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In discursive organizational studies, much attention has been given to how texts are rhetorically manipulated to create engagement and persuasion.  Tropes, content sequencing, and narrator position within a text are just some of the analytic frames commonly applied.  Why is it then, that with all this attention to engagement and persuasion, we as readers are sometimes left feeling curiously unengaged, wondering how the interviewer could possibly have found this interviewee at all interesting, let alone exciting enough to quote?  Why do we sometimes cringe when we encounter large verbatim passages, thinking “Oh no, not another colloquially correct, hard-to-follow slice of life.”

One answer for this might be that researchers tend to unwittingly select confused respondents; however, a more charitable explanation is that spoken dialogue doesn’t do well on paper—since nonverbals purportedly convey 85% of a message, the poor anorexic 15% left on the page can hardly be expected to be very understandable, let alone lively.  Different schemes have been proposed for turning this ratio around.  Discourse analysts like Fairclough (1989) and Labov (1973) have developed elaborate methods for depicting conversational overlaps, breaks, and points of emphasis.  Unfortunately, many of these devices can cripple more than help, leaving the quoted passages looking prosthetically impaired.  A different approach, one that deliberately seeks simplified, less obtrusive rendering, is poetic structuring (which we term poesis).  Both Riessman (1990) and Gee (1999) have extensively used this form of re-presentation to not only depict, but help analyse respondent narratives.

The basic idea behind poesis is to embed the speaker’s pauses into the structure of the text and remove repetitive phrases, fillers, and other speech matter that ‘detracts’ (and distracts) from the essence of the story.  This process leaves us with what Gee calls “idealized lines” (1999: 110), which not only make for more engagement, but can also be used analytically to identify metaphorical and organisational patterns.  In constructing each poem, an interview is listened to several times, transcribed and re-transcribed, and phrases are separated and positioned according to the natural pauses, hesitations, and intonations in the speech to form stanzas.  Not only do these act “as indicators of how planning is working, where stanza boundaries exist, and how the speaker views her information at a micro-level” (ibid, 1999: 110), the poem also reflects (as much as is possible on page) the natural rhythm of the person telling the story, giving the reader a more sensory experience of the person talking.

As the researcher goes through and codes each stanza according to its content, patterns within the discourse become more apparent.  These stanzas become ‘units of thoughts’ that connect and build on each other to create stories that represent the speaker’s stream of consciousness revolving around a particular theme.  Being able to distinguish where each story ends and begins is also easier using poesis, as each stanza indicates a stage (or progression) in the story.  

While Gee’s and Riessman’s work in this area has certainly been valuable, we believe they have only tapped part of the method’s potential.  Having gone to great lengths to bring in more of the rhythms, cadences, and musicality of their respondents’ speech, both researchers fail to ask how such elements might be interacting with respondent content; nor do they view poesis as a means for exploring the emotional subtext of discourse.  In our own research with disillusionment at work (cf. Ireland, 2001), we have found that poetic representation can highlight various kinds of emotional reactions that are in turn tied to types of disillusionment.  Where people are emotionally involved with the subject at hand, their languorous pauses, tumbled phrases, and staccato chatter can be as much a vehicle for sensemaking as the content of their story is.  Hearing themselves sighing, they may ask, “What am I letting go of here?”  Pausing at great length, they may realize that this is a more difficult subject than they first thought.

In this paper, we reconsider how poesis might be used to not only capture more of the ephemeral 85% of communicated meaning, but put part of that 85% to analytic use.  To this end, we draw on theories of poetic construction to develop alternate forms of re-presentation, and consider how the different expressive patterns inherent in this approach might be used to 1) infer emotional states, 2) study their progressions, and 3) explore how emotional sensemaking occurs.

Frames of reference for the use of poesis in discourse analysis

Previous writers on formalism have already recorded its ability to shape reader awareness in various ways (cf. Adams, 1997; Bradford, 1993; 1980; Eagleton, 1996; Ryan, 1999).  However, empirical studies within the realm of language and emotion (Hymes, 1996; Gee, 1999; Richardson, 1990a, 1990b; Riessman, 1993, 1991, 1990), have still to consider the relationship between form and awareness beyond the boundaries of plot development and word choice.  

Compared to conscious productions of poetry where words, structure and meaning are manipulated by a sole author, the deconstruction of ‘natural’ discourse into a poetic form for qualitative analytical purposes is less inventive and more ‘other-focused’, directed at the respondent’s world rather than the researcher’s.  The visual component – or ‘form’, resulting from this act is useful in that it enables the researcher to gain a greater insight of the tensions facing the speaker.  A major part of this insight depends on how well a trans-formed text embodies the internal rhythm (and through it, the emotional patterning) of the speaker.  Done well, poeticising allows the researcher to ‘see’ and ‘sense’ the relationship between what is said and how it is constructed (e.g. ‘carefully’ with frequent pauses, ‘quickly’ with very few pauses) which can in turn give the researcher clues as to the type of relationship the speaker has with the topic discussed (e.g. uncertain, confident).  This can be valuable for both the researcher and her readers; for the researcher when she analyses transcribed data sans her audiotapes, and for readers for whom the ‘feel’ of the interview is important.

In natural discourse it is difficult to discern a predictable metre that would enable the researcher to easily track its rhythmic patterns.  Nevertheless, such metres do exist particularly when one focuses on lineation (the study of line length, line rhythm and line construction).  Lineation can capture certain intonations that are usually disguised in continuous prose forms and “open up slight hesitations that focus attention on implications just under the surface” (Adams, 1997: 154).  

To extend this further, we first introduce four commonly used, line-centred foci (caesurae, stepping, parallelism, repetition) and introduce one of our own (stem structure).  We show how the first, caesurae, can be used to fashion poeticised interview transcripts, and how each of the five can be used for interpretive purposes.  We then examine two excerpts in more detail, showing how the five foci can be collectively applied to identify emotional trends and assist theory building.  

All of our examples are taken from a study of disillusionment among secondary school teachers (Ireland, 2001).  Within this study, teachers who professed to feeling disillusioned were asked to tell their career stories—how did they get into the teaching field, how did things transpire, where were they at now, and what were their thoughts about the future.  The interviews were taped, transcribed using the poetic methods outlined below, and analysed from both content and form perspectives.  From this, Ireland was able to develop a stagewise framework which postulates five key stages of disillusionment (frustration ( anger ( denial ( acceptance ( skepticism/cynicism).  As will be seen in the latter half of our discussion, these stages each have an ‘emotional signature’, one which was clearly evident in the transcripts once they had been poeticised and analysed using all five focal lenses.

Caesurae (pause structure/fragmentation/flow/end-words)

Poeticised or not, transcripts are structured primarily by natural breaks in the person’s speech.  These caesurae are useful in that the varying length of pauses can function as: 1) cues to changes in topic (helping to determine where stanzas should start and stop),  2) intensifiers when they linger around words/phrases, causing them to become isolated from the surrounding text, and 3) indications of affect; for example, frequent pauses introduce a fragmentation in the flow of speech that is not only heard, but can be seen.  Figuratively, caesurae can also be viewed as physical spaces (gaps) in the speaker’s knowledge, signalling varying levels of certainty and uncertainty, connectedness and disconnectedness towards the topic.  As researchers, we can see the periods when speakers have difficulty negotiating a particular concept, and when this is viewed alongside the content it can give us a greater understanding of sub-texts that may be paralleling what is actually said.  For example, words/phrases that are isolated may suggest feelings of fear or uncertainty in the speaker’s text.  

In addition, pauses often occur at key points in a sentence just before or after a word the speaker wishes to emphasise to the listener.  The resulting fragmentation interrupts the flow of the text by putting every word up for scrutiny, yet at the same time its thrust is frustrated and restrained.  For example:

“And I was left sitting in the classroom

feeling

tearful and

annoyed and

wanting to kick things”  [Note: emboldened words here and elsewhere are our emphases]

In some instances, the end-words even form a sentence of their own.  For example:

“You’ve got to start from scratch and

you never have time
literally.”

Here the speaker’s pauses result in stanzas which highlight the words ‘scratch, time, literally’; metaphorically speaking, this is certainly the case for this speaker as much of her story revolves around not having enough time to do what is required in her job.

Stepping (movement: moving out - moving in; collapsing)

The term ‘stepping’ is derived from the literary device ‘stepped verse’ (see Hobsbaum, 1996:150), where, with the use of caesurae to structure the discourse, an analysis can be made of the physical expansion and diminishment of clauses, using them to infer the broadening and narrowing of dimensions of the speaker’s dilemma.  The resulting undulations mimic the rhythmic pattern in speech, which in turn, gives the reader a greater sense of the shifting tone of the speaker.  For example:


“You’ve got…

five weeks to cover a novel.

Have you got time to teach them about verbs in the meantime?

Or just a simple sentence structure

or things like that.”

In this example, the line structure is: short/medium/long/medium/short, and stanza shape initially drives the momentum forward where lines 1 and 2 move out towards the heart of the stanza held in line 3, providing conceptual support for the longer clause, only to contract with lines 4 and 5.  Line 3 seems to operate as the physical turning point in the stanza as well as the midpoint at which lines 1 and 2 are reflected in (and thus parallel, both in content and in length) lines 4 and 5.  Rhythmically, we are left with an ‘ebb and flow’ pattern that builds slowly to reach a climax and a sense of urgency before receding into a gentle consideration. 

Another variation of stepping can be seen below:

“That’s what I mean by distancing is that I have to then go home and

find ways to put that out of my head and not let the

anger 

go into the rest of my life.”

In this example, the anticipated structure of the stanza is interrupted in line 3 by an unexpected pause that forces the fourth line to appear.  So rather than seeing a stepping structure like this:

“That’s what I mean by distancing is that I have to then go home and

find ways to put that out of my head and not let the

anger go into the rest of my life.”

which provides a more steady rhythm, what emerges is a ‘collapsing in’ on the word “anger” where the dramatic difference in length between lines 2 and 3 further accentuates anger’s isolation and central importance to this person.

Parallelism (parallel structures/mirrors of content and form)

“The principle of parallel structure is fundamental to the logical structure of language” (Adams, 1997: 109) where syntactical arrangement provides structure to the text, enabling the reader to make sense of the speaker’s motives.  There are several variations, the most simple being a setting of “corresponding ideas in similar syntactic structures” (ibid, 1997: 109).  For example:

“And also we teach courses that are exam driven

we’ve actually got to cover those things for the exams.”

A more complex parallelism can be seen in the next example where lines reinforce each other in both structure and content to bind the rest of the text into a comprehensive whole (‘//’ denotes the beginning of a parallel clause):

“I wish that children – students

had // a better grip

or // a better idea

of //good language

and // good skills than they do.

And I think it’s not really their fault.

// I find that makes me disillusioned.

// I think particularly where do I start?

This kid doesn’t actually know how to write a sentence properly

// let alone put a comma in

// let alone spell
a few words correctly in that sentence.”

In this next example, we see parallelism occurring in the repetition of stanza structure, rhythm flow, and content:

“I think it’s inevitable.

Given that we’re 

human.

That none of us 

are totally in control 

of everything 

that may happen to us. 

I think it’s inevitable and 

if we accept that

then we just get on with things 

and try the next 

challenge.”  

Here each stanza inadvertently echoes the other’s sentiments and strengthens the speaker’s belief in the inevitability of life being beyond individual control.   Indeed, if we were to draw an imaginary line halfway through this piece, we would also see the structures reflecting each other.  As an example of ‘enjambment’ where end-words often contain a suspended meaning that is revealed in the next line (Adams, 1997; Hartman, 1980), this extract is a particularly good illustration of how connections can be sustained between lines and stanzas to reflect balance and poise in the text’s rhythm and form.

Repetition (sound/word/image)

The repetition of sound (alliteration/assonance) and word contribute significantly to rhythmic patterns in discourse and images and themes are reinforced, connected and sustained through the elaborate use of this technique.  Often repetition is conveyed in form (parallel structure) as well as in content, for example:

Nobody will state an opinion.

Nobody will actually come . . .

nobody will do it.

Nobody will actually

put it officially into words”

In this case, the repetition enters into a sustained form, which contributes to the overall patterning in the speech.  The repetition of a word or phrase at the beginning of each line is also called ‘anaphora’, where the end of each line is ‘carried back’ to its initial stance and the image (Adams, 1997: 114); in this case “nobody will”, becomes fixed in the reader’s mind.  For the speaker, the repetition of key words and/or phrases may be the result of a variety of responses.  For example, it could represent an attempt to anchor oneself to the image that is (re)produced, or to convince one’s self (and others) of the validity of what is being stated. 

Stem structure (body of text/level of connectedness)
Stem structure analysis involves looking at patterns of stem thickness in the body of the text.  For example, how many clusters are there, of longer clauses and/or complete sentences?  How often does a word or phrase appear by itself?  The resulting ‘skeleton’ gives good indication of the speaker’s connectedness with the topic under discussion. Stanzas that are more ‘solid’ in form (longer clauses and/or complete sentences) often indicate speaker confidence and clarity in the subject matter.  For example:

“It doesn’t have to be any more than that. 

Do you get some enjoyment? 

Do you get some quality out of life?  

And when negative things happen, 

you need to be able to make sense of those too.”

The above line structure illustrates a strong stem structure, where the speaker conveys a feeling of self-assuredness and knowledge on the subject.  Lines are of relatively equal length and the repetition of the key phrase “Do you get some …” is rhythmically placed near the centre of the stanza providing a focal point for the reader.  Compare this with the following extract:

“really kind of angry on the inside

and

they all just left.

And I was left sitting in the classroom 

feeling 

tearful and 

annoyed and 

wanting to 

kick things

and …”

Structurally, the skeleton of this text looks less coherent due to the many pauses embedded within it, which emphasise the speaker’s intensity of feeling.  In addition, the speaker weaves her past struggle with the present by attributing actions to her feelings (e.g. “sitting”, “feeling” and “wanting”).  The pattern that emerges is one of fragmentation and disconnectedness, one that is further emphasised by the accompanying abruptness in sound.

Crystallizing Understanding

Up till now, we have considered each of these elements separately.  In practice however, we use them together to create what Laurel Richardson (1994) has termed “crystallization”— complex, multifaceted understandings that arise from the synergistic application and interconnection of multiple perspectives:

I propose that the central image for “validity” for postmodernist texts is not the triangle—a rigid, fixed two-dimensional object.  Rather, the central image is the crystal, which combines symmetry and substance with an infinite variety of shapes, substances, transmutations, multidimensionalities, and angles of approach.  Crystals grow, change, alter, but are not amorphous . . . What we see depends upon our angle of repose.  Not triangulation, crystallization (p. 522).

Below, we poeticize two transcripts at more length.  As will be seen, each represents a different emotional patterning.  The first segment is taken from an interview with Diane, someone who is grappling with the initial stages of disillusionment.  Within Ireland’s (ibid) framework, Diane is experiencing the initial stages, feeling anger that is hard to contain, and using a variety of buffering and distancing mechanisms to try and keep her anger in check.

Extract 1: Diane

	 “Well … [sighs]

I haven’t learned – 

and I don’t know whether I will learn now, 

the distancing mechanisms 

that I needed to cope with 


caring …

more than students seemed to, 

about their learning.


	(S1)

	I haven’t learned how to …

not get incredibly frustrated and angry 

with students who don’t want to learn.


	(S2)

	[O]n Thursday afternoon I had them last period (I have them twice last period out of five times that I have them as cycles), 

and


	(S3)

	they just wouldn’t ‘shut up’


	

	and 

(I don’t have a seating plan I don’t exercise sort of 

the kind of discipline strategies on a bursary class that 

I would with a junior class because that just seems just 

ridiculous 

for a group of adults 

they basically are).

So it was just a question of saying ‘Listen now, listen.  

Come on. 

No. 

Listen.’  

You know that whole


	(S4)

(S5)

	garbage. 

	

	And …

we’d raise a point. 

And then they just go ‘off’ into their splinter conversations –   

some about that and some not about that, 

and there are people looking in each other’s ‘diaries’ to 

look at stuff that was completely unrelated to the work and –


	(S6)

	Oh, it just drove me up the wall!

And

by the end of that class 

I was frustrated and angry and felt 

really kind of angry on the inside

and

they all just left.

And I was left sitting in the classroom 

feeling 

tearful and 

annoyed and 

wanting to 

kick things

and … 


	(S7)

	that’s an experience I would expect to have in my first 

few years of teaching – couple of years.  

It’s not 
an experience, 

I choose to have now. 

And so either I have to learn to just not care that they don’t give a damn, 

but that they want to pass – 

but they’re just not going to 

(given current effort).  

Or I have to make them care 

which I don’t think I should have to do.  

Or – 

something.


	(S8)

(S9)

	That’s what I mean by distancing is that I have to then go home and 

find ways to put that out of my head and not let the 

anger … 

go into the rest of my life.”


	(S10)


In general, we see Diane feeling a variety of strong emotions.  Beginning with the word “Well …”, we see her lingering at the start of this extract, depicting a sense of weariness that is punctuated by a large sigh.  With each successive line this first stanza (S1) flows outward to form a natural stepping motion and mirrors a careful exploration of the reasons behind her disillusionment.  The tentativeness of this beginning contrasts the certainty with which she concludes, as thoughts collapse in lines 4 to 6 onto the word “caring” and focuses our attention to the proposed source of her disillusionment i.e. her inability to learn the distancing mechanisms necessary to cope with “caring … more than the students seemed to about their learning.”  This key idea is reinforced in Stanza 2, and the emotions associated with ‘caring’ are expanded to explicitly include frustration and anger, which ironically also reflect its opposite.

In Stanzas 4 to 6 Diane actively tries to recreate for the listener her feelings associated with a typical day at work, and as the story unfolds, we see students becoming disruptive and disrespectful of her efforts to maintain some semblance of order.  The deconstruction of this semblance of order can also be seen in the content and form of the text.  For example, Diane’s use of the colloquialisms ‘shut up’ and ‘garbage’ evoke strong emotions, which greatly contrast with her more formal language and hence, restraint shown earlier.  Structurally, both are isolated from the main body of text through the use of caesurae on either side and the resulting ‘separateness’ becomes symbolic of 1) her desire to maintain a distance (as well as vacillations) between the personal and external, emotion and detachment; and 2) a growing fragmentation and disconnectedness within her self that parallels her increasing frustration and anger.  This ‘disconnectedness’ is also reflected in Stanza 5’s weak stem length due to the high degree of short sentences, which lends a tone of ‘clipped restraint’ to the text.  For example:

“So it was just a question of saying ‘Listen now, listen.  

Come on. 

No. 

Listen.’  

You know that whole 

garbage.”

The erratic quality of lineation is carried over to Stanza 7 through the continued juxtapositions of short lines with long.  Sentences are broken into smaller phrases and/or single words (a splintered discourse?), which when coupled with Diane’s inordinate use of the conjunction ‘and’ (which is often placed either by itself, at the end or beginning of a line) works to create a disjointed rhythm that at times echoes the sound of sobbing, especially when said aloud, the sound of the word ‘and’ is almost equal to a sudden withdrawal in breath.  

“Oh, it just drove me up the wall!

And

by the end of that class 

I was frustrated and angry and felt 

really kind of angry on the inside

and

they all just left.

And I was left sitting in the classroom 

feeling 

tearful and 

annoyed and 

wanting to 

kick things

and …”

We see Diane frequently using asides (see bracketed pieces of dialogue), which seek to draw the audience into sharing her own perspective by providing the reasons why she feels, believes and/or behaves the way she does.  At another level, these asides can also operate as a means for negotiating her own understanding of why undesirable behaviour occurs.  For example, the aside in Stanza 4 is used to justify Diane’s own lack of action to control student behaviour.  It also reveals a conflict within herself between a belief that bursary students are a “group of adults” no longer requiring discipline strategies, and the actual experience of them not ‘shutting up’ and listening to her in an adult fashion.  That is, the cognitive desire conflicts with the emotional experience.

In Stanza 8, a more predictable rhythm and an easily recognisable stepping motion emerges in the form of the text.  This change in form mirrors a change in tone as we sense a return by Diane to a more restrained viewpoint, and as we draw to the end of this extract, we see that the emotional self displayed in the central part of this extract is buffered on either side by seemingly ‘objective’ and formal statements.  We also note the metamorphosis of ‘caring’ in Stanza 1 to ‘anger’ in Stanza 10, and their positioning at either end of the spectrum is representative of the conflict Diane faces between these two feelings.  

Extract 2: Anne

In the following transcript, Anne discusses her reactions to teaching.  We have chosen this text as a contrasting form to Diane’s; though its content seems similar to Diane’s, a poetic analysis reveals that they are actually quite different emotionally.  Whereas Diane’s transcript, with its ragged, relatively thin stem structure, its buffering devices, and its sharp voice, suggests someone who is in the early phases of disillusionment (the frustration/ anger phases), we find that Anne is much further down the track, more in the latter stages of disillusionment, where resignation predominates.  

	Oh it makes me feel angry I mean I had an experience today 

I’ve got one of my 7th forms it’s a class of twelve kids, 

there’s about five or six kids in that class who are very able, 

three or four kids in that class who are ‘thick’, 

and the others are in between. 

And the ‘thick’ kids are very unmotivated and they …umm

they dominate the class there’s a – 

I don’t mean dominate it in being loud, 

in fact the irony is they dominate it in saying nothing 

and there’s this pervading sense of …

tedium 

in the lessons

and I’m having to generate all the energy.  

The bored kids sit there looking bored. 

The intelligent kids 

feel the pressure of those  

particular students, 

but they don’t respond. 

And today I almost – 

I felt the strong compulsion to just yell at them and to say 

“I teach this subject because I love it.

As far I’m concerned there’s a whole lot of people in this class who are doing it because

it fulfils a 

timetabling requirement. 

I want you to get out of my class!”  

I just wanted to say just (you know) 

“Piss off.  

Get out. 

Look at you.  

You’re yawning.

You’re daydreaming. 

You-” 

I’m having to pull teeth 

to get answers out of them.  

So…that makes me really angry.  

And I’m sure that – I mean the irony is
I’d get much worse at most other schools.

So I should be grateful! [Laughs]


	(S1)

(S2)

(S3)


At a superficial level, both Anne and Diane appear to feel angry and frustrated about the lack of student commitment towards learning.  However, with further analysis, we can see there are structural subtleties that help to differentiate the emotional experiences of each of these speakers.  In Anne’s extract, we find relatively long line lengths, fewer stanzas, and fewer extended pauses.  Compared with Extract 1 (which has multiple extended pauses and changes in direction) it presents us with a speaker who seems to have no conflicting feelings regarding her students.  Where Diane vacillates between wanting to blame herself and her students, the anger experienced by Anne is articulated in a way that places the responsibility fully onto the students, and this perhaps explains the clarity with which she expresses her disillusionment at work.

Anne’s narrative maintains a relatively coherent stream of thought, with few extended pauses and more complete sentence structures, which together help create a voice that seems confident.  There are four false starts in each of the stanzas (see lines ending with a hyphen) and although these would generally signal changes in direction, in this instance, Anne merely rephrases her sentences to better explain her point of view to the listener.  The length and bulkiness of Stanza 1 provides an extended description of the situation (specifically her students) that works to justify her later feelings towards them.  Its straightforward tone gives the impression that she is speaking ‘objectively’ and in an emotionally detached manner even though the feeling ‘anger’ is quickly introduced in the first line.  However, Anne’s decision to bury this word among other words reveals to us that ‘anger’ is one concept that has been fully embedded into her discourse to the point where it no longer requires special mention (or debate), but is rather par for the course.  

The frankness with which Anne expresses her true thoughts on the matter is captured by her use of the word ‘thick’ to describe some of her students and this is reinforced in subtle ways throughout her narrative.  For example the first half of Stanza 1 contains nine instances where words are stressed to emphasise key points, and in fact if we were to string them together (most of which occur near the end of a line) they would form the ‘sentence’ “twelve kids, very thick, dominate a loud nothing, pervading sense of tedium.”  Indeed the rest of her narrative is an extension of this very idea!  We as readers/listeners may register surprise upon seeing/hearing words like ‘thick’ and ‘piss off’ being used, but Anne’s incorporation of them into her narrative occurs in such a natural way (i.e. there are no speech disruptions to show she is uncomfortable with their usage) that we initially accept them without question.

The overall tone of the narrative emanates confidence and although this seems to be undermined by the weak stem structure in Stanza 2, on closer reading we see this stem structure is not weak at all because it is not sustained (unlike Extract 1), nor is it composed of breakages in actual sentence structure but rather consists of short, sharp and succinct directives that parallel each other.  For example: 

“Piss off.  

Get out.”

and 

“You’re yawning.

You’re daydreaming.” 

These bullet-like points in many ways complement the rapid-fire delivery throughout the rest of Extract 2.  There is no apology here for the way Anne feels; instead she acknowledges the dubious nature of her attitude towards her students.  When compared to Diane’s expression of anger, which appears heavy and immediate, the structure of Anne’s narrative has an urgency that reflects more of an impatience, which is tempered by the laughter that punctuates Stanza 3.  This laughter is a social cue inviting the listener/reader to participate and share in Anne’s perception of her students, as well as providing comic relief for the rather harsh remarks made throughout the narrative.  At yet another level, Anne’s laughter may also be her way of normalizing the undesirable emotions that are generally hidden from view (Callahan, 2000), but in this instance, have been allowed to creep into her public discourse.

Conclusion

Our work on the poetic representation of discourse is intended to complement what has already been done by those examining the emotional facets of organisational life, and in particular, the implicit role emotions play in how we manage (or don’t manage) and make sense of conflict situations at work (Fineman, 1995, 1993; Goleman, 1995; Hochschild, 1983; Lutz and Abu-Lughod, 1990; Newton, 1995).  We believe discourse is a key means through which emotions are worked out, substantiated, challenged, and confirmed.  Therefore if we can ‘see’ discourse as an expression of emotion rather than a simply a description of events, we can also see that the way in which the latter is framed is wholly dependent on what is ‘felt’ by the speaker.  As Fineman points out:

“Once we strip the façade of rationality from organizational goals, purposes, tasks and objectives, a veritable explosion of emotional tones is revealed. When we look more closely at cognitions, they are not fully comprehensible without a recognition of the feelings that drive and shape them.” (Fineman, 1993: 1)

By applying poetic methods to organisational phenomena like job dissatisfaction, alienation, and burnout, all of which have deep emotional underpinnings, we may better be able to discern 1) the emotional context from which the speaker is operating and how this influences their choice in words and images; and 2) how language is used by the speaker to engage the reader and lead him/her to believe in their version of events.  

Alongside this there are other, more pragmatic reasons why poesis would be useful in qualitative analysis.  Taking a social constructionist perspective, if we accept the premise that our realities are a product of language, then the manner in which narrative studies are approached in the social sciences arena needs to be re-evaluated.  Specifically, there needs to be a move away from the current positioning of researcher as the dominant speaker, to allowing participant contributions to be the main drivers of the discourse in academic literature.  Few researchers attempt to incorporate and present substantial pieces of narrative throughout their work, and too often the voice of individual participants (on whom their analyses are based) have been allowed to fall to the wayside, or confined to convenient two to ten line extracts that are removed from context and inserted to support a particular argument.  

Within poesis there is also less room for the researcher to be at liberty to interpret where the emphases in the text lie, a practice that can greatly distort the researcher’s understanding of the speaker’s sense-making process.  This is because with poesis the speaker remains largely in control as emphases on words are preserved through the structure of the poem.  The transformation of transcript into stanzas is guided by the natural pauses inherent in speech, which in turn enables the researcher to readily identify key concepts the speaker is emphasising, as well as see how the speaker constructs and organizes his/her thought processes.  It also becomes easier to identify parallel themes and code the ‘stories within the stories’ the speaker uses to build and negotiate meaning and make sense of the situation they are faced with.  The images/metaphors generated are not built solely on a vague ‘sense’ or ‘gut feeling’ of the researcher; rather, they emerge directly from the discourse.  

Lastly, poesis helps promote reader engagement, rather than simply forbearance.  Otherwise clumsy transcripts become visually pleasing and less disruptive to read, giving ‘body’ to the voice by preserving the speaker’s pattern and rhythm.  As readers come to feel the speaker’s voice, they may begin to engage more creatively with it and begin to work alongside the researcher to challenge, support, and form their own interpretation of what each ‘poem’ may mean.
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