for some readers. However almost all of the respondents in the end requested both sets of poems. Some asked for both from the start and others requested the second set once they had completed the first. When first sending single sets out I alternated poets to try to maintain similar numbers of responses to both. In the end all 21 responded to my poems and 18 to Faber’s.  
6.3.2 Reader questionnaire design 
As with my questions to the poets, discussed in Section 6.2.2, I wished to combine exploratory open approaches with more closed questions in order both to allow for free comments and to provide some clearly comparable data. The questionnaire (Appendix 2) had three sections and was identical for my and Faber’s poems, except for the texts offered. In Section A, Questions 1-8 collected personal data which might enable me to cross-reference later answers to establish whether these details have relevance to the respondents’ interpretations. Questions 1 and 2 asked about gender and age. The poems are each about a spouse mourning the loss of his or her partner and I thought it might be interesting to see whether there was any more empathy or engagement when readers were reading the work by their own gender. Stroebe and Stroebe (1991) found that women often managed grief rather better than men and suggested this may be because they often had stronger support networks where they could talk about their loss. Given both genders were represented in both the poet and reader respondents, this seemed something which might have relevance. I was also interested to see whether there was any evidence of different gender or age responses in general in my sample.  Question 3 asked about religious beliefs. This was partly because one of Faber’s poems is a furious rant against God and I was interested to see whether responses to this varied according to the respondent’s own faith. Secondly, I asked because the issue of one’s beliefs about life after death, God’s will and so on might be expected to have some impact on how one reacts to loss and judges others’ responses also. 
Questions 4-6 asked about respondents’ experiences of studying, reading and writing poetry. I wanted to be able to check later whether responses seemed affected by greater or lesser experience of/training in responding to poetry, and also whether those who write poetry themselves responded differently. This was motivated by research into the impact of readers’ life experiences and the prior knowledge they bring to texts, as discussed in Sections 3.2.4 and 5.3. Question 7 asked whether they had ever used a poem as part of any ceremony or event they had organised, or whether they anticipated they might use a poem in a future such situation. Given my discussion in Sections 2.2 and 3.2.2 about the generally uplifting nature of poems used for funerals, I wished to check whether experience of such usage had an impact on their response to the often non-prototypical content of these poems. Finally Question 8 asked about readers’ own encounters with bereavement, and, if appropriate, the closeness of their relationship to the deceased and the time since this loss had occurred. My experience of performing my poetry has been that those who approach me to discuss the work in detail often wish to focus on a poem or image which chimes with their own experience of loss, or indeed contradicts it, and I wanted to see how/if this was evidenced in the questionnaire responses. The issue of whether these poems more realistically reflect experiences of terminal illness and grief than those more commonly offered to mourners is also key to Faber’s and my motives and I was interested to see if personal experience affected attitudes to the poems’ content. 
The second and main section of the questionnaire, Section B, invited direct responses to the poems themselves.  Although some of these were set tasks and some were in question form, for consistency they are all referred to on the questionnaire as ‘questions’, numbered Q1, Q2, etc. In my rationale below I will describe them as tasks or questions as appropriate, while still using the questionnaire numbering.  
I wanted people to give reasonably considered responses, and also to identify specific aspects of the poems which had affected them in some way, even if that effect was just to be confused. I therefore asked, in the introduction to Section B, that they read through the whole poem once first to avoid early pre-judgements and to ensure that reasonable time was taken over each poem in the hope that this would lead to deeper understanding and fuller responses. The instructions then asked respondents to read each poem through a second time – with the full poem already in their minds – and underline key words, images, layout features, etc., which they felt had in some way attracted their attention, added to their understanding, or made understanding difficult. Here I was trying, without specifically leading people, to give readers the opportunity to identify literary techniques and key sections which could be compared with those identified by the poet and also those discussed in my cognitive poetic analyses.  
While the pandemic made it impossible to gather data from readers in a live situation, I felt it was important to invite some degree of on-line response, as discussed by Steen (1991, see also Section 6.1). This refers to responses gathered during the reading of a text as well as afterwards, as a means to capture the most immediate of reader reactions to the specifics of a poem as well as just its overall impact, differences Groeben and Vorderer (1988) referred to in their research, above. I did this by inviting readers, as they read, to underline words, phrases or any other elements which they found striking – explained more fully below. In Section 3.2 I discuss how cognitive poetics posits, based on what we now know about how cognition works, that particular literary and orthographic techniques can lead to particular responses in readers. As identified there, these techniques include foregrounding and the use of defamiliarisation techniques, including rhyme, parallelism, deviation, repetition, deictic content, powerful metaphor and unusual and vivid imagery. It is therefore these features which I focus on in my commentaries on the two sets of poems, and which Faber also often identifies as present in his work, along with a discussion of their intended effects. The other research poets also discuss these in their responses. It was my intention that the underlining task and subsequent discussion and explanation by readers should help identify whether the features suggested, especially by cognitive poetics, are indeed those which my readers identify as having particular impact. I could also check whether this is common across readers, and finally whether there is a correspondence between those features readers identify and those named by the writers. 
In designing the reader questionnaire, I was influenced by the work of Van Peer (1986) in his investigation into the impact of foregrounding techniques on reader responses to poems, also undertaken because, as he comments, there had up until that time been little practical research evidencing of these effects despite their theoretical impact having been much discussed. Van Peer explains how, in order to avoid ‘the introduction of other variables’ in readers’ responses if he used too specific language in his instructions, he simply asked his readers to identify any elements they found ‘striking’ (1986: 26-28), seeing this as a suitably neutral word. He then asked them to underline these as they read through the poems. I repeated this approach in my questionnaire instructions, except choosing to use the slightly fuller instruction to underline words which the reader found ‘interesting/important/ powerful/ confusing or otherwise significant’. I used these more specific guidelines because, unlike in my research, Van Peer followed this initial task with a second request to readers, to imagine they were English teachers choosing words for class discussion, thus directing them towards certain aspects of the poems and specifically pedagogic and literary reasons for their choices. I felt this latter task required a level of expertise and a more academic approach, which was not relevant – indeed was directly opposed – to my own focus, and also likely to be daunting for many of my readers. Therefore, to compensate for the loss of this information, but without being too narrow and prescriptive, I made the initial range of given reasons for their word choice more detailed. I hoped by this to achieve a wide and varied range of reasons for choosing, while still focused on attentional phenomena, since I had a different focus in mind that Van Peer. However, in addition, as discussed below, I later asked readers to give some brief explanations for their choices, thus covering some of the same ground Van Peer sought in his alternative task. 
Following the underlining task, Section B then moves to a sequence of more specific tasks and questions. B.1 asked readers to indicate how easy, or otherwise, they had found the poem to understand, as it seemed important to contextualise their responses in the light of this, and also use it as a judge of how effectively the poets have in fact communicated meaning. As discussed B.2 asked them to ‘sum up in 2 or 3 sentences what you felt the poem was about’. I judged this would encourage them both to summarise the overall impact/meaning of the poem, as they understood it, what Steen earlier called ‘post-discourse effect’ (1991: 565) once a full text is read, but would also give context to later comments they made, which would again be helpful in allowing comparison with the poets’ comments. It would also, I hoped, lead later to fuller contextualised comments as they explained what impact they felt the underlined sections had. Finally the act of putting something into their own words – the ‘free writing’ Steen identifies as important in minimally controlled research (1991: 567) – was likely to clarify and deepen understanding as well as allow unmediated responses. Ultimately this research is focusing on how meaning is made and so a general question which asked what they thought each poem was about was important. However I was careful not to use the word ‘meaning’ itself, to avoid any leading of responses, or suggestion that such a thing was already ‘there’ to be found. 
In B.3 readers were presented with a grid of emotional adjectives and asked to tick any which they felt applied to the poem, and to add any others they wished at the bottom. The same grid was used for every poem. The purpose here was firstly to provide direct comparison with the poets’ declared intentions. I partly constructed the grid by including a range of words, or synonyms for them, extracted from the poets’ own commentaries. Thus I could identify any correspondences between declared poet intention and reported reader response.  However I also ensured that I listed some emotions not used by the poets and indeed several direct opposites, (pessimistic/hopeful; brave/cowardly) both to create balance and in order to check that people were not just randomly ticking words without due consideration or assuming that some must be ‘correct’, rather than fully engaging with the task. I also hoped that identifying these elements would again assist them with the discussion of the impact of the underlined sections which was to follow this grid. I felt there was opportunity here both for them to identify features and emotions, and to link them, in ways which correlated with the poets’ comments, but also in ways quite different from the poets’ declared intentions if they so wished.  Clearly, by providing a set of emotive adjectives for readers to choose from I ran the risk of leading them to respond only to alternatives I had provided and perhaps to guide them towards specific choices, which would risk invalidating or at least creating suspicion about this data. However I had several reasons for collecting the data in this way. Firstly, if I had, for example, simply asked readers to list their own words without prompts I believe that this would probably, given the range of responses elsewhere, resulted in two or three words being offered at most by many of my respondents. I have discussed in Section 4.3 the range of complex intentions which writers may have, and when identifying the emotional intentions of the poets based on their commentaries, it was clear that there were considerably more than two or three emotions being conveyed in each poem. Thus to invite a form of identification likely to result in the naming of only a small number of these emotions would have weakened the data, particularly with regard to the more subtle content. In addition, I felt it would be difficult to phrase the best question to ask readers here which would be likely to invite a range of responses wide enough to include such complex emotional adjectives as ‘helpless’, ‘conflicted’ or ‘spiteful’, all of which appeared in at least some of the poets’ commentaries, without leading them again. However not to do so would possibly result in most people choosing only the most prototypical and obvious ones such as ‘happy’, ‘sad’ or ‘angry’, which may be reflective of the poems (or not) but would be quite limited in scope. In other words readers may well have identified certain emotions but not bothered to list all of them, choosing instead the two or three most obvious and moving on. I did invite readers to offer their own responses beyond those listed in the grid to provide for any sense that they were being limited by my selection. I believe the range of responses, the limited number of alternatives offered and the clear variation in readers’ choices for different poems suggests it was a valid exercise in gathering genuine responses, but equally I accept that it may have overly led readers or restricted them to providing responses designed to ‘match’ the poets’ information, and thus, if repeating the study I may feel it less troubling in terms of validity to gather this data in a less prescribed manner
After this grid activity, question B.4 asked readers to return to their earlier underlined elements, and to list and then discuss these. Clearly this task led readers to the extent that it expressed an expectation that there were such interesting sections to be found in the poems, but that seemed to me to be a reasonable assumption which most if not all educated readers would make about any piece of writing, and was not leading them towards any particular technique or extract. The emotion grid also led readers to ascribe emotions to their experiences, but the free and contradictory choices offered also mitigated against the privileging of any particular technique or extract. Indeed I gave some very varied and general examples of the sorts of things they might mention, such as language, layout and structure. I hoped that the original act of underlining would encourage them to read the poem again carefully and perhaps notice things they might not if I just asked a general question about sections which have had impact, but they were still free to underline whatever, and however much, they liked. I also hoped writing these sections out again before commenting on them further would focus readers on them more closely, as well as their context.  In fact some readers chose just to write their comments alongside the underlined phrases or structural aspects of the poem itself, but most did write them out again. I also intended that the intervening tasks, summing up overall meaning and choosing emotive adjectives relevant to the poem, would lead the readers to think further and more deeply before moving to the discussion and justification of their chosen words, given my desire, expressed earlier in this section, to gather considered responses. It is true that my stated intention has been to collect naturalistic responses in reasonably authentic reading situations, and that some of these tasks may encourage a closer reading than some readers would otherwise undertake. However my experience of teaching poetry is that most people tend to spend more time, and more readings, when confronted by poetry than by prose, given its often more complex and unusual lexis and layout. In addition, as Steen (1991) points out, the gathering of such information is necessary if we are to explore these issues. Without asking my readers to perform some of these closer reading tasks I simply would not have gathered sufficient data to allow me to make considered comparisons with the poets’ commentaries. I earlier quoted Maynard, pointing out that we cannot ‘lift off the top of the writer’s head during writing’ to find her intentions (2009: 46) and the same issue arises for finding out readers’ interpretations. We can only ask. This issue of the difficulty of studying a truly naturalistic reading experience is one which I feel must affect most such research since most of us do not normally either speak or write a range of answers about the everyday reading we do. Simply by conducting the research at all I have created an unnatural situation, which I concede, but which I still feel is inevitable for these sorts of exploratory activities and does not negate the value of the responses I have received. 
The task of discussing their chosen extracts required the most detailed, and least guided, response from readers, since, unlike for the grid task, I provided no suggestions or pointers other than the generalised instructions. If meaning-making is an activity performed mainly by readers, affected by individual life-experience, as Guy, Conklin and Sanchez-Davies suggest (2018), this then might be expected to be the task which produced the widest and most subjective range of reader response, albeit balanced by their rather homogenous cultural and linguistic backgrounds. It was also to be expected, given the non-academic background of some of my readers, that the reasons for choosing the extracts would not, in many cases, be explained in terms of literary theories or using the technical terminology found in these theories, and indeed might miss entirely some of the more obscure techniques identified by the poets. However what I am interested in is firstly whether there is any commonality of choice across the range of readers and secondly whether there are correspondences between literary techniques identified by the poets as being intended to have specific effects, and readers’ choices of those same features, however those may be described. 
A final statement at the end of section B.4 invited readers to make any comment they wished on each individual poem, again allowing the opportunity for free writing. The same sequence of questions and tasks was repeated for every poem in the questionnaire.  
The final section of the questionnaire, Section C, was only to be completed when the reader had responded to as many poems as they intended to in Section B. It gathered some further contextual information. Question C.1 asked whether the readers knew each poet; if so whether they knew them at the time when the poems were written (I told them when that was) and finally whether they had read any of the poems before. This was to allow me to consider the extent to which it might seem to matter to readers who an author was, or indeed whether the reader even knew that, or anything about them, when responding to the poems. I had of course told them that these were both poets writing about a shared life-experience of the loss of their spouse, but it was whether the individual identity of the writer mattered that interested me here. In the case of my poems, it also allowed me to look for any patterns in responses by those few respondents who knew me at the time I wrote the poems compared with those (the majority) who did not. It further allowed me to check for differences between responses to Faber – whom it seemed less likely any of my readers would know personally, and whose work was probably new to them – and responses to me, who was known at least slightly to most readers and whose poems had been read before by a few.  
Question C.2 was very important in terms of the theories I have discussed throughout this thesis, in particular in Sections 3.2.2 and 5.5, with regard to readers’ perceptions of the authenticity of text being presented to them and its relationship with the real world. I asked whether the readers believed that the poems represented fictional accounts of imaginary events and feelings, a mixture of fictional and accurate accounts or an accurate account of real events and feelings, with a further option to say that the reader could not make that judgement. They were then asked to explain their answer. I wanted to see whether aspects of these texts, which the poets have identified as autobiographical, persuaded the readers that the events they describe are/have been real, and why they thought that, or not. In particular I wanted to establish whether the techniques of cognitive deixis discussed in Section 3.2.3, and the elements of lyric poetry discussed in Chapter 5, might have affected readers’ beliefs here. Question C.3 then asked respondents whether they felt the answer to that question mattered to either their responses or understanding. This directly addresses the issues of the perceived relationship between not just reader and text, but reader and author. If it mattered to the reader’s response that they believed the events and emotions described to be real (or indeed not), that surely has implications for their imagining of and relationship with the poet. I discuss this later when analysing the actual responses in Section 9.3.3. 
The final section offered two parallel questions, depending on readers’ own life experiences. and asked readers to choose between two scenarios. In C.4, chosen if they had been bereaved themselves, they were asked how closely they felt each pair of poems reflected their own experiences. If they had not, C.5 asked how closely the poems reflected what they might expect such an experience to be like. This allows me to cross-reference whether the closeness or otherwise with which readers felt the poems reflected their own lived or imagined experience affected their responses, in particular their confidence in extracting meaning and if this varied between the thesis poets. I finished with a final open question inviting any further comments on the poems, or the questionnaire, and then closed with my thanks for their generous contributions. 
6.3.3 Final poem selection 
As discussed in section 6.2.4 I originally selected and elicited poet commentaries about four poems from each of Faber’s and my anthologies, thus originally gathering data on a total of eight poems.  However it became clear, on receipt of the readers’ responses, that the quantity of data was too great to manage within a thesis of this length, and I therefore took the decision to focus on poet commentaries for and reader responses to just two of each poet’s texts in the analysis chapters below. This narrowed focus is further justified by the fact that the patterns of response across reader and poet data were similar across all the poems, and therefore that discussion of all eight texts in the thesis would have become repetitive as well as unreasonably lengthy. However a few instances arose of interesting comments from readers about the omitted poems, in particular in terms of their recognising a developing narrative, and emotional journey, across each set of four poems, and for this reason I include all eight poems alongside the exemplar questionnaire (Appendix 2), and identify and explain these references in the analysis when they occur.  
In both cases the poems in the two anthologies reflect firstly on the illness, and early death, of the poets’ spouses, and secondly the poets’ own subsequent experience of bereavement. In both cases, in their forewords to these anthologies, the poets set out the origins, contexts and purposes behind the creation of their poems, with explanations of their emotions and motivations at the time of writing. Both forewords and the poet questionnaire responses state that often the original motivation to write was not at first concerned directly with impact on an imagined audience, but rather in capturing, and in some cases exorcising, specific moments of intense emotional significance, and that to begin with they wrote for their own release and satisfaction. However both also confirm that at the point at which they decided to prepare the poems for publication they undertook a process of revision and reworking to take account of their intended audience. This included revisiting the order in which the poems were presented, with both poets choosing to order them to reflect the chronology of the events they describe rather than the order in which they were written. This in itself is an indication of both poets’ desire to present a semi-narrative representation of a real-life sequence of events and emotions, and to provide and validate an honest account of at least some aspects of the process of terminal illness, loss and grief.  
I felt it was important, given the poets’ organisational choice, above, to maintain this when ordering them within the reader questionnaires. The collections describe a journey, both in terms of the development of the patients’ illnesses and of the poets’ subsequent experiences of loss, and this narrative provides an important context for the work. Faber originally asked me to choose the poems of his to be used. I chose four from across the work, evidencing the above ‘journey’, and asked for his views. He agreed three, but remarked that he particularly wanted to include the poem Nipples, (which I had not selected) its being the only one written before his wife died, and I agreed. In the end, therefore, I chose Lebensraum, Nipples, Don’t Hesitate to Ask and Anniversary (see Appendix 2). His anthology is divided into two sections and I took two from each. The first two are about the development of his wife’s illness and her imminent death and the latter two are about his experiences afterwards, showing some of the ‘journey’ he undertook. From my own anthology, I chose: Tides, Dust to Dust, Grand Canyon and Giving Voice (see Appendix 2). The first of these describes the late stages of my husband’s illness and the remaining three describe the processes of grieving which followed.  
When selecting the eight poems, I chose texts which I felt were reasonably accessible, while still containing many of the features cognitive poetic theory suggests have specific impacts on reader response, such as powerful and extended metaphor, deictic detail, unusual orthographical features, etc. I also wanted to reflect a range of emotions and different aspects of the process of terminal illness and grief. Faber’s wife’s illness was considerably more extended and distressing than my husband’s and I wanted to allow this to emerge, since it was relevant to his response to her experiences.  In addition, in consideration of reader workload, I avoided particularly lengthy poems.  
When narrowing my focus to two of the four texts, I settled on Lebensraum and Nipples from Faber’s poems, and Tides and Grand Canyon from mine. The final choice was made to include the poem Faber had particularly asked me to use, and also to present poems from each of us of that were a similar length, with use of similar techniques – representative of our poems in general, but also with some unusual, even challenging content, especially in terms of Faber’s poems. However, considering the work of Castiglione, (2017) on features which lead to reader difficulty in processing poetry, I chose poems which to a large extent maintained a relatively narrative schema, something his research shows tends to make poems more accessible to readers. However where other schema present themselves, poems may not be quite so easily accessed. Section 2.2 discussed how terminal illness and grief is not often discussed in our society and how poems about these subjects are often aspirational rather than graphically honest, and I wished to examine how readers would react to poems which subverted such expectations. It therefore seemed important to choose poems which directly address such difficult realities. I felt these four poems best represented those topics amongst the eight on offer at the start.  
6.4 Data analysis 
My research methods generated a large amount of mainly qualitative verbal data in the form of various questionnaire responses and commentaries. In order to analyse this bank of data I adopted a form of qualitative content analysis which employed both ‘concept-driven and data-driven categories’ (Schreier, 2014: 171), the former linked to the theories and themes which informed my research questions and the latter from elements arising from the data itself, such as comments from readers which went beyond direct responses to questions. The concepts and theories which drive the research were discussed in Chapters 2-5 and some of the key questions I asked of my data in the light of existing theory are listed below. These questions emerge in response to both the overarching research questions I set out in Section 1.2, considering how my data supports or challenges theories from cognitive poetics and studies of lyric poetry. They also examine ideas discussed in Section 1.0 about the potential impact which biographical and other details about writers may have on reader responses. 
· to what extent do poets conceptualise the responses of readers when they draft and finalise their poems, and how clearly do they identify techniques likely to achieve their objectives? 
· to what extent do readers’ interpretations of poems correspond to the intentions stated by the poets, and are there particular aspects which are either more or less evidenced? Do features identified as of impact reflect those from cognitive poetic methodology? 

· to what extent do readers’ responses differ from or resemble each other’s, is there any noticeable degree of correspondence, and what evidence does this provide for theories that readers are using their own life experiences to affect their interpretation of meaning? 

· to what extent do readers’ own reported life experiences appear in responses and do these encourage greater or lesser correspondence with the poet’s declared intentions? Is that affected by whether or not their own experiences correspond with the poet’s? 

· to what extent do readers’ prior/wider knowledge of the poets seem to be brought to bear on their interpretations and with what effect? 

· what evidence is there that readers are conceptualising the poets as real people and/or conceptualising their intentions in regard to the poems? 

· what evidence is there that readers consider the poems to be accurate accounts of true events, and what do they say about the importance of this to their responses? Regardless of what they say, are differences of response evidenced between those who do and don’t report believing the poems to be accurate accounts? 

· do any other aspects of readers’ background – age, gender, religion, etc. – correlate with any particular sort of response? 

· is there evidence that poems which correspond to more prototypical bereavement poetry (eg. uplifting, encouraging, life-affirming) are better, or indeed worse, received than those not possessing those qualities? 

 
The results of my data analysis are presented in the following three chapters. 
6.5 Summary 
This chapter describes and provides a rationale for my research methodology and introduces the datasets produced. Using the responses to the above questionnaires and commentaries, therefore, Chapters 7, 8 and 9 interrogate each Dataset in turn, analysing what writers say about their writing practices and what two writers in particular say about specific poems. Finally the reader data allows me to compare the thesis poets’ stated intentions with readers’ declared interpretations and identify correspondences, both between individual readers and between readers and writers.  By so doing I show how strong these correspondences are, and how important a role each of the three elements, writer, text and reader, has had in the creation, communication and interpretation of meaning. 
Chapter 7 – Dataset 1: Poet Questionnaire
 
7.0 Introduction 

Section 6.2 explained the rationale behind collecting data from actual working poets via a questionnaire (see Appendix 1) and provided an overview of the questions. This current chapter examines the data collected via the poet questionnaires that formed Dataset 1. I have arranged my analysis sections thematically rather than question by question to enable the identification of patterns of responses relating to themes raised in earlier chapters, both about how writers write (Section 3.1.4) and about the potential impact of specific literary techniques (Section 3.2). As explained in Section 6.3.1 I use data from six poets; four sets gathered through a questionnaire, one from a book by Michael Rosen (2019) based on his thesis about his own poetry, and the sixth from my own responses. The poets all agreed to be identified, but for brevity hereafter I will refer to them by their initials, so that answers may be cross-referenced. (For further information about the poets see Appendix 5). The poets are: 
Terry Jones (TJ); Philip Burton (PB); Michel Faber (MF); Jan Moran Neil (JMN), Michael Rosen (MR) and myself (JW). 
 
7.1 Reliability of memories 

Section 6.2.3 discussed how one issue raised by critics as a possible bar to writers’ accuracy in assessing the impact of their intentions on the communication/creation of meaning in their work is the reliability of the memories required to retrieve those intentions. I discussed in that section a range of reasons why one might expect poets to recall their processes and intentions for past poems, further enumerated below. It now remains to examine whether evidence of these emerges from the poets’ responses. I further identified three key questions to answer, if I am to trust the reliability of the poets’ responses. These are: 
· how reliable are these poets’ memories, and how can I judge that? 

· how well can I trust their own self-knowledge, even if they do remember? 

· how can I be sure they are telling me the truth? 

 
In evidencing the reliability of memory, I considered, in Section 6.2.3, one feature of the research poets’ comments on individual poems, more fully discussed and evidenced below, where they reference the repeated reading and reworking of their texts, often over dozens of drafts. Such repeated and tightly focused reading and re-reading would seem likely to fix such poems, and their guiding intentions, in the poets’ minds, as well as to potentially uncover and clarify any underlying motivations that might be retrievable. After all, the whole point of their redrafting, as their answers state, is to arrive at a better realisation of their intentions, be these thematic, linguistic, prosodic, structural or other – recognising that these intentions may change during the process. The quotations from my poets below in response to a question about a poem they’d written provide further evidence of concentration and focus in the writing process which I suggest may improve the writers’ reliability about their intentions. (Italicised writing in brackets are my contextual notes for clarity; poems’ names are as written by the poets): 
TJ: I began to shape the sentences into lines of approximately 10 syllables and I wanted most of the lines to end with a masculine ending – a thump – cast, cut, feed, Crad, dug 
PB: (of a poem about a nightingale fitted with a tracking device as part of a scientific experiment, which he compares with the experiences of slaves) a later intention in the process of actual writing was that the bird seemed to share in the woes of the human slave: the heavy weight to carry, the huge distance travelled, the manacle, and having had another better life (slave/free person; nightingale/Philomena) 
 
MF: (discussing a later draft of a poem about wishing for a peaceful death) This is much better. Changing the overly fastidious ‘faeces’ to ‘shit’ gives us a natural assonance with ‘shakes’. Getting rid of the chimpanzee metaphor makes the illness seem more unknowable and thus impossible to guard against. Removing the names of the illnesses allows the reader to fill in their own 
 
JMN: I had already written ‘Silver Surfer’ – it forming itself on the London Tube – which was the last place I saw my first love. He got out at Covent Garden with a copy of Time Out under his arm and a slice of my life 
 
MR: (of a poem about his father making him take back to the shop a torch the boy had broken and claim it had been faulty) ‘I find myself consciously avoiding commentating, explanatory voices. It seems to me as I write, that situations like that of The Torch are full of ambiguities and possibilities. When either the child or my fairly naïve narrative voice is the focaliser, then clever interpretation is inappropriate and too controlling an intervention. There is some way in which I want to keep the integrity and unity of the situation intact without breaking it with another voice which would explain the significance’ (Rosen, 2019: 207) 
 
In the above examples, all but JMN evidence repeated re-reading and reworking of their texts, as well as clear intentions for their impact. In MR’s example the poem referenced is written as a mix of narration, in what seems to be the voice of a child – as Rosen describes it ‘a fairly naïve narrative voice’ – and as dialogue between the boy and his father. As with many of Rosen’s poems, the behaviour described is morally dubious, as the father encourages the child not to explain how he broke the torch, but this is presented in a way which makes the reader, especially the child readers for whom he writes, sympathise with the characters. He makes clear elsewhere that he does not intend to use ‘commentating, explanatory or moralising voices, the kind that can be found in, say, Enid Blyton’ (Rosen, 2019: 207), and avoids slanting his poems in ways which push the audience to make a clear moral judgement. This is what he means by wishing to ‘avoid too controlling an intervention’ in his quotation above. He invites the readers to make up their own minds, something which sometimes resulted in disapproval from educators and designers of curricula (he often performs to schoolchildren) who wanted a clearer lesson to be communicated. For example he discusses elsewhere how he was part of various groups who ‘engaged in an educational argument about the content of the National Curriculum’ (Rosen, 2019: 211) and how that had an impact on his writing. Such disapproval, or indeed any specific moral judgement, however, was not Rosen’s intention and he is clear here about how he avoided it in the construction of this poem. 
There are a range of discussions of some of the different focuses of intention mentioned in Section 4.3 in these answers. TJ talks very specifically about structural techniques, including how he wanted lines to end forcefully, and how he achieved this through specific choices of words with a masculine stress. He is able to quote examples of these. Meanwhile PB talks of much wider issues of theme and symbolism, as he uses the bird, and aspects of its journey and tracking device, to suggest the experiences of slaves, once free but now encumbered and used by others. If these are faulty memories, they are remarkably detailed and well-supported by the poems themselves. MF, writing about the depredations of old age, focuses very closely on specific word choices, and in particular the move from an original rather clinical word to a more earthy one to capture the reality of the impact of disease which he imagines, but also to create assonance and a link with another symptom of the illness. He also discusses more complex decisions affecting how much information he gives his reader and his desire to make the supposed illness ‘unknowable’ such that readers could fill in details from their own imaginations, as he says. This shows not only close attention to detail and clear memories of his intentions, but also very strong interest in the effects on an audience/reader response. There seems no question here that the poets remember not only what they intended by their poems but also, in minute detail, how they went about communicating it to a clearly conceptualised audience. 
7.2 Personal reflection and impact on memory 
One circumstance which may have an impact on how well poets remember their motivations and intentions when writing their poems is what recollections and events are connected with it. In response to question 9.a, about remembering intentions when writing a poem some time in the past (see Section 6.3.2 above), I wrote:  
JW: For those poems to which I have a strong emotional attachment I feel I remember very clearly. Last Night was written nine months after my husband died, over 15 years ago, but it is hardly something I am likely to forget, despite, ironically, my declared intention to use the poems as a cathartic means of exorcising these memories from my mind! I remember his hospital bed in the sitting room by the window, its noisy air mattress, the sofa with the single mattress which was brought down from the spare room, and on which I slept beside him for eight weeks, and, very vividly, that night, moving the heavy reclining chair over beside his bed so I could sit with him through the night as I knew the end was near. I remember the struggle to stay awake in case I had to summon family members, and my hope also that I might share some final meaningful interaction with him (he had had lost the ability to speak some time before). How could I forget the symbolic act of lifting his hand and placing it on my skin over my heart, knowing it was the last day when it would be warm or able to touch me? These are not things I am likely to forget, and nor is the emotional experience of capturing them in words on the page.  
 
This emotional or personal aspect of poetry seems to me to be highly significant, even if not always as intensely experienced or felt as here. I would argue that there is a subjectivity and immediacy about the sorts of poems being studied here which perhaps is less common in, for example, some narrative fiction. Similarly, although we know even as we are moved by scenes in novels that these are usually fictional (although of course that does not prevent their having considerable impact if we have invested strongly in the characters), poems which describe emotional experiences may often be perceived by readers to be even more powerful and affecting because one assumes the poet is describing real events. Milton’s On His Blindness has such impact because we know the poet himself was blind (Carey: 2015). We would feel somehow deceived in a way we do not with fictional descriptions were we to discover or suspect that these poems were purely imaginary in origin, something reflected later in my readers’ feedback (See Section 9.3.3). Of course this intensity of response may also hold for novels which are perceived to be partially autobiographical or are based on real events. Indeed, as discussed earlier in Section 4.6, there has been considerable debate recently over whether writers are even entitled to write about certain experiences they have not themselves encountered, such as supposed accounts of drug-taking or other activities, perhaps particularly when the work is presented as partially or wholly autobiographical (Thorpe: 2020). Authors may demand the right to use their imagination to create characters, settings and events from outside their own life experience, but at times readers seem indignant if they feel they have invested in a person’s suffering and redemption only to find that it was not based on true events. Thus we see that the importance of the sense of authenticity remains powerful across all genres, with particular affect achieved by works perceived to be ‘true’. 
It is therefore important that the details given by my respondents also confirm that their poetry is often based on their own life experiences, not necessarily powerful emotional ones, but on events, places, people and thoughts which they have known, seen and responded to in a personal way. For example (square brackets indicate my additions to the participants’ wording, for clarity): 
TJ (asked about common processes): Observation: this will be when first hand experience drives my poems and will utilise all the five senses 
[I employ] personal reflection on lived experience…in the last one I wrote, my late wife came to me as a friend suggestion on Facebook  
the memory (being lifted onto a hayrick) was of a one-time only incident. The memory has stuck in my mind undigested. The other memory hinted at is another language that is lost to me – Welsh. I remember vividly the sound of Welsh and its music 
MF: that is not to say that the poems were created with the same degree of authorial distance with which I’ve produced my fiction. The poems were produced as a direct response to suffering. They were evaluated for quality afterwards, and tinkered with as appropriate, but their initial emergence was more instinctive and unmediated. The poems in Undying all feel quite recent even though my wife has been dead for six years 
There were certain things that happened to Eva which I felt encapsulated the pity and absurdity and profundity of that journey. So, in that sense, life was handing me symbolism on a poisoned plate. It was then just a matter of conveying those symbolically resonant situations in language that did them justice. I didn’t have to invent anything, I just had to make sure not to get the tone wrong 
JMN: [I remember my intentions] very well. Maybe it’s because I talk about the intentions before I perform them. 
 
Faber’s comment regarding the poems about his wife’s death being ‘more instinctive and unmediated’ is an important one as it suggests that there is something about capturing extreme events and emotions in poetry which seems to bypass much conscious thought and result in poems which seem to arrive almost fully-fledged, perhaps making some aspects of Booth’s implied, and masked, author theory (1963) less relevant here. Indeed in his commentary for the final poem in his collection, not in the end included here, Faber is uncomfortable because he wrote it some time after the others, following the decision to publish, and feels that perhaps it is too crafted and deliberate and has lost the intense connection with emotion evident in the others. That is not to say that these earlier poems are lacking in deliberate poetic technique. Both Faber and I make clear we intended to create good poetry as an appropriate memorial to our spouses. The combination of intense emotion and experience of using language for impact results in something which emerges both powerfully and yet effectively expressed. 
JMN’s comments about her routines when she performs her poetry are interesting. She has said in other answers (see Section 7.3) that she creates much of her work specifically for public performance, and that the poems which appear in written form are somewhat condensed forms of the fuller ‘performance’ where she provides, as she says above, background detail to explain the origins and intentions behind the work. It is clear that she feels audiences must understand these in order fully to grasp her intentions, and this is shown by her comment in answer to a later question that in some ways the written versions of her poems do not always ‘work’ so well as ‘the canvas is too small’. Many of the sales of JMN’s books will happen at her live events, and it may be that she knows that, having heard many of them contextualised and performed, readers will then be able to imagine this fuller experience when they are reading the poems later. 
Returning to the question of reliability of memory, it is perhaps because of the close personal associations the poets above reference that, when asked directly how well they felt they remembered their intentions for poems written some time ago, the poets were nearly unanimous: 
PB: I recall the poem (a specific one discussed) very clearly in that each poem of mine has the nature of a precious stone, most often a ruby, a perfect little world of my own creation…it seems natural that spending both agonising and quality time within the poem, it will take on a permanence in the mind and heart 
MF: they all feel very recent 
JMN: [I remember] very well 
 
TJ gives an interesting and more undecided response to this question, which makes clear that memory alone is not the poet’s only recourse to retrieving intentions. Having said earlier that he does not feel he has clear intentions when he starts to write a poem, he first comments, in answer to the question about remembering intention: 
 TJ: If I did not have an intention to begin with then I can hardly remember it.  
However he then adds:  
TJ: sometimes I only see later what I was trying to do and I get that not from memory but from the poem itself 
 
This links with comments I have made in Section 4.3 regarding the varied nature of intentions, indicating that for many poets these are complex and developing, only becoming fully realised when the poem is felt to be complete. And of course, as TJ comments, the crucial point, when we consider the reliability of memory, is that if there is any doubt, he has the poem itself to remind him, while also contradicting his first claim that he has no particular intention. This existence of the constant reminder of the text is, of course, true for all writers. For the poet the finished work is also a keen reminder of the process of writing – the decisions, the editing, the reasons for feeling that, finally, the poem was ‘finished’. This is a different and more personal act of remembering than my just being able to tell someone else the main storyline of a novel I recall. 
Interestingly, elsewhere in his questionnaire responses, TJ makes the following point: 
The experience of the reader is key. If they do not get it, it is my fault. At one level…I am trying to confuse the reader, to say that the poem is not as single levelled as it appears. But if they do not get that then I have failed 
 
Whatever his claims above about lack of intention when he starts to write, this comment suggests clear intentions by the time the poem is complete. Put simply, his readers can only fail to ‘get it’ if he believes there is something he has specifically put there for them to ‘get’. Further, his reference to ‘fault’ and having ‘failed’ shows this poet’s belief that it is his responsibility to convey his meaning clearly enough to be retrievable in a recognisable form by the reader. This sense of responsibility for communicating meaning is shared by other respondents: 
PB: the reader decides; however there is an issue of whether the poem communicates my high-flown intentions; [if not] it must be that I have fallen short 
MF: (commenting on a poem of his which I had analysed in my Master’s dissertation, an analysis he disagreed with) I could complain that you had read the poem inattentively, but I am more inclined to think the poem was ‘too clever’, i.e. it was founded on a literary conceit of the kind I avoided in the other poems 
JMN: When I perform I tell the bigger story [behind the poem] before I perform. It’s maybe why certain of my poems don’t always work on the page. The canvas may be too small (see my earlier comments on this in the last section) 
 
Clearly there will be limits to any responsibility a poet may have for readers’ understanding of their poetry. As I have discussed in Section 4.2, audiences in later time periods may lack knowledge of context, or have different attitudes to events and language use, such as perceived sexist or racist tropes, and so on, or even not understand specific words. However the point made here by the poets is an important one. They intend that something specific be understood by their poetry and they make every attempt to convey that to their audience. Crucially, they consider the communication of that intent and meaning to be their responsibility. They do not concede control of that to their reader and feel somehow to blame if different, or no, interpretations result. That seems to me to be the clearest indication yet of why writers might feel their intentions should be considered when poems are interpreted, and that the text should be seen as providing the means to interpret these.  Finally, the entire thrust of MR’s thesis, The Author: Towards a Marxist Approach to Authorship (2019) is to make the case that everything he, and any other author, writes is informed by their whole life experience, upbringing, cultural and educational experiences, etc. He evidences this with extensive refences not just to his poems and how, why and for whom he wrote them, but also to the personal memories and experiences from which each one arose. I have spoken above of his deliberate avoidance of making his poetry instructional or moralistic which comes in part from his strong sense of the impact of his own upbringing, and wider cultural circumstances, on his own life-experiences and an awareness that the same is true of his audience, for whom he does not wish to presume a particular attitude or world view.  
Thus it seems, for these respondents at least, that however clearly they may feel they had an intention in mind, or not, when they began to write, they certainly feel strongly enough about these intentions by the end of the process such that they can remember them vividly. Indeed it is often the very process of journeying through a sequence of writing and editing before arriving at a conclusion that satisfies them that makes that process so memorable. Alternatively, in the case of Faber and at times myself, where poems occasionally seem to arrive fully formed, the intensity of the emotion which led to their creation is profoundly and lastingly memorable. In addition, these performance poets can see clearly when readers or listeners have failed to grasp these – or, in the case of Rosen, for example, who writes extensively about his experiences performing his poetry, can see, and even hear, them discussing and evaluating them. Most importantly, each accepts the responsibility for that ability to understand and interpret the poem as theirs, as writers, and not the reader’s/listener’s. Also, although they do not all claim clear memories of their initial intentions, or even that they had these, TJ makes the simple point that all of them have a powerful aide-memoire to hand – the poem itself.  
Given that these responses were given independently, without sight of, or even knowledge of, the other poets and their responses, they present a remarkably consistent set of data. This consistency makes the notion that all of them are either just making up their replies, or inadvertently misleading me through false memories, rather hard to sustain, as do the, in some cases, twenty or thirty drafts of work undertaken when writing their poems, several of which some of them included with their responses. More importantly they suggest that there is a case here for accepting that these poets are writing with intention, conceptualising their audiences and wilfully employing specific techniques in order to communicate meaning to those audiences. 
On this wider topic of writer intention, and the link between literary writing and other forms of communication, MF, in a free response at the end of the questionnaire, made this telling summative point, mentioned in discussions of writer interviews in Section 1.0: 
Literature is a form of entertainment, but also a form of communication. In most contexts, business for example, or Government, or marriage, etc., humans are very much interested in understanding and being understood by each other. We are aware that things can go badly wrong if there is ambiguity. We strive to be clear and, if there is doubt, we ask the person we’re trying to communicate with how they interpret what we’ve said, just in case they’ve got the wrong end of the stick. It’s interesting that in the area of artistic endeavour, we are willing to allow more scope for misunderstanding, even to the point of insisting that this understanding a) is impossible and b) shouldn’t even be sought. On the one hand this seems to argue that art is an exceptional activity – we want a different relationship with it from the one we want in other areas of endeavour. It would, for example, be considered outrageous of a person contracted to do a job, or a spouse accused of infidelity to respond to calls for clarification by saying ‘My intentions are inaccessible and irrelevant’. Yet an artist who adopts this stance is often considered more noble or authentic than one who is willing and enthusiastic to explain his or her intentions 
 
Some well-known poets have given interviews or, like Eliot (1919: 2, online), quoted in Section 4.4, made comments in which they distance themselves from responsibility for readers’ interpretations of the meaning of their poems. Faber’s comments, as a much-published and prize-winning author as well as a poet, are therefore interesting and illuminating. His suggestion, that authors are aware that they may be considered ‘more noble or authentic’ if they either refuse to discuss their intentions or even deny their existence or importance, may explain the occurrence of such dismissive statements by writers. Obviously some may be being entirely honest by denying intentions altogether, or alternatively any interest in the specific effects of their linguistic or structural choices – though Faber makes the valid point that we would find such a claim unusual and unsatisfactory in most other areas of human life and action. However it does seem possible that some at least, especially in interviews arranged by, and perhaps guided by, their publicists, are affected by an awareness of how denial of any such intention may play better with their audience or with reviewers, and thus give the preferred rather than the honest response. The suggestion Faber makes that this may possibly arise from, or at least suggest, a view of art as somehow ‘an exceptional activity’ may also have some relevance, evidencing perhaps a faint desire to return to a time when writers were treated as exceptional and even divinely-inspired, and their work as being beyond the scope of vulgar analysis. What I hope my data above and to follow shows, however, is that such views are not supported by this data. There is sufficient consistency of declared intention by writers, and, later, conceptualisation of this intention by readers as part of their interpretative processes, to entitle – indeed invite – critics employing the methodology of cognitive poetics to give due consideration to the deduction of such intentions when analysing literary texts.  
7.3 Writers as readers  
One of the arguments critics offer which may seem to preclude the impact or importance of author intention in creating/communicating meaning depends on the very definition of meaning itself. The view of several critics is that texts only become meaningful at the point where they are read (Iser, 1972; Ingarden, 1973; Willis, 2018). What none of these critics acknowledges, however, is the extent to which authors are active readers of their own texts during and indeed after their creation, acts of reading which presumably equally involve the creation of meaning. Evidence for this interaction is found in the poets’ responses to Question 2, which asks about processes regularly followed when writing poems, and Question 6 which asks about later changes to an earlier poem, and reasons for this. It is immediately obvious from the comments below how extensive reading and re-reading texts is common to all (the underlined sections will be discussed at the end of this section).  
TJ: you leave it – hours or days. You re-read it and begin to see problems; you start to remodel it. Chop out things, add things, adjust things; every word gets scrutinised; this process can take several – many – Iterations; lots of changes go on; this (the version presented in the questionnaire response) is probably the fifth; I will come back to it at some point and have another go 
 
Here we again see references to extensive editing, each stage of which involves extremely close reading ‘every word gets scrutinised’. It seems reasonable to suggest that this is a closer, more active and more repeated reading process than a ‘real’ reader would be likely to undertake. 
PB: I look to see and listen to hear the shape the poem is taking as to form, physical shape on the paper, spoken effects, tone; About twenty drafts are attempted, striking out words at each stage; every word has to have a purpose in the poem; I never have a clear meaning in mind when creating a poem. I should clarify that by saying that it is not a confused state that I am in…, but rather that the meaning, which I am busy transacting, will change when each new line or perhaps just a word is added 
 
Again there is reference to both close and repeated reading. The removal of words seems as important as the inclusion, suggesting again that every word is being weighed up and judged, as shown by reference to each one’s ‘purpose’ in the poem, a suggestion not just of close reading but of both specific and general intention. The phrase ‘the meaning which I am busy transacting’ captures beautifully that sense of the meaning emerging as the drafting is undertaken. 
MF: (about redrafting a specific poem) It is simply too long for what it wants to get across. It is infested with pretentious ‘poetic’ language; I believe that polysyllabic rhymes (modernity/eternity) undermine meaning – the reader will be so busy noting that a tricky rhyme has been achieved that they won’t have any headspace left to take in what’s actually meant’; [the final version] is the product of yet more distilling and emotional directness 
If the poems had served no higher purpose than to express my own feelings at a difficult time, I would’ve kept them to myself and not published them 
 
Here we get reference to a strong consideration of impact on the reader, and an awareness of the specific impact not just of rhyme but of a particular sort of rhyme, which the poet believes will distract from his overall purpose. Again the process involves reducing down, ‘distilling’, the meaning and shows again that many readings have taken place. 
JMN: I am drawn to structure. I also tend to write with a narrator in mind. My narrators are diverse, which suits my ability to use local dialect. The poem becomes a utensil for the reader 
 
This makes fewer references to re-reading, but its focus on a particular sort of language – dialectic forms – as well as a series of narrators certainly suggests careful crafting and reworking. 
MR: ‘I was affected in the time between writing the second and third drafts by the initiative made by the Government over “parents should reach their children the difference between right and wrong”. I played with the idea, trying ways to deconstruct it…what then happened was that draft 2, which I worked from, blended with what was to become draft 3’ (Rosen, 2019: 204) 
‘Purely physical aspects of poetry quite often have a pattern (a text of sorts) of their own, rhythm, assonance, alliteration, rhymes…this poem plays in this area. There is an intention there, too, of coming up with an explanation in the sounds of the poem (about falling asleep to the “music” of a moving train), as to how the apparent magic of falling asleep is brought about. To spell it out, I am saying largely (but not entirely) with the sound of the words “the rhythm of the train is hypnotic”’ (poet’s brackets and emphasis in bold, my underlining) (Rosen, 2019: 219) 
 
Here there is again reference to several drafts being worked through, and indeed a change made between second and third to take account of an external influence which changed part of the poem’s focus. The reference to sound effects suggests again a very close focus on crafting individual words and phrases with reader response in mind. 
This re-reading and attention to detail is also evidenced in my own practice. I have even revised a published poem in the collection, Burglary, as a result of re-reading it and realising that one phrase did not communicate what I intended. I have since then used the revised poem in public readings.  Like the other poets, I make adjustments over many readings with close attention to how I feel the lines will be read. I am continually considering reader/listener response and making edits based on my ideas about how a poem’s structure will convey meaning and emotion to the reader.  Also, not every poem a poet writes is presented for publication, and certainly both Faber and I discuss the fact that the decision to publish followed some time after our original urge to write, and resulted in revisiting the poems with a different eye. Indeed he makes the point in his last quotation above that without this perceived and desired external audience for his poems he ‘would have kept them to myself and not published them’. All in all it is very clear that if the act of reading a poem is when and how meaning is made, it is happening right here in the extended drafting and re-reading process undertaken by all the poets. 
These responses not only evidence the extent to which the poets read and re-read their work, but also the extent to which they may have particular stylistic/structural preferences, and their concern for creating specific meaning and effects for their readers. This at times challenges the poets’ own declarations elsewhere in their responses about how much intention and meaning they take responsibility for, in particular poet TJ. When asked questions which focus on their working practices, and do not directly ask them to think about intention, all of the poets evidence clear intentions as regards constructing meaningful and impactful poems and clearly conceptualise their readers’ potential responses. This again suggests, as discussed in Section 4.3, that intention, as well as existing at a macro-level, involving such decisions as genre or overall topic, is strongly in evidence at a micro-level, where ‘every word’, as TJ puts it above, is scrutinised. If the act of reading is what makes meaning, it is clear that meaning must be being made during the process of these poets’ re-reading and re-writing of these texts. It would surely seem odd to suggest that this meaning should disappear as a focus of critical attention at the point where the poet decides the work is complete. Yet, when critics focus on text- and reader-centred meanings, this is exactly what occurs. What I in fact show in Datasets 2 and 3 (see Chapters 8 and 9) is the close correspondence between writer intention and reader interpretation when discussions of meaning are compared. 
To return to the responses of the poets, the phrases underlined in the above quotations (which are reproduced below) evidence the poets choosing language carefully in order to achieve specific and planned effects on audiences: 
you…begin to see problems  
every word gets scrutinised  
I…listen…to hear spoken effects  
every word has to have a purpose 
too long for what it wants to get across 
polysyllabic words undermine meaning – the reader will be too busy noting that a tricky rhyme has been achieved that they won’t have any headspace left to take in what’s actually meant 
(the final version) is the result of…distilling and emotional directness 
I am drawn to structure 
I tend to write with a narrator in mind 
the poem becomes a utensil for the reader 
physical aspects of poetry often have a pattern…rhythm, assonance, alliteration, rhymes 
there is an intention to come up with an explanation in the sounds of the poem. With the sound of the words the rhythm of the train is hypnotic 
 
There is clear evidence here not only of the intentional employment of structural and linguistic techniques, especially sensory ones, but precise explanation of the intended effect on an audience, who are at times directly being conceptualised as the poet writes. In some cases, such as ‘I write with a narrator in mind’ the poet is imagining either themselves or another reading this poem aloud and considering how to make it work in that context. The unusual imagery of ‘the poem becomes a utensil for the reader’ extends this notion that somehow the poem has been deliberately crafted, using both dialectic and structural features, specifically to lend itself to being read aloud, and to offer such a reader some key tools to make this successful. Although the poets suggest in their comments that readers and their responses are being conceptualised when poetic elements are selected, these imagined reader(s) do not seem to require particular qualities, but are merely conceptualised as existing and being likely to respond to language if it is well-crafted.  
7.4 Identification of techniques  
Having established, above, that the poets do consider the potential impact of their work on readers and construct their poems to achieve desired effects, I now consider whether the techniques they identify reflect what cognitive poetic theory might lead us to expect. As discussed in Section 3.2, cognitive poetic research has identified a number of literary techniques likely to have an impact on reader response. These include deictic elements such as the choice of personal pronouns and point of view (Herman 1994, Stockwell 2011; see also Section 5.3); features linked to embodiment theory that engage readers and increase empathy such as particularly intense descriptions of events and emotions, especially details concerning the senses (Culler 2017, Stockwell 2019); and defamiliarisation effects achieved through specific techniques of patterning at the phonological (e.g. rhyme, alliteration, rhythm), graphological (e.g. line breaks, use of white space, verse construction) and semantic levels (e.g. metaphor, especially double-scope metaphor) (Toolan, 2008; Green, 2008; Wales, 2014; Gibbs, 2002; Fauconnier and Turner, 2003; Carter and Stockwell, 2008). I was interested in whether poets identified these as amongst their preferred techniques to create impact. 
The poets give answers of varying depth and detail in response to this question (Appendix 1, Q. 4), which I discuss under summative headings below.  
7.4.1
Patterns 
All of the poets identified the importance of using patterning constructs in their work, evidenced in the quotes below: 
        TJ: sound patterns, assonance, rhyme and alliteration.  

patterns of sound (He talked at some length about the impact of his dyslexia and the importance to him, in his own poetry and that of others, of these effects) 
nicely-shaped sequences which may, however, bugger up the iambic flow so you need to do more reshaping 
PB: patterns created by rhyme and rhythm, part-rhyme; diagonal rhyme and internal rhyme.  
Musicality is important to me  
I use assonance and vowel repetition  
MF: (the exemplar poem evidenced several patterns such as) assonance, lexical repetition, rhyme and consonance 
JMN: structural techniques, a fondness for using established and formal poetic forms such as the sonnet, villanelles, the ballad, the rhythm of rap 
MR: ‘linguistic sound-play with children is a very rich vein to mine’ (Rosen, 2019: 218) 
‘I have discovered through performance that repetitions have a variety of powerful effects’ (Rosen, 2019: 205) 
‘I use the fact that] ‘the seemingly independent quality of sound, actually carries meaning without it being actually articulated in the semantics of the words’ (Rosen, 2019: 219) 
‘in my writing, the oral is structured into the writing so that it can reappear in performance as “oral”’ (poet’s inverted commas) (Rosen 2019: 205) 
‘I have tried to show how material existence, intertextuality and reception are inescapable conditions of literary production’ (Rosen, 2019: 241) 
JW: assonance, consonance, alliteration. Metaphor, including mega-metaphors running though poems, is probably the most frequently used.  
 
MR, writing mainly about poetry intended for performance, focuses on largely oral techniques, but makes the point that these can be varied in nature: lexical, structural, rhythmic and phonetic. He explains how ‘the oral is structured into the writing’ as he says above, using things such as repetitions of a particular phrase which ‘then sets up expectations’ for his readers or listeners, but also allows him to ‘break expectations’ in order to ‘make a point’ (Rosen, 2019: 205). While there is no surprise in finding that poets use such techniques, I asked this question for two reasons. Firstly cognitive poetic analysis often highlights these sorts of techniques in poems as likely to have particular effects on readers (Gerrig, 1993; Stockwell, 2002; Gavins and Steen, 2003; Harrison and Stockwell, 2014; Gavins, 2014; Whiteley, 2016), as discussed in Section 3.2), and I was interested to see whether these techniques are seen by poets themselves as key to their poems’ impact. Secondly, I was interested to see, later, whether the techniques used by poets are also identified by the readers, and so it seemed important to check how widely and consistently they were intentionally used. Unsurprisingly these writers do not use the terminology of cognitive poetics, and write in much less granular detail, but it is clear that they are indeed employing methods likely to create defamiliarisation, cognitive metaphors, various sorts of patterning and parallelism and other key techniques often focused on by cognitive poeticists.  
7.4.2
Embodiment features  
As discussed in Chapter 3 one of the key tenets of cognitive poetics is that our experience, use and understanding of language is rooted in our embodied existence in the world. Embodiment theory, as I explained in Section 3.2, explores the significance of our shared embodied experiences and world knowledge to the communication and interpretation of textual meaning, and indeed the very ways our minds perceive and think about the world around us.  Sanford and Emmott explain the function of ‘the mirror-neurone system’ (2012:133, their italics), which, they claim, leads readers to respond similarly to sections of writing which are particularly rich in sensory description and deictic detail as they would to real life experiences, since these lead to a level of specificity which increases embodiment qualities and are thus more likely to stimulate mirror-neural responses. I therefore looked to see if my poets’ responses showed evidence that they were consciously using such techniques in their poetry. The following quotes are relevant to this issue: 
TJ: I am looking to create textures where there are patterns…to speed it up, to slow it down. I am interested in the hesitancy when one line ends and another begins 
I wanted the lines to end with a masculine ending – a thump 
I want them (the readers) to sense a recognition or match of what is in the poem and their own experience or observation 
the poem is designed as a parcel, a present. I am not going to tear the wrapping from the present for them (by explaining context). It is part of the experience for them 
 
Here TJ lists several sensory-based techniques such as texture, pattern, speed, etc. In addition he talks very specifically about the intended engagement of the reader: ‘I wanted the readers to sense…a match of what is in the poem and their own experience’. Perhaps his most sensory image is in comparing the poem to ‘a parcel, a present’, which he is offering them, and thus to explain too much beyond the content of the poem itself would be the equivalent of ‘tear(ing) the wrapping from the present’ before handing it over. This vivid image of readers taking time to ‘unwrap’ this gift of language is a lovely way to embody the relationship between reader, writer and text. 
PB directly identifies the importance of all the senses and how he attempts to create sound effects in particular through the ‘musicality’ of his poems: 
PB: first-hand experience drives my poems and will utilize all the five senses.  
Observations may take on board illustrations and pictures, movies, and indeed close scrutiny of my memory and of imagined scenarios.  
musicality is important to me 
I look to see and listen and hear what shape the poem is taking as to form, physical shape on the page, spoken effects, tone 
I hope the meaning stays with the reader and grows over time, and…develops links to the reader’s own personal experience of the world 
 
PB also refers to ‘tone’ – which I take to refer to the implied tone of voice in which a reader would imagine the poem to be read – serious, sad, humorous, etc. Metaphor is used to link experiences in the poem with those perhaps more likely to be within a reader’s experience. In addition, the embodied experiences of the poets themselves are referenced as important aspects of the poems’ origins and also the processes of creating them. For example, PB’s statement above 'I look to see and listen and hear what shape...’, and TJ’s claim ‘I want the lines to end with...a thump’. 
It is interesting to hear TJ talk about how he likes to ‘see…what shape the poem is taking’, again showing how intention and meaning develop slowly as the poem is built and at times seem to be enjoying an existence beyond the poet. MR also talks at some length about the close link between his work and both real events and embodied experiences: 
MR: ‘Callinicos (a Marxist academic) says that discourse is partially made up of material existence. I take this as suggesting that our oral and written interchanges cannot escape from bearing the traces of our socio-economic existence’ (Rosen, 2019: 53) 
‘I wish to assert that when I refer to ‘some stairs’ in a poem these were once real material stairs that human beings as material beings trod upon but, of which, as conscious beings, we can make many diverse images constructs and symbols’ (poet’s underlining and inverted commas) (Rosen, 2019: 52) 
‘the material existence of an audience’s life must share some common ground with the referents of any given text’ (Rosen, 2019: 65) 
‘however ‘language’ does not have the power to affect consciousness on its own. It is language-in-use, within the specific social formations that human beings make, that has the power’ (poet’s inverted commas) (Rosen, 2019: 58) 
‘Thus if, for example, I say ‘mmmmmmmmmm’ this requires me to do something with my body that is distinct from if I say ‘aaaaaaaaaaaah’. Similarly my listeners’ ears and brains will have to perform different processes in order to perceive those sounds. In between, different kinds of molecular disturbances of air, different kinds of sound waves, (i.e. energy) will be involved too. In other words we are talking here about the physicality of language’ (Rosen, 2019: 217) 
 
In these extracts Rosen talks about the embodiment aspects of writing and reading in both theoretical and political contexts, but also practically in terms of how he actually constructs and performs his poetry to have a strong physical and aural impact. Firstly his quotation from Callinicos reasserts his earlier claims about the importance to both readers and writers of our individual socio-economic backgrounds and life experiences, making the point that to appreciate a poem there must be some sort of conjunction between experiences and events the poem describes – ‘its referents’, and real life experiences of the readers or listeners – ‘the material existence of an audience’s life’. He then discusses ways in which he has made links in his poetry between objects in his poems and real-world entities. In the final quote he describes how both the way he articulates certain sounds in his poems, and the way these are experienced by his listeners, are intensely physical experiences, brought about by ‘the physicality of language’. 
My own responses make clear that all the poems in my anthology are based on real-life experiences and emotions. Since making this clear is an important part of the authenticity which gives the work its impact, in an answer written specifically in response to this questionnaire question I wrote:  
JW: I build this with use of deictic features, description, metaphor and sound features such as assonance, consonance and onomatopoeia to add realism and draw readers into the poems. For example in the poem Dust to Dust, (one of the four poems originally given to readers) I extensively employ sound techniques to create the soft sounds of ashes tricking into a vase, which then seem to become almost a representation of the susurration of breathing. In this poem I attempt to capture the actual sounds which took place during that event and to make the experience come alive for the reader.  
 
The features which might be identified as embodiment-related are varied here, but much use is made by all of the poets of the senses, particularly hearing and sight, with reference to/use of literary techniques such as assonance and consonance, etc., but also to more complex and developed techniques such as musicality, speed and dialect representation, as mentioned by JMN who comments ‘I tend to write with a narrator in mind. My narrators are diverse, which suits my ability to use vocal dialect’. 
7.4.3 Concealment, surprise, ambiguity 
Given that my analysis, as discussed in Section 6.4, was designed to be data-driven as well as concept- driven (Schreier, 2014: 171), some further issues emerged which seem worthy of discussion. In Section 3.2.1, I discussed situations where writers may actually intend to challenge readers with unusual imagery or unexpected ideas or language, using defamiliarisation, or even creating deliberate concealment or ambiguity, either as a means of attracting/focusing readers’ attention, creating an uncomfortable or disorientating atmosphere or simply encouraging readers to think through moral or other issues for themselves. The poets’ earlier responses, particularly in response to direct questioning about creating meaning, above, have revealed that both meaning and intention are not single things, but have a range of complex iterations and layers (for example PB’s comment about whether he has a clear meaning in mind when he starts his poems: ‘the meaning, which I am busy transacting, will change when each new line or perhaps just a word is added’). Faber, in his commentary (Appendix 4a) remarks that ‘like many of the poems in Undying, Lebensraum reveals its music almost subliminally rather than overtly’, and talking of the poem Nipples, ‘it’s an alienation device that nudges the reader off-balance’. This section, therefore, discusses comments which reveal situations where authors either deliberately withhold direct statements of meaning, conceal intent early in a poem, or use a range of defamiliarisation techniques to divert, even alienate the reader – yet all as a means, in the end, of guiding readers to a fuller interpretation of the poem’s intended impact.  
TJ: I like to use words where there is a possibility of a secondary meaning to introduce doubt and ambiguity in the meaning – as if there is an echo in the room 
I am always looking for…subterranean connections 
often I want them (the readers) to see a meaning and doubt it at the same time 
Wordsworth had the view that poetry was putting two things together that do not normally go together 
at one level I am trying to confuse the reader, to say that the poem is not as single-levelled as it may appear 
JB: I regularly use rhyme but I tend to hide it 
if the meaning is elusive – just lean back and enjoy the sound 
I try to build more than one level of interpretation 
MF: poets who are poets by profession/self-identification are often charmingly deluded as to the intelligibility of their poems. Maybe one of the things that makes a poet a poet is this conviction that obscure, elusive language will surely reveal its meaning to any reader willing to put a little bit of effort into it. By contrast my poems are very simple and direct. 
JMN: it’s difficult to ‘get’ a poem on one reading, aurally or visually…behind most of my poems is a bigger story 
MR: ‘a comment from Macherey (1978: 48) “we might say the author is the first reader of his own work; he first gives himself the surprises that he will hand on to us”’ (Rosen, 2019: 73) 
 
Here three of the four poets, TJ, PB and JMN, identify a range of ways in which they deliberately conceal meaning or use structural effects such as rhyme to layer a number of levels of meanings into their work or even deliberately mislead or tease the reader with ambiguity. Interestingly JB mentions using rhyme but hiding it, something which appears in MF’s work also – although he does not mention it here, he discusses it in his commentaries (Appendix 4.1). This sort of intermittent use of rhyme, linking words scattered through his texts, can signal connections between these particular words or concepts, rather than creating a consistent pattern throughout. He explains elsewhere how reading aloud can reveal these patterns (Appendix 4a): 
However, if the poem is recited well, or read with keen enough attention, the rhymes start proliferating, separated by unpredictable distances, but nevertheless present: 'monstrous plan' and 'melphalan', 'hate' and 'state', 'alive' and 'survive', 'immunity' and 'community', 'uniform' and 'toxic swarm', 'prey' and 'day', 'flowing' and 'knowing', 'before' and 'no more', 'prepared', 'scared' and 'declared'.   
 
In JMN’s case her ‘concealment’ is more that she feels she only reveals part of a larger story – too large perhaps to be encapsulated in a poem short enough to be performed live, although, perhaps ironically, this means she does introduce them with further information and background. MF, who clearly does not consider himself a ‘professional or self-confessed’ poet like those he critiques in his quotation above, takes a different view and intends, successfully he believes, despite some of the techniques he discusses above, to create ‘simple and direct’ poems where the meaning is clear and unconcealed. He is rather critical of those poets who, he implies, expect too much of readers struggling to interpret their ‘obscure, elusive language’. It is interesting, however, that he ends this comment with the remark that this simplicity and clarity of his poetry is evidenced ‘more so than (in) most of my fiction, I think’. This again may suggest that there is something about the production of such an intense and autobiographical account of a deep personal tragedy which made some of the more deliberate and highly worked aspects of other sorts of poetry or prose not only unnecessary but even objectionable as somehow diluting the immediacy of the work. MF furthers suggests that at times some poets expect rather more commitment to untangling the meaning that he feels it is reasonable to ask of readers, certainly those not necessarily already acquainted with and familiar with the genre. MR talks more generally about how poems develop and can create surprises for both writer and reader. On the whole, as previously discussed in earlier quotations, his references to ambiguity tend to focus more on moral ambiguity. It is an example of how an intention might be to avoid being explicit rather than focusing on clear communication of authorial opinion. MR also makes an interesting suggestion linking to points made in Section 7.3 when, above, he quotes Macherey’s claim that ‘the author is the first reader of his work; he first gives himself the surprises that he will hand on to us’ (Macherey, 1978: 48). Here he reinforces the idea that writers are also readers of their own work, but also that meaning and intention can be developed as the poems emerge and that the writers themselves can sometimes be surprised by ideas which come to mind as they craft what becomes the final version. 
 7.4.4   Use of pronouns and point of view 
In my earlier discussions in Sections 3.2.3 and 5.3 the choice of point of view and the use of pronouns, particularly as a matter of voice, were identified as having impact on how readers interpreted and responded to texts. Although there is little explicit comment about point of view in the poet's questionnaire comments, the texts they provided in response to Questions 3, 6 and 9a demonstrate their use of a range of perspectives.
TJ provides two exemplar poems, one of which uses solely the 1st person and the other which uses 1st and 2nd person. PB provides a total of ten poems. Of these four are written in the 1st person (two singular and two plural), two are written in the 2nd person and four in the 3rd person. In the case of the 3rd person poems, all the main characters are identified and named/described: a nightingale, the poet’s grandfather, a fitter on the Titanic and a handicapped girl, left out of a newspaper photograph taken at a sports event. In MF’s anthology all the poems are in the 1st person, almost all written as if addressing his late wife. He therefore uses second-person pronouns addressing her in all but one, in which he describes to her using a third-person reference (‘I met a woman who would die of cancer…’).  JMN does not provide exemplars, but discusses her preference for ‘using narrators for my poetry, in a mix of first and third person’. MR provided a total of 63 poems of his own within his book. Of these, 59 are written in the 1st person, both singular and plural (many are either about his family or his school experiences where he includes others in the events described, but from his viewpoint), two are in the 3rd person, and 7 are in the 2nd person, usually quoting words spoken to the class by a teacher. A few relate conversations and so provide a number of speakers. In my anthology, all of the 35 poems are in the 1st person, but 27 of those also use second person pronouns to address my late husband (hence the title of the anthology, Dialogue for One).  
Thus there is a heavy preponderance across these poets of work written in the 1st person, linking to the fact that many are, by the poets’ own declaration, autobiographical. The decision to use the first person assists in communicating the autobiographical nature of the work to readers and the poets’ awareness of this can be seen in their comments: 
TJ: the work I write could probably be called lyrical. Personal reflection on lived experience 
PB: first-hand experience drives my poems and will utilize all the five senses.  
Observations may take on board illustrations and pictures, movies, and indeed close scrutiny of my memory and of imagined scenarios.  
MF: that is not to say that the poems were created with the same degree of authorial distance with which I’ve produced my fiction. The poems were produced as a direct response to suffering. 
JMN: I sometimes think the deepest of our feelings produce the best results 
 
MF and JW both make clear, in comments and in the anthologies themselves, that our poems are almost entirely autobiographical. Here all of the poets confirm their focus on personal feeling and reflection. PB discusses using a wide range of stimuli for his work, including things he has seen, such as movies. He also acknowledges, unlike the others, that some of his scenarios are imagined. However MF and I construct our poems mainly as pseudo-dialogues with our deceased spouses. This use of an imagined addressee is something I have discussed at length in Chapter 5, on features of lyric poetry, and revisit in Chapters 8 and 9, to follow, in my analyses of Datasets 2 and 3. I would just reiterate that the technique, although in fact taking the form here of imaginary dialogues with spouses who cannot engage with them, still has the potential to make the readers perceive themselves as potential addressees, making the events more intense and resonant. JMN makes the interesting observation that the best poetry comes from ‘the deepest of our feelings’, which mirrors MF’s previous comments that he felt the poems which came directly and ‘unmediated’ from his emotions were the most powerful and effective.  
7.5 Summary 
This chapter has presented an analysis of Dataset 1, which collected feedback from six poets about their general working practices, intentions and techniques. Firstly, it emerged that whatever may have initiated an individual act of poetry writing for each poet, and however vague their intended meanings were for the work at its outset, by the end of the process they had developed clear intentions about what they hoped to communicate to readers/listeners, and were aware of the sorts of techniques that would be likely to support that communication. Secondly, especially as most of them had performed their poetry live as well as publishing it, all were attuned to, and were holding in mind, likely audience responses to their work, and reported either satisfaction when the response was as hoped for, or disappointment if, as one poet put it, listeners to a poem failed to ‘get it’. Most poets made clear that their poems went through many revisions before they felt satisfied that they had achieved their objectives, and, in some cases, poets even referred to reworking poems post-performance in order to improve reception. Interestingly, where they perceived audiences had not responded as they hoped to a poem, the poets tended to hold themselves responsible for not communicating clearly, suggesting they do not allocate responsibility – or at least not wholly – to readers for constructing meaning independently and autonomously, even if elsewhere in the questionnaire some suggest they do. Given that several describe making poems deliberately ambiguous, this suggests very carefully provisions of clues. Thirdly, all felt that, even for poems written some time in the past, they could remember clearly what had given rise to each poem and its contents and imagery, especially when the topic was a strongly emotional one, a fact supported by the detail in which they then discussed them. Further, as one poet put it, even if they had any difficulties remembering, the poem itself provides a strong reminder. Thus this Dataset evidences that poets on the whole, either from the start of the creative process, or during and as a result of it, do have clear intentions about the meaning and impact of their work, are aware of, and deliberately utilise, particular techniques (many of which are widely recognised as impactful in cognitive poetic research into literary language) to achieve specific effects and both attend to and are concerned about audience reception of their work. The following two chapters set the commentaries of two poets alongside reader responses to their works in order to evidence the close correspondence between declared author intention and reader interpretation.  
Chapter 8 - Dataset 2: Reader Responses and Commentaries for the Poems of Jill Wallis
8.0 Introduction 

This chapter offers analysis of Dataset 2, comparing reader responses to my poems with my commentaries on them (Appendix 3), to investigate the relationship between author, text and reader in the making of meaning. My analysis shows the importance of considering all three components – readers, writers and texts – and the undesirability of omitting any one of these when constructing cognitive poetic theories about the communication and interpretation of meaning. In Section 1.2 I set myself the following three research questions: 
· do ‘real’ writers express specific intentions for their work, including considering the impact of their texts on conceptualised readers. If so, do they identify specific techniques which promote these? 

· do ‘real’ readers show evidence of conceptualising authorial intentions, and, if so, do they identify specific aspects of texts which they believe evidence these and contribute to their interpretation of meaning?  

· are readers’ responses to poems, and in particular their interpretations/ constructions of meaning, affected by their individual life experiences and/or their prior knowledge of the writers? 

 
The first of these I have extensively addressed in Chapter 7, where I showed that my research poets did indeed express evidence of intentions in terms of communicating meaning to readers, showed awareness and concern when they observed that this had not been successful, and could identify the techniques used to achieve desired effects, including adjusting poems which they felt had not yet achieved this. The commentaries by myself and Faber (Appendices 3, 4.1 and 4.2) further demonstrate clear communicative intentions regarding meaning, and an awareness of which aspects of our poems would be likely to achieve these aims. As discussed in Section 6.2.4, a key motivation for writing the poems was to reflect honestly the experiences of terminal illness, loss and bereavement. Part of this honesty involved unflinchingly describing medical procedures, symptoms of deterioration and the profound rawness and, at times, fury and despair of such loss. In doing so the poems were to an extent challenging the more common cultural response, in the UK at least, to such events, whether in funeral services, obituaries or even other poetry about loss. As discussed in Section 3.2.2, these prototypical responses often focus on the bravery of the patient, the enduring love they leave behind and the need for the bereaved person to move on with their life. I had felt repelled by the supposedly uplifting poetry collections I was offered by well-meaning friends following my husband’s death, which I felt completely denied and thus made less acceptable, even disordered, the grim reality of how I was feeling. From my later work as a bereavement support listener, I know how damaging this cultural silence about the reality of grief can be, as bereaved clients speak of their fear that they are being shamefully weak, or, in extreme cases, going mad, because their feelings do not fit the expected process of plucky resilience and speedy recovery. They often speak of others’ expectations, whether real or imagined, that they should be ‘getting over it by now’. The desire to validate those people’s experience, and present a more honest view of grief, was a strong factor for both myself and Faber in getting these collections published. However in presenting a non-prototypical view of death, loss and grief, and describing, at times graphically, the realities of terminal illness, these poems may risk alienating some readers. This will be discussed in the data to follow. Having explained in full in Chapter 6 the methodology I used in the creation of this Dataset, I will therefore proceed directly to my analysis of the reader responses to my two research poems, Tides and Grand Canyon, comparing these with my declared intentions in my commentary. This work is qualitative and mostly exploratory in orientation, focused, across Chapters 8 and 9, on in-depth commentaries on four poems, and detailed responses from 21 readers. Thus any patterns which emerge, of interpretation, and of conceptualisation of writer intention, add valuable empirical evidence about how writers intend and how readers interpret texts. 
8.1 Areas of focus for analysis 

Section 6.3.2 provided a rationale for each question presented to readers. Here I focus on my strategies for analysing Dataset 2 followed by a discussion of the results of that analysis in Section 8.2 and 8.3. My comparison of the reader and poet data begins with what the poet commentary data suggests about apparent links between writer intention and techniques, and then compares each poet’s claimed intent with readers’ responses in the questionnaire. Overall what sets this analysis apart from more traditional literary analysis of texts, and from much existing work on reader responses in stylistics and cognitive poetics, is that it examines the interpretative perspectives of both readers and writers through the collection of extra-textual data. In particular my analysis in this chapter centres on: 
· the themes, events and emotions readers identify, in their summary of the meaning of poems, and elsewhere in their comments (Questionnaire Section B, Q.2) 

· the emotive adjectives readers identify in the grids provided (Section B, Q. 3)  

· how readers, by means of underlining sections of the poems and/or making subsequent analytical comments, identify particular linguistic features and poetic techniques as having impact on their responses (Section B introductory task and Q.4) 

· comments made by readers about the poets themselves, both in terms of speculations about the writer’s intent/feelings/reactions within the poems and more widely. In addition, how/whether these comments link either to readers’ own self-identified life experiences and/or the wider cultural expectations likely to apply (at any point) 

 
 
In addition to noting individual correspondences between reader and poet, I also investigate patterns of reader response within the reader questionnaire data. These patterns have a bearing on the broader philosophical questions about the nature of literary meaning-making discussed in Chapter 4. If, as some theories discussed in Section 4.2 suggest, readers are wholly or largely responsible for making meaning, and, even given a largely shared cultural context, this is affected by their distinct individual experiences, one might anticipate some variance of response to each poem, and less evidence of either patterns of response across readers, or of close links with writers’ intentions. Of course, as also discussed in Section 4.2, in a shared linguistic culture most people are likely to comprehend and interpret language in a fairly similar way – that being the point and basis of a shared language (Austin, 1962; Grundy, 2020; Levinson S.C., 2017). However, while this interpretative similarity may be the case with more straightforward communications such as everyday requests or comments, one might expect it to become less evident in extended texts, or, in particular, poetry texts which employ metaphor, unusual imagery, potentially unfamiliar references and a range of poetic techniques.  
Throughout this thesis, reflecting its grounding within the discipline of cognitive poetics, I contend that all three contributors to meaning – the author, the text and the reader – are necessary for meaning to be constructed, communicated and interpreted. If that is the case it follows that, since authorial intention and textual content for the poems under study remain the same regardless of individual readers, one might expect considerable but not universal commonality of response among readers. Disparate responses would be more likely with poems identified as more difficult, or those which activate idiosyncratic personal responses in readers.  
Furthermore, if indeed it is the case that authorial intention is a key component of the creation of meaning, and if, as argued in Section 4.1, written texts resemble spoken conversations in as far as both participants make assumptions about the other’s sincerity in attempting to communicate or interpret intended meaning respectively, I should see some evidence of both poets and readers conceptualising each other’s interpretations or intentions in the Dataset.  
Sections 8.2 and 8.3 present my analyses of Dataset 2. I will first deal with Tides and then with Grand Canyon, although at times I may make summative comments about both, or refer to the other two poems offered in the original questionnaire where these evidence issues of particular relevance. 
8.2 Comparative analysis of reader questionnaire responses and poet commentaries: Tides (Wallis, 2005: 12) 
The poem under consideration in this section, Tides, is reproduced in full (with added line numbers) on the page below:

                       Tides 
1. You gaze, unblinking, mildly, at me 

2. your face a smoothed sheet,  

3. youthful 

4. as if your life has bled like molten wax 

5. sliding from those doll-like pupils  

6. downward, 

7. smoothing every mark of memory  

8. to blankness. 

 
9. Marooned upon your inner raft you float 

10. ebbing and flowing,  

11. tugged by the siren tumour-tide 

12. closer, sometimes,  

13. so I nearly have you, 

14. stretching for me,  

15. here on shifting sands 

16. then further,  

17. till your distant signals 

18. barely reach me through the banks of fog. 

 
19. And with each tide that turns, I ask,  

20. though silent, 

21. Is it now that I must speak? 

22. For if I wait for your returning, 

23. this next may be the one  

24. that takes you 

25. over the horizon  

26. of that inner sea 

27. and all chance lost to me forever 

28. to say to you,  

29. for whom all words are riddles, 

30. The only one  

31. that’s left to me to say, 

 
32. Goodbye 
 
8.2.1: Poet’s and readers’ identification of what the poem is about
In answer to Q.1 about the perceived difficulty of this poem, 9 say it was ‘easy’ and 12 ‘mostly easy’ to understand, suggesting no obvious barriers to interpretation. Question 2 asks readers, ‘In 2 or 3 sentences sum up what you felt this poem was about’. Readers’ responses to this question vary from 2 to 9 lines of writing, and therefore the range and number of ideas each covers varies: some give quite a full rendering of their interpretation of the sequence of events and emotions of the poem and others summarise what I assume they see to be key themes or ideas. Section 6.3.2 explains how the open nature of this question means one might expect the answers to be among the more diverse of the responses in the questionnaire, being the least ‘guided’ and the most open to readers making links to issues triggered from their own life. However, as evidenced below, that is not, on the whole, what I found.  
I explain in Section 6.2.4, how, prior to collating the reader response data, so that I could not be influenced by it, I created a commentary on my poems. From a content analysis of my commentary I created an overview of the main ideas I had intended to convey with each poem. In my ensuing discussion of each poem, therefore, I begin with these main ideas and then compare them with the readers’ responses.  
The main ideas I identify in my commentary as being central to Tides are: 
· the serious state/imminent death of the patient 

· the struggle for communication between poet and husband 

· the challenge of the fluctuation in his condition and communication skills  

· the poet’s need to say goodbye, but not knowing when to do so 

· the use of the imagery of the sea and tides to capture the ebb and flow of his condition 

 
All of these ideas are also to be found in many readers’ wider questionnaire responses, in their comments about the language, structure and imagery of the poems, and below I list aspects of reader response which relate to my identified themes above. For brevity, here and throughout, I quote exemplar comments, not all those available. 
References to severe illness/imminent death: 16 of the 21 responses mention this aspect of the poem, with phrases such as: 
 the poet’s spouse is gravely ill and dying 

 
a critically ill person who may or may not pass away in their current state 

 the end was near  
 

Those who do not directly reference this all still show awareness of it in their later comments, especially about the potentially urgent need to say goodbye, etc., discussed below (see Section 8.2.3). 
The struggle for communication: 11 readers reference issues with communication and/or understanding, with phrases such as: 
someone...who was no longer able to communicate or understand communication 

he loses speech and consciousness…we are beyond words now 

someone whose communication skills have been switched off 

 
Again most of the other readers make reference to the difficult decision by the narrator about when to speak, recognising that communication, and difficulties with it, is a central theme here. 
The patient’s condition fluctuating: 12 readers mention this, often using micro-metaphors based on and extending the same macro-metaphor as the poem itself, ILLNESS IS THE SEA with phrases such as:  
noting the ebbs and flows, reminiscent of the tide 

witnessing the life of her partner ebb and flow away 

the disease progresses like a tide coming and going 

 
The poet’s need to say goodbye, but not knowing when to do this: 14 readers reference this, and 12 portray it as a dilemma, in phrases such as: 
 it’s hard to say goodbye but she must 

the carer who has to say goodbye. When is the right time? 

 
Interestingly the word ‘goodbye’ – the final word of the poem – Is underlined by every single reader when marking key words in this poem, which I discuss further in Section 8.2.3. 
The use of the imagery of the sea and tides to capture the ebb and flow of his condition: Readers tend to respond most powerfully to this imagery by incorporating and developing the imagery themselves in their responses, seen below, sometimes as acknowledged quotations but more frequently as part of free writing. 11 readers specifically mention or use sea and tide-based imagery, including: 
 he seems to be in a rhythmically liminal vortex

 
wondering when the next ‘tide’ will turn and take him away for ever 

the strength to survive keeps coming back in waves  

 
 
Here we see evidence of two conceptual metaphors: LIFE IS A JOURNEY and ILLNESS IS THE SEA. Simpson (2004: 144) makes the distinction between ‘conventional’ metaphors – those in everyday use – and ‘novel’ ones, which are more original. The first of these above is ‘conventional’, with many examples in everyday use, and it is perhaps not surprising that readers respond to and indeed themselves use this. The second one is more ’innovative’ although by no means very rare, but to see it being used, not just through quoted references but in self-initiated examples by readers themselves, shows the power of such culturally shared metaphorical language. However it also indicates the extent to which readers are responding to and internalising both the events and the imagery of the poem and fully understanding its reference, such that they actually begin to mirror the language, reflecting and developing my metaphor. 
Further repeated responses. There are other inferences made about possible poet intentions and motivation, mentioned by lesser numbers of readers, one of which is the perception that I was struggling to come to terms with my husband’s imminent death, and that what held me back from saying goodbye was a reluctance to accept that inevitability. However this is balanced by those who interpret my distress as a genuine wish to say an important farewell whilst struggling to find the moment when it would be understood. In all, 9 readers represent the desire to say goodbye as a positive thing, with comments such as: 
one last opportunity to say her farewells and thanks 

the poet’s final wish is to ensure she says her final goodbye to him 

she wants to grab the chance, at the right time, to say Goodbye 

 
An important feature to note briefly here is the use in the second quotation above of ‘the poet’ rather than a more general term such as ‘the narrator’. This is a typical example from the data of readers’ direct aligning of the poetic voice with the poet herself, something which I discuss more fully later in Section 9.3.3   
Returning to readers’ reactions to my saying goodbye, in contrast to those above, 3 readers represent it as a more nuanced, emotionally fraught situation, saying such things as: 
 longing to, yet afraid of, saying goodbye 

she was looking for the strength to finally accept and say goodbye 

 
 and, in a response which I feel best captures my intentions as both wife and poet: 
the writer doesn’t want to say ‘goodbye’ until/before the last absolute moment of life, but how to know this moment? 
 
I could not be sure, during these final stages of my husband’s life, how much he understood. I desperately did not want to distress him by forcing an awareness of impending death on him by saying ‘goodbye’, if there was in fact more time to come and I just created fear and anxiety in him. However I longed to acknowledge the approaching ending of our relationship and somehow honour it rather than just let him slip away with nothing spoken. Given my own ambivalence about this matter, I feel the readers have responded sensitively and as I had hoped in choosing to interpret this as an inevitably sad moment, however much I still wished for it. Indeed their own indecision about what lay behind my hesitation, represented in several cases by phrasing their responses as unanswered questions, (‘how to know?’; ‘when is the right time?) mirrors my own uncertainty and shows a sensitive response to the underlying themes and tone of the poem.  
In contrast to these many commonalities of response, there are very few, if any, interpretations which differ in any significant detail from my identified intentions. One or two add speculations about the nature of my husband’s illness and a couple feel that he was literally at the moment of death, but these ideas are not contradictory to the main themes identified in my commentary. Overall, therefore, there is much commonality of interpretation in these responses, as well as close correlation with the intentions I expresses in my commentary data. The similarities, and in particular, aspects such as the mirrored and extended metaphors in their answers, suggest an important degree of correspondence both amongst the readers and between them and me, reflecting the strong link between the ideas I intended to communicate and those which readers interpreted. 
8.2.2: Analysis of adjective grid  
Section 6.3.2 introduced the adjective grid task in my questionnaire. The words in the grid include some which the two poets employed in their commentaries but also others which were not reflective of our stated intentions – which were also different from each other’s –  to avoid leading reader responses. Some adjectives might seem obvious choices for any poem about death and loss; however reader responses suggest genuine distinctions being made for each poem. For example the choice of the word ‘sad’ varies from 5 to 9 out of 18 readers across the four original poems of Faber’s and from 12 to 17 for mine, while for ‘grieving’ the numbers vary from 6 to 15 for Faber’s poems and from 9 to 18 for mine. These reflect our varied intentions, and imply that readers are responding thoughtfully and specifically to each poem. I suggest in this thesis that poet intention is a key component in guiding reader interpretation and such specificity – and, as I show below, consistency of response – supports this. 
Most respondents completed the grids, but there is considerable variation in detail – for example some respondents tick only one or two words while others tick six or seven. It is unclear whether this is because those were truly the only words which they felt applied or whether they believed they should record only the most dominant. Perhaps more detailed instructions might have prevented such discrepancies. However I will report the results for each word as being out of a possible 21 responses. The table below shows whether the adjectives appeared in my commentary or not and how many readers selected which. In some cases, readers (as invited) added their own suggested words under the grid. Where these are synonyms or closely related to existing words, I show this by adding a + to the existing total. 
	Adjectives 
	Identified by poet 
	Number of readers choosing 
	Adjectives 
	Identified by poet 
	Number of readers choosing 

	helpless 
	yes 
	18 
	resentful 
	no 
	0 

	loving 
	yes 
	17 
	spiteful 
	no 
	0 

	sad 
	yes 
	17 
	admiring 
	no 
	0 

	grieving 
	yes 
	15 + 1 = 16 
	joyful 
	no 
	0 

	accepting 
	yes 
	11 + 3 = 14 
	grateful 
	no 
	0 

	powerful 
	yes 
	13 
	cowardly 
	no 
	0 

	uncertain 
	yes 
	12 
	angry 
	no 
	1 

	conflicted 
	yes 
	4 
	hopeful 
	no 
	2 

	 
	 
	 
	brave 
	no 
	2 

	pessimistic 
	no 
	0 
	despairing 
	no 
	3 

	humorous 
	no 
	0 
	 
	 
	 


Fig. 8.0 Adjective grid – Tides 

Columns 1 and 4 show the adjectives which featured in the grid. Columns 2 and 5 indicate whether these words, or synonyms, were used by the poets in the commentary data. Columns 3 and 6 show the number of readers who selected each adjective in the reader response data. 
The data show a strong correlation between the adjectives I use in my commentary and those selected by readers in the reader response data. More than 50% of readers identify 7 of the 8 adjectives I named, with very high scores, indeed from almost all readers, identifying 4 of them. Only one word, ‘conflicted’, scores poorly, with four votes. Interestingly, however, although ‘conflicted’ is not chosen by most readers when ticking the grid, quite a few make comments in answer to other questions which indicate that they recognise the conflict I was undergoing. I will return to this point in Section 8.2.3. Equally indicative of emerging patterns are the words which are not chosen by either myself or the readers. Of the 12 words in the grid which I have not identified as relevant, 8 are also not chosen by a single reader, while the remaining 4 words are chosen by a total of just 8 people.  
One of the words chosen by 2 readers, but not by me, is the word ‘brave’, which is linked to some interesting responses, as is the word ‘powerful’. It is clear from some accompanying comments that readers are identifying the writer as being brave in the situation described, while I have not deliberately intended to present myself as such. I included the word in the grid since, in some other poems, both poets make references to, or imply, the bravery of themselves or their spouses, something also picked up by readers. However in my commentary for this poem I do not identify this implied quality in myself, not just for reasons of modesty but because that is not my perception of a situation which I had no choice but to endure. One of the readers who had experience of serious illness actually comments on her frustration at being described by friends as being brave when she feels she was just enduring an experience forced upon her and which often terrified her. The perceived requirement to ‘put up a brave fight’ against disease, and indeed bereavement, is also something which victims can feel pressurised to do, and which I therefore did not intentionally plan to imply, for my husband or myself. However I suppose this impression of one or both of us as being brave might well apply to almost all the poems in the anthology, whereas in my commentaries I am focusing on emotions and impressions which I feel to be specific to each text.  Either way, it is still something some readers seem instinctively to feel applicable, perhaps because of cultural expectations or through natural sympathy – or indeed perhaps as a reflection of how they feel they would respond. This is interesting to me as the engendering of any such sympathy suggests that readers believe the events and emotions described to be true accounts, and are conceptualising the feelings of the real-life poet who has endured these experiences. 
8.2.3: Underlining task and related comments 
Although these two tasks were completed separately, with other tasks in between, for reasons explained in Section 6.3.2, they are clearly linked and I therefore combine both the readers’ listed underlinings and their explanations in my analysis. Again there is wide variety in the style and extensiveness of readers’ responses. Some very carefully underline specific words or short phrases and later list and discuss these in detail. Others underline whole sections of each poem – in some cases the whole poem – and give a summary of the content and impact of each section in a more narrative way, often at the side of the text itself. Yet others give summative comments without any underlining at all. However, as far as possible, I will discuss the similarities and differences in these choices, however they are indicated.  
When comparing my commentary with readers’ responses to this task, I should mention that, as this was the first poem in the selection to be presented to readers and commented upon by me, I spend some time in my commentary discussing the overall context for writing, and deciding to publish, the poems, as well as features which would appear in all of the poems, reflections of which may therefore not directly appear in reader responses to this specific poem. However the relevant points I make about this poem specifically include the nature of my husband’s illness, its impact on his communication skills and, in terms of literary technique, my decision to use the vocative address, to him, throughout, although that latter usage only became clear to me after I had written many of the poems. In Tides I describe an imagined dialogue while my husband is still alive, albeit largely unresponsive.  Since this is the first of my poems encountered by the readers, they do not have any sense at this stage of repeated patterns, and no information other than that provided in the poem about my husband’s illness, and so can only respond to what they find in the text, which corresponds closely to the circumstances in which most ‘real’ reading is done.  
One aspect of poetry which perhaps makes it different from most prose is that its condensed and more deliberately ‘literary’ nature means that, as mentioned in Section 6.2.3, there may be more ‘foregrounded’ words and phrases within a short section of text than in a section of narrative text of a similar length, and it may contain a wider range of techniques, in particular defamiliarisation, metaphor and sound-based techniques such as alliteration, assonance, and so on. It is also likely to have much greater use of orthographic and structural variations. This of course means that in theory almost every word or phrase in a poem may have foregrounding or defamiliarising features, making it likely that almost every word has the potential to attract highlighting by someone. I will therefore concentrate on those sections most widely and consistently underlined by readers. Again, all 21 readers undertook this task. 
The first aspect I focus on in my commentary, after discussing the use of the vocative, is the various means I used to create a sense of distance between myself and Chris, and how this was being exacerbated by the frequent changes in his state, caused by his brain tumour. This meant that at times he seemed closer and more available to communicate with, and at other times further away and beyond the reach of language. This is most directly conveyed in stanza two of the poem, using the metaphor of the tidal movements of the sea, and associated tide-based micro-metaphors to suggest both the power of the force controlling him and its ebb and flow. This intention appears to be effectively conveyed by the language of that stanza, since many of the key phrases are underlined and discussed by readers. 
From lines 9-11 of the poem (henceforth, poem line numbers are given either within sentences or in brackets), 14 readers highlight some or all of the words ‘marooned upon your inner raft you float’. The phrase ‘ebbing and flowing’ is underlined by 7 readers, while ‘tugged by the siren tumour-tide’ is chosen by 12. In addition, 10 readers also underline ‘here on shifting sands’ (15) while 14 choose one of or both of the lines 17/18 ‘till your distant signals/ barely reach me through the banks of fog’.  
In their comments on these sections, readers show understanding of the intended scenario with comments such as: 
the second verse follows the ebb and flow of the ‘tumour tide’…when the poet feels the person might be coming back, ‘stretching out’ only for the tide to turn again  

the poem was very powerful for its simplicity of structure, the power of the tides ebbing through it and the inevitability of the ending 

love the tidal image which so expresses the uneven progress of the illness 

 
Here the readers themselves reuse the cognitive mega-metaphor the poem employs, ILLNESS IS LIKE THE SEA, in some cases quoting but in other places adopting and indeed developing the metaphor within their own description. Another, who underlines most parts of this section, comments: 
I liked the references to the sea – they were all powerful, and they carried the poem along on its own flow to the inevitable 

 
Again this response adopts metaphorical language – ‘its own flow to the inevitable’ which corresponds with the conceptual mega-metaphor of the poem. Other comments refer to:
fluctuations in awareness of a loved one. The poem captures these fluctuations powerfully as ‘tides’ 

‘tugged by the siren tumour-tide’ an echo perhaps of the malign maidens who sang to lure hapless sailors onto the rocks

the poem gives an account of varying states of consciousness of the dying partner – likens them to a figure drifting out on the tide. The strong pull of the tide is compared and contrasted to fluctuating feelings 
 

Although not every reader underlines the same specific words, almost all of them, by either underlining or comment or both, shows a strong response to the mega-metaphor of ILLNESS IS THE SEA, and some not only quote the poem in their response but, as discussed earlier, employ the same metaphorical construct in their own words. In her study of two reading group discussions of a poem, with participants of similar ages and educational range to my respondents, Whiteley notes how they too ‘adopt communal domains introduced by (the poem) and create metaphors from them in order to develop understanding of the poem and explore its possible meaning’ (2020: 185). In her conclusions, Whiteley suggests that these interactions show that readers are not simply ‘passive recipients of the manipulations of the text’ (2020: 189), but are taking active roles in exploring a range of possible interpretations through their interactions. In contrast, my readers are responding individually, without recourse to each other’s interpretations, and it is interesting therefore that the same tendencies to adopt the metaphorical domains of the text are widespread in their responses. 
However, where Whiteley’s readers develop, extend, and at times even change, each other’s responses as they talk, in the case of my readers they seem to arrive independently at very similar readings. It may be that the texts in my research are less open to a range of interpretations, of course, but my readers’ responses do seem to suggest that the text itself is inviting these very similar responses. Even without the element of interactivity involved in a reading group, my respondents still show evidence of being active readers individually interrogating the text and indeed becoming immersed in it, while arriving at similar interpretations. In addition, of course, these interpretations are not only similar to each other but link closely to the intentions which I identify in my commentary. In Whiteley’s research, aspects of the poem in question give rise to some ‘interpretive difficulties’ for some readers (2000: 174) as they decide who is acting at key points. In her reading group data, a dominant view held by the majority quickly becomes adopted by the few outliers who had initially interpreted the text differently.  
This seems to suggest that although different interpretations can be made, for the reasons Whiteley explains, in a group discussion context participants come to agree that one interpretation ‘fits’ much better than the others and this is quickly accepted by all. Whiteley’s article is typical of text- and reader-focused work in cognitive poetics, as it does not feature input from the poet, advising us of what he might have had in his mind when he wrote the poem. One can only speculate whether readers have come to an understanding that reflects his intended meaning. However in my research we do have such information about poet intention, and what becomes clear is that most readers do arrive at interpretations which correlate closely with the stated intentions of the poets. Indeed later responses to aspects of Faber’s poems (see Section 9.2.3), in particular his use of the image ‘nipples’ to refer to cancer lesions on his wife’s body, also show readers as being aware, and discomfited, when they do not feel they have successfully achieved such interpretations. 
Returning to the analysis of Tides, the second stanza, which contains the development of the metaphor introduced in the title of the poem, is the most heavily underlined by readers. However the opening stanza also attracts several consistently chosen sections. In my commentary I explain my intention to convey my husband’s loss of expression and awareness by employing a series of similes and metaphors comparing him to a range of blank or expressionless objects – a sheet, a doll’s face, wax. I also wanted to highlight his youth, further exaggerated by the smoothing of his features and unnaturally becalmed expression. This blankness is linked to his loss of memory, another victim of the tumour. Several of these images are chosen by readers. Of lines 2-8, 9 underline part or all of ‘your face a smoothed sheet,/youthful’, 13 underline all or part of ‘like molten wax/sliding from those doll-like pupils/downward’ and 15 underline all or part of ‘smoothing every mark of memory to blankness’. Again, there are correspondences between readers’ comments and my stated intentions for these images, as well as complex reactions to techniques employed, with remarks such as: 
this stanza is still, felt peaceful, calm. Too calm. I felt a sinking, a going under (again using a sea-based metaphor) 

why ‘wax’? Is the candle dying? Doll’s eyes are unseeing 

‘mark of memory’ – the softness of this alliteration works well with ‘smoothing’ – leads towards/suggests the ‘blankness’ 

 
The use of ‘why?’ in comment two shows clearly the reader both acknowledging an authorial intention and seeking to divine it. Another reader comments: 
‘inner raft’, ‘shifting sands’, ‘banks of fog’ and ‘inner sea’ go together. They are visual and one can feel to be ‘in’ them 
 
 One very full analysis of this section explains: 
the powerful simile ‘your life…bled…molten wax’ to ‘downward’ and ‘blankness’ suggest the cruelty and the difficulty of his condition. The use of the past tense ‘bled’ starkly suggests the damage done, which is followed by ‘sliding’, ‘smoothing’ progressively erases his memory to ‘blankness’. …I wondered if the use of assonance in this verse (and throughout the poem?) deliberately mirrored this downward motion: ‘gaze’ to ‘wax’, and ‘You – ‘smoothed’, ‘youthful’ to ‘your’ and ‘downward’ 
 

Such detailed and more technical analysis as seen in this last comment is rare in the responses, as perhaps might be expected in this mixed readership (this respondent is an English teacher with post-graduate poetry experience). However once again these responses show a keen awareness of the significance and developing impact not just of individual phrases but also of the cumulative effects of language choices employed to convey both situation and emotion. There is a determination to look at what Farrell earlier described as the ‘impact’ aspect of meaning (2017: 73) – see Section 4.2 – that is at the symbolism of images and the way this has made readers feel, and speculate. The readers clearly expect to find much more than the literal meaning of the words on the page. Meanwhile the references to metaphor, simile, assonance, patterning, tense, etc., and an awareness of the evocation of the senses in these descriptions, matches what my own cognitive poetic analysis of this poem highlights as being likely, and intended, to have an impact on readers. 
The third stanza introduces a new narrative element, in which I identify my growing anxiety that my husband will imminently drift away completely from any form of communication and that, although I know he will almost certainly not understand anything I say at this stage, I retain a strong need to say a final ‘Goodbye’ (32). The stanza maintains the seascape mega-metaphor, introducing the idea that there is a distant ‘horizon’ over which he may soon disappear. The orthographic separation of the final word ‘Goodbye’, capitalised and isolated, shows my reluctance to say it, but also its finality, and my acceptance that this journey for us both is coming to an end. It is clear from the underlining and comments on this stanza that the most powerfully evocative aspects are my anxiety about when to speak and the finality of that ‘Goodbye’. Every one of the 21 readers either underlines the word ‘Goodbye’ and/or refers to it, either in their commentary on their under-linings or in their other question responses. Awareness of the use of orthographic as well as linguistic features appears in comments such as: 
‘goodbye’, placed separately: this emphasises the finality and defines the final moment, from which there is no return 

‘goodbye’, standing alone as the last word of the poem is very effective, I think, emphasising its finality 

 
 It is interesting that several readers choose the same word ‘finality’ for the sensation with which they feel the poem ends, especially as the ‘goodbye’ is still hypothetical. ‘Finality’ is also a word I use myself in my commentary, suggesting my intended meaning is being inferred even when the specific word ‘finality’ does not appear in the poem. 
Other frequently underlined sections include ‘Is it now that I must speak’ (21), which is highlighted by 9 readers. Comments include: 
I felt the inner anguish of the speaker

the uncertainty of whether the next moment will be too late 

I chose this line because I recognise my own uncertainty of timing the last goodbye 

In addition, 10 readers choose all or part of ‘over the horizon/of that inner sea’ (25-26), commenting:     
these are expressions of the very near approach of death. Wonderful contrasts with ‘stretching for me’ 

an image of the patient sailing away into that strange new world he finds himself in…with the capacity of removing him entirely 

 
Here again we see extensions of the ILLNESS IS THE SEA mega-metaphor, in ‘the patient sailing away’, and also the same willingness to see implications beyond the words on the page. 
Although one phrase, ‘for whom all words are riddles’, is only actually underlined by 5 readers, it evokes strong responses, with one reader commenting ‘I found this phrase devastating. I wanted to weep’. While I cannot say that I intended this particular phrase to have quite such power, and it may have done so here because it triggers something for that specific reader, I certainly saw it as encapsulating both my husband’s deterioration and the distressing pointlessness of my longing to exchange a meaningful farewell. This may simply show readers finding meanings not wholly intended by writers – a phenomenon I do not challenge, given my rejection of monism in Sections 4.1 and 4.4. However I imagine that the impact is also cumulative, coming as it does at the end of the poem. Also, given the description of my desperate desire to make contact and the obstructions to this, it is also reflective of my deeper feelings. By the time I wrote the poem I had become accustomed to my husband’s aphasia, and it may be that it had lost its power of immediacy for me, such that the choice of image was almost automatic, yet fell freshly on my readers’ ears. Most will not know as they start to read this poem that he cannot speak or understand speech, and that his distancing from me is by more than the threat of death. This is the line which perhaps clarifies that and so has such a strong impact on that particular reader.  
Several readers respond very personally to the poem, with extended references to their own experiences of the anticipation of the death of loved ones. For example:  
they kept telling us to talk to him 

I picked out ‘Goodbye’ because I found it the hardest part of him dying 

I felt transported to the death-bed of my mother 

While this insertion of their own experiences might perhaps lead to readers interpreting the poem idiosyncratically, there is little evidence of this happening, or at least of their creating an interpretation not correlating with my declared intention. Readers acknowledge similarities, but also differences, one for example saying ‘I don’t think I ever said that (goodbye), though I told him over and over that I loved him’. This seems to recognise the origin of the urge described in the poem to choose the right moment to say goodbye – an urge born of the same love which made this reader respond differently but equally strongly. 
This act of empathising with the poet and relating my actions to linked experiences in their own lives seems an important feature of these responses. It is of course not unexpected, and aligns with schema-theory findings about our natural tendencies to ‘fill in’ descriptions of scenes and events with from elements of our own wider life experiences, discussed in Section 3.2.4. This has sometimes been seen in research as a reason for differing reader responses to literary texts, especially if the situations presented ‘disrupt’ the reader’s existing schema (Stockwell, 2002: 80) by introducing new or even contradictory details.  In the case of Tides, however, these personal experiences seem only to have intensified rather than altered the response of those readers who made such connections, and do not seem to skew their interpretations of textual meaning, either compared with their fellow readers or with the declared intentions of the poet. In addition, the very fact that they relate their own experiences to the text is a sign both that they see what is similar but also what is different, and they clearly separate textual descriptions from their own lived experiences. As discussed in Section 3.2.3, the conceptual metaphor ‘EMOTIONAL RELATIONSHIP IS THE DISTANCE BETWEEN TWO ENTITIES’ emphasises the importance of perceptions of closeness to readers’ emotional engagement with texts (Stockwell, 2005: 143; Gibbons and Whiteley, 2018: 268). The fact that readers here respond to events in the poems so empathetically and relate these to powerful emotional events in their own lives is an example of the power of cognitive deixis as discussed in Section 3.3.2. In particular they represent examples of ‘deictic projection’, as explained by Stockwell (2002: 42). Meanwhile Gerrig (1993: 6) suggests that this closeness, where readers have fully engaged with and made direct links between the textual events and their own lives, heightens responses, as is evidenced here – for example in the reader who was moved to tears and the other, above, who felt ‘transported to the bed of my mother’. 
Overall, therefore, despite this being the first poem encountered by the readers, offered without comment or contextualising other than the very general information given at the time of their recruitment, there seems to be a consistency of response to this underlining task, with noticeable numbers focusing on literary techniques which fit well with what cognitive poetic frameworks suggest are likely to give rise to strong reader response: powerful metaphors, patterning techniques such as the extension of the central metaphor, orthographical features and so on. There is also close correlation in all tasks with those key elements of meaning and intention which I identify in my commentary, as well as direct identification of the techniques which I used to convey these. The adoption and development by some readers of the mega-metaphor at the heart of the poem is a further indication that they had become closely engaged with, indeed immersed in, the poem, and their strong emotional responses suggest an acceptance that they are reading an account of real events – something I shall return to with further evidence in Section 9.3.3.  
8.3. Comparative analysis of reader questionnaire responses and poet commentaries: Grand Canyon (Wallis, 2005: 20-21) 
I now consider the reader responses to the same tasks and questions as above but for the poem Grand Canyon, a copy of which is presented below: 
                  Grand Canyon 
 
1. We gazed in speechless wonder 

2. from the rim, 

3. aghast at this astounding cosmic wound, 

4. its totally non-human scale, 

5. while heat reflected upwards  

6. like a blow. 

 
7. I always knew that one day I’d return, 

8. unable to absorb it at one sight, 

9. but this was not the context I’d foreseen. 

 
10. For though I gaze again,  

11. my hand in yours,  

12. at devastation too vast to absorb, 

13. this time there’s no retreat from its embrace. 

14. This time I must descend into the deep. 

 
15. I knew of course the journey grief would be, 

16. one taken through a brutal hostile land, 

17. so steep the path zig-zags  

18. like razor-slash, 

19. a hundred yards of toil for each foot gained. 

20. The only ones who get through are the laden 

21. who must carry all their water 

22. on their backs. 

 
23. And this is what I see now 

24. is my journey. 

25. To struggle down  

26. into this desperate place 

27. for which with love alone  

28. I’m weighted, 

29. to ease the parching agonies of grief. 

30. And even if I make it to the bottom 

31. The other side awaits  

32. my upward climb. 

 
33. For days, then weeks, I stood there, 

34. unable to accept  

35. the trial ahead. 

36. But when I baulked  

37. it wasn’t at the journey 

38. or any of the gruelling times to come. 

39. What froze me was the cruel realisation 

40. that you must stay  

41. behind me on the rim. 

 
                  42.When you left me,  

                  43. no other choice was offered, 

                  44. but I am free to hold you close  

                  45. and stay. 

                  46. Yet all my future lies  

                  47. across that canyon 

                  48. so somehow I must reach the other side. 

 
                  49. Until I do there can be no acceptance, 

                  50. no chance of life restarted or rebuilt. 

 
                  51. But oh the painful shame  

                  52. of this betrayal. 

 
                  53.To tear my eyes from yours  

                  54. and turn my back, 

                  55. to leave you ever stranded,  

                  56. and discarded, 

                  57. till,  

                  58. in the heat-haze fading,  

                  59. you are gone. 

8.3.1 Poet’s and readers’ identification of what the poem is about
Grand Canyon is the longest and most metaphorical of my poems and indeed arose from a metaphor I commonly used in conversation at the time to explain to friends how I was feeling. Once I came to write the poem, it became a mega-metaphor developed through a range of micro-metaphors extending across the whole poem. I used the idea of descending into the Grand Canyon as a metaphor for the desperate, demanding and intensely physical ‘journey of grief’ – its length, its cosmic scale, hard even to conceptualise, its exhausting and challenging physical features, its loneliness. The metaphor is underpinned by the conventional conceptual metaphor GRIEF IS A JOURNEY, itself an extension of the metaphor LIFE IS A JOURNEY (Lakoff and Johnson, 1980).  In addition, however, as my imagined descent into the canyon represents the depths of grief to which I knew I must sink, and the slow climb out again represents the challenges which I must undergo to achieve recovery, the conventional conceptual metaphors GOOD IS UP/BAD IS DOWN are also involved (Lakoff and Johnson, 1980). Chris and I had visited the Grand Canyon two years before his illness struck and its features were clear in my memory. I imagined climbing all the way down, and, even harder, all the way back out the other side, and felt this reflected very well my sense both of the descent into deeper and deeper despair as the reality of losing Chris began to sink in, and also the enormous task facing me to pull myself back out of this pit so that I could resume some sort of life on my own. One of the things which made this still harder was the sense of betrayal I felt in seeking to create a new life for myself, which Chris would never know or share. The image of leaving him behind on the far rim ‘in the heat-haze fading’ (58) seemed to me to encapsulate not just the fear of leaving him but also of having my memories of him fade over time, given the many years I seemed likely to live on without him.  
In my commentary I noted that, in addition to the deictic details I use within the poem, (‘path ziz-zags like razor slash’; ‘heat reflected upwards like a blow’ and so on), I felt I could assume that the Grand Canyon was a sufficiently familiar landmark that most readers would at least have heard of it and seen pictures, if not visited, and thus would have an idea of its enormous scale and powerful impact, key aspects which the macro-metaphor relies on. In response to the question about the perceived difficulty of this poem, 9 readers describe it as ‘easy’, 11 as ‘mostly easy’ and 1 as ‘mostly easy/difficult’, again suggesting few barriers to interpretation. 
For this poem the main ideas I identified in my commentaries are: 
· the use of the descent into the canyon as a metaphor to represent the journey of grief 

· the fact that this is a time and process of intense struggle 

· the need for me to reach a life beyond this grief 

· the fact that this is a cause for shame/guilt as I leave my husband behind 
In the reader responses, one respondent, who had herself recently lost her husband, apologises and says she cannot respond to this poem as it is too personally painful – a particularly intense emotional response. There are therefore just 20 responses recorded. As for all the poems, the depth and detail of responses to Question 2 vary from a few words to a full paragraph. Again I compare my stated intentions, above, with what readers say they thought the poem was ‘about’. 
The use of the descent into the canyon as a metaphor to represent the process of grief:  
One might not expect an audience with mixed literary training to recognise that the poem is entirely metaphorical, but in fact 13 respondents do so, though not necessarily by using the term ‘metaphor’ (only 5 specifically use this term). Alternate but synonymous phrases include:  
the return to the Grand Canyon…symbolises that she is preparing to go on a journey back to living 

the grief following the death of a partner is likened to standing at the top of the Grand Canyon… 

the difficult trek into the canyon encapsulates what grieving puts a person through 

 
 3 people further use the term ‘allegory’ or ‘parable’ for the use of the canyon to represent the journey of grief, one including a comparison with A Pilgrim’s Progress. 19 people further characterise the poem’s metaphor as representing the ‘journey of grief’, with 7 people actually using that exact phrase. Other examples include: 
the terrible journey that awaits the poet…weighed down with grief 

my feelings of this poem are of grief…trying desperately to see if she can get through 

 
Thus, all the readers recognise the poem as at least partly metaphorical in intent.  Interestingly, although the use of the canyon was indeed metaphorical, 10 readers do also correctly identify that I had actually visited the place with my husband at some time in our past life, and was using my experiences of the real site to inform my descriptions. It may be here that their own knowledge or experience of the canyon informs this inference as they recognise features described. However some will presumably have understood it from my reference to my ‘return’ there (7). As with Tides, readers’ co-opting of the metaphor GRIEF IS A JOURNEY, shows engagement with the deeper ideas of the poem. 
The fact that this is a time of intense struggle: 16 readers comment on how difficult and painful this period/journey is for the poet, using phrases such as: 
the immense scale and geography of the Grand Canyon communicates the huge physical and mental reserves required in undertaking the journey through grief 

the writer uses the Grand Canyon for the painful journey ahead 
 
Again we see a grasp of how metaphor is working here to communicate aspects of the represented events and emotions. In the process of mapping between the Grand Canyon and grief domains, respondents are invited by the poem to map from the physical scale and hostile environment of the canyon to the experiences and emotions of the poet/narrator. 
The need for the poet to reach a life beyond the grief: 11 readers specifically reference this aspect of the challenge, with comments such as: 
the journey through grief to a future for the bereaved spouse 
she knows she has to do it in order to move on 

she attempts to cross the chasm and rebuild her life 
 
 In some other cases readers, while not directly mentioning the poet’s desire to move on, do reference my difficulty in leaving my husband behind, showing they understand the concept of my moving metaphorically as well as physically to a place where he cannot follow. The phrase in the above quotation ‘to cross the chasm and rebuild her life’ shows a complete grasp of this concept and we again see readers employing what Simpson (2004: 144) describes as metaphor ‘elaboration and extension’, which, he explains, are ‘techniques for embellishing metaphors by making new concepts available for mapping’. This is especially common in metaphors involving ‘a broad source domain’ such as that used here. 
The fact that this need to move on is a cause of shame or guilt: 12 readers directly mention these emotions, with words such as: 
at a cost of an overwhelming sense of betrayal 

the worry that you are leaving him behind 

the journey to the other side is also accompanied by guilt 

it’s as if she feels guilty at leaving him behind alone, but knows she has to do it  
 
Overall, as with Tides, readers not only repeatedly and effectively identify the key themes I list as central in my commentary, but in addition provide very few comments which suggest any misunderstanding or difference of interpretation. The only ‘anomaly’ in terms of their finding something which I did not intend to put there was when two readers suggest that perhaps I had scattered my husband’s ashes at the Grand Canyon and was thus literally leaving something physical of him behind. This interpretation could perhaps be accounted for by the study design, given that the previous poem they had read (not included here) was about my inability at that point to scatter his ashes. I suppose it might seem a deliberate progression to a scene where I finally did so, as well as making more ‘real’ the sense of my leaving him behind ‘on the rim’.  Sections 5.3 and 5.5 discuss how the combination of first-person pronouns and the wider tendency of lyric poetry to invite assumptions that poems represent real events may increase their sense of authenticity. In my data, readers at times recognise a sense of narrative developing across the range of original poems presented in the reader questionnaire.  
As with Tides, readers are also remarkably consistent in their summaries of the poem, given that some write quite short responses to this question. Particularly noticeable is the wide recognition of the metaphorical nature of the poem – here discussed in terms of its overall significance, but later understood and commented on in much greater detail as features of the Grand Canyon are recognised as representing aspects of living with grief (see Section 8.3.3). Readers’ incorporation of extended versions of this metaphor in their own responses show them engaging quickly with assumed authorial intention. There is also evidence that the readers conceptualise and empathise with the feelings of the poet: the quoted comments above make repeated reference to ‘the poet’, ‘the writer’, and even contain instances of readers addressing me directly (e.g. ‘the worry that you are leaving him behind’). Giovanelli (2022: 410), discussing the impact of war poetry, references Hynes (1992), who describes such literature as ‘inherently emotion-generating’ (Giovanelli, 2022: 410) in its frequent ‘images of emptiness – as a chasm, or an abyss, an edge’ (Hynes, 1992: xi). These ideas, while relating to other scenes of death and loss in poetry, seem closely to reflect the impact of my use of the Grand Canyon imagery, here about grief rather than war, but generating similar reader responses. 
 
8.3.2 Analysis of adjective grid
In Figure 8.2 below, Columns 1 and 4 show the adjectives which featured in the grid. Columns 2 and 5 indicate whether these words were used by the poets in the commentary data. Columns 3 and 6 show the number of readers who selected each adjective in the reader response data (see grid below).
	Adjectives 
	Identified by poet 
	Number of readers choosing 
	Adjectives 
	Identified by poet 
	Number of readers choosing 

	grieving 
	yes 
	18 
	cowardly 
	no 
	0 

	loving 
	yes 
	17 
	pessimistic 
	no 
	0 

	powerful 
	yes 
	15 
	humorous 
	no 
	0 

	conflicted 
	yes 
	15 
	joyful 
	no 
	0 

	brave 
	yes 
	14 
	spiteful 
	no 
	0 

	sad 
	yes 
	13 
	admiring 
	no 
	1 

	helpless 
	yes 
	12 
	grateful 
	no 
	1 

	hopeful 
	yes 
	8 
	resentful 
	no 
	2 

	accepting 
	yes 
	8 
	angry 
	no 
	3 

	despairing 
	yes 
	8 
	 
	 
	 

	uncertain 
	yes 
	7 
	 
	 
	 


Fig. 8.1 Adjective grid: Grand Canyon 
Compared with responses to the poem Tides (Section 8.2.2), a very similar picture emerges for Grand Canyon in terms of the consistency of responses. Of the 11 adjectives I use in my poet commentary when describing my intended communication, 7 are identified by more than 50% of readers, with, again, the most common 4 being identified by almost all of them. Of those less frequently chosen, a third or more of readers still identify them. Further, in line with the previous poem, the words that do not appear in my poet commentary are largely rejected by readers too, with 5 of the 9 not being chosen at all, and the other 4 garnering just 7 ticks between them. Interestingly, in this poem, unlike in Tides, I did intend to evoke a sense of bravery. Although this is not expressed directly, it is implied by two key things – the extreme difficulty of the ‘journey’ to be undertaken, and the fact that I actively choose to embark on it, despite my distress (and, by implication, that I could have chosen not to). In my commentary I discuss how, in order to validate the experiences of bereaved people, and challenge the prevailing cultural pressure many feel to ‘move on’ quickly, it seemed important to me to convey that this is a very difficult, non-automatic, and therefore brave, thing to do. Not everyone does recover from loss. The poem therefore describes a quest-like descent into a deeply hostile place, being both sustained but also burdened by love for the man I was leaving behind, something it was genuinely hard to force myself to embark upon. I was pleased, therefore that two thirds of readers identify this quality.  
Considering the adjectives ‘angry’ and ‘resentful’ identified by readers but not by me, I would suggest that, given the enormous challenge the poem suggests grief is, these are not unreasonable emotions to ‘find’ in the poem, despite my not specifically naming them in my commentary as centrally important, and may be a reflection of readers’ own anticipated, or actually experienced, reaction. In fact, I never felt that there was any point in those emotions – what happened to Chris was bad luck, not the malicious action of anyone. That is not to deny that I felt profound grief, and a strong wish for this not to be happening and of course not seeing the point of an emotion does not always protect us from feeling it; however I do not recall feeling either anger or resentment about what I perceived as the sort of sad event that can happen to anyone. I appreciate, nevertheless, that not all readers may adopt the same viewpoint and as I have acknowledged from the start, readers’ unique perspectives will affect their interpretations of the poems. However, readers’ own viewpoints seem more to affect their responses to the emotions involved in the poem rather than their response to overall meaning. What is clear, however, is that for the most part their responses coincide closely with my intentions when I wrote the poem. 
8.3.3: Underlining task and related comments  
Grand Canyon is a long poem and my full commentary discusses it in detail (See Appendix 3). For brevity, I focus here on sections of the poem chosen by multiple readers. The poem begins with a flashback to a past visit Chris and I made (lines 1-5). The title has already given context to where we are, and the opening stanza offers readers deictic detail to assist conceptualisation of the scene (‘We gazed…from the rim’). The size and scale of the canyon is conveyed by describing it metaphorically as an ‘astounding cosmic wound’, with a ‘totally non-human scale’ (lines 3/4), which explains why we ‘gazed in speechless wonder’ at this sight (1). This description conveys awe and amazement, but also has overlays of more sinister features. The ‘cosmic wound’ suggests pain and damage, caused by some power beyond human scope, while the ‘heat’ which ‘reflects upwards like a blow’ (5/6) creates an impression of discomfort, even threat. This prepares the reader for the use of the setting and its features to symbolise the pain and exhausting demands of grief and also its existence beyond human control and understanding.  
This intense and threatening language is identified by many readers, with 12 underlining the phrase ‘aghast at this astounding cosmic wound’, 5 ‘its non-human scale’ and 8 the phrase ‘heat reflected upwards/like a blow’. Comments here include: 
‘cosmic wound’, ‘non-human scale’ – by describing the vast ‘wound’ of the Grand Canyon in the first stanza, this helps the reader understand the magnitude of the grief the poet is feeling 

any initial thoughts of happy…memories of a trip are quickly lost with the emphasis on ‘wound’, ‘blow’, ‘devastation’ and ‘razor-slash’ 

‘astounding cosmic wound’ describes the geology of the Grand Canyon but also the wounded heart/soul of the bereaved. Both are ancient, timeless and endlessly reiterated 
 
I feel the third comment here shows a particularly deep understanding of the layers of meaning intended in my comparison, linking wider aspects of grief with the canyon’s non-human scale. Even though not all readers specifically pick out those phrases, it is clear from many of their earlier summaries of the poem that other readers too understand the significance of the choice of setting. For example comments include: 
comparing the journey of grief which the poet is about to undertake with an actual journey that the poet made with her husband – pointing out the almost parable-like similarities 

I have visited the Grand Canyon and one of the most striking features of it is that, unlike most monumental features, you can’t see it until you are right on the rim…I guess exactly appropriate for the use as a metaphor for grief 
 
These latter readers show a clear awareness of the metaphorical nature of the grim descriptions of the real place. Indeed both these latter comments are further examples of readers drawing on their own experiences and reiterating or extending the poem’s mega-metaphor in their own responses. The second comment extends the mega-metaphor by adding further information to the CANYON domain – the fact (geographically accurate) that when arriving at the canyon you literally do not see it coming until the last moment, even though you know you are travelling towards it – often true of early bereavement also. 
The second and third stanza, at first sight, may seem to introduce a second real-life visit, but closer attention shows that the first-person plural pronoun of line 1, ‘We gazed’, has now become the singular ‘I always knew that knew one day I’d return’ (7), and the first hint is given that this is not just another holiday jaunt, backed up by the stanza’s final clause ‘but this was not the context I’d foreseen’ (10). The conjunction ‘but’ further emphasises the change of circumstances both from the first visit and in my assumptions then about future returns, as does a temporal deictic shift to the present tense ‘For though I gaze again’.  
Responding to this section, 8 readers underline the sentence ‘I always knew one day I’d return/unable to absorb at one sight’ (7/8).  Comments include: 
the inevitability of this visit, whether real or imagined, is part of the process of grieving 

the poet compares the first happy visit to this visit to the journey through grief 

did the writer really return? Probably not…it is an apt metaphorical scenario: the huge desperate finality of loss 
 
As discussed, across all of the responses only two people interpret my ‘return’ as a real visit, but these link this to a realistic purpose based on the earlier poem, and these readers proceed in later responses to show full understanding of the more metaphorical aspects of the text, in line with others. 
In stanza four I provide more deictic elements (‘a brutal hostile land’; ‘so steep the path zig-zags’ (16-18)) to assist readerly projection into the world of the poem as I consider the potential descent into the canyon. In many of these I make use of real-world features of the Grand Canyon (such as the paths), using them as mapped elements in the overarching GRIEF IS A JOURNEY metaphor. Indeed I refer directly to ‘the journey grief would be’ (15) and to begin with this is a process of entirely downwards travel (drawing on the conventional cognitive metaphor BAD IS DOWN). Lexical choices build up a grim picture of the challenge ahead, where grief faces a ‘so steep’ journey on a slope which ‘zig-zags/like razor-slash’, requiring ‘a hundred yards of toil for each foot gained’ (19). These intensely physical images convey the powerfully embodied nature of grief (often a source of shock to bereaved people). The harsh consonants, especially in ‘brutal, hostile’ and ‘zig-zags like razor- slash’, along with the savage connotations of the latter image, add to the sense of danger and pain. Lines 20-22 recall the opening stanza, in the real-world canyon, where ‘the only ones who get through are the laden/who must carry all their water/on their backs’. This burden is particularly demanding, since it is clear how challenging this descent is already, even without the weight of water-containers and thus, although this is life-giving water, it is carried at a heavy cost, literally and metaphorically.  
In the fourth stanza the phrase most commonly chosen by readers is ‘like razor-slash’, with 12 underlinings. Other phrases chosen include ‘a brutal, hostile land’ with 8, ‘so steep the path zig-zags’ with 5 and ‘who must carry all their water on their backs’ with 7. Comments include: 
‘like razor-slash’ – powerful imagery to describe hurt and pain 
the devastation of death comes and the surviving partner is faced with grief which will be an elongated and viciously violent time of suffering, expressed so well in ‘so steep the path zig-zags/like razor slash’ 

I have thought a lot about the significance of ‘the laden who must carry all their water on their backs’ – are they the people who regard reaching the other side of the canyon as a near certainty…while she has only love to ease her agony of grief? 

‘who must carry all their water…’ intimates that this is a journey that must be taken alone, left to one’s own resources, without the one they have lost  

 
People are advised not to go into the heat of the actual Canyon without carrying water with them. I wanted to suggest that in my case it was only my love for my husband which I ‘carried’ to sustain me. Yet at the same time that very love is the source of my pain and sorrow – the burdensome aspect of carrying such a heavy load – similar to the life-giving but heavy qualities of the real-life water. These are complex ideas which I think are well interpreted by the answers above, despite the unfamiliarity of the detail to those who have not visited the Canyon itself. Indeed in the second response above a reader actively seeks, through further thought (‘I have thought a lot about the significance of’) to conceptualise the authorial intention behind the lines. Again, overall, the readers exhibit understanding of the use of those details and response to the powerful imagery used, often adopting and re-using, rather than just quoting, words from the poem. 
Perhaps not surprisingly, given the powerful imagery of the preceding section, the beginning of stanza five, which moves the narrative on with less dramatic detail: ‘This is what I see now/is my journey…’ (23), and where I spell out the metaphorical nature of this ‘journey’ into the depths of grief, has far fewer underlinings, with just a few highlighting phrases like ‘desperate place’ (26), no doubt as people have already grasped its thrust. However the phrase which reflects back to the image of carrying water, ‘with love alone/I’m weighted’ (27/28) is underlined by 10 readers and the subsequent explanation ‘to ease the parching agonies of grief’ (29) by 11. Readers remark: 
not processing grief, just experiencing its agonies, repeating water imagery. Grief is so painful 

this is her burden, which will sustain her 

this suggests the relentlessness of grief, the inability to quench it  
These show not just an understanding of the ideas represented in this section but a response to the specific language, with two of the respondents recognising, and indeed extending, the use of water imagery, both as a reference back to the previous stanza, but also to reflect the impact of grief itself, as being unquenchable. An understanding of the ambiguity I wished to convey regarding the role of love here is evident in the metaphorical phrase ‘this is her burden, which will sustain her’. 
The final lines of stanza five, ‘what froze me was the cruel realisation/that you must stay/behind me on the rim’ (39/41) also attracts extensive underlining, this time from 13 readers. They comment: 
I found these lines very powerful. I think the short lines and pauses aid this effect 

‘froze me’ slaps you in the face with its sound and suddenness, given the exact image of her being incapable of even starting the journey 

after the heat of the canyon, this metaphor of coldness is a good contrast as one realises how different life is going to be without him

 
it feels like the contrast here between heat and cold is important. Up to this point the imagery has been associated entirely with heat, but ‘froze’ is its opposite and maybe suggests a fear that is cold and inhuman 

‘what froze me’ – she is immobilised by the death for some time, but eventually realises she has to undertake the journey to move on’.  
 
These readers recognise the effect I intended, which was to convey my inability to ‘move on’ emotionally, using a more physical metaphor, but it is interesting that several pick out the contrast between repeated references to the unbearable heat of the canyon and this image of my being ‘frozen’. One of the most noticeable aspects of early grief is the confusion and welter of emotions felt, often shifting almost by the moment, and for me the key idea to communicate was that I was trapped motionless in this inhospitable and barren place. The direct contrast of heat and cold was not a conscious choice, although the individual metaphors were, but the effect it has had on these readers absolutely meets my wider intentions. Indeed, some time after writing this poem, I became aware of further elements of the mega-metaphor of the Canyon which also applied to the situation - for example the fact that even once one has climbed out of it one emerges into an empty desert (recovering from grief is a long, hard journey). I think the way this metaphor may take several permutations, some unforeseen by the author, but which chime with my wider intentions, may be an example of the same phenomenon as found in an improvising musician, whose chords may be chosen almost instinctively, yet based on long experience of what ‘goes together’ and works. It also evidences how readers, too, contribute to and extend the meaning of texts beyond the conscious intentions of writers. 
Stanza six confronts the choice I must make and most of the lines are underlined by at least some readers, with 5 underlining ‘I am free to hold you close’ (44) and 8 underlining some or all of the lines ‘Yet all my future lies/across that canyon/so, somehow, I must reach the other side’ (46-48). I did not use especially unusual vocabulary here, or vivid images. Instead I relied on the fact that I had built up a scene which situated readers in a grim and dreadful place, where the climb both in an out was incredibly demanding and challenging, and then made the simple but brutal point that not to face this was to throw away the rest of my life, or at least a fulfilled life. In addition, the spatial deictic detail of the distances, both down into the canyon and across from rim to rim are relied on to emphasise the journey facing me and the growing distance I must put between myself and my husband. Here it was both the ideas, and their representation with deictic details, as well as the impact of the extended metaphor I had so extensively built, which I hoped would convey the challenge I faced. Readers show understanding of this, in some cases linking it with the next stanza, with comments such as: 
If she does this (stays frozen), it will be like remaining frozen in a living death, but she knows she must now reach a different future 

the acceptance and acknowledgement that she must make this journey balance cruelly with the ‘shame of this betrayal’ 

‘so somehow I must reach the other side’ – this underlines her grim determination to carry on despite what has happened, however difficult the territory is going to get
 
 
In this latter comment we see again a reader themselves adopting the mega-metaphor of the poem, describing the experience of grief as a ‘territory’ through which I must struggle. 
The final three stanzas are broken into two two-line sections and a final seven-line stanza, with increasingly short and broken lines representing my hesitation and distress. The overarching idea here is that, despite the desire to move on, I feel shame and betrayal at leaving behind my husband in this dreadful place. From the description of the effort it takes to ‘tear my eyes’ (53) from Chris’s, increased through the placing of so many negative and distressing words at the end of the lines – ‘back’, ‘stranded’, ‘discarded’, ‘fading’, ‘gone’ (54, 55, 56, 59) – my intention was to try to express the sense of betrayal and desertion I felt in contemplating moving my life on, as well as my terror that it would result in my having, in some way, to forget Chris; to leave him behind me emotionally, slowly slipping further and further away. Readers respond powerfully to these sections. 8 underline all or part of ‘until I do there can be no acceptance/no chance of life restarted or rebuilt (49)’; 18 underline ‘But oh the painful shame/of this betrayal’ (51-2), 11 choose ‘To leave you every stranded/ and discarded’ (55) and 8 underline ‘till/in the heat-haze fading/you are gone’ (58-9). Bearing in mind that several readers do not underline more than a line or two from the whole poem, or in some cases none at all, just making generalised comments about overall impact, these are considerable numbers, especially the response to the direct reference to ‘shame’ and ‘betrayal’. Even when the lines are not underlined, many readers reference their meaning in their earlier generalised summaries of the poem, such as: 
the Grand Canyon is the background of the abandonment by the writer of her former, still-loved partner 

I liked the conflict between a sense of necessary steps and an abandonment which felt like a betrayal 
 
 Comments specifically about the above lines include: 

A terrible feeling you are leaving them behind? 

being left behind – unfaithful…guilty of the act which was the journey’s purpose 

now there is a choice, but this is a ‘betrayal’ for the writer 

the guilt of ‘betrayal’ follows, effectively leaving the loved one behind, and fading to the hard, sorrowful ‘you are gone’ 

‘you’ have left me and now, in my turn, it seems that I am discarding you 
It is intriguing that the final contributor here instinctively writes in character as me, the poet, addressing my husband, directly using the second-person, as do I in the poem, suggesting a deep immersion in the poem and close conceptualising of my thoughts and feelings. The first comment also seems to address me, the poet, directly, again evidencing her efforts to conceptualise my experience and emotion. Interestingly, too, a number of readers specifically comment on the hope implicit in this poem. Despite the desperate nature of the ‘journey’ to be made, it is clear that I intend to make it, shown in my recognition that my future depends on it. There would not be such anguish and sense of betrayal if I had not already decided that I must do this. In the original grid question, asking which choices of adjectives readers would apply to this poem, 8 described it as ‘hopeful’ and also 8 as ‘accepting’ (see Figure 8.2). Readers also make related comments elsewhere in the questionnaire, for example:  
at least she can see there is a future. This must be a major step forward, that will enable her to move on 
‘no acceptance/no chance of life restarted or rebuilt’ – a contrast here between the negatives that accompany one choice and the prefix re- that suggests a new life, maybe a rebirth 
there is an acceptance that life must go on and you will continue to live in the wonder of discovering life in all its fulness.  
 
In the final comment here, from a different respondent to the one discussed earlier, we see a dialogic engagement with me directly, mirroring my use of the second person to address my deceased husband throughout the poem. 
Throughout the reader responses to Grand Canyon, the literary technique which has most clearly been interpreted and understood by readers is the central cognitive metaphor GRIEF IS A JOURNEY or more specifically GRIEF IS A DESCENT INTO/ ASCENT OUT OF THE GRAND CANYON, which itself builds on the more conventional metaphor LIFE IS A JOURNEY, in a representation of one part of the journey we all must someday take. As mentioned earlier, many readers themselves use the phrase ‘the journey of grief’ in their own summaries of the poem, or during their analysis, and, with two exceptions, understand the use of the Grand Canyon as a metaphorical setting. There is clear evidence of their focusing on those aspects of the poem which are either lexically, or more rarely, structurally unusual or powerful, with less detailed response to more narrative sections, and considerable evidence of a projection into the world of the poem which helped them understand and be emoted by the ideas being represented.  
Overall there is a very full understanding of all of the main ideas which I covered in my commentary, showing that what I intended readers to take away from the poem is well grasped. Finally there is clear conceptualising of me, the poet, as the experiencer of these events and emotions, particularly evident when readers directly address me in their comments, write as if they are speaking in my voice (‘you left me and now…it seems I am discarding you’) or refer to ‘the poet’ or ‘the writer’ rather than ‘the narrator’. 
 
8.4: Summary 
This chapter has presented my analysis of Dataset 2 and compared the poet commentary and reader responses to two poems. In the case of both poems, Tides and Grand Canyon, the data evidences considerable correspondence both between readers and also between my declared intentions as poet and the readers’ interpretations of meaning. In addition, readers not only show evidence of understanding the mega-metaphors used in each poem, but themselves extend them, employing further micro-metaphors which correspond to and develop the central conceptual metaphor of each poem.  Finally there is evidence within their responses of readers’ clear conceptualising of me as the poet, including both direct addresses to me and even at times adoptions of my voice in their responses. 
This chapter has focused on Section B of the reader questionnaire, and has not discussed Section C, which elicited further information about the respondents (the questionnaire is described in full in Section 6.3.2). Since the responses to Section C are of equal relevance to Faber’s poems, and to avoid unnecessary repetition, I will deal with those at the end of the following chapter, in which I discuss Dataset 3 and compare Faber’s poet commentaries with the reader response data about his poems. 
Chapter 9 – Dataset 3: Reader Responses and Commentaries for the Poems of Michel Faber
9.0. Introduction
This chapter presents analysis of my final dataset regarding Michel Faber’s poems. Section 6.2.4 explained that, in addition to asking Faber to complete commentaries on his poems (see Appendix 4.1), I conducted a cognitive poetic analysis of them also (Appendix 4.2), and will refer to both commentaries during this chapter. As stated in Section 6.3.2, the reader questionnaire relating to his poems was identical to mine. I therefore will not discuss the commentaries or questionnaire again here but move straight to the analysis of the data. Section 6.3.1 reported that slightly fewer readers – 18 rather than 21 – responded to Faber’s poems (7 men and 11 women). In addition, one female reader only engaged with some of the tasks on the two poems presented here, creating some variation in the number of responses to each task. Most responses come from a total of 17 people. As with my poems (see Section 8.2.1), responses vary from a short phrase to a paragraph, or from a few underlinings to many.  
9.1 Comparative analysis of reader questionnaire responses and poet commentaries: Lebensraum (Faber, 2016: 24-25) 
The poem under consideration in this section, Lebensraum, is reproduced in full (with line numbers) below:
                      Lebensraum 
1. Your marrow’s days are numbered 

2. your sickly cells condemned, 

3. marked for extermination. 

4. Your body will become  

5. a death chamber 

6. disguised as a woman 

7. quaking under pure white sheets. 

8. Millions of creatures, busily alive, 

9. toil on, oblivious of the monstrous plan. 

10. They’ll move as usual through your spine, 

11. your ribs, your pelvis, the pale tunnels  

12. in your legs and arms, 

13. and then a wave of melphalan 

14. (also known as mustard gas) 

15. will douse them with a venom 

16. they can not survive. 

 
17. Afterwards, when those you hate, 

18. are history, your marrow cleansed, 

19. the myriad corpses flushing through your blood, 

20. you’ll forge a new state 

21. of no immunity. 

22. You’ll get your chance 

23. (assuming you’re still alive) 

24. to colonise the empty battleground. 

25. A nascent cell community, 

26. fresh from refrigerated exile, 

27. will enter and repopulate 

28. your bones. 

 
29. You sit in bed, in uniform, prepared. 

30. The toxic swarm’s already flowing in you 

31. but has not yet reached its prey. 

32. You eat with normal appetite, knowing  

33. that you have a day or two, before 

34. you’ll be a creature that can eat no more. 

35. Pale and scared, you smile to reassure me.            

36. There’s no going back now. 

37. War has been declared. 

 
9.1.1 Poet’s and readers’ identification of what the poem is about
This was the first poem of Faber’s which readers encountered, and no explanation was provided other than the general information given when they were first asked to take part – that these are poems referencing the illness of his wife, her death and his subsequent grieving. In introducing this poem in the commentary Michel explains: 
‘Lebensraum’ alludes to Nazi Germany's insistence that the German people were cramped and needed room to expand – ‘room to live’, the word literally means. The poem uses this as an elaborate metaphor for multiple myeloma and its treatment. At this point in Eva's cancer journey, she'd been undergoing brutal chemotherapy to reduce the myeloma in her bone marrow to almost undetectably low levels. She'd been injected with growth hormone to stimulate the production of stem cells, and millions of those cells had been removed from her body and put into cold storage. In this poem, she has just been admitted to hospital and infused with melphalan, a poison which will kill off everything in her bone marrow. Then the ‘clean’ stem cells will be reintroduced and either fail to make themselves at home, in which case she will die, or they will thrive in a relatively cancer-free environment and Eva will gain a remission that could last anywhere between a few months and ten years. 
 
World War II loomed large in Eva's family history. Her parents were refugees from Poland, where the most notorious concentration camps were. But Eva had German as well as Polish blood, making the metaphor in the poem even more apt. The poem deliberately keeps it ambiguous whether the millions being killed in this war are innocent cells industriously making much-needed bone marrow, or cancer cells causing destruction. The reference to Eva's body becoming ‘a death chamber’ inevitably evokes the gassing of the Jews, but the reference to ‘those you hate’ targets the loathsome cancer cells although of course the Nazis referred to the Jews as a cancer from which the body of the German nation needed to be rescued. Thus the poem acknowledges that all living organisms wish to prosper and multiply. We kill some cells because we want others to have more ‘lebensraum’. Eva is simultaneously the victim and the aggressor, because it's all happening inside her. The uniform she wears is, of course, her hospital gown. 
 
The main themes and ideas identified by Michel and myself in our commentaries on this poem were: 
· that the patient is undergoing a bone marrow transplant 

· that there is considerable risk and uncertainty attached to the procedure 

· that this is conveyed through an extended metaphor in part referencing the

       Holocaust.  (Readers do not have access to Michel’s explanation of his
       justification for this, linked to Eva’s family history) 

· that both the cancer cells and the treatment are potentially deadly 

· that she must take this risk as it is her only hope 
In response to the question about the perceived difficulty of this poem, which all 18 respondents answered, 8 readers described it as ‘easy’, 5 as ‘mostly easy’ and 5 as ‘difficult’, suggesting slightly greater challenge than for mine. Below I discuss points of correspondence between the poet commentaries and the interpretations in the reader questionnaire data. 
That the patient is undergoing a bone marrow transplant: 13 of the 17 readers who replied identify this either explicitly or by referring to related medical treatment. For example: 
the poem focuses on a husband’s thoughts during his wife’s chemotherapy and bone marrow transplant 
she is preparing to have a bone marrow transplant 
comparing his wife’s treatment (for leukaemia),  
 
Despite the often unexplained references to medical treatments in the poem, noted by several readers (one reader in response to this question comments ‘It assumes a high level of knowledge if we are to extract any hope for the sufferer. Is the writer a biochemist?’), most readers understand in general what is being described. It is interesting that there is quite frequent reference in reader responses to difficult terminology in the poem, while in fact there is not a great deal. I think, rather, that Faber’s metaphorical descriptions of the medical procedures, right from the beginning of the poem, mean that readers have to work hard to interpret what is actually happening and perceive this as an issue of terminology rather than lack of explicitness.  Given that they had no additional information, the readers quoted above demonstrate a strong and speedy grasp of a complex procedure, in a heavily metaphorical poem. Even those not identifying the specific procedure – for example thinking the patient was undergoing chemotherapy rather than a bone marrow transplant – still understand that this was about a treatment she must undergo to fight off the illness. One reader mentioned being briefly thrown by the reference to ‘marrow’ early on, imagining the vegetable, but swiftly realised her error. 
That there is considerable risk and uncertainty attached to the process: 8 readers directly address the issue of risk/failure, speaking of: 
the destructive effect of the cancer treatment 
the medical radical procedure the patient, his wife, had to endure 
comparing the process to a war, with all its cruelty and uncertainties 
 
 but interestingly 16 of them also reference uncertainty of some sort, either for the characters in the poem or in themselves as they read, with comments such as: 
I am not at all sure what this poem is about 
I’m guessing it refers to cancer therapy of some sort 
possibly the magnitude of the illness has left her, and therefore him, with this stark decision 
 
These show a reluctance to be decisive about the poem’s central themes, and yet the extended responses that follow, discussed in Section 9.1.3 below, mostly reveal a good match with the poet’s own comments. However the reader who made the first of these statements above goes on to suggest the poem is about a struggle by the poet himself, following Eva’s death, to recover from grief and find reasons to live again. While the battle with grief and despair is certainly relevant, this does show a misunderstanding of the central events and subject of the poem and the medical procedure it describes, showing that not all the poet’s intended meanings are interpreted. 
That the risk is conveyed through an extended metaphor referencing the Holocaust: This uses the technique of ‘double-scope blending’ (Fauconnier and Turner, 2003: 63). As discussed in Section 3.2.5, this creates unexpected and even shocking effects by blending apparently discordant input structures from two very different frames. The underpinning cognitive metaphor here – ILLNESS IS WAR – Is quite a conventional metaphor, but this iteration of it is made more striking by mapping features between a bone marrow transplant frame and a more extreme (and controversial) one, the Holocaust. This may require readers to recognise the historical reference of the word ‘Lebensraum’, but there are many micro-metaphors throughout the poem which reference war in general and the Holocaust in particular which allow those unaware of the significance of that specific Nazi concept to grasp much of the impact of the mega-metaphor. As discussed in Section 3.2.6, about the reversal of these metaphorical frames in current society (Potts and Semino, 2019), we see, in the poem and the responses, both the more common conceptual metaphor ILLNESS IS WAR but also the reverse, FACISM IS CANCER, perhaps mirroring Faber’s own stated ambivalence about which is the victim here and which the aggressor. In the responses reviewed in Section 9.1.3 a number of readers comment that they have looked up the word ‘Lebensraum’, either before or after attempting the questions, recognising its significance. However despite the potentially confusing historical reference, this metaphorical aspect of the poem is in fact the most widely recognised theme, with 15 readers directly referencing war, battle, invasion, and, specifically, the Nazis and the Holocaust, using phrases such as: 
comparing his wife’s treatment for leukaemia to Hitler’s policy of Lebensraum 
the title is intriguing as it refers to the Nazi policy of colonialism 
looking at his wife’s illness as a battleground between the deadly cells poisoning her body and the chemical treatment that she will receive 
connecting the science to Hitler’s brutality and the tragedy of the Holocaust suggests that he did not want her to undergo the treatment and communicates his aversion to it 
 
As with the responses to my poems discussed in Chapter 8, answers here vary from single sentences to quite detailed explanations. However even the briefest response to this question makes reference to this metaphor, describing ‘a wife dying of cancer. A battle’. The final response above attempts to consider more fully why the metaphor of the Holocaust may have been chosen and shows an understanding of the dilemma of her accepting such a vicious treatment. In responses to Q.4, where readers identify and discuss specific words and images in more detail, several readers make clear their discomfort with the use of the Holocaust reference – which I shall return to in Section 9.1.3 – but only the one mentioned above is confused about the general reasons for its use. The link Faber makes to his wife’s own origins I shall also return to. 
That she must take this risk as it is her only hope: This idea is more fully referenced in responses to Q.4, where 10 readers discuss it (see Section 9.1.3). Only 5 readers directly reference it in Q.2, with phrases such as: 
she had to endure if she was ever to be well again 
if we are to extract any hope for the sufferer 
it will give her the chance of a bit more life 
 
Overall, therefore, although the number of answers corresponding to Faber’s declared intentions are not quite so high as for my poems, there is still considerable recognition of the key themes and ideas as identified by the poet in his commentary, even despite several readers expressing concerns that they might not be understanding fully. I think it is fair to say this is a more complex poem than either of mine, with the somewhat veiled explanations of what is happening and the reference to famous, but long-past events. No doubt the older demographic of my readers makes recognition of those references more likely, but also more challenging morally. Thus it remains a difficult concept. As I said above, the wider metaphor ILLNESS IS WAR is a conventional one in modern day discussions, particularly about cancer. As mentioned in Section 3.2.5, metaphors representing cancer as either some sort of battle, or as a journey, as well-recorded (Semino, Demjén and Demmen (2018: 633), and we see both in these poems. The main ideas here, of a war-like enterprise, with the result hanging in the balance and considerable suffering to be endured, are well understood. Only two responses do not directly address these issues. One reader, after conceding that she found it difficult to read the poem, comments: 
he seemed to be seeing the illness as in a way taking over her body, almost in an alien 
way. Maybe the title conveys his feelings of anger at the situation and his wanting to fight back  
 
This still shows some grasp of the main ideas of the poem, as identified by Faber, with the reference to a battle (‘taking over’, ‘fight back’). The respondent uses different imagery, such as ‘alien’, but given that this word also describes someone who is not legally in a country, it does still link to the themes. It is important to clarify that these readers are showing understanding of the references Faber is making, without necessarily endorsing them - although few actively challenge the image used. The other response is less clear. It says, again after expressing confusion:  
the title refers to the Nazi policy of colonisation…a strange metaphor for the death of a spouse! Verse 1 is surely referring to the last days prior to the death of the poet’s spouse, ‘your marrow’s days are numbered’ 
 
Here, although the link to Nazism is made, as is a reference to the patient’s marrow, the reader obviously has not fully understood the reference to the fact that a bone marrow transplant is being described and that the brutality of this treatment, and the processes it involves, is what is being compared to Nazi colonisation. He does recognise the perilous condition of the patient, but not exactly what is happening to her at this point. Despite these two responses, I would argue that, given the poem’s complexity and the relative obscurity of its references, both war-based and medical, responses seem to suggest a quite considerable range of correlation with Faber’s stated intention by the readers overall.  
What is clear is that, with the one exception mentioned at the start of this chapter, readers were prepared to engage seriously with the difficult ideas of the poem and try to conceptualise the intentions of the writer in using such a challenging metaphor. Even expressions of confusion implicitly acknowledge an expectation of communication and understanding. Interesting too is the speculation about the poet’s identity, in the comment wondering if he is a biochemist. This sort of query was made a number of times, with other suggestions that Faber might be a doctor, or a soldier, given the perceived proliferation both of medical detail and military terminology in the original four poems. In each of those cases the respondents sought to conceptualise the writer’s context and potential motives. In some cases such as those above, this goes beyond responses directly to events in the poems themselves and may be evidence of what Booth called the conceptualising of the ‘implied author’ (1983: 70-71, see Section 4.5.2) – in other words an attempt to infer wider details about the author. Here it is speculation about his possible current or previous employment, as biochemist or soldier, whether Faber is coping,  while in a later example, it is whether he is coping (see Section 9.3.3).
Faber has explained in his commentary his wife’s split nationality, and how this very dichotomy, for someone coming from two nations who had been at war with each other, seemed to him to reflect well the complicated process of the treatment, where it is hard to discern exactly which is the friend and which the enemy, when both the cancer cells and the marrow-killing cells are so violent in their effect on his wife’s body. Obviously this information provides an extra layer to the complexity of the poem. However this link with his wife’s origins is not something readers could be expected to know about – indeed I was unaware of it until I read his commentaries. That this contextual information is not essential suggests that, while extra background information about Faber’s reasons for choosing this morally difficult analogy might assist readers’ appreciation of some aspects of the poem, core ideas are still accessible from what is explicitly there in the text, even as readers’ unease leads them to speculate, accurately, that there is probably more underlying this poem than they have divined. This is evident in their statements of doubt that they have fully understood references, their questioning about exactly what is going on and, in some cases, their further research in order more fully to understand the metaphor (all of which are evident in the reader response quotes cited above).  
9.1.2 Analysis of adjective grid
Figure 9.0 lists the adjectives which appeared in either Faber’s commentaries or mine, indicating where it is only the latter with an asterisk. As before in Chapter 8, Columns 1 and 4 show the adjectives which featured in the grid in the reader questionnaire. Columns 2 and 5 indicate whether these words were used by the poets in the commentary data. Columns 3 and 6 show the number of readers who selected each adjective in the reader response data. In some cases, readers (as invited) added their own suggested words under the grid. Where these are synonyms or closely related to existing words, I show this by adding a + to the existing total. 
 
	Adjectives 
	Identified by poet or me 
	Number of readers choosing 
	Adjectives 
	Identified by poet or me 
	Number of readers choosing 

	angry 
	yes 
	13 + 4 = 17 
	cowardly 
	no 
	0 

	powerful 
	yes 
	11 + 6 = 17  
	joyful 
	no 
	0 

	helpless 
	yes 
	11 + 2 = 13  
	spiteful 
	no 
	1 

	despairing 
	yes 
	6 + 3 = 9  
	grateful 
	no 
	2 

	pessimistic 
	yes 
	7  
	humorous 
	no 
	2 

	loving 
	yes * 
	7  
	admiring 
	no 
	2 

	conflicted 
	yes 
	6  
	accepting 
	no 
	5 

	sad 
	yes 
	5 + 1 + 6  
	 
	 
	 

	uncertain 
	yes 
	6  
	 
	 
	 

	grieving 
	yes 
	6  
	 
	 
	 

	resentful 
	yes 
	6  
	 
	 
	 

	brave 
	yes * 
	2  
	 
	 
	 

	hopeful 
	yes 
	2  
	 
	 
	 


Fig. 9.0 Adjective grid – Lebensraum 
Here there were a total of 18 respondents, as the otherwise absent respondent completed this task, and on the whole there is a similar pattern of consistency between the poet and reader data emerging as it did for my poems (See Section 8.2.2 & 8.3.2), although there is more variation of response between the readers, evidenced by the wider spread of selected adjectives. It is important to note that this poem is the one which was described as ‘difficult’ by the highest number of respondents (5), and ‘easy’ by only 8 of the 18 respondents. Thus it is perhaps to be expected that there might be more disagreement in interpretation than for those poems felt to be more straightforward. There is still considerable correspondence between the adjectives used by Faber and those chosen by readers. 17 out of 18 readers identified ‘angry’ and ‘powerful’, while at least 50% identified the next two highest scoring words, ‘despairing’ and ‘helpless’, which is interesting when there are some contrasts in those pairs of terms, indicating the complexity of emotions portrayed in the poem. 7 of the 9 remaining words identified by either Faber or me or both of us were chosen by at least a third of readers and only the final two, ‘brave’ and ‘hopeful’ (the former chosen only by me, not Faber), scored as low as any of those judged as non-applicable. Notably one of these, ‘brave’, as discussed regarding my poem Tides (Section 8.2.2), is a word which may be identified by outsiders but not always claimed by the poets themselves. The word could apply to Faber himself, although it could also reflect the courage inferred by readers as necessary for Eva to choose to undergo such daunting treatment, something which guided my selection. Interestingly, although I suggested in my analysis that the quality of bravery is implied, Faber himself does not claim it, similar to my own stated intentions for my poem Tides.  
Only one other word is chosen by me and not by Faber – the word ‘loving’. This is also chosen by 7 readers. I can only assume that they are responding, as I was, to his description of his wife as ‘pale and scared’, yet still willing to ‘smile to reassure me’ (35). Indeed their comments in response to Q.4, discussed in Section 9.1.3, do identify this, and respond warmly to it. Perhaps, as with the bravery issue discussed above, the poet was not focused on that aspect as he wrote this poem, but rather on the horrors being inflicted on his wife in the name of treatment, or indeed is simply numb with distress. It is clear from his comments in his foreword that he wrote his poems as a means of coping ‘in a world that did not have my dearest friend in it’, and thus that sense of love and loss may be felt to imbue even the most brutal of his poems.  
Of the words not chosen by either of us, 2 score 0 votes and the remainder, excluding ‘accepting’ only score 1 or 2 each. In his commentary, Faber identifies that he was conflicted about the way forward, and aware of the dangers inherent in the treatment being carried out on his wife, and so it is perhaps reasonable that some readers identify a degree of acceptance in the poem, since clearly they went ahead with the treatment.  
Overall, although the scores are not quite so dramatically in agreement with author-declared intention as for my poems, there is still a fairly strong identification of words chosen by the writer and, for the most part, a rejection of those not chosen. That this occurs for such a challenging poem suggests that, despite this difficulty, readers largely succeed in deducing the meanings and feelings which Faber intended to communicate. 
9.1.3. Underlinings and related comments 
As with my poems, there is also a wide variation in the number of underlinings made by respondents. In this analysis, I take any sections chosen by six or more readers to be ones having a particular impact, representing as they do about half of those who responded.  
The opening 3 lines of the poem are obviously impactful, with 7 readers choosing ‘your marrow’s days are numbered’, 8 ‘your sickly cells condemned’ and 6 ‘marked for extermination’. Lines 4-5, ‘your body will become/a death chamber’, are the most widely selected lines with 12 underlinings. Most reader comments focus on these lines, although two readers further remark on the similarity in sound of ‘sickly cells’ and sickle cell, with one further commenting:  
‘sickly cells’ is a play on sickle cell anaemia and causes unease in the reader 
In his commentary, Faber does not mention this phrasing, so I cannot know if he intended this link to be made or whether it is rather like the reader responses to my use of the word ‘frozen’ in Grand Canyon (see Section 8.2.3), which created connotations for some readers which I had not directly intended. 
Comments about the phrase ‘a death chamber’ include: 
I found this phrase (‘death chamber’) both interesting and shocking because it is so close to the truth of what is happening to someone with a non-curable cancer 
‘a death chamber’ conjures the holocaust oven 
this phrase was a very graphic and disturbing description of a body, which lacked any personal relationship 
this is deeply pessimistic. I assume the chemo is intended to kill the cancer but the language lacks all hope 
a powerful image for me as my grandparents were killed in Auschwitz, then I remembered the poem was called ‘Lebensraum’ and I found I slightly resented the appropriation of Holocaust imagery for his experience 
 
These responses demonstrate understanding of the source of the reference, its relevance in this context, and Faber’s intention in choosing it.  The last comment challenges the ‘appropriation’ of the Holocaust imagery, perhaps especially strongly felt because of the reader’s family history, although there is no sense that this reader did not understand Faber’s purpose in using it. Similarly, the first comment above describes the image as ‘shocking’, although that reader goes on to suggest an acceptance of it, describing it as ‘so close to the truth of what is happening’. Others reflect upon the perceived emotional coldness and pessimism of the image, but do not object to its use on any moral grounds. Another reader, after discussing the meaning of ‘Lebensraum’ commented: 
The word is so close in sound to ‘Webestraum’, which means ‘love-dream’ that I wonder if the author is implying this contrast to underline the cruelty of the means justifying the ends 
 
This shows a desire to conceptualise authorial intention but also to make sense of such a transgressive image. The use of the BONE MARROW TRANSPLANT IS HOLOCAUST blend, discussed in Section 9.1, does trouble and even distress some readers, but this emotional response is invited by the poem: Faber’s commentary (See Appendix 4.1) and responses to the poet questionnaire (Chapter 7) certainly suggest he intends to convey both ambiguity and brutality.  
Although they did not underline the title, (as discussed in Section 9.2.3, focus on titles was rare and in fact only the title of Nipples, below, was actually underlined by anyone) several people comment in their free responses written on or after the poem that they are confused by it. A number of readers say they had looked up the word ‘Lebensraum’, for example: 
[the title is] confusing because I had never come across it before. But once I looked it up, I thought it was a good choice of title 
because I had understood the title I sensed that the poem would relate to conquering the patient’s body - cleansing in order to survive 
after completing my comments, I checked on the meaning of ‘Lebensraum’ – a key Nazi policy in its expansionist policies. So it is an apt usage to describe the writer’s wife’s burgeoning illness and my Auschwitz reference is valid 
 
Not surprisingly, those who recognised or looked up the reference tend to show fuller understanding of Faber’s imagery in the poem and its relevance to Eva’s treatment, although all clearly expect it to contextualise the poem’s content. The comments also demonstrate how important it was to some of them to have validation for their initial interpretations, suggesting they see their role as a reader to ‘correctly’ deduce the poet’s intended meaning. Where readers lacked background knowledge, either about Faber’s wife and/or about the concept of ‘Lebensraum’, it resulted in some confused comments, and this may therefore have affected some readers’ ability to grasp the significance of the choice of imagery. The confusion may also be as a result of the ordering of poems in the reader questionnaire. This was the first poem of Faber’s which readers were presented with, and I wonder whether, if it had come later in the sequence, or had a more straightforward poem preceding it (of which there are several in the full anthology), there might have been less confusion, at least about the processes Eva was undergoing, if not about the allusions to Nazi policies. With this sort of anthologised lyric poetry, individual texts, especially one as complex as this, may not always ‘work’ fully on their own.  
Returning to the reader underlinings, the next few lines, listing the parts of her body the cells inhabit, are less frequently highlighted, perhaps because they seem fairly straightforward narrative details. However there is then a stronger response to the end of the stanza, describing the incoming chemicals, in lines 13-15 ‘and then a wave of melphalan/also known as mustard gas/will douse them with a venom’. Each of these lines was underlined by either 5 or 6 people, with comments such as: 
contrasting the scientific name and the notorious agent used during WW1 
‘with a venom’ has many overtones and works far better than, say, ‘poison,’ 
mustard gas could kill by blistering the lungs and throat…its effect was to produce terrible blisters (see second poem ‘Nipples’) 
 
One reader takes issue with the use of ‘melphalan’, saying: 
new word to me. Mustard gas is actually Dichloro-bromo-arsine 
However, his summative comment: 
 A very tough read. Angry and sad. The ‘war’ is life or death  
 
makes clear that he has comprehended the meaning of this and other war-related imagery.  These comments also show an acceptance, or at least assumption, that a real event is being conveyed, including the challenge to Faber’s choice of term for mustard gas, and the link made with the physical effects described in another of Faber’s poems, Nipples, which followed Lebensraum in the questionnaire. The fact that the link could not be made until the second poem had been read suggests that this reader read through all the poems first and returned to comment on them with this extra contextualising information. This reader is making links between poems in a way that suggests he sees them as an account of real events and a developing narrative. 
Moving on through Lebensraum, lines 20-21 – ‘you’ll forge a new state/of no immunity’ – are underlined by 8 readers, who comment: 
this is a procedure not without risk and life expectancy is low ‘you’ll forge a state of no immunity’ 
again the use of ‘state’ metaphorically 
political language masking the violence and atrocity, but also the cellular colonisation post destruction 
I like ‘a brave new state of no immunity’, which is a terrible image, implying both the precarious state of his wife’s health  
 
 A clear grasp of the metaphors being used here is shown, as well as the way the poet is building the mega-metaphor ILLNESS IS WAR with several elements to it. As seen in responses to Tides in Section 8.2.1, readers here begin to employ their own micro-metaphors which develop the conceptual mega-metaphors of the poem, with reference to ‘atrocity’, ‘the enemy’, and so on.  
In the final stanza, underlining builds towards the end, with 6 readers underlining lines 32-34: ‘You eat with normal appetite, knowing, that you have a day or two, before/you will be a creature that can eat no more’. 6 also underline ‘Pale and scared, you smile to reassure me’ (line 35). They comment: 
‘pale and scared you smile’. Ah! A pure reciprocal loving human emotion. This is better. 
she has a ‘normal appetite’ knowing that soon she will not. Though ‘pale and scared’ she ‘smiles to reassure him’. There is great energy and pathos derived from these switches of focus 
she is trying to reassure him and their shared glance is the only sign of their love 
he contrasts ‘normal appetite’ with ‘a creature who can eat no more’ – ‘creature’ signalling that she is no longer fully human. ‘Pale and scared you smile to reassure me’ – his empathy is strong and he sees beneath the image she puts on
There was some disagreement here, with one further reader suggesting that the line ‘a creature who can eat no more’ means that she had died, but others make clear they take this to refer to the grim, dehumanising side-effects of the treatment. It is interesting that the reference to love and concern, mentioned in several of the quotes above, is described by the first reader as ‘better’, suggesting a preference for uplifting rather than distressing details, in line with the wider societal expectations around grief poetry which I discuss in Section 2.2. and 3.2.2 Reference to the feelings of the poet show empathy and an assumption of truth. There is a real attempt by some readers to conceptualise the thoughts and emotions that lie behind the words and actions of the couple, for example ‘a pure reciprocal loving emotion’ and ‘their shared glance is the only sign of their love’. 
Finally, 11 underline the last line, ‘War has been declared’. Comments here include: 
I don’t know if this is an overstatement anticipating the worst or just a fact of life after the treatment. Reminiscent of going ‘over the top’ in a do-or-die action 
she is already over the threshold of death but he lifts his spirits momentarily with his last shot defiance ‘war has been declared’ 
the title has more than a hint of war and these final statements are almost suggesting that a body and soul need the equivalent of a military campaign to regenerate
 
the battle commences! 
I feel this is a significant phrase. What it says to me is: the fight’s on. We’re not giving up. We’re in this together. 
 
In several of these responses readers take on the voice of the poet, in phrases such as ‘the battle commences!’ and use of the first-person plural in ‘We’re not giving up. We’re in this together’, indicating projection into the represented scenario. Several comments seem to reflect a need to feel the poet is being loving and supportive of his wife, which links with the sentiments of the reader quoted above who felt expressions of love were ‘better’, and indeed with the identification by 7 readers of this poem as ‘loving’ in the adjective grid. 
In fact the question of Faber’s attitude in this poem, and how the relationship with his wife is presented, is a matter of some difference of opinion in readers’ wider comments. The following are a few of the contrasting interpretations which centre on different readings of Faber’s emotions and his relationship with his wife: 
this is a by turns venomous, helpless, defiant, piteous, masculine tirade against the terrible illness of the writer’s wife. He is suffering with and about her 
I’ve found this poem difficult because of the coupling, through Lebensraum, of the Holocaust with his wife’s cancer treatment…the interior monologue creates a detachment, which he presumably feels – they are beyond talk, this is invisible action within her. He can’t help or prevent it now – so he writes about it 
the poet’s partner is obviously having some sort of bone marrow transplant…he must try to stay strong and try to be positive for her, even though he feels helpless and resigned to this being a losing battle. He can’t show his inner rage to her; his poetry allows him an outlet 
I found this poem unhelpful as it was both frightening and war-like. It didn’t show any love for the person who was dying 
the language is brutal but so is the treatment for cancer. Very clearly his love and concern for his wife comes through (and hers for him) 
 
In these comments there is a contrast between those who feel that the writer is detached from his wife’s suffering and those who feel he is so immersed in it that he takes refuge in writing about it as a sort of catharsis. Here again we may be seeing speculation about the motives and emotions of the ‘implied reader’ proposed by Booth although there is clearly uncertainty about which aspect of Faber’s personality is in fact being revealed, or ‘masked’ (Booth, 2005: 77). In his wider comments on his collection, Faber acknowledges that he is trying something potentially challenging in his poetry. He says: 
The aim, then, is to produce a piece which has the resonance of poetry without coming across 'poetical'.  In literature, there's an ancient tradition of grief poetry – verse that commemorates a dead person and expresses the sorrow of those left behind. Much of that genre is conventionally structured according to the standard verse forms of the era, and can therefore sound soothing and pretty. Grief poetry written in more recent times may ditch the neat versification, the sentimentalism and the dignified grandeur, but often replaces it with obscure cleverness. I wanted my poems to be unusual enough to be striking, but raw and direct enough for the anger and pain to radiate out from them.  
 
It may be that this refusal to comply with grief poetry’s accepted norms of soothing or comforting sentiments has caused some readers discomfort and been mistaken for a lack of loving feeling. However the readers’ engagement with the writer’s emotions, even if frustrated, or contradictory, is evidence of their conceptualisation of the writer and his implied motives. In addition, as suggested by Emmott and Alexander, (see Section 3.2.4), when insufficient information about a character is given, readers tend to fall back on established schema, and there is evidence here of most readers assuming both love for his wife and despair about her suffering and likely demise, because that is perhaps what readers themselves would expect to feel.
Overall, Lebensraum created difficulties for some readers, despite seeming to follow the narrative format which Castiglione (2017) suggests makes poems easier for readers to process. This difficulties arises partly because it employs a complex and morally uncomfortable metaphor BONE MARROW TRANSPLANT IS THE HOLOCAUST, but also because of its representation of Faber’s wife. Faber includes graphic medical details, which some readers found repellent, unintelligible or too brutally honest. One reader rejected the poem out of hand, seeing it as purely a description of a medical procedure and writing: ‘I didn’t underline any phrases. I thought I could google the information’ – the latter comment suggesting lack of interest rather than repulsion. It was also clear that some readers preferred declarations of love to what they perceived as angry or ‘frightening’ battle imagery.  
I have discussed in Section 4.3 that not every text can be appealing to every reader, nor indeed is intended to be. It is important to realise that enjoyment and empathy are not necessarily what the writer intended to create here (for instance, the commentary quote above states his wish to be ‘raw and direct’ and radiate ‘anger and pain’) and therefore readers’ more negative responses do not mean his intention has failed. Most of those who see this poem as a cathartic expression of pain and fear are recognising that sometimes poets write not just for others’ engagement but for their own relief. On the other hand, there is evidence here of some readers really struggling to engage with the text, either through discomfort with the imagery used or because of its perceived coldness and brutality. In some other cases it was simply that readers found the poem too difficult to interpret, feeling defeated by a perceived failure of communication. Their frustration suggests, as I have discussed elsewhere in Sections 4.2 and 4.3, an expectation, as part of the assumed contract between writer and reader, of a comprehensible dialogue with the poet, which they felt let down by not receiving. It also makes clear that both parties have important roles to play.
The stated purpose of both poetry anthologies is to be honest about the reality of terminal illness and the dreadful impact it has on both the patient and those who love them and in doing so to open windows onto experiences that some would prefer not to see. It is telling, perhaps, that some of the most empathetic and emotional comments in the reader response data more widely come from those who make links with their own experiences of illness. As one of these comments explains: 
I remember sitting and watching this poxy red liquid flowing from the bag into my body, knowing it was poison, but I needed to do this for a better hope of survival. I remember this. Bloody hell! 
 
Readers who have experienced such events are also much more accepting and indeed approving of the imagery of the poem, suggesting that, brutal though they are, Faber’s descriptions are perceived to represent in a relatable way both his and his wife’s suffering - which was what he set out to achieve. 
9.2 Comparative analysis of reader questionnaire responses and poet commentaries for the poem Nipples (Faber, 2016: 48) 
I now consider the reader responses to the same tasks and questions as above but for the poem Nipples, a copy of which (with line numbers) is presented below:                
                                Nipples 
 
1. Nipples all over you. 

2. Excited peaks of plasma. 

3. Red, purple, some with areolas. 

4. Your flesh is riotous with the pleasure 

5. of predatory cells. 

6. Each nipple swells 

7. a bit more each day. 

8. I have decided  

9. to watch the one on your foot. 

10. Watch it lovingly 

11. until it flattens 

12. and disappears 

13. Or until you do. 

14. Whichever happens 

15. first. 

9.2.1 Poet’s and readers’ identification of what the poem is about
In his commentary on this poem, Faber notes his habit within his prose writing to: ‘sexualise things which are not at all sexual, and desexualise things that are. It’s an alienation device’. This might lead us to expect readers to be somewhat confounded, even repelled, by the title and imagery of the poem, and indeed this was partly Faber’s intention: his commentary (Appendix 4.1) describes his wish to do something which ‘forces [readers] to think differently’. If so, this poem out of all eight poems originally presented in the reader response questionnaires might be expected to be the one where there would be least convergence of reader interpretation.  Only 5 readers described this poem as ‘easy’, 11 as ‘mostly easy’ and 2 as ‘difficult’, suggesting some potential challenges to interpretation. 
Faber describes the opening of this poem as ‘pornographic’. As with Lebensraum, it describes medical matters – here symptoms rather than procedures – without fully clarifying what he is describing, and, also like Lebensraum, does so using double-scope blending, in this case mapping NIPPLES, with their sensual connotations, onto another frame – in this case CANCER LESIONS – which are ugly and horrific.  His commentary explains how he grimly watched this dreadful deterioration in his wife’s body, and used the poetry partly ‘to fill the gap when you’re used to having very intimate conversations’ with the person you love, making sense of this strange contrast of discordantly mapped frames. In this way, readers’ attention is powerfully drawn to the image by means of the techniques of defamiliarisation and deviance. Faber discusses at length in his commentary both that he felt confused at the time he wrote the poem, asking himself ‘who did I imagine reading this?’ and ‘why bother to write a poem’. His answer to these questions is that he retained, even then, ‘the instinct to make art’. He aims to create similar confusion and disorientation in his readers, describing his wish that the poem ‘nudges the reader off-balance’ and ‘makes them unsure what they’re seeing’. A key technique, he explains, is the ‘confusion of boundaries between excitement…and horror’. However it is also feasible that such a shocking comparison will discomfit and even repel readers. It is worth remembering, of course, that such repulsion is partly what the poet wishes to convey and create. What was happening to his wife is repellent and extreme. 
Overall the main themes identified by the poet and in my extended commentary, are: 
· descriptions of physical/medical symptoms suffered by Eva 

· positive/loving/sexual imagery 

· uncertainty/confusion/inappropriateness 

· the disease as somehow alive and lascivious in its attack on Eva’s body 

· acceptance of her likely death/staring it down 

 
Descriptions of medical/physical symptoms suffered by Eva: 15 readers identify that this is what was being described, despite the potentially confusing sexual imagery, describing: 
an allergic, hive-like reaction 
lesions found in melanoma 
the presentment of corrupted flesh 
decay through cancerous lumps and bumps  
 
Indeed several respondents are quite detailed in their comments, with one adding a paragraph describing ‘Sweet’s Syndrome’ and even including a copied photograph of the ‘rash’ it causes, which indeed does resemble nipples. This reader comments that he had looked up images of rashes associated with cancer treatment, suggesting that he well understood what is being described in general but wanted to check the specific imagery of ‘nipples’. This is another example both of the belief in the reality of the events depicted in the poem and of the perceived value of background information and clarification, suggesting the words alone do not contain all the information this reader feels he needs. 
Positive/loving/sexual imagery: 10 readers discussed this aspect of the poem, showing an awareness of what lay behind such unexpected, even deviant imagery, with phrases such as: 
sexual pleasure is evoked before the awareness of its and her extinction 
the word ‘nipple’, normally associated with the nourishment of life, (is) now deployed (in an) almost jokey way the two of them have of turning bad into good 
the sharp contrast between attention towards nipples which are an essential part of making love with someone you care about and being a side effect of leukaemia 
The reader is being asked to be open to the tone in which the lines are spoken i.e. in a loving whisper 
Overall it was clear that many readers understood the underlying reference to a love and intimacy which has by now been largely lost to the couple but which is still important to the poet and is informing his descriptions of his wife’s damaged body. Faber has made clear in his commentary that by this stage Eva is no longer interacting with him. However he does reference his continuing desire to share things with her, which the second reader above suggests. The final reader goes further in inferring affection here, with the description of a perceived tone of ‘loving whisper’, which is not especially invoked by details in the text but rather originates in the reader’s perception of what the poet intends and feels. 
Uncertainty/confusion/inappropriateness: there was evidence that Faber’s deliberate use of an ‘alienation device’ does have the desired impact, although, as mentioned above, its purpose is well understood by many. However there is evidence of uncertainty in several responses, with these often starting with words such as ‘I guess’; ‘perhaps’; ‘I think’, ending comments with question marks, or stating more negatively and directly phrases such as ‘I don’t really know why the word “nipples” is used’. This also occurs in responses to the next theme, below. The reader who makes the above response goes on, however, to show understanding of the focus of this description, saying the word ‘nipples’ is: 
clearly referring to spots or some such swelling 
 but then draws the conclusion: 
the writer concentrates so hard upon these physical swellings almost to the point that he shows love for them rather than any love for her 
This rather disapproving view of the poet’s perceived attitude to his wife is not widely held, with others seeing a different purpose, for example: 

he uses positive terms to describe it [her condition] which is an ironic way of making the reader feel the real nature of the illness  
The use of ‘ironic’ in this response suggests again a conceptualising of the poet’s intention to make the reader ‘feel’ something. 7 readers show various degrees of uncertainty about their interpretations and 4 make directly negative comments, although even these show understanding of the source of Faber’s apparently cruel description. For example one comment, closely matching Faber’s own commentary, states: 
it is hard to take in, almost unwarrantedly and truthfully stripping away the clothing of the dying one to reveal the ugliness of the physical effects of her illness. It is hopeless and unforgiving and near-selfish in its angry pre-grieving 
 
Faber himself comments that had Eva been in a position to read his words they would have been cruel, but that he knew she would never see them, although, of course, the poem, as with almost all of both sets of poems, is presented as if spoken to the spouse, and as discussed in Chapter 5, such second-person usage, common in lyric poetry, is likely to affect reader response and invite closer engagement. He also explains his need to have something to focus his attention on during long hours beside an unconscious wife, as well as a desire, discussed below, to ‘stare down’ the cancer in all its horror. 
The disease as somehow alive and lascivious in its attack on Eva’s body: This is not something which many readers mention in their initial summary. Indeed only one does directly, saying:  
He uses positive terms to describe it (the illness), giving it a character of its own (excited, riotous, lovingly) which is an ironic way of making the reader feel the real nature of the illness 
 
However several respondents refer to this ironic aspect of his description in wider comments, often as extra contributions at the end of their questionnaire. We see in these comments both an understanding of the meaning of the events Faber describes, but considerable difference of opinion about their impact and appropriateness. For example: 
‘pleasure of predatory cells’ – lovely alliteration and devious thought that cells can somehow enjoy being predatory 
He gives the disease a ghastly role as a predator and killer enjoying itself 
If the disease is the pleasure I find that very hard to take in 
These phrases convey a relish on the part of the plasma which seems to be devouring his wife…I find it unsettling and can’t decide whether that is in a good way or not 
‘riotous with pleasure’. I really hated this line. It is about abnormal cells killing his wife. Why pleasure? Cells have no feelings or ambition. His metaphor is over-extended, I feel 
 
Farrell’s differentiation between semantic meaning and impact (2017: 73), discussed in Section 4.2, could not be more clearly demonstrated – these readers have all understood the actions of the illness but how they are emotionally impacted by these descriptions differs. Several readers comment that they did not enjoy the poem, and, as shown in the comments above, some struggle with the imagery, both in terms of whether it ‘works’ poetically and how it makes the reader feel. Faber’s commentary makes clear his intention to confuse and disorientate, and there is certainly evidence of his success in phrases quoted above such as ‘I can’t decide whether that [finding it unsettling] is in a good way or not’, and ‘if the disease is the pleasure I find that very hard to take in’. However meaning is also being negotiated here with reference to the much wider elements of impact, and readers’ own input in the process is having its effect. One reader elsewhere in the questionnaire responses declares: 

 I cannot relate to this poem. It has no bearing on my experience of the death of a loved one. It focuses on what is killing her with a sense of interest and love 
 
The poem is too far outside this reader’s life experience for her to find anything in it to relate to and her interpretations are mostly negative. 
Acceptance of her likely death/staring it down: Although some readers respond negatively to the poem, others feel they understand the context for Faber’s descriptions. 6 address it directly in their comments, including: 
her survival is hanging in the balance and beneath the matter-of-fact delivery is a man struggling to cope 
I start to feel that there is a little more acceptance of the illness 
Here we see readers looking for wider meanings beneath the surface – a struggle to cope, as Faber’s own comments above confirm, or a growing acceptance of what is to come – reflecting Faber’s comment in his commentary that he was ‘watching his wife dying’. However the reader uncertainty is still there, shown by questions such as ‘but will the unfortunate subject be cured in the process or not?’ or comments such as ‘a stage in the battle where it is uncertain who will win’. Given the deliberately alienating imagery, with its reference to sexual features and intimacy, and the ‘matter of fact’ tone commented on by one reader, it is perhaps not surprising that some readers assume there is still some hope here of Eva’s recovery. What again is obvious, however, is a real desire to understand a confusing and potentially alienating poem. I would suggest that the belief that this is an account of real events affects most readers’ willingness to make allowances for what may seem crude or repellent imagery, although for some, including those quoted above who ‘cannot relate to’ the poem, or ‘really hate this line’, or feel ‘the metaphor is over-extended’ it has the opposite effect, leading another to describe the poem as ‘a worrying poem, full of anger’ – although such qualities are perhaps to be expected given the context. These readers’ summaries still show comprehension of the poem, on one level, but find its perceived brutality, cruelty or coldness too difficult to read, so that for these readers the poem does not wholly work.  
Overall then, as Faber himself seems to have anticipated in his comments, this poem does cause readers rather more unease and uncertainty than others so far. Some readers struggle with this poem because of its tone. As Faber notes, ‘the tone of the first seven lines of this poem is pornographic’ while describing something quite desperate and grotesque, which makes readers uncomfortable (a reaction implied often in responses quoted above). Furthermore, as discussed in Section 2.2, poetry about loss and death tends to address these events more euphemistically or use uplifting and spiritual themes of a different kind of remembrance, representing a gentler love and a less brutally delineated death. Our society’s attitudes make poems like Nipples non-prototypical (Stockwell, 2002; 29) and that can alienate readers. To combine the themes of the sexuality of a dying woman with the brutality of her suffering challenges several social conventions. Here two desires collide. The writer desires to confront readers with the reality of experiences which he feels are important to acknowledge and validate. Meanwhile some readers are reluctant to be so confronted with unbearable images, or feel that they are too extreme or contrived to accept. Such a balance is genuinely difficult to achieve, as is making a judgement in such cases about the extent to which a poem has ‘succeeded’ or ‘failed’ in its intentions.  
9.2.2 Analysis of adjective grid: 
In Figure 9.1 Columns 1 and 4 show the words which featured in the grid. Columns 2 and 5 indicate whether these words were used by the poets in the commentary data. Columns 3 and 6 show the number of readers who selected each adjective in the reader response data. Those identified as chosen by the poets here were all chosen by both Faber and me. 
	Adjectives 
	Identified by poet 
	Number of readers choosing 
	Adjectivess 
	Identified by poet 
	Number of readers choosing 

	loving 
	yes 
	12  
	cowardly 
	no 
	0 

	helpless 
	yes 
	9 + 2 = 11 
	grateful 
	no 
	0 

	pessimistic 
	yes 
	8  
	joyful 
	no 
	1 

	accepting 
	yes 
	7 + 1 =8  
	hopeful 
	no 
	1 

	powerful 
	yes 
	8  
	spiteful 
	no 
	2 

	angry 
	yes 
	7  
	brave 
	no 
	3 

	conflicted 
	yes 
	6 + 1 =7  
	despairing 
	no 
	4 

	humorous 
	yes 
	5 + 1 + 6  
	resentful 
	no 
	5 

	uncertain 
	yes 
	2  
	sad 
	no 
	9 

	admiring 
	yes 
	0  
	grieving 
	no 
	9 


Fig. 9.1 Adjective grid – Nipples 
 
As might perhaps be expected for this disorientating poem, there is greater uncertainty and disagreement about the appropriate adjectives for this poem than for the others studied. Interestingly, however, despite the doubts expressed by some readers about Faber’s motives, the most popular word chosen by both poet and readers is ‘loving’ with 12 votes. This suggests that beneath the confusion and at times revulsion caused by some of the imagery, many readers are able to infer a positive emotion underlying it. The other words chosen by at least a third of the readers, and by the poet, are ‘helpless’ with 11, ‘powerful’, ‘pessimistic’ and ‘accepting’ with 8 each, and ‘angry’ and ‘conflicted’ with 7 each. The contrasts between some of these words ‘angry/accepting’; ‘helpless/powerful’; ‘accepting/conflicted’ give a good indication that Faber’s declared desire to disorientate and confuse has succeeded. However it is also important to point out that he too chose those contrasting words, or synonyms, showing his own conflicted feelings, which are in turn recognised by readers. It is fair to suggest that the word ‘powerful’ refers to the impact of the poem and its imagery, rather than to Faber’s own state of mind, but otherwise there is clear evidence in these contrasting choices of readers recognising the complexity of the intentions behind this challenging poem which are also evidenced in Faber’s comments above. Interestingly, given the disturbing nature of the poem, 6 readers also identify the elements of black humour introduced by Faber (as discussed in his commentary) by choosing the word ‘humorous’, although readers sometimes add question marks or make comments such as ‘wryly humorous‘; ‘attempted but too dark’. Both of these evidence clear conceptualising of the poet’s intentions, one further inferring his intention to be ‘wry’ in his humour and the other assuming that humour has been ‘attempted’, even as this reader rejects its success. 
Out of all Faber’s poems presented in the reader questionnaire, Nipples is the one least often identified as ‘easy’. In response to Q.1. 2 respondents describe it as difficult, 11 choose ‘mostly easy’, and just 5 describe it as straightforwardly ‘easy’, the lowest for any of the poems studied. However it is not the semantic meaning of the words which readers struggle with but rather the requirement, by means of a double scope metaphor, to map two taboo source domains, NIPPLES and CANCER LESIONS, in a way many find disturbing. Faber himself acknowledges the potentially transgressive nature of the ideas expressed here. The uncertainty this causes in readers is reflected in the responses to the adjective grid with, for the first time two words not chosen by the writer, ‘sad’ and ‘grieving’, being selected by around half of the readers. Readers seem to be trying to discern the implicit emotions which might lead to and make sense of such a graphic and apparently brutal poem. This shows a willingness, even a need, to read between the lines of the poem and suggests a strong desire to empathise with and understand the more loving emotions underpinning these very negative images. Although Faber does not choose these words himself, he does describe (above) using the writing of poems as a means to ‘fill the gap’ left by the loss of ‘very intimate conversations’ with the woman he elsewhere describes as ‘a loved one’, and these reader responses seem to discern that underlying emotion. 
Looking at words chosen by the poet and not by the readers, ‘uncertain’ and ‘admiring’ score very low. It is perhaps hard to understand why ‘conflicted’ and ‘helpless’ are chosen but not ‘uncertain’. However I suggest that the ‘powerful’ nature of the poem (an adjective selected by 8 readers) and its graphic imagery perhaps made ‘uncertain’ seem an unlikely choice. Indeed, Faber uses ‘uncertain’ regarding his own feelings about the future rather than his control of the poem itself. It also seems entirely understandable that a poem describing such physically repellent symptoms is not seen by readers as ‘admiring’, since such emotions seem blurred by the damage being wrought on Eva’s body by the lesions. Interestingly, in their other responses, a few readers comment on Faber’s apparent admiration for the cancer cells, or at least his suggestion of their enjoyment in their work, but perhaps their revulsion for that notion prevents their choosing the word here. Otherwise the adjectives not chosen by the poet are mostly also rejected by the readers. 
Overall, therefore, in terms of the emotions reflected in the adjective grid, this poem divides readers and there is more disparity between the poet intention and reader response than in the others studied. However, as reflected in his comments quoted above, such confusion is not only an intentional effect introduced by Faber, but also reflective of his situation and emotions at this grim time in his wife’s illness. Nevertheless it also evidences the important role played by readers in negotiating both meaning and response. 
9.2.3 Underlinings and comments 
This is a very short poem compared with the others and is written as one long stanza. Faber identifies the first seven lines as being a key section which establishes the metaphor. There is evidence of a strong response from readers to this section. Firstly, there are 5 underlinings of the title, when hardly any of the other poem titles are responded to at all. This is interesting as Bartl and Lahey (2023: 329) comment, in their research paper into how readers discuss titles in Amazon reviews, that ‘titles contribute to the establishment of reader expectations about a text’. That this title did attract underlining may suggest a deeper response to the image it contains as the poem develops.  Comments are made for only a couple of these title underlinings, but are noteworthy: 
this is such an emotive title, with its overt sexual connotations, since social norms usually demand that they (nipples) are neither seen nor shown 
odd sexual connotations 
shock tactic of the title and repetition of this as the first word of the poem 
Lines 1-5 are all underlined by similar numbers of readers, with 5 for ‘nipples all over you’, 7 for ‘excited peaks of plasma’, and 6 for ‘red, purple, some with areolas’ but then 13 for ‘Your flesh is riotous with the pleasure/or predatory cells’. Remarks about these include: 
‘excited..peak..pleasure..swells’ continues the suggestion of the private world of intimacy, but this is medical stimulation – a state of energy higher than normal because of chemotherapy, not human touch. The use of colour ‘red, purple’ combined with ‘riotous’ and ‘pleasure’ continues this dichotomy – some sort of private orgy of the flesh? An uncomfortable image 
there is anger in the description of the lesions and in the poet’s focus on watching one of them, as it he might be able to stare it into submission. Angry colours here – red, purple 
I found this reference to ‘nipples’, ‘excited peaks’, areolas’, ‘riotous with pleasure’ disturbingly erotic and uncomfortable reading. I felt an unintentional voyeur drawn into this most intimate body part. It is also ironic that nipples provide sustenance to babies when in this poem Faber’s nipples refer to the death they bring 
it is hard to take in, almost unwarrantedly and hurtfully stripping away the clothing of the dying one to reveal the ugliness of the visible physical effects of her illness. It is hopeless and unforgiving and near-selfish unwittingly in its angry pre-grieving 
I believe the writer is contrasting the life-giving properties of the breast with these harbingers of potential doom 
lovely alliteration in ‘pleasure of predatory cells’ and devious thought that cells can somehow enjoy being predatory 
 
There is evidence here of the unease and confusion which Faber anticipated and indeed deliberately created, shown in phrases such as ‘hard to take in’; ‘an uncomfortable image’; ‘odd sexual connotations’. Readers respond in differing ways to it, although still within an overall framework of similar interpretations of what is actually happening. The use, again, of the term ‘ironic’ in the third comment suggests awareness of writerly intention and impact. The ‘dichotomy’ of which one reader speaks, between sensuality and ugliness is again picked up by readers in the remaining the lines of the poem. 12 underline the line ‘watch it lovingly’ (10) while 10 underline ‘and disappears/Or until you do’ (12-13). Finally, 8 underline the ending of the poem ‘Whichever happens/first’ (14-15). Comments include: 
‘watch it lovingly’ enforces his strength of feeling, his love for her. Such an announcement suggests he has very little impact on her state and there is a helplessness, I feel 
he looks at the nipple on her foot and will ‘watch it lovingly’ because it is a part of her 
‘Or until you do’ – powerful. I feel this is the point where the significance of the skin reaction is striking home. ‘Whichever happens first’ – otherwise significant. The pace slows right down here, especially with the last word on a new line 
‘lovingly’ – ambiguous here. What is the object of the love? The nipple or the person? 
his imagery denotes the only way his heart and mind can portray his love and he feels hopeless, but concentrating his focus of loving her body as it was 
‘I have decided to watch the one on your foot. Watch it lovingly’ shows the writer trying to focus on just one part of the nightmare scenario, through to the inevitable ‘whichever happens first’ = his wife or the almost-living ‘excited peaks’ winning over 
 
The explanation given by Faber about his actions here, that somehow he felt he was ‘staring fixedly at Eva’s cancer, trying to stare it down, so to speak’, is picked up by several of the above readers, although, like him, they sense the pointlessness of this. What is largely recognised is the love which underscores the poem, despite – or perhaps because of – the uncomfortably sexual imagery, as well as the sense that the end is very near.  
There is again evidence of some readers using either prior knowledge, or research specifically for this task, with several discussing the nature and cause of the lesions. This suggests to me a belief in these events’ reality and a desire more fully to understand them. In the end, however, almost all of the readers accurately identify the ‘nipples’ as some sort of lesions on the skin and show no confusion about this. What is there, however, is discomfort at his decision not only to describe them as ‘nipples’ but to go further with the sensual allusions and describe the cancerous cells as being somehow in a state of sexual arousal in their demolition of Eva’s body. Indeed for some readers there is evidence that the poem goes too far in its attempt to be graphically honest. One reader, discussing the line ‘riotous with pleasure of predatory cells’ exclaimed: 
I really hated this line. It is about abnormal cells killing his wife. Why ‘pleasure’? Cells have no feelings or ambition. His war metaphor is over-extended, I feel 
 
Another stated: 
I did not enjoy this poem. The nipple/lesion pleasure/disease thing felt gratuitous and wilful. The ending histrionic and hurried 
 
A third said, at the end: 
I would not read this poem again, though I totally understand the writer’s feelings. It seems almost unkind, even though his thoughts are to himself 
The last comment suggests a slightly different focus, on the participants involved in the exchange, from which the respondent seems to feel he ought to be excluded. Of course, once the poetry is published the poet is no longer just ‘communicating with himself’ as Faber puts it, as the comment above recognises. The work is being shared and the reader invited into the difficult and potentially disturbing scenes. This comment suggests that part of what makes people uncomfortable here, aside from the honesty, both of the emotions displayed and the bodily decay described, is the perceived intrusion into Eva’s privacy. Faber states in his commentary ‘I was never going to show her this poem’ so she could not be distressed or hurt by it. However, again, the question arises as to whether the poem achieves its objective if it alienates readers to the extent expressed above.  For some readers, the feelings and events described in Faber’s poems are very clearly understood, but not ones they wish to read about again. Faber himself, ironically, states in his foreword to the anthology ‘I wish I had lived into my nineties with Eva by my side and never written these things’, so perhaps it is not surprising that for some readers the content is too difficult to accept. 
In their underlinings and comments readers tend not to provide many reflections on the more ‘poetic’ features of the poem. Faber references his use of ‘plenty of alliteration, a rhyming couplet, some internal rhymes as well’, but those are not identified by readers, other than one reference to how ‘rhyming at the end connects lines 11-14’. There seem to me to be three possible reasons for this. The first is that these features have been little commented on in any of the poems, partly, I think, because the structure of the poems, without regular line-lengths or a consistent rhyming or metrical pattern, tends to lead readers away from looking for such features. The second is that these are mostly ‘ordinary’ readers, not academics trained in close literary analysis (although an above average number have some relevant academic qualifications and a few are actually teachers of English). In addition, of course, they are simply asked for their responses to the poems, not for an academic paper. They are perhaps more likely to focus on features linked to events and characters, or lexical or semantic features (such as metaphor) rather than more subtle literary techniques. The third reason is, I suggest, linked to the subject matter and emotional impact of these poems.  The writers have chosen to avoid using many patterned structures such as consistent rhyming or rhythmic patterns or even regular length stanzas – in my case because I wished to capture the cadences of natural speech, as well as to use structural breaks more specifically to represent a range of emotional states. I also wanted the content to feel more natural and uncontrived. Faber too has made clear he wanted his poems to emerge straight from his emotional reactions onto the page, with minimal conscious focus on careful crafting, despite a concern to produce ‘good art’. It therefore seems interesting that the readers too are focused much more on the emotional heft of the poems, the feelings conveyed and the images used to create this. Of course that does not mean that where more subtle phonological or orthographic techniques were employed they do not have an impact – indeed these technical aspects are often present in underlined or quoted sections of the texts, even if not given their technical names. However readers focus much more on central meaning and emotive impact rather than the elements of construction which lead to those. Overall, across the reader data there is evidence that the effects which Faber intended to produce in readers have largely been accurately interpreted by his readers, and appreciated by many, although, as acknowledged, for a few they did not entirely work. 
9.3: Impact of readers’ personal details on questionnaire responses both to poems of Jill Wallis and Michel Faber 
This final analysis section addresses the third research question posed in Section 1.2, about the extent to which readers’ responses to poems are affected by their individual life experiences and knowledge of the author. Here I focus on the reader response questionnaires that formed part of Datasets 2 and 3 and examine any patterns emerging across those responses that are related to the age, gender, religious beliefs and declared experiences of bereavement reported by readers. In particular, I consider this demographic and contextual information in relation to: 
· which adjectives each reader has ticked in the grid (Section B, Q. 3) 

· reader summaries of overall meaning of poems (Section B, Q. 2) 

· aspects of poems underlined as having particular impact (Introductory task and Section B, Q. 4) 

· approaches taken to the discussion of the above, in particular the identification of literary techniques and the use of technical vocabulary to refer to these 

· direct information given about their own life experiences – for example in free comments or appended to/substituted for answers to the set questions 
· responses to the final question asking to what extent the poems from each poet represented either the reader’s own experience if they had experienced bereavement of what they had imagined such an experience would be, if they had not been bereaved

For brevity, the demographic details collected by Sections A and C of the questionnaire are summarised in Appendix 6, in Figures 9.2 - 9.10, while I discuss in detail here only those areas where findings of note emerged. Each section below considers the impact of a particular aspect of the readers’ personal experience and identity on their responses to the poems. 
9.3.1 Impact of past experience of poetry  
I have stated that this was a convenience sample of readers drawn from personal connections and, as a result, of similar age to myself and containing a number of readers who had studied poetry to degree level or above (9) of whom 3 are English teachers (see Figure 9.2, Appendix 6). However it is worth mentioning that, with an average age in the 70s, any degree study by these readers is for the most part well in the past, and no doubt informed by an earlier set of literary theories than are now current. There were other readers in the sample with more limited experience of poetry, although 17 say they have written poetry at some point and 18 have read it (Figures 9.2.i and ii).  As such, it is perhaps slightly unexpected that, as discussed in Section 9.2.3, there were comparatively few comments about the more technical aspects of poetry by any of these readers. Only one reader, who has studied poetry at post-graduate level, undertook really detailed technical analysis of any of the poems – though she apologised for perhaps offering more than was expected, suggesting others may have held back for the same reason. The responses offered in the questionnaire take a different approach to most academic analyses of poems, where very close reading and identification of such techniques is commonplace, and often central to the interpretation of meaning. This is why examining the activities of a wide range of readers is an important addition to the study of literary interpretation. My research suggests that, away from academia, even readers atypically familiar with poetry, both in terms of past study and current writing, are less concerned with these minutiae of technique and more responsive to imagery, lexis and emotional impact. 
9.3.2 Impact of level of difficulty of poems and cultural expectation  
One difference between responses to my and Faber’s poetry is a greater unease with some of his themes and images. However it is also worth noting that, as shown in Figure. 9.4, more readers judge his poems to be ‘difficult’ than mine. Although the numbers of respondents are small here, I use percentages as a clearer way to present contrasts. Across the four poems analysed in the final study, just over 95% of responses to my poems categorise them as either ‘easy’ or mostly easy’, while only 81% say the same of Faber’s. Just under 5% of respondents (two readers), mark my poems as difficult – both times for Grand Canyon, which was my most metaphorical poem. However 19% of respondents (seven readers) find poems by Faber difficult, 5 for Lebensraum and 2 for Nipples. Like Grand Canyon, these both use extended metaphors, but in his poems the metaphors are more extreme and potentially disturbing (see Sections 9.1 and 9.2). It is unclear whether readers’ judgement of ‘difficulty’ refers entirely to ease of understanding, or also covers unease with subject matter, but certainly both aspects are mentioned in reader comments.  
This perceived ‘failure’ to relate to some of Faber’s poems is somewhat balanced by, in particular, respondents who have themselves experienced grief. One male reader describes Faber’s most angry poem (Don’t Hesitate to Ask – not featured here) as ‘fucking brilliant. A bloke’s grief. Amen to that’ while a female reader comments that she found that poem’s open anger easier to cope with than the restrained fury of earlier work. In the end, as shown in Figures 9.9 and 9.10, as many – indeed slightly more (see below) – readers feel Faber’s poems reflected their own actual or anticipated responses to grief as mine did, suggesting that, as several readers comment, his poems are not always enjoyable to read but nevertheless accurately capture some aspects of the element of loss. One reader comments ‘this sort of poetry can be therapeutic for the writer but is rarely published. That does not matter. He feels better now’. This is perceptive, given that both poets initially wrote purely for our own relief. 
9.3.3 Impact of readers conceptualising writers 
A key argument I have made in my discussions of cognitive poetics in Chapter 3 is that readers, like participants in live conversations, assume that writers mean something specific by their expressions, and endeavour to interpret the intentions behind these expressions. Further, in my discussion of the features of lyric poetry in Chapter 5 I discuss the powerful role of perceived poetic authenticity in guiding reader response. Part of these responses may involve readers conceptualising writers in quite specific ways. I believe that there is strong evidence for this in my readers’ responses. The clearest evidence is shown in Figures. 9.7.i and ii where readers are asked whether they believe the poems to be ‘accurate accounts of real events and feelings’ (Q.C2). The answer to this for both poets is almost unanimously in the positive, with 80% saying mine are true accounts and the remaining 20% indicating they are partly true, while 83% say Faber’s are true accounts, 11% say partly and just one reader says they cannot judge. In addition, as shown in Figure 9.8i and ii, 86% say of mine that it matters wholly or partly to their response to the poems whether or not they believe them to be true. For Faber the figure is 66%. Some of the reasons given for these responses are: 
Q. C.2) are these poems accurate accounts of true events? 
the rage is sincere. I hope Michel is able to enjoy life again
 
truth is beauty. It is glaringly obvious and uncontrived 
the poems are way too personal to be fictional 
Faber has bared his soul to the world. I think it would be difficult to convey this utter rawness of emotion in a fictitious account 
I believe Jill is relating her journey, her feelings, of the dreadful time of partnering and loving deeply a man who now has to endure (both do) painfully their last journey together 
Q. C.3) does it matter if they are true? 
If you believe the poems to be true it creates a greater sense of empathy which inevitably, I think, will help with understanding and also allow a greater emotional response 
I wanted to delve more into their relationship and find out more about them 
it matters to my responses. I would be more detached with material I felt was fiction and less likely to reflect on it in terms of my own experiences of grief and loss
 
I answered throughout as if these poems are a true record and I cannot believe they are not 
These responses reveal several important issues. Firstly these readers make a clear link between authenticity and impact, both in the sense that they do not feel poems this powerful could be fictional and that their responses to them would be much less intense if they felt that they were not based on true events. Secondly we see that the poems have engendered in some readers a real sense of connection with the poets and a desire both to know more about their lives and to offer comfort to them in their suffering. Thirdly, readers make connections between events in the poems and those in their own lives and see these connections as a vital component in the impact of the poems. I have referred in Sections 8.2.3 and 9.3.1 to how readers weave into their responses poignant accounts of their own experiences, whether or not they match the ones described. Although they clearly see these poems as about events separate to their own lives, the connection the poems set up in their minds with events and emotions they too have experienced make them at one and the same time more convincing and more powerful, as well as encouraging empathy with the poets. Illness, death and grief are also very common human experiences, especially for readers in the age groups mine fall into, and even those who have not yet experienced any such extreme loss can imagine that this may yet lie ahead for them before too long. Finally, in response to my earlier concerns regarding the choice to identify the poets, it seems clear here that decisions about the truth or otherwise of the work has been decided on the content and language of the poems themselves, with no reference to wider knowledge being taken into account. This suggests that the decision to identify the poets did not affect the integrity of the results.
A final way in which conceptualising of the poet is evidenced in reader data is in how they talk about, and even to, the poet in their responses, and it is here that certainly their knowledge of who the poets are is at times referenced. It is customary for academics, when writing about poems, to refer to the ‘I’, the ‘narrator’ or ‘the persona’ of the text, who is seen as ontologically different from the poet (see Section 3.2.3). Across the reader data I found just one example of such a reference – to ‘the narrator’. Otherwise, readers refer throughout to ‘the poet’, ‘the writer’, ‘Jill’, ‘Michel’, ‘Faber’, etc. Some examples within responses (in some cases to poems not used in the final four) are: 
I was not sure if this poem was about the eloquence of your husband who gradually lost his voice and passed it on to you?
the poet again addresses his loved one 
unlike in the previous poem where there was a sense that he could travel with her in spiritual form, here there’s more of a sense that the poet will be completely alone 
your poem emphasises to me your own feelings of being so small in the vastness of the loss of a partner 
she was not important to anyone else but Faber, for whom she was his everything 
your cancer killed you and yet not one person thought to phone the BBC 
is Michel OK? 
 
What these responses show is not just an engagement with the texts and the events and emotions described there but a clear conceptualising of the real people who had written the poems, and had endured the suffering, whether the writers themselves or their spouses. There is clearly something about these poems which encourages the respondents to accept from the start that they are part of a direct dialogue from poet to reader and that they are being invited to share in experiences based on real events in this poet’s life, in some cases beyond those described. In addition, in the fifth quotation above, about a poem not finally included in the analysis, the words ‘your cancer killed you…’ show, as in examples quoted earlier, the reader responding as if in the voice of the poet himself, talking, as the poems do, to his wife. I have mentioned that both poets refer to their spouses almost exclusively using the second-person address, with their poems addressed directly to them even after death. In these responses the readers inhabit the persona of the poet and continue that convention in imagined elaborations of the poet’s views. This close engagement with the conceptualised experiences of the poets, as well as the conviction that the poems are accounts of real events, are both key contributors to the impact these poems so clearly make on readers. Indeed as comments above show, the readers would feel somehow cheated if this perceived ‘truth’ were not the case. 
One interesting point is that fewer readers state that it matters whether Faber’s poems are true than they do for mine. However I noted that those who declared this had, in most cases, already said they believed them to be true, so it is unclear how accurately they can judge the importance of that already accepted truth. Their belief in the accuracy is perhaps further evidenced by responses to the final questions about whether the events and feelings of the poems match or otherwise their own real or anticipated experiences. For my poems only 3 people said they did not match their actual experience, and, if not applicable, only one said that they did not match their anticipated response. For Faber the figures were just 1 person for each question (See Figures 9 and 10). Thus however readers may have responded to the more challenging features of our poems, it seems they felt their authenticity to be evident and something they could and did relate to.
9.4 Summary  
This chapter has presented my analysis of Dataset 3 and compared the poet commentary and reader responses to two of Faber’s poems. It has also analysed the impact of readers’ personal details across both Datasets 2 and 3. There are some differences between the two, with a lesser ease of interpretation and acceptance of some of the imagery for Faber’s poems. Indeed particularly for Nipples there was evidence in some places of considerable differences of opinion about Faber’s motives and feelings, with some readers feeling he was simply stunned by grief into an almost hypnotic focus on his wife’s damaged body, while others felt he was demonstrating a coldness and indifference to her suffering. To some extent this reflects the lack of explicit reference in this poem to how Faber is feeling, such that readers are left to infer, perhaps using their wider knowledge of schemas of illness, loss and death. Indeed some readers who have themselves experienced these events and emotions make clear their ability to relate to the poem, even while finding it unpleasant. However there was also a difference in some readers’ responses to the text as a poem, with a few feeling that the imagery simply did not work for them, while others found it powerful and moving. These extremes of difference did not appear in the responses to my poems – perhaps because their subject matter was less controversial and graphic. It is also important to point out that, particularly for Nipples, Faber himself makes clear his intention to ‘disorientate’ readers, something which he clearly succeeded in doing, albeit perhaps not always in the way he had perhaps hoped. These differences make clear the extent to which readers may respond similarly in terms of their understanding of a poem, and even the intention behind it, but still not be consistent in their personal responses. Readers themselves have a strong role not just in interpreting meaning but in responding to its ‘impact’ – the key second element of meaning described by Farrell (2017: 73), as discussed in Section 4.2.  However it is important to point out that there was also a great deal in common between the two sets of responses both in terms of identification of writerly intention – not to be confused with relatability, which, as acknowledged, was at times shown to be missing for some readers in aspects of Faber’s work – and in the techniques used in the poems to convey these intentions.

One very interesting aspect in both sets of responses was the tendency of some readers to become so immersed in the events and imagery of the poems that their responses employed individually crafted further extensions of the mega-metaphors employed in the poems. This was seen in responses to Tides, Grand Canyon and Lebensraum, and in many cases went beyond more everyday examples of the original conceptual metaphors. 
Chapter 7 addressed the first of my research questions (Section 1.1), regarding writers’ declared intentions when writing. The analysis presented in Chapters 8 and 9 contains findings which address research questions 2 and 3, concerning firstly readers’ conceptualising of writers, and use of textual clues to interpret meaning, and secondly the importance of personal experience and biographical information about writers. The data evidences considerable correspondence between what the poets say they intend to convey and the techniques they identify as being employed to achieve this, and what readers provide in terms of interpretations of meaning and their textual evidence for this. Further, the empirical data about what readers do and say when they read these autobiographical lyrical poems can justifiably be said to evidence their actively conceptualising the intentions, and feelings, of the poets, using the textual clues provided, even to the extent of appearing to interact with, express concern about and address the poets at various points. 
Secondly, regarding the impact of readers’ past experiences and their knowledge or otherwise of the poets, neither seems to make a significant difference to their interpretation of meaning. As discussed in both Chapters 8 and 9, there is evidence of readers relating events and emotions in the poem to their own lives and past experiences, often with the result that they respond more powerfully and personally to those details. However, although on occasion this leads to difficulty in relating to some aspects of the poems, or even a reluctance to engage with them, where details were distressing, it did not lead to any noticeable differences in their interpretation of the poets’ meaning for any of the poems. Meanwhile, as regards the relevance of prior knowledge of the writers, there was some evidence of readers researching aspects of Faber’s biography and some vocabulary from his poems, and also some speculation about his background and occupation. However again there was no evidence that this affected readers’ interpretation of meaning or that these interpretations differed between the two sets of poems.

Overall, therefore, the data in the above chapters suggests that, rather than any interest in writers’ biographies or writers’ and readers’ shared past experiences, it is readers’ conceptualising of authorial intentions, using the clues present in the texts, which is the most important element in the process of interpretating meaning.
Chapter 10 – Conclusion 
 
10.0: Introduction 
In this section I review the extent to which I have answered my original research questions, propose further directions for future research, partly in response to identified weaknesses in my data, and, finally, identify the contributions I believe this thesis can offer the discipline of cognitive poetics. 
10.1: Responses to research questions  
Section 1.2 set out the following research questions to be answered in this thesis: 
· do ‘real’ writers express specific intentions for their work, including considering the impact of their texts on conceptualised readers. If so, do they identify specific techniques which promote these? 
· do ‘real’ readers show evidence of conceptualising authorial intentions, and, if so, do they identify specific aspects of texts which they believe evidence these and contribute to their interpretation of meaning?  
· are readers’ responses to poems, and in particular their interpretations/ constructions of meaning, affected by their individual life experiences and/or their prior knowledge of the writers? 
Regarding the first research question, the evidence from the poet questionnaires responses in Chapter 7, as well as from the commentaries by Michel Faber and myself referenced in Chapters 8 and 9 and presented more fully in Appendices 3, 4.1 and 4.2, show clear evidence of all the poets’ interest in and efforts to achieve readers’ understanding of their work, as well their intention that readers experience particular responses. Although some poets claim, in response to early direct questioning about intention, not to concern themselves with how their work is interpreted, more detailed answers to later questions, such as about reviewing and revising work at a later date, make clear that they all have a sense of what they intend to communicate in their work, and reveal their concern when they feel that readers or listeners have not ‘got’ their intended meaning. All are also able to identify generalised poetic techniques they regularly use, and why, as well as, in discussions of individual poems, to evidence clear intentions for specific elements of their work. These techniques match closely the general features of poems and literary techniques focused on by cognitive poetic methodology, albeit not always identified by these poets using the same technical terms or analysed in such detail. Those who perform their work live are particularly aware of how features of their work aid powerful and effective delivery and/or result in particular effects on listeners.  One interesting point which emerges is the poets’ frequent comments that meaning is not something which is already fully conceptualised in their minds before they begin to write, but emerges and crystalises during the writing process. Interestingly a number of the poets, including Faber, discuss their desire at times to confuse or disorientate readers, and to present work with layers of potentially ambiguous meaning, suggesting that uncertainty in readers may actually be intended at times. The clarity and consistency with which the poets discuss their processes and evidence their intentions regarding readers’ interpretations suggests that poets such as these, and creative writers more generally, would be a valuable asset to consult for cognitive poeticists keen further to develop and evidence theories of meaning and interpretation. 
Regarding my second research question, considering the data presented in Datasets 2 and 3 above, while readers are not unanimous in their identification of intentions and effects evidenced in the poems they read, there is nevertheless considerable similarity of response, both compared with other readers and also with the statements of intent made by the poets in their commentaries. In particular, readers identify with considerable consistency the overall themes of each poem, adjectives they feel reflect the emotional content of the poem which the poets themselves also use to describe intended impact, and key linguistic elements intended to have particular effects. Importantly, while not every reader identifies every element, overall most elements listed by poets are identified, particularly concerning meaning, and, perhaps equally importantly, there is very little evidence of interpretations which are significantly at odds with the poets’ stated intentions, although at times poems designed to be ambiguous do create some differences of response. This suggests that overall the poems have indeed provided readers with clear clues for interpretation and understanding and that those clues are deliberately placed there by the poets and recognised as such by the readers. 
However there is evidence in some responses to Faber’s poems that, although for the most part these readers understand them, and indeed usually accurately identify Faber’s intentions, on occasion they find the poems, or elements of them, distressing, inappropriate or just unsuccessful in ‘speaking to’ them.  In a few cases there is also evidence of genuine differences in how readers interpret the poet’s underlying motives and feelings, which at times create an element of disapproval in readers, an example, perhaps of a search for the ‘implied reader’ identified by Booth (1983: 70-71), with some readers feeling they do not like what they believe they have found. Given that readers’ more negative interpretations are certainly at odds with Faber’s stated feelings, this suggests his disorientation techniques, especially in the poem Nipples, have gone further for some readers and in fact partially impeded communication of meaning, or at least intended impact. However there is possible validity in the idea that these more negative perceptions may realistically reflect the poet’s underlying condition of numbed despair, which impedes his ability to feel, or at least express, the compassion or empathy sought for by some readers. This would suggest he may indeed have communicated some meanings beyond those he himself recognised or directly intended, an example perhaps of a writer’s potentially hidden influences discussed in Section 4.2. On the other hand, some readers make clear that their reaction is not a confusion about meaning or intention but a reluctance to engage with some of the more graphic and distressing details of the poems, which they feel overstep boundaries, either of content or aesthetics. However this is noticeably less the case with readers who have themselves endured similar experiences, and for those readers Faber may have provided the validation I have previously discussed as being a motivating factor for both our anthologies. What is clear from the above conflicted evidence is the important role readers themselves play in negotiating meaning and experiencing impact, at times beyond what may be intended by the poet. 
Regarding the third research questions, there are a few examples of prior knowledge of the reader having some small impact on readers’ responses but these are usually in areas separate from interpretation of meaning and intent. For example there is more tendency for me to be referred to by name than Michel Faber, although there are also several references to him by name in responses, despite his being previously unknown to readers. One reader who knew me at the time of writing the poems states that her knowledge has affected her response to the question about the truth and accuracy of the poems, since she knew about the events at the time. However her response to that question matches most of the others, as do her overall interpretations, suggesting this knowledge had no significant impact, and hopefully confirming that my original decision to identify the poets has not affected the integrity of the data. One reader who knows me socially commented later to me that he found my poems more upsetting because he could more easily visualise my suffering than Michel’s, but there are also, elsewhere, several expressions of concern for Michel’s wellbeing. What does appear more often than it does for me is speculation about Michel’s background, but this was more in response to the perceived complex medical and military vocabulary he uses. Several readers had googled Michel, usually after they had made their responses, suggesting a desire to know more about him and also, at times, to ‘check’ the validity of their responses to difficult sections of his poetry. There was also evidence of occasions where they sought to divine his true feelings when uncertain about what the texts themselves conveyed – evidence again of the conceptualisation of the ‘implied author’ proposed by Booth (1983:70-71). There did not, however, seem to be any major differences in responses to his poems as a result, either between readers who did or did not research him or, separately, between his poems and mine, other than those discussed above, concerned specifically with the poems’ subject matter.
It is possible that wider knowledge about his wife’s background, which led to his choice of the Holocaust imagery in the poem Lebensraum, might have made some readers more comfortable with that and more able to understand aspects which they struggle with there, suggesting that at times aspects of authorial intention, or at least background motivations, may not be being made accessible enough or are not enough in themselves. Having said this, there is no real evidence in the poem of Faber actually intending to provide cues to assist readers in divining this detail. He merely provides it as background information in his commentary, which readers had no access to, suggesting he did not feel it necessary to allude to in the text. As one the readers comments, part of the motivation for writing these poems is for the poet’s own personal relief and this is an example of a situation where a writer may not intend every aspect of his original motivation to be communicated. There is, at times, greater readerly discomfort with his poems, as I discuss further below, but this seems rather to be the result of the more challenging subject matter or perceived less successful imagery in the texts rather than through any difference of personal allegiance to us as people. Indeed, as mentioned above, there are also messages of sympathy for Faber which I am asked to communicate, or expressions of concern about how he might be coping, suggesting strong conceptualisation of both of us as well as acceptance of the authenticity of and resulting empathy with the distress we communicate in the texts. This is further demonstrated by the number of reader comments either directly addressed to us, or, alternately, and even more intimately, adopting our own voices. e.g. ‘”you” have left me and now, in my turn, it seems that I am discarding you’. The almost total avoidance of more distancing terminology such as ‘the narrator’ in favour of either ‘the poet’ or our names also suggests a clear conceptualising of us both individually and as true experiencers of the experiences and events we describe.
As regards whether their own personal experience has an impact on readers’ responses, certainly a considerable number of people make comments about their own experiences of similar events, at times further suggesting that this also affirms their belief in the truth of these texts. Indeed it is important to restate, as discussed in Chapter 9 on several occasions, that those readers who have experienced their own or others’ serious illnesses often recognise and validate the graphic descriptions Faber gives, and this at times contrasts with a few others who find these details excessive or repellent. This certainly suggests that the intentions which Faber and I identify in our commentaries and forewords, that we describe honestly the reality of these experiences and their impact, at least partly to offer validation and recognition to others enduring them, have been realised.  However it also confirms that on occasion readers react against portrayals which do not match our society’s prototypes for responding to grief, as discussed in Section 3.2.2, or which they simply find too distressing to contemplate.
Overall, then, I believe that the data presented in this thesis does support the hypotheses that authors do have clear intentions for the interpretation of and response to their poems, that readers show a consistent desire and ability both to conceptualise and to deduce these, using the clues in the texts and, finally, that readers, where relevant, do bring their own life experiences to the texts. However, as evidenced in Section 8.2.3, this personal resonance does not usually result in their imposing their own interpretations on the work, based on those external experiences, but rather it acts both to intensify their responses and further convince them of the authenticity of the poems. One particularly powerful finding is the extent to which readers not only engage with but extend existing conceptual metaphors in the poems, such as ILLNESS IS A BATTLE, ILLNESS IS THE SEA and GRIEF IS A JOURNEY. This suggests a degree of projection into and immersion in not only the events and emotions described, but also the language and imagery of these texts. This mirrors Simicek’s description in Section 5.3 of how the process of intimacy develops as we read, until we shift from reading the text as something external to us to ‘internalizing the words and hearing in our own voices’, and begin instead to set the foundations of a sense of sharing the perspective represented in the text (2019: 503).  Apart from this strong response to metaphor, there is relatively little identification or discussion of wider literary techniques, beyond the identification of foregrounded lexis and imagery, which seems quite important given cognitive poetics close and granular focus on more complex techniques and their presumed impact on readers in poem analyses. I discuss this further below.
10.2 Areas for further research 
As I discussed in Chapter 6, there are some limitations to the exploratory qualitative data I have been able to provide and thus to the conclusions I am able to draw. Firstly, my data sets are very small – 6 poets, 4 poems (reduced from 8) and 21 readers – and I therefore cannot assume they are representative of a wider range of readers. However I argue that there is sufficient correspondence amongst respondents’ answers and also between these and the writers’ commentaries, at least to speculate that these results may replicate in a wider sample.  Secondly, being a convenience sample based on personal contacts, the age range of the sample is restricted to older respondents. While this makes it more likely the sample will contain readers who have themselves experienced major bereavement, and thus allow me to examine any impact of this on their responses, it nevertheless again reduces the spread and variety of respondents and this may have affected the results.  
Thirdly, although I intended my focus to be on non-academic ‘real’ readers, my sample is probably more experienced in studying, reading and writing poetry than is true for the general public. Having said that, as discussed above there is actually little evidence in the responses that there has been much very close and detailed technical analysis of the poems, and therefore it does not seem that this past literary experience has especially slanted my respondents’ responses. Indeed there is little evidence of significant differences between these responses compared to those of other readers with less literary experience, including a widespread recognition of metaphor across the sample. Even those respondents with the lowest level of experience with poetry responded very fully and in a manner which correlated well with other more ‘experienced’ readers. Fourthly, I have used a very specific type of poetry – autobiographical lyric poetry about grief and loss – and, allowing for the other restrictions here discussed, can only claim these results as being applicable to that sort of poetry. It is clear that the autobiographical nature of the work is important to readers’ responses, and I do not claim that this would hold true for all types of poetry, or indeed for texts from other genres.  
Finally, I have used my own poetry here and it is possible that this may have affected some of the responses from respondents who know me and may therefore have in some way tailored their responses accordingly. However there seems to be only minimal difference in responses to my and Faber’s poetry, and much of that seems to relate to his choices of topic, language and emotive content rather than anything more personal. I undertook this research as a result of my feelings as a writer as well as a researcher, and in response to my own reactions to critical theories I encountered during previous study, as they seemed to me to relate to and at times clash with my own experiences, and therefore it seemed appropriate to me to use my own work as one part of Dataset 2. However, by including another poet’s work in Dataset 3, I have provided balance.  
In response to the limitations of this study, raised above, and also to wider issues which emerged during the discussions of poet and reader responses in Chapters 7, 8 and 9, a number of areas suggest themselves for taking forward, and hopefully validating, this work. These include but are not limited to: 
· using respondents with a wider range of life experiences, in particular of poetry study/reading/writing, and of bereavement, in order further to measure the impact of shared experience, both of prior study and on the topics of the poems, on readers’ responses 
· offering a wider range of texts, in particular a mix of autobiographical and non-autobiographical materials, to test the relevance or otherwise of this feature of the research texts 
· using texts with no relationship to the researcher in order to remove any possibility of bias, given my use of my own poetry in the thesis 
· providing biographical detail for some writers but not others and examining any resulting difference in response, since this study has not fully examined this topic 
· using texts with a range of different topics to examine whether more emotional topics result in different levels or types of response and engagement 
 

10.3 Thesis review: methodological and theoretical contributions of this research to the field of cognitive poetics 
 This thesis has built on existing work in the field of cognitive poetics, providing further empirical evidence from both real readers and, more unusually, real writers in order to investigate the role of authorial intention in literary meaning making. It has aimed to extend current findings by directly comparing these two sets of data to establish the degree of correspondence and provide evidence for the impact of authorial intention on readers’ interpretation of meaning. The findings from the resulting data supports the moderate intentionalist view (expressed in Chapters 3 and 4) that writers do have clear intentions when they write, do conceptualise potential readers and their responses, and can recall and expand upon the techniques they have used to communicate meaning to these readers, albeit in less granular detail than in most research analyses. Further I have shown that, with considerable consistency, my research readers interpret the poems presented to them in ways which evidence both the conceptualising of the writers themselves, and of their intentions, as well as a close correspondence in terms of interpreted meaning and impact, both amongst the readers themselves and between readers and writers. The data shows that when readers find texts difficult to understand, they seek actively to uncover the intention behind confusing sections. They read with the assumption that there is meaning there to be uncovered, and even indeed that there is a ‘correct’ meaning which they hope to arrive at. Several readers express distress or annoyance when they feel they are not correctly interpreting difficult sections and some even go in search of information external to the text to help them understand the meaning, expressing pleasure if they believe they have found it. 
Writers, too, are concerned when they feel they have been misunderstood, and take responsibility upon themselves for having failed to communicate effectively, contradicting some claims by writers, including, at one point, one of the research poets, not to concern themselves with readers’ responses.  In all these above respects, the writing and subsequent reading of texts has been shown to bear close resemblance to the conduct of other sorts of human dialogue, being assumed by both sets of participants to involve a wilful attempt to communicate meaning and a committed attempt to interpret it, with the text as conduit.  
The original contribution made by this thesis to the fields of cognitive poetics and stylistics is both theoretical and methodological. As a result of the findings here presented I would therefore suggest that, when examining and explaining the processes by which meaning is made, theorists, particularly those working in the field of cognitive poetics, might usefully continue to extend their research by conducting further empirical research with ‘real’ readers and writers. By so doing theorists will continue to develop recent findings in the field of cognitive poetic research which suggest that theories of the communication and interpretation of meaning are most effective then they take full account of the likely impact of authorial intention on reader responses. I would therefore suggest that acknowledgement of both the existence, and the potential impact, of authorial intention can with confidence continue to be more explicitly integrated into cognitive poetic theories of meaning, and that analyses of texts using cognitive poetic methodology might consider not only individual critics’ interpretations, but also incorporate or reference the importance of empirical real-world verification with authors and readers.  
I suggest this latter move partly because the evidence of the data from these readers, who include an unusually large number of individuals experienced in reading, writing and in some cases teaching poetry, suggests that there is rather less focus during ‘real’ poetry reading on more complex literary techniques – irregular rhyme, rhythm, grammatical structure, etc. – even when encouraged by the questionnaire to consider these, than is to be found in most cognitive poetic analyses. Of course the aim of these varied types of response is not the same, with far less detail invited and offered in responses to this research, and much of cognitive poetic analysis focused on elements which readers themselves may not be directly aware of. In addition I have already outlined many similarities between these readers’ responses and cognitive poetic theories, but the differences are still at least worthy of acknowledgment. In the real reader responses, the focus is much more on generalised meaning, emotional impact and powerful lexis rather than on more subtle structural or syntactic issues. Of course this does not mean that the techniques identified by cognitive poetic methodology are not having an effect on these readers, which in many cases they may be themselves unaware of – and indeed there is a close correlation between the words/images/orthographic features mentioned by readers and those likely to feature in a cognitive poetic analysis. The difference is that the more complex aspects of these features are rarely the focus of readers’ comments when asked about the poems. Indeed they are also not, at least in such granular detail, the subject of the poets’ comments either – the difference in length and detail between Faber’s commentary on his poems and my two commentaries (both cognitive poetic analyses) being a case in point. Again I emphasise that the contexts of these analyses are different; however further research into these areas can only serve to narrow, where appropriate, any gap between what real readers and writers say about their processes and what cognitive poeticists say about the texts they analyse, while still accepting the different focus and purpose of each and thus adding to the ever-developing understanding of how texts may impact our minds both consciously and unconsciously.
In conclusion, therefore, this research would seem to suggest that recent movements within the field of cognitive poetics outwards from individual researcher analyses towards in-the-field research both into the working practices of and intentions of writers and into the real-life responses of a wide range of readers is very much to be celebrated and extended. It is to this movement which it is hoped this thesis makes a small contribution, developing yet further our understanding of the complex phenomena of the communication of literary meaning and its interpretation.
Appendices

Appendix 1: Poet questionnaires 

Questions for working poets.

Rationale: I am interested in the processes and intentions of poets when they write poetry, and how/if that relates to the meaning poems have for readers. I will be collecting data from both poets and readers in the course of my research. 

Instructions

There are twelve questions in this questionnaire, although some have several parts to them. Please read through them all before starting, to avoid repeating yourself and to get a sense of what sorts of things you are being asked about. If you decide to complete the questionnaire, please number your responses clearly, or, if responding online, you can download the questionnaire and write your answers directly under each question. If you would prefer to respond by hard copy, let me know. You may give as much or as little information as you choose for each question, and you are not obliged to complete the questionnaire. You may stop at any time, or indeed decide not to proceed at all. If the latter, please just let me know that you are not intending to respond. Thank you very much for your help in conducting my research into this topic.

Questions

1.a. Why have you chosen poetry as a genre to write in?

1.b. If you also write in other genres, could you identify any key differences in how you approach creating those works, as compared to creating poems?

2. Are there common processes you employ in the creation of a poem? If so, could you elaborate briefly what those are? If you don’t have common processes, could you indicate what variety of processes you might use?

3. Choosing one short poem you have written fairly recently (please attach if possible), can you explain, if appropriate, any intentions you had in writing it? Do you feel you fully achieved those? How do you know? If you did not, could you indicate the issues?

4. Are there particular techniques you regularly employ in your poetry? If so, could you identify them, and briefly say why you use them? A few examples would be very helpful.

5. When you are creating a poem, do you generally have a target audience in mind? If so, how might that affect your creative choices? Could you give an example?

6. Have you ever returned to and changed a poem some time after writing/publishing/ performing it? If so, why did you do this? If possible, please give an example.

7. Do you always/sometimes/never have a clear meaning in mind when creating a poem? If you do, how important is it to you that your readers/audience understand your intended meaning in a poem?

8. Do you feel your poems have meaning? If so, who/what do you feel creates that meaning?

9.a. Considering a poem you wrote at least ten years ago, (please attach if possible), how well do you feel you remember your intentions when you wrote it, if you feel you had any? Do you have any concrete evidence to support this (diaries, notes, commentaries, context, etc)?

9.b. If asked about poems you have performed/published, especially if not recent, how reliably do you feel you can recall your intentions when writing it, if you feel you had any?

10. If you have published/performed a poem series or collection, do you feel each poem is entirely autonomous and free-standing in its meaning and impact or are those things affected by the other poems in the collection?

11. If you perform your work to an audience, do you ever give context/information about a poem’s origin? If so, why? What difference, if any, do you feel there would be for someone reading the poem without that context?

12. Have you ever had feedback from readers/audience members who you feel did not understand the meaning of or intention behind a poem, if you felt there was one? What did you feel about that? How did you respond, if you did? Do you feel it is possible that they are right and you are wrong about the meaning or intention?

Is there anything else you would like to add, or would have liked to be asked? Please write below.

Thank you again for your co-operation with my research. Jill Wallis

Appendix 2 – Reader Questionnaires on poems of Jill Wallis and Michel Faber
N.B. four poems from each poet were provided for reader response. Although only two each are discussed in the thesis, I have provided all four since there are passing references to the others in the data. For brevity the questionnaire has had the original gaps for writing condensed. As the questions and tasks remain the same for each poem, and both poets, I present just one example of the questionnaire with the 8 poems to follow.
Questionnaire

Section A

This section is designed to collect some personal information about you, as research suggests readers’ life experiences can have an effect on how they respond to things they read. You are not obliged to give any information you’d rather not. Just tick the ‘Prefer not to answer’ box. 

Q. 1. Gender   ________________

Q.2. Age (please circle as appropriate):   20-30;   30-40;    40-50;    60-70;    70+

Q.3. Religion (please tick the statement which best reflects your beliefs):

    I have a strong religious faith

    I have some religious convictions

    I do not subscribe to any particular faith but consider myself spiritual

    I have no religious or spiritual beliefs

    Other. Please describe  ______________________________________________

Q. 4. Educational experiences of poetry. (please tick the statement which best applies to your furthest level of poetry study):

    I have no recollection of ever studying poetry

    I studied poetry up to GCSE/CSE/O-Level

    I studied poetry up to A-level

    I studied poetry to undergraduate degree level

    I studied poetry to post-graduate level

Q. 5. Personal experiences of reading poetry. Please tick the statement which best applies:

     I often read/have read poetry

     I occasionally read/have read poetry

     I rarely/never read/have read poetry

Q. 6. Personal experiences of writing poetry. Please tick the statement which best applies:

    I often write/have written poetry

    I occasionally write/have written poetry

    I rarely never write/have written poetry

Q. 7. Personal uses of poetry. Please tick the statement which best applies:

    I have chosen to use a poem as part of an important occasion I have organised (eg wedding/funeral)

    I have organised important events such as weddings and funerals but have not chosen to use a poem

    I have not organised an important event, but if I do in the future, I would anticipate I would/might choose to use a poem 

    I have not organised an important event but if I do in the future, I would not anticipate choosing to use a poem

Q. 8. Experiences of bereavement. Please tick the statement which best applies

    I have lost one or more close friends or family members

    I have not lost any close friends or family members

If you answered yes to the above question, please indicate in the box below the relationship/s you had with the person/people you have lost, and how long ago this occurred (eg: grandparent: 8 years ago) 


Section 2: Poetry responses.

What follows are eight poems, the first four by Jill Wallis and the second four, by Michel Faber
The poem sequence is taken from an anthology which the poet presents as accounts of the illness and subsequent death of her/his spouse and the aftermath of that bereavement. Poems have been selected from across the anthology and the sequence appears in the order they appeared in the original anthology, as the poets state that they organised the poems in chronological order to represent the sequence of events (poet’s comments taken from the forewords to the collections). 

You do not have to respond to each poem, although please do so if you feel able. While it is helpful for my research to have as full responses as possible, please only spend as long on this questionnaire as you feel comfortable with. If you feel uncomfortable with or unable to answer any question, please leave it blank.  It is not necessary to complete the whole questionnaire in one sitting, and in fact I would recommend spreading it across several sittings, if you intend to respond to most/all of the poems. If you do not respond to all poems, please don’t forget to complete the final section, C, when you have completed all the poem responses you intend to do.

Section B
Please read the poem right through once. Then read it again, underlining or otherwise marking/making notes of any words, images, phrases, layout features or any other elements which you find interesting/important/powerful/confusing or otherwise significant. Then answer the questions which follow the poem. You may omit any questions you cannot or do not wish to answer.

Questions on the poem 

Q. 1. Please circle the appropriate word/phrase in the following statement: 

I found this poem easy/mostly easy/difficult/impossible to understand.

Q.2. In 2 or 3 sentences sum up what you felt this poem was about:

Q.3. In the grid below, tick those words which seem to you to apply to aspects of this poem. You may tick as many as apply, and add any further which you wish at the end:

	       Words
	Tick where applicable
	
	Words
	Tick where applicable

	sad
	
	
	pessimistic
	

	angry
	
	
	hopeful
	

	joyful
	
	
	resentful
	

	grateful
	
	
	loving
	

	helpless
	
	
	spiteful
	

	grieving
	
	
	despairing
	

	powerful
	
	
	accepting
	

	uncertain
	
	
	humorous
	

	brave
	
	
	conflicted
	

	cowardly
	
	
	admiring
	


Please add any further words here which you feel apply:

Q.4. Now, for each word, phrase or layout technique you underlined/noticed in the poem, please quote it/describe it below and then explain briefly why you chose it and what effect you feel it had. If you feel several features combined to have one effect, list them together. If you need more space, add your comments at the end of the section or the whole questionnaire, marked *. (Please indicate which poem these refer to if not added at the end of that poem’s questions).Please add here any further comments you would like to make about this poem (optional):

If you do not intend to complete further poems, please now skip to section C
Section C: Final questions.  (Please only complete this section after you have responded to all the poems you intend to tackle).
Q. 1.

a) Which of the following statements do you feel best reflects your relationship with the poet, Jill Wallis: Prior to completing this questionnaire, I knew Jill Wallis personally: 

well/slightly/not at all (circle which applies for all responses)

b) If you said you did know Jill Wallis, did you know her at the time that she was writing the poems? (2005)   Yes/No 

c) I had read these poems before: Yes, all of them/Yes, some of them/No, none of them

If you said you had read some of them, please say which:

Q.2. Please tick the statement below which most closely matches your impression of these poems:

    I believe the poems are a fictional account of imaginary events and feelings

    I believe the poems are a partly fictional and partly factual account of experiences/feelings   

    I believe these poems are an accurate account of real events and feelings

    I cannot judge whether these poems are fictional or factual

Please write a few sentences explaining why you felt this:

Q. 3. Do you feel that it matters to your understanding of and/or responses to the poems whether you believe they were true or not?   

Yes/Partly/No (please circle the appropriate word)

Please briefly explain your answer:

Please answer either question 4 or question 5. NB you may omit these question if you wish, as they may be distressing for some respondents

Q.4. If you have experienced a recent bereavement of a close friend or relative, to what extent did you feel the poems reflected your experiences/feelings at the time:

Not at all/partly/closely (please circle the most appropriate)

Please write a few sentences to explain your answer, mentioning specific poems/sections if appropriate: 

Or:

Q.5. If you have not experienced the loss of a close friend or relative, please circle which of these statements most closely reflects your responses to the poems:

          The poems closely reflect what I would have expected such an experience to be like

          The poems partly reflected what I would have expected such an experience to be like

          The poems did not reflect what I would have expected such an experience to be like

If you answered that the poems did not reflect your expectations, please write a couple of sentences explaining how they differed.

If there is anything else you would like to add about any of the poems, or the questions, or the whole experience of completing this questionnaire, please add those below:

Thank you so much for contributing to my research. Jill Wallis

Poems by Jill Wallis (2005)

Poem 1: Tides
Tides

You gaze, unblinking, mildly, at me,

your face a smoothed sheet, 

youthful

as if your life has bled like molten wax,

sliding from those doll-like pupils

downward,

smoothing every mark of memory

to blankness.

Marooned upon your inner raft you float,

ebbing and flowing, 

tugged by the siren tumour-tide,

closer, sometimes, 

so I nearly have you,

stretching for me, 

here on shifting sands,

then further, 

till your distant signals

barely reach me through the banks of fog.

And with each tide that turns, I ask, 

though silent,

Is it now that I must speak?

For if I wait for your returning

this next may be the one

that takes you

over the horizon 

of that inner sea,

and all chance lost to me forever

to say to you, 

for whom all words are riddles,

the only one 

that’s left to me to say.

Goodbye.

Poem 2: Dust to Dust 

Dust to Dust

I cannot scatter the ashes,

this one coherence left to me of you.

To plunder handfuls of your body,

even this,

this bone-fragmented, fire-leached dust,

of living flesh,

I cannot

can

not

scatter.

Masked against your bone-dust,

I pour you through this plastic funnel

into the deep vase.

But as I pour,

and watch you sucked into the shadowed depths,

stealthily comes a soft breath, 

exhaled from the vase’s mouth.

It curls and spirals, 

ectoplasmic, ghostly.

Creeping round the funnel’s tip

it slides into the empty air.

Like a genie loosed, 

this smoke of you dispels,

and deeply, deeply,

as the mask slips,

I breathe you in.

Poem 3, Grand Canyon
Grand Canyon

We gazed in speechless wonder 

from the rim,

aghast at this astounding cosmic wound,

its totally non-human scale,

while heat reflected upwards 

like a blow.

I always knew that one day I’d return,

unable to absorb at one sight,

But this was not the context I’d foreseen.

For though I gaze again, 

my hand in yours, 

at devastation too vast to absorb,

this time there’s no retreat from its embrace

This time I must descend into the deep.

I knew of course the journey grief would be,

one taken through a brutal hostile land,

so steep the path zig-zags 

like razor-slash,

a hundred yards of toil 

for one foot gained.

The only ones who get through 

are the laden,

who must carry all their water 

on their backs.

This is what I see now 

is my journey,

to struggle down 

into this desperate place

for which 

with love alone

I’m weighted,

to ease the parching agonies of grief,

and even if I make it to the bottom

the other side awaits 

my upward climb.

For days, then weeks, I stood there, 

unable to accept 

the trial ahead.

But when I baulked 

it wasn’t at the journey

or any of the gruelling times to come.

What froze me was the cruel realisation

that you must stay 

behind me on the rim.

When you left me 

no other choice was offered,

but I am free to hold you close 

and stay.

Yet all my future lies 

across that canyon

so, somehow, I must reach the other side.

Until I do there can be no acceptance,

no chance of life restarted or rebuilt.

But oh the painful shame 

of this betrayal.

To tear my eyes from yours 

and turn my back,

To leave you ever stranded 

and discarded

till, 

in the heat-haze fading, 

you are gone
Poem 4, Giving Voice 

 Giving Voice

The hardest thing was seeing you lose your voice.

For one so eloquent, so quick of wit,

To hear you struggle for the simplest word,

To watch you start to speak, fluent at first,

Then falter in frustration

As the meaning slipped away.

To have to tell a man who kept whole rooms in thrall

That what he now spoke made no sense at all.

A man who revelled in that audience held

Who loved the sound of laughter he had won,

Reduced to gesture and to mute appeals.

Yet with what dignity, what grace, you bore

Such bitter culling of your sharpest skill,

And to the end, by any means you could,

An eyebrow raised, a telling curl of lip,

A glint of eye that never wholly died,

You showed quite clearly

That your humour and your spirit lived.

And even as so much was cruelly stolen from your life

You kept on giving until life itself was gone.

How fitting, how ironic, then,

That by that very life and death,

You bring to me a last, sweet, loving gift.

My voice.

Poems of Michel Faber (2016)     
Poem 1: Lebensraum
 Lebensraum

Your marrow’s days are numbered

your sickly cells condemned,

marked for extermination.

Your body will become 

a death chamber

disguised as a woman

quaking under pure white sheets.

Millions of creatures, busily alive,

toil on, oblivious of the monstrous plan.

They’ll move as usual through your spine,

your ribs, your pelvis, the pale tunnels 

in your legs and arms,

and then a wave of melphalan

(also known as mustard gas)

will douse them with a venom

they can not survive.

Afterwards, when those you hate,

are history, your marrow cleansed,

the myriad corpses flushing through your blood,

you’ll forge a new state

of no immunity.

You’ll get your chance

(assuming you’re still alive)

to colonise the empty battleground.

A nascent cell community,

fresh from refrigerated exile,

will enter and repopulate

your bones.

You sit in bed, in uniform, prepared.

The toxic swarm’s already flowing in you

but has not yet reached its prey.

You eat with normal appetite, knowing 

that you have a day or two, before

you’ll be a creature that can eat no more.

Pale and scared, you smile to reassure me.           

There’s no going back now.

War has been declared.

Poem 2: Nipples
 Nipples
Nipples all over you.

Excited peaks of plasma.

Red, purple, some with areolas.

Your flesh is riotous with the pleasure

of predatory cells.

Each nipple swells

a bit more each day.

I have decided 

to watch the one on your foot.

Watch it lovingly

until it flattens

and disappears

Or until you do.

Whichever happens

first.

Poem 3: Don’t Hesitate to Ask
Don’t Hesitate to Ask

So many of the people I’ve 

informed that she is dead 

have said 

‘If there’s anything 

we can do, anything at all, 

don’t hesitate to ask.’

Well, 

actually, 

since you offer, 

yes: 

Would you mind driving me 

headlong through the universe 

at ten million miles an hour, 

scattering stars like trashcans 

scorching the sky?

Put your foot to the floor, 

crash right through the gate of Fate, 

trespass galaxies, straight over 

black holes and supernovas 

to the hideout of God.

Wait for me while I break 

down the boardroom door 

and drag the high and mighty fucker 

out of his conference with Eternity, 

his summit on the Mysteries of Life, 

and get him to explain to me 

why it was so necessary to humiliate 

and finally exterminate 

my wife.

But no.

These things I do not say 

because I know 

that by ‘anything at all’ 

you mean 

a cup of tea 

or a lift into town 

if you’re going                                       

that way 

anyway             

Poem 4: Anniversary
Anniversary

When your cancer’s sniper cells

Had scored direct hits on your legs, your arms,

Your feet, your hands, your neck your thighs,

The next objective was your eyes.

The ambush happened in the night,

While you were sleeping. I observed

The aftermath. Your pupils, weakened and estranged.

The TV, bolted to the wall on the far side

Of the room, was suddenly beyond your range,

The news reduced to faceless voices

And a flickering blur.

I railed against the cruelty of this change.

The punishment was undeserved.

Muscle by muscle, you’d been robbed

of all that might have lent you courage

to endure.

Meanwhile, on the screen above us,

civil war in Syria, life on planet Earth.

Though you could barely see,

you knew those shapes were countless refugees.

‘I’m just one person,’ you reminded me.

‘Each of those Syrians has an equal worth.

They want to live, they’ve lost their home, they’re

scared.’

Fuck the Syrians, I almost said.

There’s gross unfairness in this room!

But it was not my right to voice your rage

And twelve days later you were dead.

A year has passed since then, and there’s no sign

that justice has the faintest chance to thrive.

Last month a bigot slaughtered worshippers

in a church in Carolina, leaving only four alive.

Last week in Tunisia, a crowd of pensioners

were murdered as they drowsed on holiday.              

Today’s the anniversary – not just of our tragedy,

but of London’s bombing, 7 July 2005.

What can I do to mark the passing of my wife?

Your cancer killed you and yet not one person

thought to call the BBC.

No weeping passers-by left wreaths outside the scene,

no hacks accused the government 

of being slow to act.

Your illness, with its crises flagging every stage,

failed, even so, to win a Wikipedia page.

In global terms yours was an insignificant life.

Your death a negligible fact.

All I can do, in what remains of my brief time,

is mention, to whoever cares to listen,

that a woman once existed, who was kind,

and beautiful and brave, and I will not forget

how the world was altered, beyond recognition,

when we met.

Appendix 3 – Commentary on Poems by Jill Wallis

Commentaries: Dialogue for One (2005) – Grand Canyon and Tides 

N.B. I have only provided the commentaries for the two research poems from each poet in appendices 3 and 4 
I began to write these poems in the months following my husband’s death in June 2004. In fact it was about nine months after his death, during a half-term break from work in February 2005, when the need to exorcise the continuing distress I was feeling, and to find a way to deal with the many traumatic experiences that my husband and I had endured during his illness, led me to begin writing the poems. I had been given some poetry collections by well-meaning friends in the weeks following Chris’s death, but had found them dishonest and infuriating in their focus on recovery, renewal, acceptance and peace at a time when I was still angry, distraught and unable to move on. At this early stage, my main intention was just to extirpate these feelings and experiences from my mind as they had become unbearable, but I did not feel that this should mean denying or apologising for their existence. 

Research into grieving (Stroebe and Stroebe, 1991; Pennebaker, 1997; Gold and Jordan, 2018) suggests that, following a traumatic life experience, talking and writing about it can bring strong cathartic effects, and this was certainly my experience. Although I had, in line with perceived cultural expectations, chosen an uplifting poem for my husband’s funeral, a well- known one beginning ‘You can shed tears that he has gone/Or you can smile because he has lived’, I realised, even at the time, two things about this poem. Firstly, I had chosen it because my husband had expressed approval of it as a choice at a friend’s funeral a few months before he died and, secondly, it claims to be an expression of the deceased person’s wishes – the last line stating ‘Or you can do what he’d want: smile, open your eyes, love and go on.’ In other words, it was focused on his wishes, both expressed and presumed, not really on mine. I was doing what I felt was approved of in our culture – both presenting the deceased as considerate and encouraging, and myself as being brave and trying to ‘move on’. However this was not how I was feeling as the reality of widowhood and grief began to make itself felt. Over a long winter I had grown more, not less bereaved, and by that February I needed to express some of this in words, even if primarily only for myself. 

As I explain in Owl Pellets, the opening poem of what became the published collection, each poem represents either an experience or an emotion which I was seeking, through verbalising it, to rob of its power over me. The work I now do as a support listener for carers, patients and bereaved families for the Hospice at Home which supported me to care for my husband, has shown me very clearly the power and benefit of saying out loud those things which are most agonising in our minds and memories, and how doing this can often soften their power to hurt us. I also have found that bereaved people have learned, or at least believe, that these thoughts are dangerous to admit to their nearest friends and family and are most safely told to a stranger such as a listening support person. Although I did not myself seek listening support or counselling, I essentially medicated myself by using the poetry to speak about my experiences. At this stage, I was in a sense just talking to myself. However, as the poems mounted up over the ensuing few months, I began to share them with close family and some friends, and was both pleased and intrigued by their responses, suggesting as they did that these essentially personal and individual accounts spoke to and mirrored much of what others who were mourning Chris were feeling. They also offered them some of the same comfort they had given me, even if only through the knowledge that such feelings were ‘normal’. I came to realise that many people were, like me, responding to and experiencing grief in ways which the prototypical cultural expectations did not reflect. I began to become interested in finding a wider audience for the poetry, in the hope that I might also be speaking for, and therefore bringing some relief to, others who were grieving. This, I suppose, was the point at which I began both talking to, and also hopefully for, strangers.  

As Faber later comments happened for him, this led me to return to my poems and reconsider them afresh as I now prepared them for wider consumption.  This shows that there is a difference, perhaps, between poems one writes purely for oneself and those one is prepared to show to others, and makes clear that the experience of the reader is of real relevance to writers even when poems are as personal and emotional as these. At first I believed that this revisiting might mean removing some of the more personal and individual details, to make them more generalised. However a wise and more experienced poet advised me not to do this. He explained that it was these very personal and individual details and quirks that made the poems believable and authentic, and that for this sort of undertaking such a perception of realism and authenticity was vital. Readers needed to believe that these were honest accounts of real events, and real people, with which and whom they could empathise, and were describing real emotions to which they could relate. The decision to offer the work for publishing led me to think more about what the poems needed to be in order to fulfil what had become the rationales not just for writing, but for publishing them. They needed:

· to provide catharsis, primarily for me, but subsequently, through association, for readers

· to memorialise my husband – it had become clear to me that honouring and keeping alive his memory was also an important part of this project which drove many of the poems, and might also validate that feeling in others about their lost loved ones. All lives are important, of course, but it is natural to feel that the lives of those we know and love have a particular importance. My husband died very young, and although he had accomplished a great deal in that short life, there was still a sense of a cutting short of potential. It mattered greatly to me that the impact and content of that shortened life should be recognised, something I feel will resonate with others in my situation. Faber, in his poem Anniversary, compares the lack of public recognition of his wife’s death with the publicity following the London bombings the year before and declares a wish to tell ‘whoever cares to listen’ about not just his wife’s death, but her life and accomplishments. It is this desire I shared

· to acknowledge, unapologetically, the reality and impact of serious illness, death, loss and grief as it was for my husband and me, and as it is for many others, in the face of a different cultural narrative that shies away from an honest discussion of these events, and presents instead a sanitised, stoical and sinew-stiffening account which encourages speedy recovery and ‘closure’, and which I believe leaves grieving people afraid, even ashamed, of their true emotions

To achieve these challenging outcomes, I recognised that some key techniques and approaches were vital, to have the impact on readers I sought. Later, when I came to study associated theories, I came to recognise parallels between the techniques I employed, and my intentions in so doing, with those identified by cognitive poetic theorists, although I did not identify them as such at the time. Many of these techniques, probably most, had been employed instinctively during my first versions, since I had written and performed a great deal of poetry before, but some were edits added specifically to improve the poems’ wider appeal if they were published. 

Approaches I identified included:

· honesty, authenticity and realism – to reflect our experiences as truthfully as I could, since these poems are essentially about a real journey undertaken by Chris and me, and I sought to memorialise a real man, but also because I felt it was vital to offer honest accounts of experiences which others might also have undergone, and not found reflected elsewhere. Inevitably this involved a great deal of embodied experience. By that I mean the physicality of illness and suffering, especially given the physical losses and damage Chris experienced, but also the physical demands of caring, and, eventually of grief. The sheer physicality of grief is not always recognised, impacting as it does on one’s health, strength, mental functions, appetite and sleep. In my work as a bereavement listener, I find people are shocked by and frightened of these symptoms, and their similarity to bodily illness, and wanted therefore to acknowledge them here. Of course I learned later cognitive poetics is described as being grounded in embodiment theory, in its recognition that all human experience, including language use, is entirely based on our bodily encounters with the world. Importantly it also recognises that ‘the edges of embodied cognition often encompass other people’s bodies, thinking and experience’ (Stockwell, 2019: 12). It is this ability to encompass others’ bodily experiences which I seek to evoke in readers through my poems. Above all I made a determined decision not to mythologise, romanticise or exaggerate the events and emotions I was describing

· close and engaging detail, both in order to capture reality and convey authenticity, to achieve the catharsis from speaking aloud the most difficult and distressing things, but also to create a, experience sufficiently delineated and detailed to allow readers to create and project into their own mental versions of it, even if I would not have used exactly that terminology then

· details which create empathy in readers, such that those for whom these are not familiar experiences might reflect on a reality perhaps different from their expectations, resulting in greater understanding and sympathy for those they might meet who are grieving in ways different from the prevailing cultural prototype, as well as preparing them for such events in their future. By this I mean details such as descriptions of specific events, locations, symptoms and emotions during Chris’s illness and my subsequent grieving process, as well as the eliciting of emotions in my readers

· accessibility and readability. While many people turn to poetry for funerals and other key events in their lives, it is a fact that it is not a widely read and appreciated genre amongst the general public, often seen to be difficult and obscure, and it was important to me to present the poems in a manner which would not alienate potential readers by being too ‘poetic’ in the sense of complex genres styles and difficult lexis. Although I know that rhyme, for example, is often seen by people as a pre-requisite of poetry, and indeed a lack of rhyme can make the work seem stranger to them, (on the back cover of my anthology I have placed an imagined quotation from Chris, saying ‘call this poetry? It doesn’t even rhyme!’), it can also lead to circumstances where the need to follow particular rhyme schemes or formats such as villanelles or sonnets results in less than straightforward syntax and awkward phrasing, in order to meet the requirements of rhyme and metre. Alternatively, it can result in either doggerel or unhelpful bounciness of tone – which is why I always used it for my humorous and satirical verse in other, more light-hearted contexts. Furthermore, I was seeking with most of the poems to capture authentic, even if imagined, dialogue, and that seemed best represented by free verse and less patterned formats. These poems needed to seem real accounts of actual events and since, in extremis, or even in ordinary life, we rarely think, speak or write in rhyming couplets or neatly composed sonnets, more conversational styles and presentational effects were preferable, including the ability to create orthographically impactful presentations, using varied line-length, use of white space, etc.

· powerful and impactful texts. While wanting these poems to be accessible and authentic, I also wished to use the range of poetic techniques available to me to have the greatest impact without alienating my readers. While I do not expect readers necessarily to identify or perhaps even notice all the techniques, I intended that they have an impact on readers’ responses. Techniques, many recognised in cognitive poetic analyses as having powerful impact on readers, included: 

· powerful metaphors to help readers imagine and empathise with experiences they may not themselves have had – Including what cognitive theories might call ‘mind-modelling’. I found that I instinctively turned to metaphors anyway when talking to friends about how I was feeling, and it seemed very natural to employ these in the poems themselves. Research into how patients talk about illness has revealed a common tendency to turn to metaphors to describe experiences and emotions, in particular metaphors of violence and journeys (Semino et al, 2017). Both such metaphors feature heavily in my and Faber’s poems, suggesting that not only the patients think in these terms

· deictic details, including specifically embodied experiences, to draw them closer to the events described, building engagement and empathy and, as I now realise, assist and projection (Gibbons and Whiteley 2018: 163;  Stockwell 2002: 4)

· structural and orthographic features to guide their reading, creating pauses, showing developing narrative, throwing emphasis where desired and building tension

· specific discourse features such as voice and mood – In particular the use of the second person address – to be discussed in detail below (Herman, 1994: 235-6)

· reference to known scripts and schemas, calling on readers’ shared world knowledge and cultural experiences, of love, marriage, illness, loss, etc, in order to make the personal universal, and vice versa (Semino 1995; Gibbons and Whiteley, 2018)

Ultimately the purpose was to capture and convey intensely personal experiences in a way which invited readers to, at the very least, sympathise with and understand them, and, perhaps, carry forwards a greater appreciation of the processes of grief.  In some more powerful cases readers may find validation of their own experiences, which perhaps they had not felt able fully to acknowledge or vocalise themselves. 

Finally, I wished to present a version of the extended journey through grief and loss, recognising that the most intense pain does slowly fade and some recovery is possible – something it is hard to believe in the early stages, resulting in a debilitating fear that this extreme state may be permanent. I tried to portray this journey by organising the poems in an order which reflected that process chronologically, rather than in the order in which they were actually written. (Interestingly Faber comments that he did the same thing). The anthology begins with Owl Pellets, already mentioned above, which sets out the visceral initial motivation for writing the poems, and ends with Giving Voice, which focuses instead on my husband’s courage and humour, the many qualities which made his life so valuable to those who knew him, showing my growing ability to remember with pleasure the better times we had shared before he was ill, and delivering on my wish to memorialise him. Closing the ‘literary brackets’ opened by the first poem, which frankly discusses the process of writing and speaks directly to the reader about the poems’ intended purpose, the final poem completes the process by acknowledging that his loss, and the emotions it caused in me, resulted in the production of this anthology. I reflect, speaking, as elsewhere, directly to him, on how his brain tumour robbed him of his greatest power – speech – and end with the words:
       how fitting then, and how ironic

That by that very life,

and death,

you bring to me

a last sweet, loving gift.

My voice.

Poem analysis

The purpose of producing commentaries for the four poems to be used in my thesis – two each of mine and Michel Faber’s – Is two-fold. Firstly, having declared my intention to work within the disciplines of stylistics and in particular cognitive poetics, I am creating an analysis informed by and employing the tools identified by Stockwell (2002, 2019) and others to produce an objectively verifiable account of the techniques used and their likely effect on readers. As Stockwell points out (2019: 12) in discussing the need for objectively verifiable techniques and their effects, ‘most effects of creativity or reading are unconscious at first, but are nevertheless real, and can be brought to recognition by a clear and precise cognitive poetic analysis’. Secondly, for my own poems, I am providing as honest and straightforward an account as I can of the intentions that lay behind the creation and composition of the poems, and the rationale for the techniques and approaches I employed. Faber has also provided the same for his two (Appendix 4.1) and I append to this a further cognitive poetic analysis of his poems, to match that of my own (Appendix 4.2). Finally, I am producing accounts which I will later compare with the responses of my volunteer readers to the poems, allowing me to identify whether, and to what extent, I can find evidence that the intentions of the author affect or at least mirror the interpretations of the reader, and whether indeed the sort of communication, even conversation, which I have suggested takes place when a reader interprets a poem has indeed occurred.

For this purpose I have chosen two poems from the collection to analyse, reflecting stages of my husband’s illness, his death and my reaction to his loss. I will analyse these in the order they appear in the collection and thus their chronological order in terms of life events. For each I will supply some background context to the circumstances of their creation, the overall intentions which led me to write them and finally the specific techniques I used in each to assist in the creation of the events and experiences I wished my readers to construct and project into, and which cognitive poetics suggest will have specific impact on readers. As I have already mentioned, it is important to acknowledge that, as I had not studied stylistics and in particular cognitive poetics at the time of writing the poems, I can only now apply these specific theoretical underpinnings and the relevant terminology thereof retrospectively. The techniques employed in the poetry, however, were used deliberately and for the effects identified even if, at the time, I might not have referred to them by the same terminology or been able fully to verbalise the means by which they create impact in quite the same terms. Thus, although the terminology is new, the poetic intentions remain valid, as it would for any of the poetry studied by stylisticians and cognitive poeticists, regardless of whether their authors were familiar with the theories. As I analyse my poems, therefore, I apply cognitive poetic terminology to techniques and effects which I consciously employed and intended at the time, but now discuss using terminology which may not have been familiar to me at the time. The two poems I have chosen are:
Tides: describing quite a late stage in my husband’s illness, when he was often asleep or, when awake, lacking much awareness. He had more or less lost the power of speech by then, although I believed he could still understand what was said to him in moments of greater wakefulness. I nursed him at home and was mostly alone with him during these weeks. As he seemed to move deeper into an unresponsive state, I increasingly agonised over whether each return to greater consciousness might be the last, and the implications of this on my need to communicate with him.
Grand Canyon: describing my feelings some months into my bereavement as I tried to face up to the need to move on with my life. My husband and I had visited the Grand Canyon some years before and the poem reflects remembered impressions of it as a real place as well as an appropriate metaphorical symbol of grief. Indeed I had used the metaphor in conversation with a friend, and turned to it again when attempting in the poem to explain the longer-term experiences of grief and the endurance required to get through. For all the following poems, the full texts are contained at the end of Appendix 2 above.
Tides

My husband suffered from an astrocytoma – atype of brain tumour which, rather than developing as a separate and distinct foreign body, acts gradually to take over healthy cells in the brain and cause them to become malignant. This creates both swelling of surrounding tissue and loss of function in the damaged cells. The first indication of any problem took the form of strange repetitive incidences of odd sensations which a locum doctor wrongly diagnosed as panic attacks. Finally, however, my husband suffered a major seizure and, after several months of uncertainty waiting for changes to show up in scan results, received his diagnosis. The tumour tissue took over the left side of his brain, an area associated mainly with language, memory, and right-side movement, and as a result he increasingly lost the ability to speak, and, at the very end, to understand the speech of others. He also became paralysed on the right side of his body. He had two surgeries to debulk the tumour, and to provide better diagnosis. The first of these falsely gave the impression that the tumour was low grade, making us believe briefly that he might have a long period of remission. Sadly, this proved a false hope, and a later surgery removed his whole left temporal lobe. Following this, and some brief and rather damaging rounds of radiotherapy, he slowly declined and finally died about 15 months after his initial symptoms, at the age of 48. He had long periods in hospital, especially when receiving radiotherapy, which caused severe seizures, but in the end came home to spend his final weeks with me, supported by a local Hospice at Home charity. Most of his family, including his three sons from his first marriage, lived fairly locally, visited regularly and were with us on the day he died. From the start of his illness he insisted that he intended to remain positive, did not wish to discuss his prognosis (which increasingly he could not really remember), and wished as far as possible to be treated exactly the same as before. I felt duty bound to respect his wishes, and a great deal of artificial brightness and, alternately, black humour ensued. However, as time went on, as his language diminished and he became generally more prone to sleep, and less responsive when awake, I struggled to decide if I should take a last opportunity while I still could to say some of things it felt important to have said to him before he died – even if just to say goodbye. I had already accepted that he would neither wish nor be able to say these things back to me, but felt, perhaps selfishly, that it would help me later at least to have communicated the things I wanted to. 

In this poem my overall intentions were to capture both his decline into a strange, distant state, where it seemed he was already mostly lost to me, and also to acknowledge the agony of not knowing at any point whether he might still experience another revival where we could communicate, in a limited way at least. The idea that he might just slip away without us ever acknowledging our sadness at the end of our life together, or the love we had shared, upset me deeply. I am sure that this is largely why, throughout the anthology, the poems are almost all addressed directly to him, as they take the place of the conversations I wished to have, and later, looking back, to be glad to have had, but was denied. It is likely that all this cannot easily be conveyed to the readers in this one poem, since much of it is implicit. However wider readers are likely to come to this poem as a result of buying and reading the anthology, and this is a topic returned to in a number of poems, so even if this might not be obvious if read in isolation, in context it will have greater impact. Similarly the readers whose responses I will collect will have been told of the overall context of both anthologies and will therefore again have further contextual detail to bring to bear here. I also wanted it to be clear that, by this stage at least, his silence and distance was beyond his power to change, and that he was at the mercy of something so much stronger than himself that he – and I – could do nothing but submit to it.  This then was the range of events and emotions I intended to convey in this poem, and the situation into which I wished readers to project from the first line.

Having then studied cognitive poetics, I realised that its approaches arise from and are rooted in the embodied nature of lived experience, something which then supports and encourages readers’ deictic projection into literary worlds. Stockwell emphasises the role of deictic detail in assisting this (2011: 205), including syntactic choices which help readers ‘adopt a cognitive stance’ towards the texts they read and the text-worlds they build. Amongst such key deictic details, and aspects of cognitive grammar, are poets’ choices of personal pronouns, particularly unusual ones – at least in narrative – such as the second-person. Herman (1994: 235-6) considers the use of ‘propositional attitudes’ in texts, discussing focalisation through first- and second-person usage. These choices, he suggests, are a form of focalisation which affect narrative distance and point of view, with vocative address tending to create closeness, itself a key component of projection and empathy. It would be fair to point out that second-person address is not uncommon in lyric poetry, which is often addressed to the beloved, or to inanimate objects such as the wind, or the stars. However the poems here in question are, while clearly describable as lyric in some respects, such as emotional personal response, unusual in other respects. Most pertinently, they are often much more narrative than is the case for lyric poetry in general, which often focuses on a key, generalised, out-of-time moment, and often addresses non-human entities in order to make appeals to their higher powers. These research poems are rigorously precise in focus, on real people, real events, and real time, but are also narrative in the sense that they tell the story of key moments, or processes and certainly, across the anthologies, create a most definite and developing chronology. 
In addition, they are surely unusual in that within both anthologies, almost every poem is written in dialogic format, addressed to an already dead lover. While it may be common for this to occur in single elegies, again in often high-flown and lofty language, the very simplicity and reality of these events and conversations, focused on actual embodied experiences, makes the vocative usage here both unusual and worthy of discussion. In this poem, as is the case with both poems which I will analyse, I write in the first person, but in the form of a supposed dialogue with my husband, addressed as ‘you’ throughout. Given that he is clearly unable to hear me during the period described in the poem and indeed that I actually wrote this poem many months after his death, my choice to create this, and other poems, in dialogic form is significant. Firstly, it communicates my continued desire to maintain a dialogue with him and a reluctance to accept that this is no longer possible. The title of the anthology, Dialogue for One, indicates this. Of course, this is particularly relevant and poignant given that loss of speech was a key symptom of his condition. This desire for dialogue is not only true within the events of this poem, while he is still alive and might yet return to consciousness, but references how I then felt after his death also. The fact that the poem explicitly addresses the difficulty I had in deciding when to accept that he had gone beyond contact, and acknowledge it was finally time to say ‘the only (word)/that’s left to me to say./Goodbye’ transfers poignantly to my situation after his death, when, in writing this and the other poems, I still needed and hoped for some final communication. In most literary texts the choice of voice is fairly prototypical, with the most common choices being first- or third-person narratives. Even within lyric poetry the use of the second person is most commonly a form of poetic apostrophe quite separate from the personal and intimate address of these poems. It is this unusualness of the choice, by both Faber and me, to employ, almost without exception, the second-person address which makes this aspect worthy of detailed analysis.

Of course writing my poems as pseudo-dialogues with Chris may be emotionally rewarding for me, but risks becoming a deictically distancing technique for readers, being as it is an ontologically removed exchange (or pretended exchange) between two intertextual characters, one of whom, being unconscious, and in later poems dead, therefore exists only in this imagined dialogue, at a yet further remove from the reader. However I believe that, as explained by Stockwell (2011: 208), the technique in this particular context actually has the effect of bringing the addressee, here Chris, closer to the deictic level of readers, partly by implying that in some sense, dialogic if not empirical, he is still sentient, and, later, still alive. This technique, Fludernik (1994: 282) suggests, involves the narrator’s adoption of a ‘reportative character’, relating the addressee’s experiences, and I use this both here, where Chris is still alive, if unreachable, and later after he has died. This deliberate subversion of temporal deixis gives readers the impression that Chris’s state remains constant throughout the timescale of the anthology, creating immediacy as well as conveying the fact that he remains ‘alive’ and available to communicate with, in my thoughts. In my work with the bereaved I find it very common for people to hold imaginary conversations with their loved ones for long periods after their deaths and describe how inconceivable they find the idea that the loved one has gone for ever. 

In this way the second significance of the choice of the vocative, as discussed by McHale (1987), Fludernik (1994), Stockwell, (2002), Gavins, (2007) and others, is that it creates a blurring of ontological boundaries and a sense in the reader of being in some sense the addressee, even when, as here, there is an intratextual recipient. Fludernik (1994: 288) discusses what she describes as ‘homocommunicative narratives’ – those which move between ‘I, ‘you’ and ‘we’ – explaining how these can effect ‘a crossing of lines between discourse and story’ (what is happening and how that is being communicated). She claims this technique involves ‘projecting the story from the discourse level’, making an actant of the addressee, yet not only telling the addressee’s story, but having the effect of ‘relieving (the narrator) of these events’ (1994: 288) – the cathartic effect that I have referenced earlier. Also, as mentioned above, the technique of apostrophe is common in lyric poetry, and can have the effect of creating ‘vivid effects’ which, for the reader, turn ‘hearing about something into seeing/experiencing it’ (Kacandes, 1994: 329), by means of blended focalisation which creates two addresses, one overtly to the apostrophised person and a second covertly to the reader. Thus, even as I address Chris, readers cannot help feeling self-addressed, or at the very least more ‘present at the experience’ (Kacandes, 1994: 332).

The fact that the textual ‘you’ is also incapable of response in this case, something both the poem itself and the preceding poems and foreword make clear to the reader, represents what Fludernik (1994: 282) described as ‘metaleptic crossings of the existential levels between narrators and characters’. The reader, as with the addressee within the poem, is made to feel both just out of reach and yet, it is implied, a possible future correspondent. If the purpose of the poems is, as stated above, both to convey realism and to assist reader projection into the situation described, the use of the vocative is likely to do that, as well as to make readers, to some important extent, identify with the actual addressee, Chris, building empathy for his precarious state. In addition, the perception naturally created by the use of the vocative ‘you’, that readers are being directly addressed by the narrator/poet, adds intimacy and closes the narrative distance between reader and text world. Since my intention is to provide the means for readers to build a powerful mental representation of the events I am describing, and to encourage their close engagement and empathy with the events and enactors therein, this choice of voice is a central feature.

In addition to these pronominal and grammatical details, cognitive poetics also explains how other specific lexical and semantic choices can help create powerful effects. Gavins explains the importance of the ‘relationship between our conceptualisation of real-world experiences and our mental representations of discourse’ (2007, 35). Deictic detail again impacts strongly here, with the potential to create a specificity of time and place which once more places readers in close proximity to events described. I especially sought to create this in my most intimate and detailed poems, in order to maximise their impact. In Tides, I convey my distress as the effects of Chris’s brain tumour take him metaphorically ever further away, with a range of adverbial locatives ‘downward’, ‘closer’, ‘here’, ‘further’, and prepositions ‘through’, ‘over’, ‘upon’, capturing the ebb and flow of his mental state and, with it, our relationship. The verbs chosen, too, reflect for readers his being in constant and involuntary motion, ‘sliding’, ‘marooned’, ‘ebbing’, ‘flowing’, ‘tugged’, ‘stretching’, ‘shifting’, ‘reach’, ‘returning’, ‘takes you’, ‘lost’. I use demonstratives, the direct article and, as discussed, personal pronouns to add social deixis while specific details bring readers directly into this moment, ‘those doll-like pupils’, ‘your inner raft’, ‘here on shifting sands’, ‘I nearly have you’, ‘this next may be the one’, Chris’s diminishment further emphasised by the distance created by the epistemic phrase ‘as if your life had bled…smoothing…memory to blankness’. Thus in the poem Chris is ‘here’ with me and yet this technique conveys his metaphorical distance as the ‘siren tumour-tide’ lures him away to oblivion. As readers are projected into the situation described, they are encouraged to experience, or at least understand this distancing and the distress it causes. Further, the use of such details such as ‘mildly’, ‘smoothed’, ‘youthful’, ’doll-like’ to describe Chris’s appearance and behaviour serve to emphasise both his actual youth, which adds to the perceived tragedy of his situation, and also his loss of vitality and expression. The empathy and projection created in the reader through these techniques therefore has the strange and disorientating effect of making Chris at different points in time seem both closer and yet further away, as if they have found him only to be about to lose him again. In a small way this mirrors my own feelings both of closeness and imminent loss and assists readers in relating to this more powerfully.
Conceptual metaphors are also employed in the poem, creating cognitive links with readers’ shared linguistic and world knowledge. The common metaphor LIFE IS A JOURNEY (Lakoff and Johnson, 1980: 3) is invoked but here maps a new and deviant aspect from the source domain – showing that Chris has now moved from his life’s central journey onto a different path, diverging from mine, before finally reaching the dead-end later described in Grand Canyon (analysis to follow).  My repeated use of prolepsis and analepsis in that later poem – Stockwell’s ‘flashbacks/flashforwards’ (2011:205) – reveal my oscillating progress in this journey. However I relate those later memories in the past tense, suggesting an emerging acceptance of their irrevocable nature. In Tides, at this earlier stage in the process, I employ present tense narration, (‘I ask/…/is it now that I must speak’), conveying that this is a traumatic, and repeating, moment of extreme indecision which, it is implied, still remains very immediate to me, if readers assume this is written later, looking back. The focus is on the continuing strain of that period of decline and the uncertainly I felt about what was to come. This choice of present tense narration again makes events described seem concurrent with and thus closer to the reader’s real-world origo, since it creates situation in which readers seem to witness and share the narrator’s experiences and feelings. Finally, to emphasise the sense of a current and ongoing situation, readers are left to speculate whether I did indeed manage to say that final ‘Goodbye’. Involving readers in such speculation, especially if unresolved, creates further and deeper cognitive engagement with the text.
A further cognitive metaphor, reflected in several other poems in the collection, is also invoked, that of ‘ILLNESS/DEATH IS THE SEA’, which is used at various points in the collection to invoke that source domain’s connotations of power, depths and cycles, reflected in both tides and the movement of waves, here mapped onto the processes of illness, death and grief. This is at its most fully developed here, in Tides, as a macro-metaphor which is extended from its first invocations ‘marooned upon your inner raft…/ebbing and flowing/tugged by the siren tumour-tide’ through the various micro-metaphors which follow. The powerful multi-layered metaphor of ‘siren tumour-tide’ suggests both an irresistible, evil-intentioned force, through the mythical connotations of ‘siren’, a wicked creature who lures men to their death, as well as directly linking the two aspects of the personified ‘tumour-tide’ – the cancer itself and its cyclical and repetitive attacks. These together form the weapon by means of which the siren will ‘tug’ Chris away to some dreadful fate. 
I then describe myself waiting uncertainly on ‘shifting sands’, suggesting a dangerous and unreliable foothold at the sea’s edge, while trying to catch a glimpse of his possible ‘signals…through banks of fog’, reflecting both his confused state and my own inability to discern its import. I intended here to convey the fact that this agonised wait was not an isolated but rather a repeating event as ‘each tide turns’, leading, perhaps before I have been able to reach him, to ‘the one/that takes you/over the horizon’. The idea of his being pulled by the power of tides makes clear that he is in the grip of an external and uncontrollable greater power. In addition to using this familiar cognitive metaphor, I use further techniques identified in stylistics and cognitive poetic theory here by tapping into readers’ life experiences and referencing established scripts and schemas both of real-life events and from films, books and television, of storms at sea, natural disasters, lost mariner lives and grieving widows waiting on the shore. Above all, I invoke the qualities of the source domain, the sea, here mapped onto illness and finally to death, as being something from the natural world, but of cosmic force and inevitability, beyond human power to resist or survive.

As discussed earlier, the poem uses relatively straightforward lexis, and the analogies and metaphors used are also within the likely everyday life experiences of readers – dolls, melting wax, the sea. For readers with their own scripts for illness and loss, further distressing details may well be added to those I provide. The poem further represents some of its key themes orthographically, with short, broken lines, created in part by enjambment and thus punctuation which follows purely syntactic requirements, which do not always coincide with line endings or beginnings as one might find in more traditional poetry, an effect which I discuss more fully below. I chose here, as elsewhere, to use free verse, believing that this was most appropriate to capture the reality and authenticity of events, as well as mimicking the natural form and cadences of everyday conversation, since the poem represents both a dialogue with Chris and also my own internal, constantly shifting thoughts. Mair (2006: 187) comments on how the use of more colloquial language and natural spoken structures create closeness for the reader. To present these in a neatly rhyming or metrically patterned way would seem both unnatural and also a poor representation of the uncertainty and ever-changing events and emotions of the poem, and our lives at the time. However I do divide the poem into three distinct stanzas, with one final, separate, line although the stanzas are not of regular length or identical orthographic layout. Instead they represent a three-part narrative, where the first stanza captures a typical moment in my interaction with Chris at this stage in his illness and focuses on the impact it has had on his appearance and responsiveness, by wiping away all his expression and awareness. The second gives a wider description of his fluctuating state over time, moving into and out of more conscious states, but deteriorating with each wave. The final stanza then focuses on my emotions and turmoil as I try to read the changing situation and decide whether I can identify the last moment at which he might understand me if I try to communicate. As I said earlier, he had asked me not to discuss his illness with him and thus there is an added pressure to choose a final moment when perhaps this is forgivable both as it is in extremis and because it will not result in lasting distress for him as he finally succumbs to unconsciousness where he can feel nothing. 

Although the poetry is presented to readers in written form for them to read, aloud or to themselves, as they see fit, there are frequent cues in the structure to guide them in how I intended it be read. Line breaks, especially where not syntactically required as marking the end of sentences, create pauses, however brief. In the first stanza, line breaks throw emphasis on key final words ‘youthful’, ‘downward’ and ‘to blankness’. Chris was 48, so relatively youthful in terms of normal life-expectancy, and I wanted both to emphasise this, but also to convey the irony that the illness had made him seem even younger, almost childish, as it removed expression and liveliness from his face, seeming to wipe away laughter lines and the minor decrepitudes of age. This may make his situation seem less distressing. Many of us long to look younger than we are and it may suggest he is not in pain or afraid. But there is also something both deeply ironic and horribly inappropriate when illness does this to someone, perhaps especially a younger, usually strong man. 
The cultural connotations of ‘doll-like’ further emphasise this, hinting at possible readers’ scripts for horror films where expressionless dolls or robots behave in sinister ways, but also evocative of a lack of inner life or human sensibility. Chris has been robbed of his vitality, even his spirit. The cognitive metaphor ‘GOOD IS UP/BAD IS DOWN’ is evoked by the image of his features sliding downwards, like ‘molten wax’, made yet more sinister by the verb ‘bled’.  In the second stanza the broken lines, splitting one long sentence into ten separate segments, capture orthographically, and in the paused reading it invites, the ebb and flow of both Chris’s condition and my repeated agonising about what to say or do. For example, the final break before the word ‘Goodbye’, although in this case presented via capitalisation and punctuation as a genuinely syntactically separate utterance, is made especially separate by its move to a new line, with a line break in between. This represents both the hesitation I feel in saying this word, representing as it does my reluctant acceptance that this is the end, and also the absolute finality it represents in terms of our relationship and indeed his life. It is a word which it is anticipated will trigger mental representations in readers of their own life experiences, with powerful connotations of departure and loss.

This broken structure continues into the final stanza, again throwing emphasis onto key themes, through the choices of line-endings. Through these we are reminded of the importance of, and challenges to, speech, for both Chris and me – ‘ask’, ‘silent’, ‘speak’, ‘riddles’; the repetitive nature of this anguish we both face, and the power of the force which grips him, shown through – returning’, ‘horizon’, ‘sea’; and, at the end, the finality it will eventually bring to our relationship – ‘forever’, ‘Goodbye’. Again, too, the short lines and non-syntactical breaks emphasise the confusion I feel as I veer between speaking and silence, and the ever-changing nature of Chris’s condition which causes this uncertainty. Meanwhile the enjambment, with its frequent spilling downwards and interweaving of lines, and the events they describe, emphasises the repeated and unending nature of this situation and even, perhaps, mirrors the physical downwards collapse of Chris’s face. 

Thus, through a combination of stylistic features such as detailed descriptions of events and emotions, powerful but accessible metaphors and manipulation of form and structure, I hoped to convey to readers two key themes. Firstly, I wanted to communicate the immediacy and sadness of Chris’s physical and mental deterioration, his loss not just of speech but of identity. Secondly, I wanted to convey the ongoing anguish for me of trying to decide when, if at all, I could risk defying both his instructions and my own desire for hope, and choose to say the word I both dreaded, and longed, to say: ‘goodbye’. I will be intrigued to see how much, if any, of this is recognised by my readers, either explicitly or implicitly in their responses to this poem.

Grand Canyon

Grand Canyon is the most metaphorical of my poems and indeed arose from the metaphor I most commonly used in conversation to explain to friends how I was feeling. Once I came to write the poem, it became a mega-metaphor developed through a range of micro-metaphors extending across the whole poem. I used the idea of descending into a real and well-known place – the Grand Canyon – as a metaphor for the desperate, demanding and intensely physical ‘journey of grief’ – its length, its cosmic scale, hard even to conceptualise, its exhausting and challenging physical features, its loneliness and, of course, its evidencing of the familiar conceptual metaphor UP IS GOOD/DOWN IS BAD.  My imagined descent into the canyon represents the depths of grief to which I sank, and the slow climb out again represents recovery. Chris and I had visited the Grand Canyon just two years before his illness struck and its features were clear in my memory. It had been over 40 degrees Centigrade when we were there and we only ventured about 50 yards down into the canyon itself, as the heat was unbearable and the effort involved to climb either up or down was made extreme by the steep sides. In fact ziz-zag pathways had been cut into the wall so that people could make less steep, if longer, descents or climbs. We were told by a guide that everyone planning to go all the way to the foot of the canyon had to carry the considerable quantity of water they would need on their backs, making the descent, and especially the climb back out again, particularly demanding. However not to carry water would be disastrous, given the heat. 
The more I unpicked this metaphor, the more I saw features which seemed to capture particular aspects of grief very effectively. I imagined climbing all the way down, and, even harder, all the way back out the other side, and felt this reflected very well my sense both of the descent into deeper and deeper despair as the reality of losing Chris began to sink in, and also the enormous task facing me to pull myself back out of this pit so that I could resume some sort of life on my own. One of the things which made this still harder was the sense of betrayal I felt in seeking to create a new life for myself, which Chris would never know or share. The image of leaving him behind on the far rim, evocative too of more mythological imagery such as crossing the Styx, etc., seemed to me to encapsulate the fear not just of leaving him but also of my memories of him fading over time, given the many years I seemed likely to live on without him. I felt that, in addition to the details I gave of the place within the poem, I could reasonably assume that the Grand Canyon was a sufficiently familiar landmark that most readers would at least have heard of it and seen pictures, if not visited, and thus would have an idea of its enormous scale and powerful impact, key aspects which the mega-metaphor relies on and assisting readers’ projection into this imagined place. 

The poem begins with a flashback to a past visit Chris and I made. The poem’s title has already given context to where we are, and the opening stanza immediately offers readers considerable deictic information, fixing where we are locatively, if not temporally, although it becomes clear that later location of events there is metaphorical. The size and scale of the place is conveyed by describing it as an ‘astounding cosmic wound’, deepening the metaphorical layers by describing the canyon which is itself a mega-metaphor for grief by means of a further damage-related metaphor. Similarly its ‘totally non-human scale’, which explains why we ‘gazed in speechless wonder’ at this sight, refers both to the actual landmark but also to the nature of the grief which it represents. This description conveys awe and amazement, but also has overlays of more sinister features. The ‘cosmic wound’ suggests pain and damage, caused by some power beyond human scope, and of course linked to Chris’s and my suffering, while the ‘heat’ which ‘reflects upwards like a blow’ creates an impression of discomfort, even threat. This prepares the reader for the use of the setting and its features to symbolise the pain and exhausting demands of grief. 
Ironically, the reference to our ‘speechless wonder’ during our first visit echoes a key theme of the book, which is Chris’s later permanent loss of speech as his illness progressed, something my readers will be aware of from the first poem, Tides. In this opening stanza, I describe us before the illness hit, where in fact he could have spoken, but the astounding scene before him takes that speech away. By the time we move into the second stanza, the scene before me has become something metaphorically as powerful and silencing. The second stanza, at first sight, may seem to introduce a second real-life visit, but closer attention shows that the first- person plural pronoun of stanza one ‘We gazed’ has now become the singular ‘I always knew that knew one day I’d return’, and the first hint is given that this is not just another holiday jaunt, backed up by the stanza’s final clause ‘but this was not the context I’d foreseen’. The conjunction ‘but’ further emphasises the change of circumstances both from the first visit and in my assumptions then about future returns. 
Indeed this stanza represents a series of complex temporal switches from the already flashed-back reference to that first visit, signalled both by the use of the simple past tense of stanza one ‘We gazed’, and also by the ensuing passage of time implied by ‘I always knew’. This references a period of time, from the original visit to the present one, during all of which I had maintained the assumption I would return. We then move to the more recent past of ‘but this was not the context’ and the more distanced pluperfect of ‘I’d foreseen’. Thus the reader is taken through a sequence of time-zones – the simple past of the first visit, and my assumption, formed then, of a future return, then the continuous period of time during which I had held steady to that assumption, then the more recent past where I had had to review things because of this new situation. Finally, as we move into the present tense of stanza three ‘For though I gaze again…’, the reader is brought up to date to the time of writing the poem, and the origo into which they must project themselves. 
Further potential confusion is created by my statement that ‘I gaze again/my hand in yours’, which seems to imply another joint visit, and it is only as the stanzas progress that it becomes clear that this is an account, not of a real-world visit, but of ‘the journey grief would be’, where the hand-holding is purely metaphorical, albeit central. It is risky here to confuse the reader, and it is possible that a careless reading of the poem might leave readers believing Chris and I are still together, but I would hope that the later details where I state that Chris had no choice about leaving me, and that eventually I must also accept that I must leave him behind, would clarify the situation. However, like many others, this is a poem which would benefit from rereading, as readers adjust and revise their perceptions to take account of later information. What I hope is conveyed by this somewhat confusing opening is the blurring in my mind of past and present events, the reluctance to leave that past behind to face the ordeal of grieving and acceptance, and my eventual understanding that I cannot recover until I let this past go. It is deliberate that I mix past memories with present reality, suggesting that at this stage of writing the poem I am still holding Chris’s hand in mine, emotionally if not physically, and that there is a real battle going on in my mind to split apart past, present and future. Many grieving people make verbal slips when talking about their loved ones, such as talking about them in the present tense, and it is also common for a widowed partner still to use the pronoun ‘we’ when discussing aspects of their lives. These are hard habits to lose, especially when one doesn’t wish to lose them, and it was this double-think and confusion I hoped to convey here.

In stanzas two and three I provide many more deictic elements to assist readers to project themselves into this text-world, many of them making use of real-world aspects of the Grand Canyon, while using them as metaphors for aspects of the journey of grief. And of course two key conceptual metaphors are employed here  DOWN IS BAD and GOOD IS UP, and LIFE/GRIEF IS A JOURNEY.  Indeed I refer directly to ‘the journey grief would be’ and to begin with this is a process of entirely downwards travel through a ‘brutal hostile land,/so steep the path zig-zags’. While the latter is a real-world reference to the paths cut into the wall of the Grand Canyon to help visitors manoeuvre either downwards or upwards on such a steep slope, both the language and the imagery in this section provide not only extensive deictic detail but powerfully negative elements. Lexical choices build up a grim picture of the challenge ahead, where ‘grief in this ‘brutal, hostile land’ faces a ‘so steep’ journey on a slope which ‘zig-zags/like razor-slash’, requiring ‘a hundred yards of toil for each foot gained’. This is especially impactful as it becomes clear that this is a journey I do not wish to make. These intensely physical images convey the powerfully embodied nature of grief, while also corresponding to cognitive poetics’ grounding in the embodied nature of all human experience and language. I chose consonants which, linked to the meaning of the words, I intended to sound harsh, especially in ‘brutal, hostile’ and ‘zig-zags like razor- slash’, along with the savage connotations of the latter image, add to the sense of danger and pain. The final segment of this stanza recalls the opening one, in the real-world canyon where ‘the only ones who get through/are the laden/who must carry all their water/on their backs. This is particularly demanding, since it is clear how challenging this descent is already, without the weight of water-containers being strapped to travellers’ backs, and thus, although this is life-giving water, it is carried at a heavy cost, literally and metaphorically. In the wider conceptual metaphor LIFE IS A JOURNEY, the notion of ‘carrying baggage’ on that journey, which if often used to refer to emotional traumas and their resultant damage, is a common extension of the metaphor.
The relevance of this detail and its metaphorical heft, becomes clear in the next stanza, where I make explicit the link, declaring my realisation that this is to be ‘my journey,/to struggle down/into this desperate place/for which, with love alone/I’m weighted,/to ease the parching agonies of grief’. I am hoping that readers make the connection between the real-world travellers who must weigh themselves down with water-bottles, which will make the journey harder, but which will also be essential for their survival and a literal life-saver in the heat, and me, the poet, whose love for my dead husband is similarly a terrible burden as I deal with his loss and yet also the one thing which can sustain me through the grieving to come. I imagine at least some of my readers will be familiar with the saying ‘grief is the price you pay for love’, and recognise this metaphor as referencing that idea. It also references a number of conceptual metaphors such  LOVE IS SUSTENANCE but also LOVE IS A BURDEN. It is at a time of loss that we find the collision between LOVE IS LIFE and LOVE IS A BURDEN most vividly exemplified. This grim stanza finishes with the desperate realisation that ‘even if I make it to the bottom,/the other side awaits/my upward climb’. Here again DOWN IS BAD/UP IS GOOD is evoked, but with the recognition that the journey upwards is also a very challenging one to make. In the case of this imagined mental canyon, the sides are so steep that both the downward and the upward climbs are almost equally exhausting and daunting. The only difference is that the upward climb has potentially a more positive endpoint. The challenge is further conveyed by the use of the hypothetical ‘if I make it…’, which, through epistemic modality, creates doubt in the reader’s mind about my likely success, echoing that in mine, and makes a potential positive outcome seem more distanced. A key theme here, reflecting an important challenge to some cultural expectations, is that grief gets worse before it gets better. One must descend a long way before the recovery begins, and both stages of the journey are daunting, explaining why some people seem not to be able or willing to undergo them.
In stanza three I begin in an apparent present tense world in which ‘I gaze again’ at this forbidding place, then, using deontic modality to convey my sense of duty, I imagine, despite the use of the present tense, a future commitment where ‘I must descend into the deep’. Stanza four begins with a further time-switch to an undefined past period where ‘I knew of course the journey love would be’ but then shifts yet again to an apparent present tense description of the site of that journey where ‘the path zig-zags’, etc. This sense of passing, and indeed confused, time is important to convey the notion both that grieving is a lengthy process and that it may neither begin straight away, nor progress in a linear and predictable way. Bereaved people often speak of having a confused sense of passing time, with some periods seeming to drag endlessly and others seeming to pass with bewildering speed. It can seem simultaneously that the loved one’s death happened a long time ago and yet also just yesterday, representing the way that much of the journey made by those who are grieving is a matter of emotional adjustments made rather than the simple passage of time. 
Stanza five then opens with a present tense acknowledgement that this is what ‘I see now/is my journey’, using the anaphoric ‘this’ to reference the descriptions just given and to fix the temporal and spatial origo for readers in the present, and in this place. However the journey itself remains a prospective one, in a hypothetical future and may yet not be completed.  Again this blending and intertwining of times, where only the setting remains constant, and my movement within it is still imaginary, captures, I hope, that aspect of grief where one can see what one must do to move forward, but also how painful that will be, and that there is a period of hiatus where the future remains very much hypothetical with the very real possibility that the sheer scale of the task will defeat the bereaved person, leaving them stuck in this inhospitable and barren place. Numbness and disbelief form early stages of grief for many people (Parkes and Prigerson, 2010).
This then explains the further time-switch in stanza six, where suddenly we have moved forward to a future point, from where I can describe retrospectively that ‘for days, then weeks, I stood there’. The escalation of ‘for days, then weeks’ emphasises just how long this inertia lasted, emphasised by the metaphorical ‘what froze me was the cruel realisation/that you must stay/behind me on the rim’. And now, in these final stanzas of the poem, I disclose the true cause of my delay. The fact that I declare that ‘it wasn’t at the journey/or any of the gruelling times to come’ which stopped my progress is made much more powerful given the detail provided of how daunting that journey would be, and so prepares the reader for what must be an even more challenging barrier. We move finally into the present tense again where ‘I am free to hold you close/and stay’. This perception that staying with my dead husband and ‘holding him close’ is not only possible but almost overwhelmingly appealing makes clear to the reader the extent to which I still have to come to terms with his loss. Any ‘holding close’ I do can only be in my mind and my memory – reflecting the earlier memory with which the poem starts. But also reflected is that ‘cosmic wound’ – the Grand Canyon in the real world, but now for me also the experience of loss and grief. The wound is so huge that it is almost irreparable. Even as I realise that ‘all my future lies across that canyon/so, somehow, I must reach the other side’, I am still unable to take the first step. And here I explain the final devastating barrier to this act of moving on. ‘But oh the painful shame/of this betrayal’. These lines are broken graphologically to throw emphasis on the lines’ final words ‘shame; and ‘betrayal’, and separated from the stanzas around them, further underlined by the spoken language of the pained exclamation ‘oh’, made to seem part of an actual spontaneous cry rather than a more poetic trope by the lack of punctuation separating it from the rest of the sentence. This is a cry from the heart. I then finish with an as yet only imagined future event where:
       I tear my eyes from yours

to turn my back,

to leave you ever stranded

and discarded

till,

in the heat-haze fading

you are gone.

From the description of the effort it takes to ‘tear my eyes’ from Chris’s, increased through the placing of so many negative and distressing words at the end of the lines - ‘back’, ‘stranded’, ‘discarded’, ‘fading’, ‘gone’ – my intention here was to try to express the sense of betrayal and desertion I felt in contemplating moving my life on, as well as my terror that it would result in my having, in some way, to forget Chris – to leave him behind me, slowly slipping further and further away. It is perhaps assumed that bereaved people must be desperate to get through this stage of extreme grieving and begin to recover, but I wanted to demonstrate that the processes and stages of grief are often not that straightforward. The fact that, as a nation, we still hold a Remembrance Day service for people, some of whom died over a century ago, is partly of course as an act of thanksgiving for their sacrifice and partly in the hope that by recalling the cost of such conflicts we may hesitate to repeat them. However there is also the fear expressed in the words ‘Lest we forget’. I had assumed that this was a warning to a nation not to forget, although families in private would always remember, but when I faced my own loss I found that the fear of forgetting, not the person themselves, but more intimate and specific things – their smile, their touch, their smell, all the intensely personal things that only you shared with them, or at least shared in a unique way – might somehow slip away over time, is very real and very powerful. I wanted to try to explain in this poem why it may be that grieving people may not seem to be ‘moving on’ at the speed that the world would prefer they employ and what it takes to force yourself to accept the loss and let yourself grieve. That means voluntarily surrendering yourself to a devastating reality facing up the pain that brings. Above all, bereaved people have to face the sense of betrayal that they are alive and the loved one is not. For some that is insurmountable.

Appendix 4 – Commentaries on the poems of Michel Faber

Appendix 4.1 Commentary on poems of Michel Faber, by Faber

Commentary Undying: A Love Story – Lebensraum and Nipples
'Nipples' was written when Eva was still alive, on 27 June 2014, ten days before her death. Her second stem cell transplant had failed, all the chemotherapies available in the UK for her multiple myeloma had been tried, and she was being fed a new drug flown in specially from the USA. I can't say for sure if she seriously hoped it would pull her back from the brink. When does hope blur into stoicism? 

The failure of her stem cell transplant had been heralded by the eruption of extramedullary plasmacytomas -- wart-like buds of tumour on her abdomen, her back and her left foot. The American drug was pumped into her body and, at first, the lumps responded. The ones on her tummy shrank into dark blotches, like scalds. The ones on her back, too. The one on her foot stayed much the same. Then, as the days passed, new plasmacytomas erupted on other parts of body, most of them on her head where she couldn't see them, because she refused to take off her wig. It was during this period that I wrote the first poem about Eva's illness. Indeed, my first poem of any kind for many years. 

Who did I write it for? Everything that I'd written in the last twenty-five years had been written for Eva to enjoy or give feedback on. There was no way I was going to show her 'Nipples'. Apart from the fact that she was so full of chemo that she could barely stay conscious, it would have been cruel to hold this mirror up to her. So who did I imagine ever reading this? I had no conception that I would end up writing a book full of poems. Does that mean I was communicating with myself? If so, why bother to write a poem? I was right there, watching my wife dying, free to think whatever occurred to me. There was nothing much to do all day except meditate on her cancer. 

 

Eva is addressed directly in the poem, as she is in most of the poems that I wrote after her death. At this juncture, although I was with her all day and night, her ability to focus mentally fluctuated according to the amount of painkiller she had in her bloodstream, and large swathes of our time together consisted of her dozing or communicating only about her immediate physical needs. So maybe the poems serve to fill the gap when you're accustomed to having very intimate, nuanced conversations with someone who can't have them anymore. But then, why not write a journal, or unsent letters to the loved one? Why make art? 

From this first poem onward, the instinct to make art is there. An argument could even be made that 'Nipples' is consistent with the style and approach of Michel Faber's novels and short stories. In my fiction, I often sexualise things that are not at all sexual, and de-sexualise things that are. It's an alienation device that nudges the reader off-balance, makes them unsure how to take what they're seeing, forces them to think differently. Eva's plasmacytomas did resemble nipples. I would say that the tone of the first seven lines of the poem is pornographic. There's a deliberate confusion of boundaries between excitement -- the idea that Eva's flesh is playing host to some sort of weird orgy of arousal -- and the horror of realisation that these "nipples", these swellings, this riotousness, are the marks of impending death. 

There's plenty of alliteration, a rhyming couplet, some internal rhymes as well. Midway, the focus shifts to the nipple on Eva's foot. This was the one that flared up first when the stem cell transplant failed, so I suppose I regarded its progress as emblematic of Eva's likely fate. The poem speculates that this plasmacytoma may flatten and disappear, but the very existence of the poem suggests that the poet knows damn well it won't. I am observing myself staring fixedly at Eva's cancer, trying to stare it down, so to speak. The cadences are tense, incantatory almost. The line-breaks discourage easy flow. There's anger there, and black humour, and an overriding sense of things not being as they should be, and even a kind of wonder at the ingenious energy of cancer. All qualities that would recur again and again in the collection, even though at this stage there was no notion of anything more than this one poem.  

A year later, when I was pulling Undying together, I placed this poem half-way through the book. By then, I had decided that the poems should be arranged not in the order that I'd written them, but according to the chronology of Eva's illness and my grieving after her death. Whatever purpose they had served for me while I was writing them was thereby laid aside in deference to what a reader -- a stranger who had never known Eva or me -- would need in following this story.

'Lebensraum', written 21 December 2014, five months after Eva's death, was placed early on the book. At this point, there was still no book in my mind but I'd written a lot of poems and more were coming all the time. I had even read some in public, while promoting my novel The Book of Strange New Things.  

When a poet chooses to share, with an audience of strangers, a poem that evokes what happened inside the body of his wife, there is obviously a risk of being judged disrespectful. Would Eva have wanted her predicament broadcast? Arguably yes, because she herself made art about her cancer (albeit paintings, drawings and photographs). Even so, some of my poems are (by many people's standards) shockingly invasive of privacy. 'Tight Pullover', for example, describes -- again, in discomfitingly sexualised terms -- the mortuary attendants who came to wrap up Eva's naked dead body in cellophane. Eva might have been horrified for people to "see" her in that state. But then, in order for her to be horrified, she would have to be alive, and the whole wellspring of the poetry was that she was dead and I would never again be blessed with her opinion on anything. 

'Lebensraum' alludes to Nazi Germany's insistence that the German people were cramped and needed room to expand -- "room to live", the word literally means. The poem uses this as an elaborate metaphor for multiple myeloma and its treatment. At this point in Eva's cancer journey, she'd been undergoing brutal chemotherapy to reduce the myeloma in her bone marrow to almost undetectably low levels. She'd been injected with growth hormone to stimulate the production of stem cells, and millions of those cells had been removed from her body and put into cold storage. In this poem, she has just been admitted to hospital and infused with melphalan, a poison which will kill off everything in her bone marrow. Then the "clean" stem cells will be reintroduced and either fail to make themselves at home, in which case she will die, or they will thrive in a relatively cancer-free environment and Eva will gain a remission that could last anywhere between a few months and ten years.

World War II loomed large in Eva's family history. Her parents were refugees from Poland, where the most notorious concentration camps were. But Eva had German as well as Polish blood, making the metaphor in the poem even more apt. The poem deliberately keeps it ambiguous whether the millions being killed in this war are innocent cells industriously making much-needed bone marrow, or cancer cells causing destruction. The reference to Eva's body becoming "a death chamber" inevitably evokes the gassing of the Jews, but the reference to "those you hate" targets the loathsome cancer cells -- although of course the Nazis referred to the Jews as a cancer from which the body of the German nation needed to be rescued. Thus the poem acknowledges that all living organisms wish to prosper and multiply. We kill some cells because we want others to have more "lebensraum". Eva is simultaneously the victim and the aggressor, because it's all happening inside her. The uniform she wears is, of course, her hospital gown.

Like many of the poems in Undying, 'Lebensraum' reveals its music almost subliminally rather than overtly. The reader will notice the metaphor and how that plays out, but they might feel that this is almost a hunk of prose, broken up into stanzas so that it fits onto the pages in a verse-looking way. However, if the poem is recited well, or read with keen enough attention, the rhymes start proliferating, separated by unpredictable distances, but nevertheless present: 'monstrous plan' and 'melphalan', 'hate' and 'state', 'alive' and 'survive', 'immunity' and 'community', 'uniform' and 'toxic swarm', 'prey' and 'day', 'flowing' and 'knowing', 'before' and 'no more', 'prepared', 'scared' and 'declared'. On top of that, there's all the alliterations. 

The aim, then, is to produce a piece which has the resonance of poetry without coming across 'poetical'.  In literature, there's an ancient tradition of grief poetry -- verse that commemorates a dead person and expresses the sorrow of those left behind. Much of that genre is conventionally structured according to the standard verse forms of the era, and can therefore sound soothing and pretty. Grief poetry written in more recent times may ditch the neat versification, the sentimentalism and the dignified grandeur, but often replaces it with obscure cleverness. I wanted my poems to be unusual enough to be striking, but raw and direct enough for the anger and pain to radiate out from them. 

Appendix 4.2: Cognitive Poetic Commentaries on poems by Michel Faber’s by Jill Wallis
I used Michel Faber’s poetry anthology about the death of his spouse, Undying: A Love Story (2016) to analyse, in parallel with my own on the same topic, Dialogue for One (2005), in my 2018 Master’s dissertation, Metaphors we Grieve By. Thus it seemed natural, when I decided to focus further on the creation and reception of poetry of grief for my PhD, to ask him if he would be prepared to provide me with some data about his processes of writing. This he most generously did, firstly by answering questions, along with several other poets, about his approaches in general and secondly by providing detailed commentaries for four of his poems, two of which are used for the final data analysis. At Faber’s request I identified four poems from his anthology for him to provide commentaries for, although he later asked to exchange one of these for the poem Nipples as he felt it had particular significance. These poems, along with four of mine, including the final choice two analysed above, were then chosen to be the texts presented to my volunteer readers to give their responses to in the final data collection of the thesis. I provide Michel’s commentaries above in Appendix 4.1.  However, naturally, he has written these as a poet, not as an academic undertaking a cognitive poetic analysis, and thus, since I have provided this for my poems, it seemed important to provide consistent data relating to this theoretical approach for both sets of poems, which can then be compared with readers’ responses to all four poems. I therefore, before reading Faber’s commentaries, also created a cognitive poetic-informed analysis of the poems.  As I have done with my own poems, I have only provided the commentaries for the two poems included in the final thesis analysis, and I present these in the order in which they appear in the anthology, and the reader questionnaire. This, Faber has said, reflects the chronology of events in Eva’s illness and his subsequent bereavement. Like me he says that he chose to ensure they were ‘arranged not in order of their composition, but in their appropriate place in the narrative of losing and grieving for Eva’ (Faber, 2016; 3). 
 Since I preceded my own poetry commentaries with a more general background to my husband’s illness and my subsequent production of my poems, I have also included Michel Faber’s foreword to his anthology below, which gives similar background detail. 

Faber’s Foreword 

‘I used to joke that at the rate I wrote poems, I’d need to live until I was in my nineties before I had enough for a collection.  Enough good ones, anyway. The only poem I felt confident to read in public was Old Bird, Not Very Well, written in 1999.

Fifteen years later, in June 2014, I was living in Room 212 of Parkside Hospital in London. I’d been living there for several months, camped in a recliner chair next to the bed of my wife, Eva. She had multiple myeloma, an incurable cancer of the bone marrow, and was struggling not only with the illness but with the cumulative effects of six years of toxic treatment. Her second stem-cell transplant had failed and her body was a wreck.

Yet we had hopes that a new chemotherapy drug would reverse the latest relapse. With luck, she would get at least six months’ remission in which to go home, be reunited with the cats, tidy her affairs, sort through family photographs, maybe go on one last overseas trip to see her sons. I even imagined she might survive long enough to benefit from new and ever-more-effective myeloma treatments as they were released onto the markets in years to come.

It was in that brief period of wishful thinking that – at Eva’s suggestion – I read Old Bird, Not Very Well to her oncologist. An optimist, as I suppose oncologists must be, he chose to see it as a poem about living as well as dying. Eva wasn’t convinced. But anyway, poetry had entered that dismal, antiseptic room.

On June 7th, just nine days before Eva’s death, when the hope that her plasmacytomas might melt away was fading, I was sitting by her bed as usual. The neuropathy in her hands was so severe that she was unable to call the nurses, so I was nursing her myself day and night, watching for every movement in the bedclothes, listening out for any murmur. But at this moment, she was sleeping peacefully. On Eva’s laptop, at the bottom of an untitled Word document I’d been using for all sorts of purposes including a final copyedit of my last novel and drafts of emails to well-wishers, I suddenly wrote two poems, Cowboys and Nipples. Both were alarmingly grim but imbued with whatever it is that poems must have to go deeper than the words.

I wrote only those two poems, and then it was time for Eva’s cancer to kill her.

Afterwards, as I tried to cope in a world that did not have my dearest friend in it, I wrote more. Sometimes none for several days, sometimes five in a day. I hadn’t known such need for poetry before. I wish I’d lived into my nineties, with Eva at my side, and never written these things.

Just three of the poems in this collection date from before Eva got sick; two from before I knew her. Of Old Age, In Our Sleep is a recent rewrite of a poem I wrote in the early years of working professionally as a nurse. The original 1984 version was more contrived, showcasing the names of many obscure diseases; a 1996 overhaul was more concise, and the 2014 rewrite simpler still. Old People In Hospital appears here exactly as I wrote in in 1984, when I was an observer rather than an insider.

The other poems were written throughout 2014 and 2015, and are arranged not in order of their composition but in their appropriate place in the narrative of losing and grieving for Eva.’ (Michel Faber, Fearn, 2016)

Poem analysis

The two poems under consideration, which I summarise briefly below, are:
Lebensraum: This poem, like many others in the collection, describes in graphic detail one of the medical procedures Eva underwent as part of her treatment for myeloma - in this case a bone marrow transplant. In it he metaphorises the impact of the treatment as a series of moves in a programme of evacuation/cleansing, invasion and destruction, largely through imagery linked to the Third Reich and the Holocaust.  In Eva’s case this is to be followed, hopefully, by successful recolonisation of her body, destroying the corrupted cells and replacing them with healthy marrow. However he leaves us in no doubt about the brutality and violence such treatment involves, and the lack of certainty of its success, employing a striking extended war metaphor to do this.

Nipples:  this poem captures, again with typical graphic honesty, the impact of the still developing illness on her body. The treatment described in the earlier poem, Lebensraum, has failed and her condition is deteriorating. A key theme of Faber’s poems is the destruction of Eva’s once beautiful body, with poems across the anthology moving between descriptions of her pre-illness beauty and vigour and, increasingly as the anthology progresses, her deterioration at the hands of an ugly and invasive disease. However Faber at times uses black humour and unexpected comparisons to capture the situations and emotions he describes, for example here, in his comparison between the cancer sores and a woman’s nipples, a sexual image which seems entirely out of place in the context.   
 Lebensraum
The most striking poetic technique of this poem is its use of mega-metaphor (Werth, 1994: 79), built up through a series of micro-metaphors, all developing the central conceptual metaphor ILLNESS IS A WAR. From its evocative and sinister title, Lebensraum, (literally ‘living space’) readers are invited to make connections with the Second World War, with Nazi Germany and the above-named policy of clearing out of the country all those perceived as a threat to pure-blood Aryan Germans, in particular the Jews.  Through their departure, supposedly, more room and opportunity would be created in the country for the remaining Germans to prosper. The poem also depends more widely for its impact on general world knowledge which readers might be expected to bring to it of events in our society over the last century. For example, an awareness of the horror of the subsequent Holocaust will also be evoked, therefore linking these connotations of war and the elimination of perceived pollutants with the devastating and potentially fatal medical procedure Faber’s wife now faces. 
One of the challenges of the poem is the blurring of boundaries between friend and enemy, invader and saviour in Eva’s treatment, as the metaphorical links between disease and treatment, and between Nazi and Jew intertwine. The metaphor employs ‘double-scope blending’, which, as Fauconnier and Turner explain (2003: 131), creates especially powerful images by blending apparently discordant input structures, mapping unexpected and often dramatic qualities from one frame to the inhabitants of the other.  It has the effect here of presenting Eva’s body as the innocent victim of an unjust and horrific attack, for which, nevertheless, a benign rationale is presented. However, readers’ awareness of the outcome for those ‘cleansed’ in this way during the war makes us mistrust the intentions and anticipate a grim fate for Eva also. 
Within the first few lines the extended metaphor is developed through a range of images and lexis – ‘condemned’, ‘extermination’, ‘death chamber’ – with strong connotations of that vicious Nazi policy and the subsequent pogroms, imprisonments in death camps and eventual murder, of Jewish people. Even for readers not familiar with the term ‘Lebensraum’ and its connotations, these later words alone, with their negative and frightening associations, will still have powerful impact. The metaphor of war repeats throughout the poem, mapping the frightening qualities and horrors of that source domain onto the specific treatment currently being inflicted on Eva, and also onto the wider target domain of her illness in general. The source domain then widens to include other conflicts too. The ‘wave of melphalan/ (also known as mustard gas)’ evokes not only the gas chambers but also the nightmarish scenes of the trenches of World War 1, while ‘when those you hate/are history, your marrow cleansed’ brings to mind the many examples of ethnic cleansing through more recent history, and the ‘hate’ of the outsider which lies behind this. This notion of ‘cleansing’ one’s country to create better conditions for those ‘entitled’ to be there is continued through ‘you’ll forge a brave new state’, although for some readers there may be a further worrying echo, this time of the novel Brave New World, where attempts to create the perfect society, again with the use of supposedly well-intended drugs, in fact had devastating outcomes for its people. This warning note recurs in the lines which continue the mega-metaphor ILLNESS IS WAR, ‘you’ll get your chance/ (assuming you’re still alive)/ to colonise the empty battleground’. War is a devastating process and even the victorious suffer dreadful casualties. These lines hint at the possibility that this may prove a Pyrrhic victory, causing so much damage to the victor that the outcome makes the situation worse - even fatal. Eva’s awareness of this risk is made clear to the reader in the words ‘pale and scared’, though her bravery, and concern for her husband, is shown in how she ‘smile(s) to reassure me’.  Of course, the descriptions within the pseudo-dialogue with Eva which surround this sentiment reveal how little he is, in fact, reassured. Despite this, the treatment goes ahead, conveying the desperation of the patient, who is prepared to undergo such dangerous and damaging ‘invasion’ of her body. Using further micro-metaphors Faber describes how she ‘sits in bed, in uniform, prepared…There’s no going back now/War has been declared’ – although here the ‘uniform for this ‘war’ is a hospital gown.

These repeated micro-metaphors induce readers to imagine and project into a threatening and violent scenario, where dreadful weapons are employed, vicious intentions proliferate and life itself is at stake. Indeed, readers are invited repeatedly to switch between two differently threatening situations – the current reality of a sick woman awaiting an invasive and dangerous procedure which will be devastating for her body and may not succeed in saving her, and the wider horror of imagined battlefields, ethnic cleansing and prisoner of war camps. For both of these scenarios most readers will have their own scripts, from their own experiences and/or assisted by the graphic coverage on our screens almost daily from around the world, the continuing coverage in films of World Wars One and Two as well as from the many, increasingly graphic, medical programmes on television. Even that majority of readers who were not alive to experience the Second World War, cannot help but know about it. 
In addition, most readers are likely to have experienced illness and hospital stays, either themselves or of loved ones, and thus be able to expand on the deictic detail provided in the poem. These text-led personal memories will further encourage readers to empathise with the fear felt when waiting for unpleasant treatment that may not be guaranteed to work. Thus although the temporal and locative switches from sickbed to battlefield may seem at first glance a distancing technique, removing readers from, and even, by comparison, diluting, Eva’s current situation, the images and connotations they evoke are so horrific and the appeal to readers’ existing scripts so evocative that readers’ empathy and understanding of her suffering can only be enhanced. This is further fuelled by the violent lexis.

Faber adds even further to this by employing a second conceptual metaphor, CANCER IS A PREDATOR, in the final stanza, declaring ‘The toxic swarm’s already flowing in you/but has not yet reached its prey’, describing the helpless Eva as ‘a woman quaking under pure white sheets’, ‘a creature that can eat not more/Pale and scared’. The shift in position of the subject of these sentences from the ‘toxic swarm’ to Eva herself is an example of what cognitive grammar analysis would suggest brings the reader closer to each in turn. The construction of sentences and the ‘semantic role’ allocated to grammatical entities can affect how closely readers engage and empathise with them, with enactor-as-subject and agent sentences attracting closest engagement and empathy (Stockwell, 2002: 61). Thus by first allocating that role to the invading poison and then shifting to Eva as subject, Faber brings both closer to the reader, emphasising her helplessness, even her loss of humanity as ‘a creature’  in the path of the predatory cells invading her body, made more powerful by switching our attention and engagement directly from one to the other. This is a technique used throughout the poem as he constantly shifts attention from Eva, his addressee, as subject of the sentence, to the various aspects of the treatment and of her bodily functions. In each case he forefronts first the treatment, and then Eva’s response, making both of them very immediate and real to the reader. As we reach the end of the final stanza, and the poem, the description of Eva in bed recalls the ‘pure white sheets’ of stanza one, themselves an echo of the concept of racial purity which the original pogroms he has earlier evoked were designed to create. It further serves as a startling external contrast to the violence which the woman under the sheets is enduring. The bitter lie told to Jewish prisoners that the gas-chambers they were herded into were cleansing showers displays a similar horrible dissonance. In this sterile, apparently protective environment, terrible things will be done.

The irony here is that it is these invading cells which are potentially her saviours, and those driven out of her the enemy, which at first sight does not seem easily to fit the metaphor which has been developed.  But of course, to the nationalists in Germany, and other countries who have instituted ethnic cleansing, those driven out are perceived and represented as dangerous to the body politic, and thus vicious measures to remove them are justified. This image, therefore, only serves to emphasise the malignancy within her own body, the idea that her own inhabiting cells have turned against her, all the more dangerous for being part of her. It also blurs the line between the potential benefits of the treatment and the potential risks of it. This is something Faber confronts elsewhere in the anthology, most powerfully in his poem Anointed where he describes modern medical treatments thus: 

We are not barbarous.

This is science.

This is our way of doing

this thing that we do

to the sick.

We are not thick and superstitious.

We take in clients, and are

benignly, blindly, kindly
vicious.

In Lebensraum, therefore, the willingness of Eva, though clearly afraid, to put herself through such violent and risky procedures only emphasises her desperation, while the powerfully negative lexis of the poem builds for readers a sinister and threatening atmosphere of dread and uncertainty, mirroring the patient’s own fears. Describing the hoped-for result within her body as ‘a brave new state/of no immunity’ is startlingly paradoxical – a state which seems perfect yet has no protection against the threats of which we have so vividly heard. Personifying the cancer cells, as ‘sickly’ and ‘oblivious of the monstrous plan’ which will act to turn them into ‘myriad corpses flushed through your blood’ counter-intuitively creates a temporary sympathy for them, reflecting the patient’s dependence on them even as they poison her, but therefore emphasising her compromised state. As mentioned earlier, there are conflicted messages in his imagery as to whether treatment or disease is the greatest threat, and this repeated blurring and change of position reflects his own obvious uncertainty. Similar uncertainty is shown when the invading treatment, first personified as ‘dousing them with a venom/they can not survive’, and later, when new cells are introduced, as triumphantly preparing ‘to enter and repopulate/your bones’, is seen as a conquering and popular victor – but only ‘(if you’re still alive)’. The casualness of this aside, in parenthesis, is somehow more disturbing than if it had been stated more dramatically. The situation has gone beyond normal boundaries. 

Faber’s choice of tenses is also impactful in this poem.  The majority of the horror described is in fact an epistemic projection into the future, through several temporal switches. The poem opens with the first of these, the prediction, for her marrow, that its ‘days are numbered’. This phrase while not itself employing the future tense, takes us there by semantic implication, then returns briefly but powerfully to the present tense to describe how, all unaware, within her body, ‘millions of creatures, busily alive/toil on, oblivious of the monstrous plan’. This description of approaching but unanticipated horror to these ‘millions’ of living things adds to the sense of threat in the poem, while the use of ‘creatures’ not only builds empathy by describing the cells as somehow separately alive life-forms within Eva’s body, but also emphasises the notion that something dangerous is alive and therefore wilfully malignant within her. The polyptoton at the end of the poem of the appellation ‘creature’, to describe Eva herself, creates a grim echo, aligning her fate in readers’ minds with that of the cells, either because she, equally helpless, endures through them the same attack, or by hinting that she and the ‘sickly cells’ cannot be separated, and thus that the treatment will fail.

A further temporal switch is then created by the prediction in the future tense of the application of the poisonous gas which ‘will douse them with a venom/they can not survive’, a description whose potential distancing is countered by the epistemically confident ‘will douse’, ‘can not survive’.  The whole description of these events is a flash-forward, in very specific detail, to what is about to happen, showing just how vividly the poet has imagined and, perhaps, researched, the process. A range of varied techniques, in addition to the verb tenses themselves, is also employed to convey the passage of time: ‘afterwards’, ‘nascent’, ‘fresh from’, ‘but has not yet reached’, ‘you have a day or two’, ‘before’, ‘no going back’.  All of this detailed description in stanzas one and two, these circumstances into which readers have projected, is still, however, prolepsis, foreshadowing what is potentially to come, creating a further internal world-switch to an as-yet-to-arrive reality, although our knowledge that, in fact, ‘the toxic swarm’s already flowing’ in Eva, makes it imminent. The treatment has been applied – we await its outcome. As with horror films which foreshadow dreadful events before anything has actually happened, readers are prepared here for the worst, and thus are projected into the emotions of Eva and her husband, of frightened anticipation. This uncertainty about outcome, yet awareness of the brutal reality of the treatment as well as the impossibility of turning back, is created by a series of metaphorical links to horrific scenes and events. This is therefore more powerful than simply describing after the fact what had actually happened. Fearful anticipation is often worse than the actual reality and Faber makes powerful use of that here. 

This prolepsis continues into the second stanza, where, again using the lexis of war and subsequent resettlement, the poet describes what it is hoped will follow the destruction of Eva’s marrow cells – a recolonisation of her body by ‘a nascent cell community/fresh from refrigerated exile’ which will ‘enter and repopulate/ your bones’. Despite the lingering association with Nazi actions, this seems hopeful and resurgent, but of course it is merely an epistemic modal world – imagined by Faber and representing a hoped-for but as yet unrealised future event. This distances it from the reader and undermines the positive outcome it describes, especially when he adds the parenthetic ‘(assuming you are still alive)’ so casually in mid-sentence.  The final temporal switch comes in the third stanza when we find ourselves back in the narrative present, as Eva ‘sits in bed, in uniform, prepared’. One assumes she is in hospital clothes, as indeed Faber himself mentions, above, but the choice of terminology continues the war metaphor as she is dressed for the battle ahead. Although he tells us she has had the infusion of gas – the ‘toxic swarm’ – as yet none of the events otherwise described have happened. We are suddenly returned to a world where everything, the devastation, the side-effects (‘you’ll be a creature who can eat no more’) and the eventual outcome, are all speculative yet very immediate and fresh in readers’ minds as well as imminent for Eva. The outcome, however, is unknown, to Faber (in the timescale of the poem), to Eva and to the reader. Only the wider context of this poem within the larger collection warns us that while some of the events described here – the poisoning, the killing of cells, the impact on Eva’s body – will almost certainly take place, the only thing that justifies their being endured, her recovery, is probably not going to occur. 
The final temporal switch is implicit, of course, as indeed with most poems, to the ‘present’ of Faber’s actual creation of this poem, at a point some time distant from the events described, and in the full knowledge of the treatment’s failure, something which one presumes affects the sombre tone and frightening images he chooses. While this implicit awareness in readers that there must have been an act of creation of any poem they encounter, the particular chronological structure of this collection, and the contextual knowledge any reader of the anthology would have from the start, from the foreword, that this is a sequence of poems written about the death of the poet’s wife, bring that contrast between the possible hope of recovery expressed in the poem and the eventual failure of the procedure more sharply into focus. We know this poem was written at a future point when Faber knew his wife was already dead.

In terms of structure and form, Faber’s poems, like mine, are largely written in free verse, with limited rhyme and no consistent form or rhythm, perhaps implying, as I certainly felt about my poems, that too much concern with clever technique, and in particular enforced adherence to rigid genre forms, such as villanelle or sonnet for example, might create an obstruction between poet, meaning and reader, as well as reducing the sense of immediacy and authenticity. That this poem, as discussed, is presented as a quasi-dialogue with his wife, addressing her with the vocative ‘you’ throughout, means that an artificially patterned structure with regular rhyme or rhythm would seem at odds with this intimacy and naturalness of address that this creates. And although there are complicated historical references, in particular the use of the term ‘Lebensraum’, the language, while powerful, is not unduly esoteric, ‘poetic’ or complex. Further, as discussed, even readers unfamiliar with the title’s meaning would be able to relate to the central war metaphor through the many micro-metaphors referencing culturally familiar events and schemas. 

As with my poems, he uses structural and orthographic features to guide readers in how to read his work, with stanzas breaking poems into separate, often temporally or locatively distinct, sections, as here, and with line breaks creating emphasis, pauses and patterns. For example, in stanza one, his line-endings at the start throw emphasis on the final words ‘numbered’, ‘condemned’, ‘extermination’, ‘death chamber’, creating an immediate atmosphere of threat. In stanza two his extended metaphor ILLNESS IS WAR is underscored with line-ending lexis ‘hate’, ‘cleansed’, ‘blood’, ‘state’, ‘no immunity’, ‘battleground’, ‘community’, ‘exile’ and ‘repopulate’. Given this is a poem about a woman’s medical procedure, these are powerfully metaphoric terms. Short lines are used intermittently to focus attention on key phrases – ‘a death chamber’, ‘of no immunity’, ‘your bones’ and the final ‘War has been declared’. The broken structure of lines of uneven length also emphasises the poet’s uncertainty and hesitation, despite the apparent confident detail of his description. In fact the uncertainty is not about the nature and minutiae of the procedures he describes, but, much more vitally, about their eventual efficacy and the cost to Eva. The three stanzas give the appearance of three consecutive steps in the medical process – firstly the giving of the treatment to kill the diseased marrow cells, then the repopulating of Eva’s body by healthy imported cells and finally, if the story were complete, a third stanza to recount the successful outcome – or indeed just the outcome, however successful or otherwise. Thus Faber’s decision to place first his description of what will happen to Eva, but then, instead of ending with the outcome, returning us to a time before the treatment has taken its effect, leaves the reader well-informed and anxious about the severity of the treatment but uncertain and uninformed about the crucial outcome. It is an incomplete narrative told in reverse, to maximise reader empathy and bring them powerfully into the uncertain and frightening world of Eva and her husband.

In terms of deictic details, we realise by the end of the poem that, as with my poem Tides, much of the information is about potential and imagined future events. He begins, as with Tides, in the present tense, but by line three has moved into what we come to understand is the anticipated future world Eva will soon inhabit, once the gas already administered to her starts to take effect. The actual ‘present’ of the poem is described only in the final stanza, beginning ‘You sit in bed…/the toxic swarm’s already flowing in you’ but even then the poem reverts to a future event, not by verb-form by through reference to an anticipated but not yet realised action – ‘but has not yet reached its prey’. However the fact that stanza two has described in detail what will happen when it does reach it means it feels imminent and threatening. This is supported by further information about the victim, Eva ‘You eat with normal appetite’ but then again returns to the future ‘knowing that you have a day, or two, before/you’ll be a creature…’. This makes the switch back to the present, through deictic elements ‘Pale and scared’ and ‘you smile to reassure me’ more powerful as we know what is to come. The bluntness of the negation in ‘There’s no going back now’ and the final ‘War has been declared’ move us mentally to the future scenario so graphically anticipated for us. 
We are also provided with frequent deictic elements which position this action explicitly in Eva’s body – ‘marrow’, ‘body’, ‘sickly cells’, ‘woman’, ‘spine’, ‘ribs’, ‘pelvis’, ‘pale tunnels/ in your legs and arms’, ‘bones’. The rendering of this as a list, with the repetition of ‘your’ each time drives home that this world of disease and attack is firmly located spatially and temporally now, inside Eva, and that every portion of her body will be under attack. In addition the extensive use of this deictic detail encourages both close reader engagement in the scene described and also a strong sense of authenticity. We believe these events happened. The wider deictic elements are limited to references to her bed, in which she sits ‘quaking under pure white sheets’ and where ‘you sit in bed, in uniform, prepared’, but here, as mentioned, readers can activate their own scripts to populate the hospital scene more fully. The process of replacing her marrow, however, may be less well known, and this Faber describes in a torrent of deictic detail, which again acts to convince us of its authenticity. Inside Eva’s body we are told of the ‘millions of creatures, busily alive’ which are then to be hit by a ‘wave of melphalan/(also known as mustard gas’. This, he explains ‘will douse them with a venom/they can not survive’. This reference to the conceptual metaphor ILLNESS IS THE SEA, found also in Tides, has the same effect of invoking the sheer power and invincibility of the sea, although here it extends to the treatment. While most of the poem employs the extended metaphor ILLNESS IS WAR, Faber does on occasion offer factual elements to locate these events firmly in the real world. ‘Melphalan’ is not only named, but explained in layman’s terms ‘also known as mustard gas’, with its sinister connotations. References to ‘immunity’, ‘marrow’ a ’cell community’, which has been ‘refrigerated’ may trigger reader scripts, based on personal experience or world knowledge, but for those who do not bring this, it provides both detailed information, making clear Faber’s enforced familiarity with these complex medical procedures, and authenticity – despite the use of metaphor we are left in no doubt about the veracity and detail of Eva’s treatment. Thus Faber paints a scene for readers which is both familiar in its reference to body parts we all share and yet alien in its medical details of invasive procedures. While describing the very specific treatment endured by his wife, he ensures that the reader can fully conceive of and project into this frightening and nightmarish world.

Unlike my poems, Faber does use some, albeit erratic, patterns of rhyming. In a poem full of partial links and possible contradictions, as discussed above, this intermittent rhyming has the effect of hinting at such underlying links and patterns while simultaneously undermining them. In the same way that Faber presents the medical interventions as both barbarous and yet potentially life-saving, and blurs the reality of Eva’s own body as being both the victim and the cause of her illness, this broken and disjointed rhyming hints at but then punctures the reader’s image of a scene of order and control. This reflects the writer’s own ambivalence about how well-controlled and safe the treatment is. 
Rhyming ‘monstrous plan’ with ‘melphalan’ makes links between both the war-related connotations of the holocaust/gas chambers and the hideous ‘plan’ that lay behind that, and between the potentially fatal effects of this gas, which, nevertheless, is deliberately being applied in the hope of saving Eva. Linking ‘hate’ with ‘state’ emphasises the move from her current poisoned situation and the potential new and clean condition post-treatment, but also hints at malevolent and unjustified colonisations. Further, as mentioned before, the words ‘of no immunity’, playing on the double meaning of ‘state’, immediately undermine any sense of safety readers might discern. ‘Survive’ and ‘alive’ compare the imminent failure to survive of her cancerous marrow cells with, it is hoped, Eva’s own survival to benefit from the treatment, but the very act of linking them reminds us that the treatment is potentially fatal to both. Her ‘state of no immunity’ links to the ‘nascent cell community’ which has the potential to put that right, while the fact that she is ‘prepared’ but also ‘scared’ for the ‘war’ that has been ‘declared’ highlights both her bravery and the huge risks she faces with a process which has now irreversibly begun. These rhymes are not consistently placed, but are scattered through the text, apparently randomly in terms of recognised verse styles or metrical patterns. Instead, as with the free verse structure Faber employs, where punctuation follows semantic requirements, not traditional line beginnings or endings, the rhymes here reinforce meaning and semantic connections rather than metre or structure. They make subtle conceptual links which underpin the ideas the poem itself examines and in particular the conceptual metaphor ILLNESS IS WAR. The terrible thematic contrast between deliberate, organised and sophisticated medical intervention for the purposes of saving the patient, and its horrific, potentially fatal, impact on that patient’s body, is cleverly hinted at through these intermittent but telling rhymes.

Finally, as with my own poems, Faber, here, as elsewhere, writes homodiegetically (‘you smile to reassure me’), but constructs the poem in the form of an apparent, if actually unspoken, dialogue with his wife, using the vocative address throughout ‘You sit in bed…’. This, of course, is the biggest temporal switch of all, since Faber actually wrote this poem long after his wife’s death, but this dialogic technique brings an immediacy and poignancy to it which a simple third person recount would not have achieved. I will not reiterate the impact of this second-person usage which I have already fully analysed in my commentary on Tides above, but will simply underline how, again, this draws in the reader, blurring the ontological division between the worlds of the poem and the reader, and also between poet/speaker, addressee and reader in a way which closes down distance and builds empathy and closeness. Given the poem’s frightening scenarios, the intense projection this creates for the reader, from that opening and threatening line ‘Your marrow’s days are numbered’ plunges them directly into a vividly evoked and deeply affecting scene. The graphic descriptions build a most powerful text-world in which Eva’s experiences feel extremely immediate and real and yet one where we know the actions which here lead to an unknown overall outcome have in fact already taken place with fatal consequences.

Thus, through his use of mega-metaphor, mapping images of conflict, weaponry, suffering and the death of innocents onto Eva’s experience of cancer and its treatment, as well as through narrative, structural, poetic and orthographic techniques, Faber presents the dreadful dichotomy of cancer treatment as violent, physically devastating, potentially life-saving, yet ultimately open to failure and loss of hope. Through his deictic details he brings readers intimately into this frightening scenario and invites them to share her fear. In particular the technique of leaving readers to speculate, or, in the context of the anthology as a whole, deduce her eventual fate, engages them cognitively in a powerfully involving and empathy-inducing way. This course of treatment is Eva’s last chance and Faber leaves us painfully aware of how slight and dearly bought it is likely to be.
Poem analysis 

Nipples

At first, and indeed subsequent, sight this seems a very odd and even inappropriate poem, or at least choice of metaphor. The opening line ‘Nipples all over you’ offers confusing deictic information for the reader, invoking an apparently sexual, while also deviant scene. And although we are quickly informed that this sense of deviance is relevant as these eruptions are the dreadful work of her illness, any perception of sensuality is quickly dispersed by the subsequent details, despite the recurring sexual imagery. His description of how Eva’s ‘flesh is riotous with the pleasure/of predatory cells’ creating ‘exciting peaks of plasma’ presents the reader with uncomfortable use of oxymoron where her body is being both predated upon and yet apparently aroused. The sense of discomfort and alienation continues with Faber’s matter of fact comment ‘I have decided/to watch the one on your foot’, a statement which not only destroys any remaining uncertainty about the metaphorical use of ’nipples’, but makes clear his expectation, and indeed acceptance, that these invasions of her body will continue, making his seeming lack of emotion rather chilling. 
As with other poems, the voice is homodiegetic, but the vocative, dialogic usage of ‘you’, addressing his wife, is again prominent. Thus it becomes, as with other examples, a reflection of his thoughts rather than his words, a use of epistemic modality ‘I have decided’, ‘or until you do’, creating distance and uncertainty. What are not expressed here, again in common with several of Faber’s more brutal poems, are his real feelings about this situation, other than the use of the word ‘lovingly’ – though this immediately undermined by its use to refer to his attention being focused on a cancer sore. Given its first-person voice and detailed present-tense description, there would seem to be every opportunity for his feelings to be stated, yet he leaves the reader to draw their own conclusions, based on the scene he presents and his behaviour. Indeed, despite the obvious seriousness, even imminently life-threatening nature, of his wife’s condition, he seems to be treating it with a combination of slight salaciousness and black humour. There are some echoes of an earlier poem in his collection, Contraindications, not shown to readers here, where he records, without comment, what the reader assumes to be reproductions of an information sheet listing possible side-effects of drugs his wife has been given, including such horrors as:
You may experience

necrosis of the jaw, the collapse 

of your spine, the disintegration

of your skeleton, ruptures

in the brain, cardiac arrest
After further listing of the medication’s horrific potential side-effects, the poem finishes with the final, appallingly insensitive, comment, presumably again from the drug information sheet: 
At certain stages of the cycle

you may find yourself getting tearful

for no apparent reason.

Here, as with Nipples, there seems no need for Faber to spell out what he thinks about this, or how he feels. He is relying on deduction by readers of his inner thoughts, using their own life experiences, having read the dreadful list of physical torments the patient is being warned they may suffer, and trusts these readers to understand that any breaking down into tears by such a patient would in fact be a very obvious and justified reaction. Such requirement to empathise with the patient, and the poet, here requires a more proactive, projecting response from readers, increasing engagement. The use of the vocative ‘you may experience’, here refers, in the scenario evoked, to Eva, as she is the patient reading this information and taking the drug, but also mirrors the more general vocative address of instruction sheets in general. This is aimed both universally, yet at any one time specifically, at any actual patient who is taking the drug, not just Eva. Such usage, more directly than the use of the vocative to refer specifically to Eva in other poems, has a wider possible audience, potentially addressing and thus drawing in readers, imagining as they do how they might feel faced with this horrific list of symptoms – indeed some of them may actually have been in this or a similar position. The list of appalling symptoms also emphasises the severity of a disease which has created such desperation in a patient that she would submit to such a drug regime. It implies that what Eva faces is even worse than these awful side-effects. We do not need the poet to spell out his emotions on reading the possibility of such dreadful potential symptoms in his wife, or at the insensitivity of the final words of the booklet. Similarly, in Nipples, we are encouraged to deduce how Faber must feel seeing his wife’s body so disfigured and under such virulent attack. Thus, as with Lebensraum, earlier, readers are left to make deductions beyond the information provided, enhancing cognitive and emotional engagement.
What the use of the apparently incongruous sexual imagery does here is remind the reader in a painfully intimate way both of the reality of what is being described – the vulnerable body of a woman, revealed and exposed to us in a helpless way – but also of the powerful personal relationship which Faber has had with this body. We are reminded that despite his apparently detached tone, he is watching the devastation of a body he has known intimately and lovingly. It not only encourages the reader to project into this emotionally charged scene, it also makes more authentic his detailed description of his wife’s body. This is a body he has studied, over many years, albeit it in better times, and the reader trusts his ability to identify – and to suffer at the sight of – the changes wrought on it by illness. We are also reminded of the emotional journey couples more generally make in such situations as their relationship changes from lovers to carer/patient – something of which many readers will again have personal experience. 
Faber writes in another poem, The Second-Last Time, of how, each time he and his wife made love, they did not know – and indeed he says ‘it was important/not to know’ – whether this would be the last time they could, hence the hopeful title. He further comments that this love-making was the means by which, in the ‘vast terrain’ of her illness, ‘somehow/ again and again/ we found you’. His descriptions of her decline, in Nipples, suggests that those days may now be past, but the sense is that the sexuality of their relationship and the intimacy and normality it offered them in the midst of such trauma, is something he still strives to find, and mourns the loss of. This woman is still his lover. The devastation wrought by the illness is also made more dreadful by the hints at a once sexually and physically beautiful woman, reduced to this ugliness. Faber also confronts that change bluntly elsewhere in his poem You Were Ugly, when, faced with a pre-illness photograph of his wife at her funeral, he is reminded of her previous loveliness, and the contrast of this with the ugliness the illness imposed on her body. He lists with brutal and at times deeply uncomfortable honesty the reality of a body which had become ‘seventy-five kilos/ of spoiling meat’, but ends with the moving words ‘you were ugly./But not now./Not now’ – the repetition of that final line reinforcing his returning awareness of a beauty he can now recover in his mind and carry forward. 
This ability to find her original beauty within the corrupted flesh of illness, which this later poem suggests was perhaps lost by the very end, is still – just – evidenced in Nipples, even if distanced temporally and existing, through epistemic modality, only in his mind. This lingering view/memory of her physical appeal is developed not only through the sexual imagery of ‘excited peaks’, ‘each nipple swells’, ‘red, purple, some with areolas’ and ‘watch it lovingly’, but also through his determined focus on one individual ‘nipple’ on her foot, which we see has come somehow to represent the progression of the illness, and which he commits to watching ‘until it flattens and disappears./ Or until you do./Whichever happens/ first’. It is as if he can only now cope with this narrowed symbolic focus, this small symptom of her decline, this small section of her ravaged body, and, further, only by somehow imbuing it with a more positive and loving connotation. It is at one shocking for the reader, and extremely poignant. 
This echoes a theme from the poem Last Night from my collection where I describe how, during the last night of my husband’s life, ‘I took your hand and held it, warm, against my breast./All that long night I held it there,/your skin and mine as they belonged/together/till morning came’. This need for a final intimate physical contact was very powerful and mirrors a key theme of Nipples. This longing to see and touch the bodies of those we love are human needs which I feel readers will understand and share, tapping in as they do to our cultural understanding of the importance of touch and affection in both loving and caring relationships.  The images – my holding Chris’s hand to my breast and Faber comparing the cancer sores on his wife’s body to nipples – both reference the sexual connection within our respective couples and which, even in extreme illness are still recalled and longed for. Many bereaved people say the hardest thing as they move on into a life on their own is existing without any physical contact or affection. I am writing this during the COVID 19 pandemic, when families are being separated from loved ones even at the time of their deaths, and their widely reported anguish about this makes clear how deeply rooted is the need to be present with and connected to those we love at such moments.
Readers are guided in their projection into these events straight away in Nipples by numerous deictic details. In the opening few lines we are provided with descriptions, however deviant, of Eva’s body, with ‘nipples all over’ it. We then get more detail about these ‘excited peaks of plasma’, which are ‘red, purple. Some with areolas’ – as if to justify the metaphor. As well as the temporal deixis provided by the present tense description, precise locative detail such as ‘the one on your foot’ encourages the reader to project directly into the sickroom and onto the patient’s body, and feel present. Again such details also create authenticity. These are powerful techniques in terms of reducing distance for readers, engaging as it does their interest in making sense of such an odd scene. The definite article and anaphoric references of ‘the one’, as well as ‘some with areolas’, ‘each nipple’ ‘watch it’, define a new origo for the reader within this room. More metaphorical but still vividly visual is the sentence ‘Your flesh is riotous with the pleasure of predatory cells’. 
Because the poem up till this point captures a scene of apparent pleasure and arousal, it takes a moment for the reader to take in the significance of these final words. It is not Eva who is enjoying arousal, it is the ‘predatory cells’ which are taking pleasure here; these are not human nipples but sores caused by the cancer, and a sudden sinister note is introduced. The scene readers are imagining must therefore be reconfigured in a more threatening way as the poet tells us how ‘each nipple swells’ and he focuses on ‘the one on your foot’, the latter information making very clear by this locative detail that this is not a poem about any real nipple, but about something grotesque and deviant.  
The text then switches temporally three times, from the present tense account of the poem at the start ‘Nipples are all over you’ to his past thoughts ‘I have decided’, the latter suggesting his observation of Eva’s body has been going on for some time, and then to the uncertainty of the epistemically distanced future events which he imagines, and in which he will wait until either ‘it flattens/ and disappears/Or until you do’. The two alternative outcomes further blur the conclusion of that future event, adding to the uncertainty. Given that the impression he has given earlier is of these ‘nipples’ growing and declining over just a few days, the words ‘whichever comes first’ underlines the precariousness of her situation, by implying that she too may ‘disappear’ within such a short time. This makes the apparent casualness of his words more haunting and shocking. To compare the fleeting appearance and disappearance of this blemish to the ending of his wife’s life creates a powerful sense for the reader of the tenuousness of her survival and also creates a strong feeling of the apparent arbitrariness of this – she may be snatched away at any time, as randomly as the appearance or disappearance of one of these blemishes – while still locating this battle solidly within her corporeal body. However the sheer misery of her condition makes one also suspect that such a speedy resolution of all this by Eva’s death might be welcome, as I will discuss further shortly. Cognitive poetics is grounded in an understanding of the embodied nature of all human experience, and this could not be more vividly evoked than in this poem.
The conceptual metaphors ILLNESS IS A JOURNEY and ILLNESS IS WAR/ILLNESS IS A PREDATOR as well as the more specific THE BODY IS A LANDSCAPE are referenced in this poem, albeit it in a rather slanting way. The nipples are ‘peaks’ on this landscape, although, unlike in real landscapes, these ones only briefly ‘swell’, but later ‘flatten and disappear’ and Eva’s journey through this landscape may also be coming to an end as she too ‘disappears’ into death. The war aspect is not explicitly mentioned through the metaphors chosen here - indeed the encounter at first glance seems more akin to love-making. However the reality of the war between Eva, the cancer and her own body is in reality the focus. The personification of the cancer cells as ‘predatory’ emphasises this sense of Eva as a victim of an attack. The description of these ‘predatory cells’ as being ‘riotous with pleasure’ further has connotations of blood lust and the frenzied behaviour of wild animals gorging their kill, creating a powerful disjoint with the erotic images which preceded it – a very different sort of loss of control as it becomes clear that the ‘pleasure’ is entirely one-sided. Faber often employs this sort of deviance and oxymoronic circumstance in his poems, as already seen in Lebensraum, as a means of disorientating his audience. Here it reflects the sense of the outrageousness and incomprehensibility of what is happening here as well as his own increasing mental anguish and disarray.  
The link Faber makes between the future disappearance of the ‘nipple’ he is watching and the disappearance of Eva herself seems to reference the notion of her life struggling on to one final peak of effort and then, perhaps hinting at the flatlining of a heart monitor, collapsing as she too ‘flattens and disappears’. But the overwhelming mega-metaphor here is obviously CANCER SWELLINGS ARE NIPPLES. Unlike the others, this is far from being a culturally shared and recognised metaphor. It is rather an example of a double-scope metaphor where the qualities of the source domain ‘nipples’ are mapped onto the target domain of ‘cancer swellings’, using micro-metaphors such as ‘excited peaks of plasma’, ‘flesh is riotous with the pleasure’, ‘each nipple swells’ ‘red, purple, some with areolas’. A key feature of double-scope metaphors is the unexpected, even deviant, mapping of apparently inappropriate features and qualities, which has the power to make readers pay stronger and more lasting attention and, in this case through being shocked, feel greater impact. There is a certain discomfort for the reader in being urged to see usually taboo aspects of Eva’s body in a way which seems voyeuristic and invasive, which of course references Eva’s ongoing loss of bodily privacy and autonomy through the medical procedures she has had to endure, but also her body’s loss of control over the cancer itself. A key theme of the anthology is the extreme suffering this illness, and at times the treatments used to fight it, inflict on Eva, and it is by these twin techniques of extreme and dissonant metaphors and brutal, graphic physical detail that Faber conveys this to the reader, while also, one suspects, attempting to evict these images from his mind. It is reasonable to see this as a means to distract his mind from the wider horror of her illness and imminent death by focusing on something immediate and concrete, however grim. 
The structure of this poem reflects the sense that it is capturing a pivotal moment in Eva’s decline, and Faber’s thoughts in that moment. Although the majority of his poems, and indeed mine, are likewise focused on relatively narrow and individual experiences within the longer period of our spouses’ illnesses and our subsequent grieving, as a means of catharsis and of expelling these memories from our minds, this one seems especially limited temporally and in content and focus, perhaps reflecting the very short time Eva has left to live and Faber’s awareness of that. Such tight focus on a specific scene is also helpful to the reader in projecting into a detailed scenario, given its limited temporal and locative scope, as well as a strong sense of authenticity. It is one of the shortest poems in the anthology, (the only shorter ones, appearing next or nearby in the anthology, are Ten Tumours on Your Scalp, recounting further horrific invasions of her body in these final days, similar in tone and content to Nipples, and Switzerland, about Eva’s unrealised wish to visit Dignitas so she can die peacefully). 
Faber mentions later, in The Time You Chose that he was not present when his wife actually died, and although the other later poems mentioned above seem to reflect on Eva’s continuing deterioration after this point, given where they are set in the collection, there is a finality about Nipples, created by his acknowledgement both that the malignant cells are in the ascendancy and in his linking of the short lives of the resultant ‘nipples’ with Eva’s own remaining life span. The remaining few poems between Nipples and the one reflecting on her actual death are increasingly angry accounts of the savagery of medical treatment, as in Anointed, discussed above, the poems Ten Tumours…., and Switzerland, already mentioned, and the powerful and enraged Or, If Only, where Faber lists all the ridiculous and/or tragic ways people manage to die or get themselves killed every day, while Eva, who is desperate to die, cannot. Meanwhile, the poem preceding Nipples is titled Escape Attempt, which, as the name suggests, urges Eva to make the effort to get on her feet so he can help her to escape the prison of hospital. In other words, at that point he is still seeking some sort of reprieve. 
But by Nipples we get the sense that he has finally accepted that the war is lost, although there is still bitterness and fury at her suffering in these final poems before her death. Of course, a reader’s awareness of this progression and the significance of Nipples in this process would depend on whether they read the poem in its chronological place in the anthology, as well as reading the other poems around it, which is not how my readers will encounter it, and thus this might not be as clear when the poem is read in isolation. However there is enough in the grim text-world evoked by the poem, and in its ominous ending, to communicate both the precariousness of Eva’s situation and Faber’s despair. Writers are often exhorted to ‘show not tell’ in their work – In other words not to be explicit in giving information about characters’ feelings, but to provide the information required for readers to deduce these by empathising with the circumstances, using scripts from their own life experiences, and projecting themselves into the scene, as well as by the less direct information provided about characters’ actions and words. Here Faber’s decision to watch the growing tumour on Eva’s foot, potentially over several days, and, even more bizarrely, given its cause, to ‘watch it lovingly’, jolts us into considering what sort of feelings the narrator/poet must have had, deliberately to decide to do this. Whether conceptualising the writer’s mind and intentions is something readers do will be a key focus of this thesis, as well as what within the poems might lead to this. Whatever conclusions readers come to, this technique may cause them to focus on these unspoken feelings and motives more than if they had been made explicit. And when readers do so, they do so in the context of the reminders they have been given of his original sexual love for this woman, perverted here into a grim metaphor for her illness. As her previously desirable body has been mutilated by the disease, we see the transference of, we assume, his loving looks at her into an almost obsessive (or evasive?) focus ‘lovingly’ on this one small symbol of her deterioration. If reading the entire anthology, and encountering his growing desperation for her suffering to be over, we may also revisit Nipples and consider whether he is in fact genuinely feeling loving towards these ugly signs, meaning as they do that the end is near and these predatory cells may finally grant her the release that the preceding brutal medical procedures have not. To love someone completely and yet want them to die is one of the most difficult and harrowing aspects of supporting a loved one through a terminal illness and Faber captures and conveys this most agonising of dilemmas particularly well.
Structurally the sense of finality this poem arrives at is supported by the fact that Nipples is written as one continuous stanza, implying a tight, continuous thought process with one focus, even when switching temporally between past and future thoughts and events. There is no real sense of narrative here – the only future events referenced are the anticipated appearances and disappearances of more sinister ‘nipples’ or, alternatively, Eva’s death. The lines are short and syntactically erratic, making this poem rather stuttering to read. This is created both through the three separate blunt opening sentences/lines ‘Nipples all over you./Excited peaks of plasma./Red, purple, some with areolas’, which, unlike most of Faber’s poems, adopt capital letters and full stops around separate phrases which are not semantically complete and indeed contain no verbs. These seem to make the focus very much fall on the vivid description. He then continues with more syntactically conventional sentences, but with much use of enjambment, meaning no subsequent sentence is completed on a single line, as if the ideas are actually forming as he speaks and the pauses and breaks which are thereby created reflect his thoughts as they emerge and his hesitation in forming them. 
Only one obvious rhyme appears, in ‘cells/swells’, their linking creating a blunt reminder that this is not an erotic but a sinister reaction, but there is an element of rhythm created in the division into lines of similar syllabic length after the initial slow build (lines 1-4 have, respectively, 6, 7, 9, 10 syllables) as the opening metaphor builds to its ‘peak’. Once he exposes the malignant source of these, at first seemingly erotic, markings, in line five (‘of predatory cells’) the lines become shorter, more abrupt and more consistent in length, with the following 10 lines having similar numbers of syllables (6, 4, 5, 5, 7, 5, 5, 4, 5, 5). This creates an impression of a pattern, a beat, almost a chant, despite the lack of a regular metre, and seems to be hastening the reader, with the poet, irrevocably towards the final single-word line ‘first’. While that word itself does not seem especially powerful, in its context it reminds us of the race towards the imminence and finality of Eva’s possible death.

Through by now familiar themes and metaphors, broken structure and powerful imagery, and by conveying a mounting, if concealed sense of desperation in the poet, matching a parallel deterioration in Eva, this short poem also employs black humour and some shocking yet emotionally valid and significant metaphors. With its bleak and matter of fact conclusion and the narrowing of the poet’s focus to one small but hugely significant symbol of Eva’s physical collapse, the poem makes a break from the potential flickers of hope glimpsed earlier in the collection and signals the beginning of the final, brutal segment of Eva’s life.

In all, then, Faber builds his poems with precise, if often subtle, use of structural and orthographic techniques to reflect his inner state and help evoke for readers a scene which seems a fractured and damaged place, suggested through realistic deictic detail and powerful metaphors. Often he leaves readers to read between the lines to deduce and thus more intensely engage with the emotions he feels, while refusing to turn his, or our, eyes away from the reality, ugly and cruelly physical, of Eva’s illness and death, and his subsequent searing grief. Some readers will have shared such experiences themselves and bring their own scripts to bear on the events he recounts, while others will have yet to experience such things for themselves. In either case he ensures that the realities of grief, so often brushed over in our culture’s reluctance to speak about death and our unrealistic pressure on the bereaved to bear up and carry on, are honestly, realistically and fully recounted. This may challenge the prototypical responses to grief in our current society, which often seems to value brave acceptance and a willingness to ‘move on’, and it is possible some readers will respond negatively to these poems as a result. However De Waal (2018: 37), who wrote about the slowly changing attitudes to grief in our society, claimed that in many cases ‘people want to read and talk about grief. For this we have to be grateful to those writers who are trying to find their own shard-like language to express their own bereavement’. While both Faber and I probably turned first to poetry to exorcise our own grief, it is to be hoped that by choosing to share these poems more widely, we may have reflected and thus validated the wider experience of bereaved people, and especially those who have lost life partners, everywhere.

Appendix 5 – Biographies of thesis poets
Poet A: Terry Jones

‘Terry Jones is a member of the Enfield Stanza group and of Ver poets. Over recent years he has given lectures and led workshops on poetry in Barnet and St Albans. Topics have included ‘A Brief History of Rhyme’, ‘Shakespeare the Poet’, and discussions of the poets Charles Tomlinson, Dylan Thomas, Laurie Lee, Robert Frost, Wordsworth and Coleridge. He has judged a number of competitions on behalf of Rennie Grove Hospice, Ver poets and Preston poets. His own work has been long-listed for a number of national competitions including Newark Writers, Norwich writers, Salopian poets, Poetry Kit, Barnet Open, Ver Open and Enfield Open’. (Poetic Voices: online, 2017)

Poet B: Philip Burton

‘Philip Burton has a love for readings and performance, developed through life as an English and Drama teacher, Lancashire head teacher, folksinger, amateur actor, and as a poetry practitioner who, as Pip the Poet, has provided hundreds of poetry days for schools and for adult learners. Dyslexia was a problem for him as a child; he went on to study science at Edinburgh University. Philip received a commendation from Heidi Williamson in The Poetry Society Stanza poetry competition, 2020, for his poem on the theme of dyslexia.

Three hundred and seventy of Philip’s poems have appeared in literary magazines since 1998, including PN Review, and Stand. His poems have been widely anthologised. In 2019, Philip held four First prizes concurrently in national or international poetry competitions: the National Arts Centre Jack Clemo (interdenominational Christian) poetry competition, 2019, the Horwich Writers Hate Crime Awareness poetry competition 2018, the Sandwich (Kent) Poet of the Year award, 2018, and the BARN OWL TRUST poetry competition, 2017. Philip also won Third prize in the 2019 Hastings poetry competition, and Third prize in The Ware Poets open poetry competition 2020’ (Burton: online, 2020).

Poet C: Michel Faber
‘At readings and book events, the Dutch-born author Michel Faber sometimes brings along a pair of red leather shoes, and places them in the front row. The shoes belonged to Eva Youren, his wife of 26 years, who died in the summer of 2014, having been diagnosed with incurable cancer of the bone marrow six years previously. He brought them to the London launch of his long-awaited novel The Book of Strange New Things, published just a few months after her death. He also read from the poems he had begun writing shortly before her death, and continued to write as he grieved. Now collected in Undying: A Love Story. they chart the ravages of her illness and treatment, the intimacies of caring for her, the awful practicalities and the emotional abyss of a funeral and its aftermath. From his debut novel Under the Skin about a homesick alien hunting hitchhikers in rural Scotland, through his no-holds-barred neo-Victorian epic The Crimson Petal and the White, Faber has been a writer of singular vision who combines a dark, offbeat sensibility with an unnerving directness of tone – and the poems are no exception. They range from the affectionately domestic to the “alarmingly grim”, as he admits. “Everyone deals with grief differently, and there are going to be people who just don’t wish to go where these poems are going to take them,” says Faber. “But for those people who are perhaps frustrated by some of the evasiveness and sentimentalism of the way our culture handles illness and death and grief, maybe these poems will give them a vicarious voice”. 
The poems are also the first work Faber has published without Eva’s editorial input: she was his first reader and a “fearless critic”, in what Faber describes as “a three-way relationship: me, Eva and the work”. “That feels very, very strange,” he says now. “It is so much a part of who I’ve been for the past 26 years to show her everything I’ve written and ask for her advice.” Eva supplied characters for the novella The Courage Consort, demanded a “more luminous” ending for The Book of Strange New Things, and helped to shape the mood and plot of all his books. “I would have been a different writer without her,” he says. “I might have written an uncompromising novel that was admired by the chap from the TLS, but I’m not convinced I would have reached the number of people I’ve reached. Eva always wanted me to be more inclusive; she was always curious whether it was possible to embrace just a few more readers by being just a little kinder, by giving them a little bit more of what they wanted.” 

‘During the 1990s, with the encouragement of his second wife, Eva, Faber began entering – and winning – short story competitions. Faber's first published book was a collection of short stories, Some Rain Must Fall, issued in 1998. Of these stories, the title piece won the Ian St James Award in 1996, ‘Fish’ won the Macallan Prize in 1996, and ‘Half a Million Pounds and a Miracle’ won the Neil Gunn Award in 1997.

The first of Faber's novels to be published was Under the Skin (2000), written in, and inspired by, the Scottish Highlands. This was shortlisted for the Whitbread First Novel Award. The Book of Strange New Things was shortlisted for the Arthur C, Clarke Award and won the 2015 Saltire Book of the Year’. Undying is his first poetry collection (online, 2016). 
Faber himself says of the latter that, sitting by his wife’s bedside in the final days of his wife’s extended illness “I suddenly wrote two poems. Both were alarmingly grim but imbued with whatever it is that poems must have in order to go deeper than the words. I wrote only those two poems and then it was time for Eva’s cancer to kill her. Afterwards, as I tried to cope in a world that did not have my dearest friend in it, I wrote more. Sometimes none for several weeks, sometimes five in a day. I hadn’t known such need for poetry before. I wish I’d lived into my nineties, with Eva by my side, and never written these things”’ (Faber, 2017: 2). (Justine Jordan: Guardian Books online, 2016)
Poet D: Jan Moran Neil
‘Jan Moran Neil was trained at the Royal Central School of Speech and Drama and the National Youth Theatre. She spent many years in the professional theatre before forming Creative Ink for Writers and Actors. Her plays have been performed on the London Fringe, Guga S’Thebe Theatre, Langa and Masambe Theatre, Baxter, Cape Town. Her short story and poetry collections include her winning story Death by Pythagoras’ (BBC writers), broadcast on radio 4 and her winning sonnet Silver Surfing’ (Bloomsbury Publishing) which was also published by the Royal Society of Literature, as well as other highly commended poems. She has published a number of collections of poems and short stories. Jan has a Master’s Degree in Creative Writing from the University of Cambridge. Her most recent works include the novel Shakespeare’s Clock and When This is All Over, a collection of poems and short stories from across the world about the experience of the Covid pandemic, edited by Jan’. (Cranthorpe Millner Publishing online, 2021)

Poet E: Michael Rosen

‘Michael Rosen was born in 1946 in North London. One of the best-known figures in the children’s book world, he is renowned for his work as a poet, performer, broadcaster and scriptwriter. As an author, and by selecting other writers’ works for anthologies, he has been involved with over 140 books. He lectures and teaches in universities on children’s literature, reading and writing. Michael is a familiar voice to BBC listeners and is currently presenting Word of Mouth, the magazine programme that looks at the English language and the way we use it. He visits schools with his one-man show to enthuse children with his passion for books and poetry. He was one of the first poets to make visits to schools throughout the UK and has also visited schools throughout the world.

At Oxford, reading English, he started to realise his ambition of acting (as well as writing and directing). Michael began looking outside the recommended reading to contemporary working-class ballads. He retains a passion for street rhymes, popular songs and folk stories. Most of Michael’s books are considered to be for children but he started his career as a writer with a play, Backbone, that went on to the Royal Court in 1969. His next stop was the BBC, where he worked on Play School, Schools TV and radio dramas until 1972 when he went freelance. He wrote poems about his childhood published in 1974 as Mind Your Own Business. He quickly established himself with his collections of humorous verse for children, including: Wouldn’t You Like to Know, You Tell Me and Quick Let’s Get Out of Here.

He writes non-fiction, novels, picture books, retells classics and stories from other cultures as well as writing poetry. He has been shortlisted for and won many awards. You Can’t Catch Me won the Signal Poetry Award in 1982 and such is the enduring appeal of the poems that the book was re-issued in 2006 with Don’t Put Mustard in the Custard as Mustard, Custard, Grumble Belly and Gravy, illustrated by Quentin Blake (Bloomsbury). His classic picture book We’re Going on a Bear Hunt, illustrated by Helen Oxenbury (Walker Books), won the Nestle Smarties Grand Prize in 1989. The English Association awarded Michael Rosen’s Sad Book, illustrated by Quentin Blake (Walker Books), an Exceptional Award for the Best Children’s Illustrated Books of 2004, in the 4-11 age range. The book deals with bereavement, and followed the publication, in 2002, of Carrying the Elephant: A Memoir of Love and Loss (Penguin) which was published after the death of his son Eddie (who features as a child in much of Rosen’s earlier poetry) from meningitis in 1999. 

Michael’s recent publications illustrate the range of his output and interests and include books about Shakespeare and Dickens and a Selected Poems (Penguin) which includes some previously published poems, some poems for children and some new work edited so that the book follows a chronological sequence from his early childhood to present day (Rosen: online, 2020)’. Michael was Children’s Laureate from 2007-2009 and is currently a Professor of Children’s Literature at Goldsmith’s, University of London. His most recent publications include a number of reflections in prose and poetry on his experience of severe illness with the Covid virus’. (Michael Rosen, online, 2021)
Jill Wallis
I have given extensive information about my own background and poetry writing in Chapter 2 and so will not repeat that information here.
Appendix 6 – General data from reader questionnaire responses

For some of the data I identify the gender of those responding (e.g. the entry ‘6; 4 F, 2 M’ means there were six responses of which four were female and two were male). Figure titles appear under each figure.
	None recalled
	GCSE/O-Level
	A-Level
	undergraduate
	Post-graduate

	2 F
	4 M
	6; 4 F, 2 M
	6; 5 F, 1 M
	3 F


Fig. 9.2 Prior level of study of poetry
	   never
	occasionally
	    often
	
	rarely/never
	sometimes
	      often

	   1 F
	 7; 5 F, 2 M
	13; 8 F, 5M
	
	  4; 3 F, 1 M
	10; 6 F, 4 M
	 7; 4 F, 3 M


Fig. 9.3.i Frequency of reading poetry     
                  Fig.  9.3.ii Frequency of writing poetry
	         Poem
	     easy
	 mostly easy
	    difficult
	   impossible/no response

	Tides 
	         9
	         12
	          0
	          0

	Grand Canyon
	         9
	         10
	          2
	          0

	Lebensraum
	         8 
	           5
	          5
	          0

	Nipples
	         4
	         12
	          2
	


Fig. 9.4 How easy to understand did you find this poem?
	No faith
	No central faith but spiritual
	Some faith
	Strong faith
	other

	7; 4 F, 3 M
	               4; 3 F, 1 M
	 2; 1 F, 1 M
	    6; 5 F, 1 M
	2; 1 F, 1 M


Fig. 9.5 How would you describe your relationship to religious faith?
	Yes, at some point
	Yes, recently
	Spouse/sibling
	Close friend/relative
	No response

	                20
	          8
	           7
	     13
	          1


Fig. 9.6 Have you experienced bereavement? If so, whose and how recently?
	    yes
	  partly
	    no
	 can’t judge
	No response

	    6
	    4
	    0
	        0
	        1


Fig. 9.7.i Do you believe Wallis’s poems are an accurate account of real events?
	    yes
	  partly
	    no
	 can’t judge
	No response

	    15
	      2
	     0
	        1
	        0


Fig. 9.7.ii Do you believe Faber’s poems are an accurate account of real events?
                       Wallis poems



                     Faber poems

	    yes
	     partly
	     no
	
	      yes
	   partly
	      no

	   11
	        7
	      3
	
	        8
	      4
	         6


Fig. 9.8 Does it matter if they are accurate accounts of true events?
NB. Respondents answered either question 9.9 or 9.10. for each poet’s work

                         Wallis poems




       Faber poems

	   closely
	  partly
	 not at all
	
	  closely
	    partly
	not at all

	 7; 6 F, 1 M
	 5; 3 M, 2 F
	 2; 1 F, 1 M
	
	 4; 3 F, 1 M
	 7; 4 M, 3 F
	       1 F


Fig. 9.9 If you have experienced a recent bereavement of a close friend or relative, to what extent did the poems reflect your experiences/feelings at the time?
	    closely
	  partly
	 not at all
	no response

	   4; 3F, 1M
	     1 F
	     1 F
	        1


Fig. 9.10.i If you have not suffered the loss of a close friend or relative, to what extent did Wallis’s poems reflect what you expect such bereavement would be like?
	    closely
	  partly
	 Not at all
	No response

	       1 F
	       1 M
	       1 F
	         3


Fig. 9.10.ii If you have not suffered the loss of a close friend or relative, how closely did Faber’s poems reflect what you expect such bereavement would be like?
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