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Abstract

This thesis presents a unified and innovative contribution to the field of cognitive poetics, and the
related field of cognitive stylistics. Its aims to establish the concept of relational deictic metaphors
(also referred to as RDMs) as a framewwithin cognitive poetic analysis. It also aims to extend and
augment the frameworks of cognitive deixis, conceptual metaphor, ansdddttheory.In this

thesis, the discussion centres on the ways in which real readers negotiatethenderstanding and
interpretation of the relational deictic information and conceptual metaphors they encounter in three
passage from three yowlldG XOW QRYHOV :K\ :H %YURNH 8S +DQGOHU
Loved Before (Han, 2014), and Simas the Homo Sapiens Agenda (Albertalli, 20 15).
combiningthese frameworks in an-itepth cognitive poetic analysisaim to explore how relational

deixis and metaphor work together to inform and reflect sagliationships and personal identity.
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Chapter 1: Introduction

This thesis is an original contribution to the field of cognitive poetics, and the related field of cognitive
stylistics. Its purpose is to establish the conceptlational deictic meaphors (also referred to as
RDMs) asa framework within cognitive poetic analysis. It also aims to extend and augment the
frameworks ofcognitive deixis conceptual metaphor, and text-world theory. My concept of
relational deictic metaphscan be categorised as diyd of metaphor that encodes social relationships
or personal identity.In this thesis thediscussiorcentreson the waysin which realreadersegotiate

their own understandingand interpretationof fictional texts basedupon the relational deictic
information and conceptualmetaphorsthey encounter Additionally, it aims to investigate how
relationaldeicticmetaphorsnfluencethe U H D Glbilitieg tfh relateto andidentify andempathisevith

charactersnvolvedwithin thesetexts

The first central frameworln this thesis, ognitive deixis refers to terms which are used to indicate
where a language user is in relation to the objects, peamdeplaces they describe (Mcintyre, 2010:
123).This thesigs particularly interested in one category of deirésational deixis, i.e. deictic terms

used to indicate the social viewpoint and relative situation of authors, narrators, characters and readers,
including modality and expressions of point of view and focalisation; naming and address conventions;
evaluative worechoices (Stockwell, 2002a: @&). The second frameworkgonceptual metaphor
concerns our ordinary conceptual system, in terms of hothiwk act reason, represent and imagine

the world around us (Lakoff & Johnson, 1980:18kxplains how westructure and mentally represent
concepts, especially abstract ones, in terms of metaphor (Gibbs, cT®#®9)is achieved using
conceptual metaphos (CMs): figurative comparisons in which one idea (or conceptual domain) is
understood in terms of anothée. LOVE IS A JOWRNEY (see, Lakoff & Johnson, 1980; Lakoff &
Turner, 1989; Kvecses, 2R). The final frameworkText World Theorytakesinto account the ways

in which readers, when encountering any type of discourse, construct mental representations (text
worlds) which enable them to conceptualise and understand every piece of language they encounter

(Gavins, 2003; 130; 2007: 2).



Aspectsof each of three aforementioned cognitive poetic frameworks are essential to my account of
RDMs. Thishas been driven by my own critical intuition and developed from a short essay undertaken
during my undergraduate degree in which | applied cognitivesi@istylistically analyse the opening

to the 2011 youngdult noveMWhy We Broke Upy Daniel Handler (Currie, 2019). My original work
attempted to extend the cateigsrof relational deixis and conceptual metaphor theonamalysing

relational aspectsf conceptual metaphovgthin a fictional text.

This thesis adopts a cognitive linguistic approach which | feel complements existing work in the field
of reader response theory(Rosenblatt 1938; Hall 2009). Thikeory characterises reading as an
interadion between text and reageneaning thateading is a subjective experiermecausealthough

the textwill remain static, readevdll naturallydiffer in the range of resources they bring to the reading
experiencedue to theirown background knowledge and readoapabilities.] am interested in how
SRUGLQDU\" UHDGHUV H[SHULHQFLQJ RUGLQDU\ HPRWLRQV
encaunter.l will report upon an empirical study which examines the thoughts, opinions and ideas of 24
readers, each of whom has read one of three possible passages from threslytiumayelsWhy We

Broke Up(Handler, 2011: 4), 7R $00 7KH % RB¥foré[Man, 2GR H)ESimon vs. the Homo

Sapiens Agenda (Albertalli, 2015:3).

Each of theextsused in this studgan be identified as youradult fiction (also referred to a& or
crossover fiction), a category of fictioristorically targeted at adolescenttsat typically features

storylines and genres which correlate with themes of-ltkst, friendship and identity. There is,

F

KRZHYHU pD UHODWLYHO\ UHFHQW SKH QrrRiRaHo@stentsZhiasi beerE\ | L F W

appropriated by adult readers and been published with alternative book jackets featuring more

DSSURSULDWH UHDG pOHVV flsi) 2010/ KGR0 NoRMa\AnDIQS s@H VL JQ

works of crossover fiction include te hugely successfidarry Padter book series by J.K. Rowling
(19972007) and the populddunger Gamedrilogy by Suzanne Collins (2062010, 2020). These
novels can be read and enjoyed by people of all ages and, therefore, the same can beksthened

works of fiction which exist within the category ¥A, such as those discussed in this thesis



In addition, | have selected extracts from the openirgpohYA novelbecausethis would result in a
PRUH 3DXWKHQWLF’~ UH D Gileqarathisreidd teitBinfjust @ tAeghduld when
encountering a novel for the first tinmhen reading for pleasurehavechosen extracts that are about
love, romanceand headchebecausdove is often the subject afMs. This is because, for the most
part, our comprehension bOVE is metaphorical and we understand it in terms of concepts for other

natural kinds of experienc@OURNEYS WAR, HEALTH, etc.

This thesis is divided into six chapteflhe current introductory chaptéias set out t@xplain the
direction of this thesis and introduce the main concepts which wititee throughout. Then, in
Chapter 2: Cognition, deixis, metaphor | discuss the core tenets of cognitive linguistics and the ways
this field has influenced and developeddhiesinto the framework$n cognitive poetics and cognitive
stylistics. In additionthe secon@hapteiintroduceghreeconceptual frameworksentral to this thesis
deictic shift theory (DTS) (Hamburger, 1973; Kuroda, 1973; Banfield, 1982; Blhler, 1B82han et

al, 1995; Stockwell, 2002}ext-world theory (TWT) (Werth, 1999; Gavins, 2007and conceptual
metaphor theoryLakoff & Johnson, 1980)Chapter 3: Relational deictic metaphorsexplores my
concept ofRDMs, which | define as aonceptual metaphor, or group of interconnected conceptual
metaphors, which rely upon relational deictic aspects of discourse to infidmegpretation of social

relationships or social standings

In Chapter 4: Readerresponse theoryl provide an overview of existing literature meader-

response theory(Rosenblatt, 1938; Hall, 2009), before discussing two prominent methods for data
collection used with cognitive poetics and cognitive linguistieduralistic methods (see Swann &

Allington, 2009: 248) anéxperimental methods(see Whitely & Canning, 2017) then review my

own method of data collection used in this studyChapter 5: Realreader responses to young

adult fiction | report the results of the empirical study at the heart of this thesis and discuss reader
responses alongside an analysis &trenal deictic metaphors within three passages from young

adult novelsAdditionally,  LQYHVWLJDWH ZKHWKHU UHDGHUVY WKRXJKWYV D

existence oRDMs. Chapter 6 offers a conclusion for the thesis.



Chapter 2: Cognition, deixis, metaphor

In this chapter, | discuss the ways in whidgnitive linguisticshas incorporated the study of language
within the study of cognition in order to explore the inner workings of our cognitive mechanisms. | then
examine howcognitive poeticshas taken some of the core tenets of the cognitive linguistic approach
and adapted them for the study of literature. In particular, | explain the important role of three conceptual
frameworks which inform the process of readimmgignitive deixis, Text World Theory, and

conceptualmetaphor theory.

2.1. Cognition

3&RJQLWLRQ" LQ LWV EURDGHVW GHILQLWLRQ UHIHUV WR D(

intellectual activity (i.e. perception, memory, imagination and knowleddg®.ways in which these

mental faculties operate during language processing wgslyfam mystery throughout thearly 20"

FHQWXU\ EHFDXVH OLQJXLVWLF UHVHDUFK ZDV GRPLQDWHG E\ W

V\VWHP WKDW zZDV JRYHUQHG E\ JUDPPDWLFDO DQG SUDJPDWLF

7TKHUH zDV D pGUDPDWLF FKDQJH LQ OLWHUDU\ VWXGLH

UHVHDUFK GLYHUWHG IURP WKH VWXG\ RI uyWKH WH[W LWVHOI WF
6WHHOQ 7KLV pFRJQZAWWHH QUDPL 3 ledWoReaB - te spBse

theory as a new form of critical practice which focused on the opiniémeal readers rather than the

literary analysis of a text (this is discussedjiraterdepth inchapter 4 section 4.1.). Thicogniive

turn occurred in conjunction with the development of the fieldsajnitive linguistics, cognitive

stylistics,and cognitive poetics

2.1.1. Cognitive Linguistics

Many of the core concepts which influence this thesis are rooted in the woogmfive linguisics.
Therefore, it is important to discuss the tenants of this approach in order to contextualise my own work.
Cognitive linguistics first emerged as a dlibcipline of traditional linguistics (Lakoff & Johnson,

1980, 1999; Lakoff, 19871990; Fauconnier, 1999; Langacker, 1999; Evans & Green, 2006) and



cognitive sciencean interdisciplinary field of research that investigates the different aspects of
conscious intelligencéCalvo & Gomila, 2008)Cognitive linguistics hasadopted metbds used in

both fields in order to combine the study of language with the study of the mind and offer an innovative
approach to language and its relation to our abilities for cognitive processing (Stockwell, 2002).
Language, as argued by the cognitivgliistic approach, is understood with respect to the domains of
human experienc®e i.e. our knowledge structures (Fillmore, 1975; Langacker, 1987: 147; Evans &
Green, 2006: 23@32). Crucially, these domains work at the conceptual level, structuring thérways
which we perceive, categorise, represent, and imagine the world around us (Gibbons & Whiteley, 2018:

149-150).

2.1.2. Cognitive Poetics

The field ofcognitive poeticsis a subdiscipline of cognitive linguistics and is closely associated with

the work ofcognitive stylistics a field of research concerned with the systematic analysis of textual
features, and the relationship between linguistic form, literary meanéhigt@npretation (Wales, 1989;

438; Jeffries & Mclntyre, 2010: 4, 5Fhe term gognitive poetic§ivas first introduced by Reuven Tsur

(1982, 1983a, 19831992, 200Bto denote a cognitichased approach to poetry and its perception. In

recent years, howéeHU LW KDV EHHQ XVHG LQ D PXFK EURDGHU VHQVH U
FUDIW WKDW WDNH PRGHOV IURP FRIJQLWLYH VFLHQFMHeDV GHVF
frameworks of cognitive poetics were first presented to a broadcpaundiience by Peter Stockwell in

his 2002 volumé&ognitive Poetics: an introductioihis work sought to discuss the potential cognitive
processes readers could undergo when encountering a fictional text. The discipline now encompasses

an extensive analytiarmoury of narrative research and inquiry (see, Wales, 1989; Stockwell, 2002,

2009, 2012; Mclntyre, 2007Yhe gecific cognitive poetidrameworksthat are relevant to this study

(i.e. cognitive deixis, discussed in the succeeding section 2.2. Deadisexplored in further detail

throughout this chapter.
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2.2.Deixis

In this section, | consider the cognitive poetic framevamikis, andthe way it operates within narrative
fiction. | then introduce two key conceptual frameworks that inform the process of redalaiig: shift
theory (DST) (Hamburger, 1973; Kuroda, 1973; Banfield, 1982; Bihler, 1982; Duchan et al, 1995;

Stockwell, 20002002) andr ext World Theory (TWT) (Werth, 1999; Gavins, 2007).

2.2.1. Cognitive deixis

The word deixis derives from the Greek wateiknynai PHDQLQJ pWR SRLQWY RU pWR
within cognitive poetics to refer to a subset of terms that reqaimextual information in order to be
IXOO\ XQGHUVWRRG 7DNH IRU H[DPSOH WKH VWDWHPHQW 3, D
understandhis sentencewithout first knowingwho i, % using the termsyhen p Q Rahfiwhere

K K H they farebeing usecandwhat H[D FW O\  pisVvi€iHg EefReirgd to (Giovanelli & Mason,
2018: 58). This is because these particular expressions encode a central point in redatiaptaal,
spatial, andtemporal deictic dimensionsin which they are wéred. This central point contains all the
HOHPHQWYV RI uyWKH SKHQRPHQDO SUHVHQWTY IRU vohceptxaV HU RI W
position from which the speaker cognises the world (Gibbons & Whiteley, 2018: 162; Segal, 1995: 15).
In coqnitive poetics, ths point is known as thdeictic centreor origo (terms coined by Buhler, 1982;

see, also, Jarvella and Klein, 1982; R&uh, 1983: P

Use of deictic terms is not limited to a few select words and phrases. For exampaMileW HPHQW 3, D/|
KHUH QRZ ZLWK WKH ER[" L QdefhXeGaHidethe WiichGrirpReR Q% sddressed. Y H
knows about the item in question and where the speaker is in relation to it. The speaker could also refer

to the boxthat ishere (with themin the present moment) #ss box but then describe a different box,

which is nothere(with them), aover thereg(see Segal, 1995: 15). Furthermdhes boxdenotes there

is a single item but would be changedhese boxed# more than one item were inolwed. The box

could also be described in temporal terms. In the original statement it is being delivered to the addressee

now but could have been delivergdsterdaylater, tomorrowor on Fridaydepending on the context

in which the statement was utter&thus, temporal adverbs, and markers of the present, past or future

11



tense, as well as deictic pairs which distinguish proximal and distal positioning in regard to the deictic
centre fiereandnow, this andthat, theseandthosg encode our embodied positiin the world (Segal,

1995: 15; Giovanelli & Mason, 2015: £9).

Deictic elements go beyond person, place and time and a great deal of research has exganded the
prototypicaldeictic framework )RU LQVWDQFH 3HWHU 6 WdRKibl & ex@asiy, ERG\ R
setting out comprehensive lists of deictic categories in literature (20888)28d using the principals

of theseand the parameters of the theory set out by previous reseatolaatd the featuresf textual,

compositional and relational deixis (2002: 4555). Stockwell explainshat textual deixis refers to
MH[SUHVVLRQV WKDW IRUHJURXQG WKH WH[WXDOLW\ RI WKH WH|
titles and paragraphing; @eference to other stretches of tenfierence to the text itself or the act of
SURGXFWLRQY 6WRFNZHOO &RPSRVLWLRQDO GHL[LV VI
HQFRPSDVVHV puDVSHFWV RI WKH WH[W WKDW PDQLIHVW WKH Jt
readerswiKk WKH DSSURSULDWH OLWHUDU\ HRde&ddawbt QompioBitiodd! RFNZHO
deixis has been developed further by other cognitive poetic researchers. For example,(RGkGae

2019 explored the deictic functioning of metanarrative expressions in fiction (i.e. passagesawithin
narrative that comment onthe composition, constitution and/or communicatioh the narrative

Macraefound thatthe compositionaldeictic framework offeed a systematic means of analysing
metanarration, moving toward an enhanced critical understanditigeatays in which metanarration

functionsin literature (Macrae, 2010: 1407The final category set out by Stockwell is relational deixis,

which encodes the social viewpoint and relativeasituns of authors, narrators, characters, and readers,
including modality, expressions of point of view and focalisation; naming and address conventions;
evaluative worechoices (Stockwell, 2002: 46). This final category is crucial to this thesisoncerns

discourse that describes and defines social relationsaipb,thus, will be covered in depth in

subsequent sectiofiseeChapter 2Section 2.2.3: relational deixis).

12



2.22. Deictic Shift Theory (DST)

Whenever we encounter a text, we must be able to keep track of which information applies to any
context that occurs within the discourse. We will identify with, or relate to, certain characters and events
which take place within fictional texts through eogess of simulation which creates vivid mental
representations (Oatley, 1994). It is from this interpretative engagevitard textthat weoftenfeel
compelled to make emational investments (Stockwell, 2002, 2009). Cognitive deixis provides us with
a useful analytic toolkit for exploring the types of discourse that elicit emotional responses from readers.
This is because readers alter their deictic centre from theiwarld situation to imagine the elements

of a specific time and place within theorld of a text, or the subjective perspective of a narrator or
character (Segal, 1995:-1%). This is usually achieved without the reader being consofaudVhen

a reader first begins a novel, they willoject into the story. Thigrojecton can be described as
unstablefsincethereadermay find themselves distracted by something in the real world, or the deictic
parameters of aamrative might change, for instance if a character were to experience a flashback

(Gibbons & Whiteley, 2018: 164).

Deictic shifts can occur across six daatimensions: spatial deixis apportions spatial orientation;
temporal deixis anchors the discourse in a specific time/moment; perceptual deixis provides the
perspective of the participants within the text; relational deixis is related to perceptualaseixis
encodes social relations between participants; textual deixis foregrounds the text itself through
metatextual cues and signposting, and finally; compositional deixis encodes expressions of literary
genres (Stockwell, 2002: 4%). A narrative fictiorwill consist of one or more of these deictic elements

and when the parametersasfychange, a deictic shift occurs, and the reader must subsequently reorient

their projected deictic centre (Gibbons & Whiteley, 2018: 164).

Inevitably,deictic shiftshappen in all texts at some point. To illustrate DST, consiieshort section

from the noveWhy We Broke Upbelow(sentences numbered from original extifactreference)

13



,WIV D EHDXWLIXO G.pI3) ThX € of @al)ehen Kddivk @emithing will be all
right, etc (14) Not the right day for this, not for us, who went out when it rains, from October 5 until

November 12 %XW LWV '"HFHPEHU QRZ

In S1215 of Why We Broke Upthe narrative shifts between different tirmenes as the narrator
discusses her relationship with herl®yfriend Ed (see figure2.1). S12 is a copulative construction

with a dummy subject. It anchors the discourse in the current temporal context through the use of the
presemisimple tense. The gpositional phrase S14ulURP 2FWREHU XQWLO 1RYHPEHU
the reader from the beginning of the relationship to its conclusion. S15, subsequently, reinstates the
present moment from which the narrative is being relayed through the useprséfiensimple tense

DQG WKH DGYHUE pQRZT $ VtofyldiRkogestedT wWher@ &ud infaginatie_attenfion
andtemporaldeictic orientation shift quickly between distinct deictic realms (Gibbons & Whiteley,

2018: 165) This quick temporalprogression embodies the shlived nature of the romantic

relationship between the narrator and Ed.

Figure2.1: Temporal deictic shifts in S1215 fromWhy We Broke Up

14



2.2.3. Relational deixis

Relational and perceptual deixis are closely linked since they&latisto socialand personatientity.
Perceptual deixiss represented by the pronoun system and encodes the speaker and addressee within
discoursdi.e. meandyou) (Mcintyre, 2007: 123). Relational deixislates to participants by encoding

social relations (Gibbons &/hiteley, 2018: 162). Relational deictic items may include:

naming and address conventions, so Mr, Mrs, Dr, Emperor
titles
social roles husband, professor, student, son, mothe
evaluative word choice love, fear, admire, detge
expressions of social politeness and mar might be, maybe, should, will

Table2.1. Relational deictic items (adapted from Stockwell, 2002: 54; Gibbons & Whiteley, 2018: 163)

As an examplegonsidetthe first extract used in this studi’hy We Broke UfHandler, 2011: 1)The

story is centred around the perspective of a scornddvex, who is reflecting on the end of a
relationship. The text is an epistolary novel which is written in the form of a letter. This compositional

deictic dimeQVLRQ PDQLIHVWY LQ WKH VWRU\TV RSHQLQJ FODXVH u
QDUUDWRUYY UHODWLRQDO DWWLWXGH WR WKH UHFLSLHQW 7KF
letter and the character, Ed, is addressed with a ao&n As a result, a sense of familiarity is
IRUHJURXQGHG EHWZHHQ VHQGHU DQG UHFHLYHU 7KLV LV UHLQ
-RDQY BQGLFDWLQJ WKH\ NQRZ WKH DGGUHVVHHTV IDPLO\ PHPE

LQ (I vV

In the following section, | will expand upon tpeinciplesof relational deixiswhich | have discussed
here along withthe other deictic categoriexplored in2.2.2. Deictic ShifiTheory anccombine them
with thecognitive poetic frameworkext World Theory(TWT) in order toelucidatethe ways in which

readersnay conceptualise and consider the discourse they encounter.
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2.3. Deixis and TextWorld Theory (TWT)

Rooted in the cognitive linguistic approadrext World Theory (Werth, 1994, 1995a, 1995b, 1999;

Gavins, 2001, 2005a, 2005b, 2007, 20RB)IHUV D pKROLVWLF IUDPHZRUN WKURXJ
GLVFRXUVH LV FRQFHSWXDOO\ FRe&\(CEiXg; 20H/G113)QAStex Warld,W L D W H (
DV GHVFULEHG E\ :HUWK LV D pWH[W GULYHQYT PHQWDO UF
I URP WKH pGHLFWLF DQG UHIHUHQWLDO HOHPHQWVY HVWDEOLV}
be vividy LPDJLQHG DQG pDV ULFKO\ GHWDLOHG DV RXU GLUHFW H[
ZRUOGY *DYLQ W this section, | discuss the advantages'™T as a cognitive poetic

framework for understanding how the deictic boundaries withi®GHUfV WH[W ZRUOG UHO
their immediate egocentric position in the realrld, and, secondly, on how they refer and access their

own knowledge frames (Werth, 1999: 83).

2.3.1. Deixis as worlebuilding

In general, text worlds are created usingombination ofvorld-building elementsand function-

advancing propositions (Gavins, 2003: 130).World-building elements typically define the
background againsthich theevents withinthe text world unfold FRQVWLWXWLQJ RI pHGHLFV
indicate the time, location, entities/enactors, objects, and the relationships being represented within a
QDUUDWLYHY *LEERQV Fuddtigvnbd@aHding propositions, alternatively, constitute

the actims, eventsstatesand processeE KLFK pnSURSHO D GLVFRXUVH IRUZDUGT LQ

56).

%H\RQG WKH WH[W ZRUOG WKHUH DUH WZR RWKHU VHSDUDWH Z

work, the discourse worJénd the suworld (latHU GHYHORSHG DQG WZIHWRKIHEY W E\D'

*DYLQV 7KH GLVFRXUVH ZRUOG FRQFHUQV WKH pVDOLHQW F
H[SODLQV MRFFXS\ HLWKHU WKH pKHUH DQGKERJIIRRI WK

WKH ZULWLQJ FRQWnafds (oDwoKdsRdbAs),Jon X Bther hand, occur within text

worlds when the narrative shifts to a different temporal or spatial perspective, causing the discourse

participants to conceptualise a new texdrld within the preexisting one (Gavins, 2007: 48). This is
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XVXDOO\ WULJIHUHG GHLFWLFDOO\ WKURXJK DGYHUEV VXFK DV

UKHUHY DQG VR RQ &DQQLQJ

2.3.2.The discourse world and3p DJJDJH"

WithintheTWT DSSURDFK LW LV LPSRUWDQW WR FRQVLGHwWorld6sKH VLWXI
when examining the opinions of rea@aders. This is because any knowledge and emotions specific to

WKH SDUWLFLSDQWYV RI D RIAVFNUDLQ B[ERQEHGMX PG RY DRXP
Accordingly, TWT recognises that the personE D J J Deheh’ participant brings with them tioe

language event has the potential to affect the joint process of negotiationeaettod the discourse

world (Gavins, 2003: 129)TWT argues that we provide mental representations, known in the
framework as text worlds, which allow us to conceptualise and comprehend any language we encounter
(Gavins, 2003: 130; 2007: 2). These mental representations can dilg irivigined and emotionally

profound.

The concept of baggage is a rather uradgrored aspect afwT, althoughthereareassumptionsve

can formin regard to the process of readingagtordance witlfwT. Consider the metaph@OVE IS

A JOURNEY, and the mental representats@ssociated with the conceptl@dVE ontheone hand, and

the process of ZOURNEYon the other hand. In the input space for the formulatiarovE, you may
envision a romantikiss between a heterosexual couple, or pertapame sex couple depending on
your own sexual orientation. You may evpitture aplatonic relationship, suchs an interaction
between a parent and child playing in a park or reading a story at bedtime. In the input space for
JOURNEY, you mightvisualise someone driving a car on a motorway, or a person walking through a
heavily wooded landscajgeee table 2.2below, for basic mappings faOVE IS A JOURNEY). These

visual representations @fOVE and JOURNEY are indicated by the metaphor and stgrounding
context. They also specify which aspects of background knowledge, intenti@nsories,and
motivations we need to access in order to make sense of the metaphor (Werth, 1995: 52). The distinct
imagesthatdifferent people will inevitalyl createwill vary in their precise constitution because of the

GLITHUHQW EDJJDJH" ZH HDFK FDUU\
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Target: LOVE Mappings Source:JOURNEY

Lovers : Travellers
The relationship ; A vehicle
Relationship progressio : The distance travelled
Problems/difficulties ; Obstacles encountered
Choices/decision: ; Directions/roads travelled
Relationship goals : Journey destination

Table 2.2. Hypothetical mappings between the domaibh®wE andJOURNEY (adapted from Lakoff & Johnson,

1980: 4445).

It is important to note that whilewT PLIJKW QRW KDYH FRQVLGHUHG 3EDJJDJH"™ L
are other theories within cogniélinguistics and cognitive poetitisat have devoteeixtensiveesearch

to the question of how our personal knowledge and experiences affect the production and reception of
languageSchema theory for instancesubscribes to the view that reading is a subjective experience,

and although a text will remain static, @HUV ZLOO pLQHYLWDEO\ GLIIHU LQ WKH U
to the reading experience in the form of their own background knowledge and reading competence

(Giovanelli & Mason, 2015: 42).
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2.4. Metaphor

Cognitive linguistics have argued that, prilmhe®\ EDVHG RQ OLQJXLVWLF HYLGHQFH
FRQFHSWXDO V\VWHP LV PHWDSKRULFDO LQ QDWXUHY /DNRII
special linguistic or rhetorical device, but instead has a conceptual basis (see Lakoff & Johron, 198

1989 Johnson, 1987, 1993; Lakoff, 1987; Lakoff & Turner, 1989; Sweetser, 1990; Turner, 1990, 1991,

1992; Kbvecses, 2R). )URP /DNRII DQG -RKQVRQYV VHH DOVR /DNRI

of basic tenets concerning metaphor are derived:

f Metaphor structures thinking.
f Metaphor structures knowledge.
f Metaphor is grounded in physical experience.

f Metaphor isdeological.

This section of thehapter goemtofurther depth explaining the nature of metaphor and its significance

in structuring the experience of all language usEnstly, | considerconceptual metaphor theory

(CMT) (Lakoff & Johnson, 1980; Turmel1987; Lakoff & Turner, 1989; Semirat al, 2004; Crisp,

2002; Steen, 2002; Semino 200Balso consideimage schemass yQDW XUDOLVHGY PHWDSKF
or recognising and communicating the world. THexucidatewo fundamental frameworks which are

usedin cognitive poeticdo analyse the conceptual process at work in metaphorical constructions:
conceptual metaphor theoy (CMT) (Lakoff & Johnson, 1980; Turner, 1987; Lakoff & Turner, 1989;

Semincet al,, 2004; Crisp, 2002; Steen, 2002; Semino 2@@8conceptualintegration theory (CIT)

(sometimes referred to asnceptualblending theory) (Fauconnier & Turner, 1996; Fauconnier, 1995;

Turner, 1996).

2.4.2. Conceptual metaphor theory@MT)

Metaphorical expressions are tied to metaphorical concepts in a systematievegnthereforeuse
metaphorical linguistic expressions to study the nature of metaphorical concepts and to gain an

understanding of the metaphorical nature of our activities (Lakoff & Johnson, 1980: 7). For example,
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the concept of OVE is structured mostly in metaphoricarms:LOVE IS A JOURNEY(our relationship

is going nowherg LOVE IS A PHYSICAL FORCE(shegravitatedtoward him) LOVE IS WAR (hewon

her hand in marriagegtc. These different metaph@achprovide one perspective on the concept of
LOVE and structug different aspects of the concdpteach metaphor, there are two indepenagnit
spacesone which encapsulate®VE (an abstract concept) and one which encapsulates the concrete

notion used to represelt®VE (JOURNEY, PHYSICAL FORCE WAR).

Consider the exampleOVE IS A JOURNEY in further detail.Under the framework of conceptual
metaphor theorydMT), there arewo spacesvhichfunction asdomains(Langacker, 1987) withithe
conceptual metaphor: thaget domain (LOVE) 2 the concept that described in terms of the familiar
element and thesource domain(JOURNEY) 2 thefamiliar element drawn upon to describe the target
(Lakoff & Johnson, 1980; Stockwell, 2002: 106; Evans & Green, 2006). In between these two domains

unidirectionalcrossspacemapping transpires (Lakoff, 1987, 1998ee figure 2, below)

Source:

LOVE Conceptual mapping
from source to target

Figure 22. Unidirectional conceptual mappingtime conceptual metaph@OVE IS A JOURNEY.

Conceptuametaphortheory, however, does not assert that all aspects of the source domain will be
mapped onto theéarget domain in conceptual metaphors. One notion withiiT, the invariance

hypothesis DUJXHV WKDW pPHWDSKRULFDO PDSSLQJV SUHVHUYH WK
VFKHPDWLF VWUXFWXUH RI WK BAVWIX ths i ndrid Ariodt Qofirce DaRins

have an imagg FKHPDWLF VWUXFWXUH PRWLYDWHG E\ pUHFXUULQJ
interactions that give coherent structure to our experieneeour basic perceptual, motprogram,

emotional, hisorical, social and linguistic dimensiofidohnson, 1987: xiv, xvi).

21



Image-schemasDUH pKLJKO\ DEVWUDFW RU VFKHPDWLFY LQ QDWXUH
Kovecses, 2006Many everyday situations call upon image schemas, and the s¢esoeptual
modalities that are related to them. They make a wide variety of concepts and experiences meaningful,

S0 even basic concepts require several insagemas in order to activate their conceptual meanings.

One category that is typically drawn upamgd is of particular importance throughout this thesis, is the
concept of theBODY (CONTAINMENT, VERTICALITY, OBJECT etc. (Johnson, 1987: 3&3;
Langacker, 2008; Kdvecses, 2017). For exampleBORY/CONTAINER schema may develop from
locative expressionghich reflect underlying imagschemas: we often use prepositions likeand
OUT to express metaphorical meanings (i.e. liarlove, we fellout of love) (see figure3, below, of
theCONTAINERschema and the three fundamental structural elemeotssists of: interior, boundary,

and exterior).These expressions may not seem metaphorical at first because they have become

*1

HQDWXUDOLVHGYT ZD\V Rl UHFRJQLVLQJ DQG FRRBUK@nNs&MDWLQJ WK

experiences, recurring pattsremerge which can then be projected onto more abstract domains of

understanding.

CONTAINER IN ouT

Figure2.3: Imageschemas foN, OUT, andCONTAINER exterior (from Gibbons & Whiteley, 2018). The

contained object is represented by the black dot insideirttie.

Taking into account the effect of the prepositienconsider this passage, below, friviny We Broke

Up (Handler, 2011, sentences humbered for anadygigropositioin italicised for referenden which

the narrator, Min, a teenage girl, is delsing her emotions as she places miscellaneous items, which
she associates her-bryfriend, Ed, into a box. When reading, take particular notice of the effect of the

prepositioniN:
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(21) I found [a box] dowrin the basement, just grabbed the box when all of our things were too much
IRU P\ EHG VWDQG GUDZHU 30XV , WKRXJKW PRP ZRXOG ILQG V
for my secrets (23) So it all weintto the box and the box weirtto my closet with some shoes on top

of it | never wear (24) Every last souvenir of the love we had, the prizes and debris of this relationship

The interaction between the different entities and the reference objects in thigepmskcate several
VSDWLDO UHODWLRQVKLSV RI FR® W BHQPLHIWM CHMIFQHRR XY H W,IQL @ J
HSUL]HV Y 2 grepladediny {WKH ERHT ER[T LV WiKH® KSHORPHWEDWRUTV pF
creating a secondaGONTAINER which now encases the fiGONTAINER. Thenarrator identifies the

boxeditems using the pluraB RV V HV V LY ¢ur SNKRL@&cddhgihey are personally significant

to both Minand EA7KH\ DUH DOVR GHVFULEHG DV pVvVmDQGI Q8 UL M &R |1 WKK
UHODWLRQVKLSY DJDLQ VXJIJHVWLQJ WKH\ @utdThelefod LA OHG ZL
CONTAIN 3VRXYHRILORYH  QRW R Q Fehcl&X OWEWHEIF; thusl. yivikg Rse to the

novel conceptuaimetaphorAN ENDED RELATIONSHIP IS A CLOSED BOXwhich arises from the

conceptual metaph@r RELATIONSHIP IS A BOX

2.43. Conceptualintegration theory (CIT)

The theory of conceptual integratiertends the existing theories of conceptual metaphor through an
understanding of how separate source and target demaige together in a metaphorical mapping to

form an integrated conceptual blend with a structure and meaning of itsCéWialso draws upon

mental spaces theoryMST) (Fauconnier1994,1997;Fauconnier & Turner, 1994, 1998, 2000, 2002;
&RXOVRQ ZKLFK IREXVHV RQ PHDQLQJ FRQVWUXFWLRQ DQG
that apply within and across domaindkviHQ ZH WKLQN DFW RU FRPPX)YXQIFDWHY )L
uses these principals to accodlR U pytWKH G\QDPLF QDWXUH RI LQWHUDQLPDWLR
(Gibbons & Whiteley, 2018: 214)t can be applied beyond bassOURCE : TARGET conceptual
PHWDSKRUY DQG SODFHV QR OLPLW RQ WKH QXPEHU RF GRPDLQ®
by-moment) processing (Coulson, 200; Crisp, 2003: 110). It also provides an accenmergent

structure, which conceptual metaphor theory does not (Evans & Green, 20084038_akoff (1987)

describes this new domain aklanded spaceand these blends can recruit a great range of background
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conceptual structure and knowledge without our recognizaansciously in order for us to make sense

of the discourse we encounter (Fauconnier & Turner, 1998: 144).

In light of CIT, we can revisit S224 of 'DQLH O + D Q G-@ddithfxeWRyXNg Broke U(2011:

2).

(23) So it all went into the box and thexowent into my closet with some shoes on top of it | never.wear
(24) Every last souvenir of the love we had, the prizes and debris of this relationship, like glitter in the

gutter when the parade has passed

There arehreeinstances in this extract where we are prompted to blend two input SpP&IeES

(based upon th€M LOVE IS A COMPETITION); DEBRIS (based upon th€M LOVE IS A BUILD
STRUCTURE),and PARADE (based upon the novéM LOVE IS A SHOW) Theseinput spacegi.e.

LOVE andCOMPETITION) clash because it is hard to distinguish any shared properties between them
However, the connection between the two domains arises purely from the context within the text and

from the way the two characters, Min and Ed, are sgcialated to each other (see figaie4, 2.5,

2.6, 2.7 below, for a detailed characterisasaf the conceptual integration networks at work in the

three aforementioned noveMs). 7KH QRXQ SKUDVH pWKH SUL]JHVY ZRXOG W\SL
VRPHRQH KDV VWULYHQ IRU RU ILQGYV H[FHSWLRQDOO\ GHVLUDE
conflicting as it is often used to refer to something that has been discarded, lastiabken down

into remains. As a result of the two juxtaposing statements, there is a dramatic contrast between the two
FRQFHSWV ZKLFK UHSUHVHQW WKH 3KLJKV DQG ORZV™ Rl WKH UH
salient properties projectadto the blended space as a result of the multi directional network between

the two distinct input spaces (see figures 2.4, below). Similarly, the r@um3ER and GUTTER

contrast in their meanings and create an emergent understanding in which giistéted with a sense

RI ORVV DQG UXLQDWLRQ 7KLV VWHPV IURP WKH XQGHUO\LQJ FR

figuratively to describe a person with low income, or in a state of joblessness or homelessness.
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Generic
Space

Cross-space mappings
between input spaces

Blended
Space

Emergent
Structure

Figure 2.4: An example of theructure of a conceptual integration network.

Generic
Space: the
context
within the
text

Input Space 1: Cross-space mappings Input Space 2:

LOVE COMPEITHON

Blended Space:

2 enactors (lovers), who
typically would be on the
same team, are cast as
rivals




Figure 2.5: The conceptual integration networkLlfoE IS A COMPETITION

Generic
Space: the
context
within the
text

i 5 : > Input Space 2:
Input Space 1:

BUILD

LOVE STRUCTURE

Blended Space:
Love is comparable to a
building, both can endure
damage that effects their
overall structure

Figure 5.6. The conceptual integration networklfOVE IS A BUILD STRUCTURE

Generic
Space: the
context
within the
text

Input Space 1: Cross-space mappings

LOVE

" Blended Space:
Love is a show: the lovers
are performers, acting
from the start to the end
of the relationship (the
show)
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Figure 5.7. The conceptual integration f@VE ISA SHOW.

2.5. Chapter Summary

In this chapter | have outlineadselection of pivotal cognitive theories that may be used to explain the
active role that readers take in interpretatilggourse The notion that readers take a cognitive stance

in relation to the discourse they encounter is fundamental to the coguuiitie account of deixis. Our
imaginative and interpretative capabilities enable us to cognitively relocate into deictic stances separate
from our own across six deictic fields: spatial, temporal, perceptual, relat@mmhositional,and

textual.This is part of the process of building and engaging with mental representations;voortiebst

7KH FDWHJRU\ RI UHODWLRQDO GHL[LV LV SDUWLFXODUO\ LPSRU
are influenced by the ways in which social relatiopstare encoded within textgorlds (i.e. naming

and address conventions, sodiales,and evaluative word choices). This form of deictic projection

informs my concept of aRDM, along with aspects of conceptual metaphor theorycamdeptual

integration theoryl outline my concept of relation deictic metaphor in the next chapter.
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Chapter 3: Relational deictic metaphos

In this thesis, | propose the conceptaiational deictic metaphors(henceforth, referred to &Ms).

In doing so, | aim to extend and augment the cognitive stylistic frameworks of deixis and conceptual
metaphor (introduced and discussed in Chapter 2). In this chapter | will define and contexabse

as a stylistic éature within the wider field of cognitive deixis and concephueiaphor andlending

theory.

3.1. Relational deixis and metaphor

Although cognitive deixis and conceptual metaphor are separate frameworks, research does exist which
combines the two. Sin@eich a synthesis also informs my concept ¢tlM, in this section | undertake

a review of relevant research that combines deixis and metaphor and/or the related framework of
FRQFHSWXDO EOHQGLQJ 6SHFLILFDOO\ , G Ldistaxce ahdBhdoRivdlU &DSTV
discourse in which he argues that spatial deixis can be used to create fear and, by extension, affect social

attitudes.

3.1.2. Social effects of deixis

In Proximization The Pragmatics of Symbolic Distan@®13) Capdevelogdproximizationtheory,

anaccount ofa discursive strategy in which physically and temporally distant events are presented as
HGLUHFWO\ LQFUHDVLQJO\ DQG QHJDWLYHO\ FRQVHTXHQWLDOY
also,Cap,2006; Chilton, 2005, 2011). This analytic concegt heen advanced by research in cognitive
linguistics, pragmaticsand critical discourse analysis. It follows the cognitive view of Discourse Space

LQ WHUPV RI LWV 3RistngGkperientAfIW RK Q&EWIE RUJDQLYDWQRQ DQ
dynamics of hew meaning construction through conceptualisation (see, also, Fauconnier & Turner,
2002; Langacker, 2002; Chilton, 2004; Evans & Green, 2006). Cap dmnsvork within the field

of cognitive linguistics focusing on the significancesphtial awareness. He analyses the

USA discourse on the Wam-Terror, theorising that the principle of metaphor alters our spatial
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awareness ofhe nearand the far so that these spatial deictic items have metaphocoghitive

dimensions relating to temporality (time, history) aodialperception (ideologies).

Cap (2013: 49) describes proxilDWLRQ DV D pV WU DAiEIFSpRaBHHIADSOIR V|

the service of So)ckSEROLWLFDO JR D O WY thekdif& s \of Gelxig hXpdlitichlR&npaigns is

very interesting as it provides insight into the ways addressees perceive ideological awdienaiad
OH[LFDO LWHPV )RU H[DPSOH &DS DQDO\VHV D VHFWLRQ IURP
Novenber 19 2003 where he highlights the effect of juxtaposing lexical itemself vs other or home

vs foreign territoryyH J 3IUHHGRP"~ 3MXVWLFH" B3VWDELOLW\" YV 3GLFWI
items/phrases (Cap, 2013: 64). Cap arghasthesdexico-grammaticabdevices creatédichotomous
representationsof the S KRPH™ DQG 3SHULSKHUD @ndd8 ¥ttklis\pDsitibnieddas &#hQ W L W L I
HQHP\ ZRX @G HQFURDFK XSRQ WKWH®&RYHWXBDWHGNBW\\WKH GHLF\
and audiencéCap, 2013: 64). Thisreatea IRUFHG LGHRORJLFDO FODVK EHWZHHQ
alien and antagonistic values (Cap, 2013;, 424 shows how deictic items can be manipulated by
SROLWLFDO OHDGHUV WR FUHKXWHDWMKHWERWLRQORI| HH 33 B WKHLUY

consequential to the addressees of political discourse.

,W LV DOVR LQWHUHVWLQJ WR QRWH WKDW &DSTV ZRUN
schemas; most notably those of a state or politicdl&#iL HY IXQFWLRQLQJ DV FRQWDLQH
& Johnson, 1980, 1999; Johnson, 1987; Gibbs, 2005). For instance, Cap explores how discourse on
immigration and terrorism recruits t@®NTAINER schema to conceptualise the country of the United

States. SituatioW SHFLILF LWHPVY DUH XVHG WR LOOXVWUDWH pD SRWI
CONTAINER WR H[WHUQDO WKUHDWYV H J 3YXOQHUDEOHKIitBRUGHUV’
Chilton (1996), Cap comes the conclusion that this imagehematic languagenforcesa vantage

pointinterior perspectivé whichis interpreted byaddresseeas jnclusion, ownership and (right to)

protection from external thregff&Cap, 2013; 36). In thisense, th€ONTAINER metaphor often works

with the positioneddeictic centreco HYRNH WKH 3VHOI RWKHU"™ GLFKRWRP\ &DS
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8 OWLPDW H O\ shéiz $htvhigtdkichMation model can be used to analyse the social effects of
deixisand imageschem#c metaphoin a political context. The themes, therefore, are relevant as they
offer evidence for deictic expressions functioning metaphorically and, in doing so, creating affective
responsesThese ideas inforrmy own concept of a relational deictic mphor, in which relational
deixis functions metaphorically to inform social relationships and social aspects of identify (status,

class, etc.).

3.2.Relational deictic metaphors (RDMSs)

A relational deictic metaphor can be charactersgany formof discoursen which metaphors are
used to express relational deictic meaniagd encode social relationships this particular thesis |
examine how this is achieved between characterspieudimd narratonsithin text worlds In doing so,
RDMsinform U H D @itétprét@itios of social relationshipandsocial standings within a temtorld as

well as social ideologies within both the texorld and discoursevorld. In other wordsRDMs are
triggered by lexical items that are underwrittencbyceptual metapherThese conceptual metaphors
are therused andblended to generate relational cé& meanings. From this, readers are able to develop

LQWHUSUHWDWLRQV DERXW QDUUDWRUVY WKRXJKWY |IHHOLQJV

RDMV PD\ QRW EH FUXFLDO WR D WH[WfV RYHUD uwbkdw@ dnWW KHPH E X
make sense when understoodtheir relative significance established within the narrative through

relational deictic ques.

3.3.Chapter Summary

In this chapte| discussed notable work by Piotr Cap which explored the social effects of cognitive
deixis in a political contexi have also begun to explain the natureaethtional deictic metaphoes,

not just a hierarchy of conceptual metaphbtg;an extension or enhancementohceptual metaphors

used in a relational deictic contekt.chapter 5, | explicateDMs at workwithin passagesf young

adult fiction, and, in doing so, expand upon the theoretical definition presented here with an explanation

of how they work in practice then examine how reakaders access and interpret these textual features
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in order to uncovewhether realeaders notice and comprehend relational deictic metaphors in the same

way | (the researcher) had.
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Chapter 4: Readerresponse theory

Literary texts are relatively static objects, containing the same words, in the exact same order, with only
slight modifications with each new edition that is published. Two readers may pick up the same edition
of a novel, read the same words in the saonednd text size, and discover they share common themes
and broad agreements regarding the nature of the text. This autonomous aspect of literary texts is the
basis of traditional stylistic analysis, where the f&xbbject is describedsing linguisticframeworks

(see Stockwell, 2002: 135)n a relatively recent turn in studies within humanities, models from
cognitive science and cognitive linguistics have been adapted to inform the study of texts and the
process of reading. Chiefly in the form of cagré poetics, thesenovative approaches to reading

have shifted from theoretical notions of idealised readers to empirical studies fagels and their

subjective interpretations and evaluations of literary works (Miall, 2006).

In this chapter| provideas an overview of existing literature mader-response theory(Rosenblatt,

1938; Hall, 2009), before discussing two prominent methods for data collection used with cognitive
poetics and cognitive linguisticstaturalistic methods (see Swann & Allington, 2009: 248) and
experimental methods(see Whitedy & Canning, 201). | then review my own method of data

collection used in this study.

4.1.The principals of reader-responsetheory

Readeiresponseesearctexiss broadly within the study of audience respqresdiscipline primarily
concerned with the fundamental role of the media in articulating the public and private spheres, and in
the social organisation of communities (Morley, 1980, 1992; Morley & Robins, 1989, 1990, 1992).
ORUOH\TV NetivndidGe\was| crucial in offering an early ethnographic account of an
encounter between television audiences (the public) and the media. Morley argued that the audience
consumed, evaluated and decoded any messages they were presented with and, thus, wasythe prim
source of meaning construction in the encounter. This view has evolved over the years to examine how
audiences engage with new and changing forms of (mass) media. For example, Twitter has been used

DV D GDWD VRXUFH WR FR O @wstoWprbgka@ines@vaiidel/Betrtet &), 2R1Q)an&R | W H O
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comments VHFWLRQV XQGHU RQOLQH QHZV DUWLFOHYV KDYH EHHQ |

(Heinrich and Holmes, 2013).

The principes of realreader studies within cognitive poetics have developed fittmse within
audiencestudies, particularly the notion that meaning cannot be produced without fngings who

possess the necessary literacy and social skills needed to interact with and interpret the discourse they
encounter. Therefore, in order to ldl\f cognitive poetic, the analysis of literary works must treat the
engagement of readers as an inherent part of the analytical theory from the very beginning (Stockwell,
2002). Literary meaning, thus, must be treateteronomously WR XV H , Q JM3d) GHIDT V
GLVWLQFWLRQ WKDW REMHFWY FDQ RQO\ FRPH LQWR EHLQJ ZKH

person (see, also, Stockwell, 2002; 1136, 165).

This study treats reading as interactive process between reader andAexordingly, the responses

fromreat UHDGHUYV DUH DQDO\WVHG IROORZLQJ 6WHHQTV PRGHO |
(see figuret.1, below), in which readers select or are provided with a text and then undergstadeo
processwhere initial experiencesvelve into more critical and analytical impressions (Giovanelli &

Mason, 2015: 42Gibbons & Whiteley, 2018 Firstly, there is theeception phase in which the first

meanings, impressions and sensations are genefdtisdthen overlaps with the subsequgust-

processing phaseZKHUH WKHVH RULJLQDO LQWHUSUHWDWLRQV DUH UH]

the text which is personally acceDEOHY 6WRFNZHOO D

1. Reader 2. Reader 3. Reader 4. Reader

arrives at a
repeats 2 and

and a time the text to 5:220?:&}; 3 until text is
P deemed

they will read generate sense of the

it. meanings “finished”
text

selects a text engages with

Figure4.1: A schematic representation of the stages of reading (from Gibbons & Whiteley,se@l&iso, Bell,

2011; Peplow, 201fbr a model of interpretation).
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Throughout these phases, readers may negotiate, construghaaiolp mental representations of text

worlds (Werth, 1990; Gavins, 2013), undergo a process of simulation in which redeteify with

characters and their motivations (Oatley, 1994) and make emotional investments (Stockwell, 2009).

This interestintheF RQFHSWXDO SURFHVVHYVY RI UHDGHUVY KDV JLYHQ UL\
WH[WXDOY UHVHDUFK RQ OLWHUDU\ THisl D&y kaQgk frérd Digral asdO O L Q J W
DQHFGRWDO DQDO\WVLY RI LQGLYLGXDO UHDGHUfV RSLQLRQV 'V
methods of study examining broad trends amongst many readers (Peplow et al, 2016: 4). Reader
response theory is particulailyterested in théhoughts and opinions of readers who are members of

the public, typically outside academia, with little or no knowledge of cognitive linguistics or any of its
subdisciplines (Giovanelli & Mason, 2018: 96Jhis has encouraged researchigrdhese fields to

reconfigure through &ognitive lens some of the more impressionistic and idealised concepts within
linguistic studies. For example, there is a large body of stylistic research exploring the reasons why
readers react emotionally tefional situations: recent work has explored psychological projection and
emphatic responses (Whiteley, 2011) and begun to develop our understamtirgcbrojection (see

Gibbons & Whiteley, 2018: 26269).
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4.2. Empirical methods of data collection

The data collected from regtader studies, and more broadly audiestaelies, can be used to inform
whether cognitively informed theories are supported by evidence fromresedds or public audiences.

There are various forms of data collection avddab adapt and configure for cognitive poetic analysis.

For examplenaturalistic methods (see Swann & Allington, 2009: 248) can be applied in order to
observe habitual reading behaviourserperimental methods(see Whitely & Canning, 201fhay

beused to enable the collection of comparable data from multiple respondents in a replicable way. Both

methods have been awarded considerable attention within cognitive linguistics and its related fields.

4.2.1. Naturalistic methods of data collection

Naturdistic methodsaim to comprehend habitual reading behaviour and, therefore, require the
researcher to record, monitor or observe what is happening in a specific setting, and examine readers
interacting with each other about literature in their everyday@mwents. Recent examples of research
applying a naturalistic approach include: the study of data from internet forums in which participants
discuss works of literature they have read (Nuttall, 2015, ;2P&@low et al, 2016; Whiteley, 20116

and the exaimation of discourse and interaction within readgrgupsor book clubgWhiteley, 2011,

2015; Peplow, 2011; Peplow et al, 2016; Canning, 2B&plow & Whiteley2021).

These methods, and the datasets they have producedproaed to be verynsightful. A study by

Nuttall (2015), for example, has shown how online reviews can provide information about how readers
position themselves in relation to the characters and contents of a literary text. Résadearsmened

on the readingbased sociahetworkGoodreadsaboutl am LegendMatheson, 1954) exhilatd some

conflict in their empathy and apathy toward the main charaaiggeshg that the style othe novel,

and the way it positiced readers in relation to the charactersyHa VLIJQLILFDQW LPSDFW R
emotional responseln a similar studyNuttall (2017) executed ajualitative analysis of 150 online

reader responses froaBoodreadsexamininga range of ethical responses te ttovelWe Need to Talk

About Kevin(Shriver, 2003)ltwas IRXQG WKDW VSHFLILF VW\OLVWLF IHDWXUH

LQIOXHQFHG UHDGHUVY HWKLFDO SRVLWLRQLQJ
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In addition to collecting data from online sources, researchers have also takeatabhsdrapproaches

by reporting upon reading groups, discussing literature intiraal as a contemporary cultural
phenomenon. For example, a study of the discourse of reading groups by Whiteley (2011) examined
comments made by a group of readers disngsanextract from the novelrhe Remains of the Day
(Ishiguro, 1989).The data showed that there was evidence for readers underguitiple
psychological projections in relation to a range of-teatld enactorsThis thereforesuggests thdhese

projectionsare of fundamentaV LJQLILFDQFH LQ UHDGHUVY HPRWLRQDO UHVSF

A recentaturalistic study by Peplow and Whagl(2021)alsoanalysé interactional data from reading

group discussions 7KH UHV HD U F K HexaviffndxheRmVieié bt kblatdicogicality (interplay)

and intersubijectivity have in readersponse The data found thai their discussionghe participants

usal, and then reusk conceptual metaphors as a way to explain and understand aspects of a particular
poem whichhad previouslyeft many readers within the group confused (Bep. Whiteley, 2021).

This is notable as it suggests the develept, alteration and recycling of interpretative resources
(conceptual metaphors, in this instance) help to create resonance across the discussion and coherency

LQ UHDGHUVY LOQWHUSUHWDWLRQV

4.2.2. Experimental methods of data collection

Some researchers may choose to apply experimental methods of data collection, rather than naturalistic
ones, in order to exercigaore control over the type of data collected and enable the collection of
comparable data from multiple respondents in acaple wayFor example, survepased studies have

been carried out asking readers about their responses to various interpretative regonragsxtual

features or a specific passage from a novel (Hartley, 2002; Sedo, 2003; Gibbons, 2012; Macrae, 2016)

Surveys and questionnaireave proved to baveryflexible method of data collection and particularly
useful in tapping into the peprocessing phase of readirfgpr instance, Gibbons (2012: 1897),
conducted a smalW FDOH VW X G \refpbniés] ioh@ Hulvfodal novel: RPDQTV BRUOG
Graham Rawd (2005:209. 25 participants read the extract, annotated it with their immediate

responses, and then answered a short questionnaire which used a combination of open and closed
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guestions. This enabled the researcher to exercise control over which &spedert was discussed

by readers. Foinstance TXHVWLRQ DVNHG p'LG \RX JHW DQ\ SDUWLFXO
FKDUDFWHUV« DQG LI VR aAnewevieral/ckataciexsHiediiredRNQhdeRtEigts

direced the UHDGHUV { uDiw &V\Ma@ Widt RiedEleading WKH UHVSRQGHQWY WR D
interpretationThe data set, while no means conclusive, served to provide an insight into the experience

of real readers, showing that the visual format of the texténftad how meanings were interpreted,

and experienced by readers. It also showed that questioiaaied dataets can lead to innovate
ILQGLQJY DV WKH UHVSRQVHYV HYLGHQFHG pVWEKXD W LY X B O R-ECHHIPA
(Gibbons, 2012:88). ASTWT, as a discourse processing framework, has a linguistic biashtvied

that visual features are also important aspects of the literary experience

Another experimental stud¢ KLFK FROOHFWHG GDWD XVLQJ TXHVWLRQQDLU
investigating howreaders experienced perceptual deictic projection. The study involved 129
participantsReaders were presented with one of four variants of a short replica of a passage of literary
narration in which a character mavthrough a landscap This predominantly involved intransitive

processes such awalking glimbingy HWF 0D F U D H@9Y questionnaire first showed a

paragraph of the text variant to read. This was followed by a set of options which described the vantage
point froP ZKLFK WKH SDUWLFLSDQW YLVXDOLVHG WKH VFHQH L H
HIDUYT RU HGRQTW NQRZY DQG WKH Q-Priele®imddes dOX@ 6cerigs fliiR Q W D L C
the four variants. Participants were asked to choosenthge which most closely portrayed what they
YLVXDOLVHG ZKLOH UHDGLQJ ZLWK D pQ DY RSWVWAR QisiRU WKRVF
mind, Macrae found thdhe results of the experiment suggested that perceptual and temporal deixis

both impated upon conceptual perspectiaking by participantsSpecifically, the data corroborated
ODFUDHTV SUHGLFW LiehgeWwwoMd iz Wiol likkély shahHNé ida3tiense to elicit readerly

conceptual identification with a narrator, narratbaracte or charactefocaliser
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4.2.3. Comparison of data collection methods

Naturalistic methods and experimental methods, eviddraleproducel useful datssets for cognitive

poetic analysisf the relationship between readers and texts. This is crucial in understanding the process

of reading. Naturalistic methods, however, have the capacity to explore beyond the subjective
experiences of a single person and examinarthiiple entities thaare involved in the process of

reading (Bakhtin, 1984Yhat is,the interactive process between the author of the text and the wider
sociocultural context that surrounds the t&gnerally, KLV pGLDORJLFDOLW\Y LQWHUSO
forms of reding but is yuKLJKO\ YLVLEOHYT LQ VRFLDO VHWWLQJY OLNH |
interpretations are openly discussed between reddevgever, his dialogicalityis oftenimplicit in

PRUH VROLWDU\ VLOHQW U H BEhGugksiare privateYahdselirteinéd<(Peplbw BtH D G H U V
al, 2016: 30) thus, naturalistic methods prove practical for researchers interested in the social
dimensions and interpersonal nature of readiWgh this in mind, researchers using this method
generaly KDYH WR pWDNH WKH UHDGLQJ SURFHVV DV LW FRPHVY DQ
than imposing an agenda on them (Swann & Allington, 2009: 2493. résult, the researchers have

little control of the type of data collected and risk amasailagge amount of data that is in not explicitly

relevant to the projectt KHVH pODUJH DQG FRPSOH[ GDWDVHWY >UHTXLUHG
RI WKH UHVHDUFKHUY &DQQLQJ :KLW H O H \:scale projectsMstkh B UH PRU

lengthy time allocated to their completion.

Experimental methods, on the other harhdve demonstrated how the data collectédm
guestionnaires or surveys can provide the researchetheitbubjectiveopinions ofmultiple readers

examining the same text a comparable and replicable wae researcher can exercise considerable

control over the type of datend amount of dateollected They can alsavestigatethe influence of

specific textual features (metaphor, foregrounding, narrative perspeetiwgsjpon readers (Whitely

& Canning, 2017: 75; see, alddiall, 2006: 293; Peplow &arter, 2014: 442However, thiapproach

risks mouldingUHDGHUVY UHVSRQVHY DQG FRQVWUDLQLQJ WKH GDWL
guestion which prompts the reader to consider an aspect of, artextertain textual featurevhich

they would not have discussed without the researchers iRputthis reason, data collected via
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guestionnaires osurveys FDQQRW EH GHVFULEHG DV pQDWXUDOY *LRYCL
JXUWKHUPRUH WKHUH DUH WRPRIUMAV KIOWH ZH QW RIK AXIHWHMOLR Q QDL
MLFDQQRW DOZD\V WMWXD O®X GRD WQOK Z\KDW WKH\ EHOLHYH WKH\
166). This may affect the authenticity of some dsttd WV EHFDXVH WKH\ DUH UHO\LQJ RC

of themselves and their own behaviour.
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4.3. A rationale for my methodof data collection

At the heart of this thesis is an experimental method of data collection, specifically a questionnaire
format in which readers were asked to-gsefort their personal interpretations after encountering a text
for the first time. This approach was advaetags for the study because | was able to ask questions
which incentivisedreaders to discuss the specific textual features related to the cognitive poetic
frameworks focused on in this thesi®gnitive deixis, conceptual metaphors &Ms. The readers

were presented with a short extract from a yeadglt novel which | believed showed evidence for
RDMs at work. There were 3 possible texts which were randomly assigned to the parti¢iantse

Broke Up(Handler, 2011)and 7R $0 0 WKH % R\Vre (Hamn 204y Findn%d- the Homo

Sapiens Agend@lbertalli, 2015)

| sourced volunteers to participate in study through a social networking site, requestipmiives of

SHRSOH ZKR LGHQWLILHG DV 3H[SHUW UHD G Hdd ¥re uhivetsityW KH\ UH
graduates with extensive reading experiengelunteers received a link to a google form for the study

and a participant consent form via email. Although some of the initial volunteers did not complete the

task, a total of 2participants took part in this study, with some readers agreeing to examilitigle

texts.In total, | collected 8 responses for each of the three texigogigle formswhich rendered all

the completed questionnaires anonymous. This meant that the atswé#fsrent texts by the same

reader could not be identified and grodpéccordingly, each completed questionnaire is treated as

belonging tca new participanincreasing the total from 2b 24 readers

The research project i3 thesis has undergone careful ethical scrutiny to ensure my method of data
collection and datanalysis conform t&heffield +DOODP 8QLYHUVLW\TV FRGH RI FRQ(
in this study has been handled with sensitivity and | have treated the welfare of the participants as
paramount (as recommended by Wray & Bloomer, 2012: 84). Initially adilcppants were provided

with a document detailing the nature of the project and an information sheet explaining their rights
throughout the study (see appendix 3). They were notified that once they submitted their responses via

google formgwhich rendeed all completed questionnaires anonymous and confidential) they could no
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longer withdraw from the study. Informed consent was then obtained from all participants who wanted

to take part in the form of participant consent sheets (see appendix 4).

In orderto avoid exhausting or confusing participants, each questionnaire consisted of 10 clearly
expressed questions which avoided niche cognitive poetinguistic terminology.They featured a
combination of open and closed questions, thus producing both free, lengthy responses and short,
guantifiableresponsedn addition, precautions were taken to avoid loaded questions which could have
overtly influenced how readers respodde the tex¢ and negatively affected the authenticity of their
answergfor example, pointing out specific textual featuré&)wever, it is important to note that this
QDUURZ SDUWLFLSDQW SRRO RI 3H[SHUW UHD G Hedding whHich KDYH R (

may not be true for other readers (i.e. inexperienced readers).

4.4. Chapter Summary

This chapter has examined the core tenants of readponse theory, specifically the notion that

literary meaning is generated through the interactidwédxn texts and readers, rather thwesing

inherent within a texf(Gibbons & Whiteley, 2018: 5)Readers undergo two stages of cognitive
engagement as this occurs: teeeption phase, in which the first impressions are generatedthe
postprocessing phasZ KHUH WKH UHDGHU DUULYHYVY DW puD VHQVH RI WKH
(Stockwell, 2002a: 8, 31). This final stage may continue indefinitely as readers develop and change
their thoughts and ideas. Chaptealdodiscussed»asting literature in readenesponse studies which
haveexplored and analysdte natureof reading via naturalistic or experimental empirical methods.
Subsequently, tompared and contrastétie two methods irorder to rationalise theise of an

experimeral method, specifically a questionnaire format, for my study of readponss
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Chapter 5: Realreader responses to youngdult fiction

Chapter 5reports the results of the empirical study at the heart of this thesis and discusses reader
responses alongside analysis of relational deictic metaphors within three passages freadytiung
novels. Theparticipants in this studyere provided with a shibextract froml of 3youngadult noves:

Why We Broke UfHandler, 2011),7R $O0O0 WKH %R\V ,[HéH 20R4Y &hGintdrH/eRtkheH
Homo Sapiens AgendAlbertalli, 2015). After reading the text, the participants were asked to complete

a short 16guestion survey based upon what they had just read. The readers will be identified as Reader
1 (R1), Reader 2 (R2), etc. when discussing their feedBacknientioned in the preceding chapter, |

collected 24 responses from readers, with 8 completed questiemper text.

This chapter is divided into 3 sections, focusing on each of the case study texts in turn. | will, first,
summarise the plot of each novel and contextualise the extract. | will, then, undertake a brief cognitive
poetic analysis of each eatt which identifies and evidence the existence of relational deictic
PHWDSKRUV )LQDOO\ , ZLOO DQDO\WH WKH UHDGHUVY UHVSRQV

thoughts and interpretations support the existen&Dofs.
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5.1.Cognitive poetic analysis ofWVhy We Broke Ugtext 1)

The first novel (henceforth referred to as text 1IyMey We Broke Upby American author Daniel
Handler. Published in 2011, the novel takes the form of a letter. Min Green,-achighl junior and

the narrator of the story writes a letter to Ed Slaterton, a populardulgbol senior and basketball
player, explaining why their relationship ended. The letter is apparently accompanied by a box full of
objects that represent the progress of the relatiprfshm its start to its end. The passage below

(Handler, 2011: #4) is from the opening section of the novel (sentences numbered for analysis):

(1) Dear Ed,

,Q D VHF \RXY0(B A ybDrirobt ddbK ¥& dhe nobody uses ,WJOO UDWWOH WKH
ELW ZKHQ LW ODQGV EHFDXVH LWV VR ZHLJKW\ DQG LPSRUWDQV
ZLOO ORRN XS IURP ZKD% $he Wil logikdavin/in & Radite@ah, worried that if she
goes to see whatW LV LW TOE |E&Ls€e ReY firbWn in the reflection of the bubbly sauce or
whatnot %XW VKHYOO JR. VKA I RQTWIHB®/ ARXOGQRWIUH XSVWDLU
probably, sweaty and alon@®) You should be taking a showerXd®tW \RXJUH KHDUWEURNHQ RC
KRSH VR LWV \RXU VLVWHU -RDQ ZKR ZLOO RSHQ<RXHBRRW HY

HYHQ NQRZ RU KHDU ZKDW{V.EHLQRXGEXRQHE BWHRNODBRREK\ LW HY

, WV iidl dad Bukiiy and whatnotl3) The sort of day when you think everything will be all
right, etc (14) Not the right day for this, not for us, who went out when it rains, from October 5 until
November 12 %XW LWV '"HFHPEHU QRZD0QG G WIKWHRPOH DLW W R LRIKW , TF
why we broke up, Ed , TP ZULWLQJ LQ WKLY OHWWHU WIBBHAKKNRROH WUXW

truth is that | goddamn loved you so much.

(19) The thunk is the box, E(20) This is what | am leaving yo(R1) | found it down in the basement,

just grabbed the box when all of our things were too much for my bed stand .d@2&ydtlus | thought

PRP ZRXOG ILQG VRPH RI WKH WKLQJV EHBDPSOMIEI weaHfivythe VOQRRS |
box and théox went into my closet with some shoes on top of it | never. W24y Every last souvenir

of the love we had, the prizes and debris of this relationship, like the glitter in the gutter when the parade

has passed, all the everything and whatnot kickéugtourb TP GXPSLQJ WKLV ZKROH ER]J
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your life, Ed, every item of you and me TP GXPSLQJ WKLV ER[ RQ \RXU SRUFK (¢

who did the dumping.

(27) The thunk, I admit it, will make me smil@8) A rare thing lately.

Within this extract, therare severatonceptual metaphoet work with specific lexis which triggers
each.TheseCMs areblended together to draw attention to relational deictic aspects of the text that for
FUXFLDO LQ JUDVSLQJ WKH QDUUDWRUYV WKRaklé EWhélow QG IHHO
documentsa hierarchy of conceptual metaphors which develop from thetmicalcms (level 1)

within the passage

Hierarchy 1

Level 1: LOVE IS A CONTAINER

Level 2: A RELATIONSHIP IS A BOX

Level 3: EMOTIONS ARE OBJECTS (which are placed into the box)
Hierarchy 2

Level 1: LOVE IS A CONTEST

Level 2: A RELATIONSHIP HAS WINNERS AND LOSERS
Level 3: SUCCESS IN RELATIONSHIPS IS A PRIZE
Hierarchy 3

Level 1: LOVE IS A BUILD STRUCTURE

Level 2: RELATIONSHIPS ARE BUILDINGS

Level 3: BREAKUPS CAUSE DEBRIS

Hierarchy 4

Level 1: LOVE IS A SHOW

Level 2: A RELATIONSHIP IS A PARADE
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‘ Level 3: AN ENDED RELATIONSHIP IS A CLOSED PARADE

Table5.1. The CMs within the table (above) are featured within text 1. They inform a later analysis of how both
cognitive frameworks of relational deixis a@tl together to createDMs. | will then explore the reader responses

in the section 5.4to discover whether thepinions of reakreaders support my accountevel 1 shows the
conceptual metaphavith the broadest meanings, while the succeeding levels shiogeptual metaphovghich

relate to more specific concepts.

As shown in table 5.1., conceptual metaphors that haerarchically organised are nisblated
FRQFHSWXDO SDWWHUQV LQ WKH PLQG EXW pFOXVWHUV ZKLFK W
UHODWLRQVKLSVY .|[YHFVHV 7TKHVH FRKHUHQW ODUJHU J
(Lakoff, 1993, Kbvecses & &ka, 2010Kovecses, 2017) and are informed by the theothefgreat

chain metaphor (Lakoff & turner, 1984) in which there are hierarchies of entities (things), and the

entities higher in the hierarchy are understood via entdiger in the same hierarchy, accounting for

how objects, concepts, or things are conceptualised metaphorically (Kévecéka &R10: 151, 167).

The body of theext LEHJLQV FRQVSLFXRXVO\ u .Q DSWH FRVRX 1 O R QR B R
The reader is pushed into an unrealised possible future inside the mind of the narrator. This temporal
VKLIW LV LQLWLDWHG E\ WKH PRGD O -¥idileEensZ)latd@h® prégositfolalF R Q VW
SKUDVH uWbich refersRd waiting a very short period of time). Additionally, in S2, there is a
perceptual shift into the consciousness of the character Ed through the use of th@eemmdronoun

H\RXYT (G IXQFWLRQV DV D uVHF R Qrator partiaRyFcbrddys tHesfory lungZ K L F KV
deictics anchored to his perspective (Macrae, 2016: 67). Consequeatlgpehingis deictically

centred in Edthrough Min)and consistent with him perceptually and spatially (S3 locates the scene at

(GTV pllRRgWDO QR KH LV FORVH WR WKH HYHQW DV KH ZLOO pKHDL

Fictional worlds encode context with deictic orientation and readers must, consequently, interpret that
context by taking a cognitive stance within the mentally constructed world of the teckwStip 2002:
&RQVLGHU 6 IRU H[DPSOH pu,Q D VHF \RXYJOO KHDU D WKXQN

physical contet WKH QRXQ SKUDVH pubD WKXQNY ZRXOG XVXDOO\ EH SUH
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QRLVH L H pWKH KKKRWNFORYXHG HIRWK DWKH UHDGHU LV SUHVHQ)

of the text world. This is clarified as the narrative continues:

7TKH WKXQN LV WKH ER[ (G 7KLV LV ZKDW , DP OHDYLQJ \R.

porch, Ed.

,Q 6 WKHY GHILQLWH DUWLFOH U Htanereta/objecian Howmbis X<Daliged Q R X Q
HPWKH ERIY 7KH IROORZLQJ FODXVH 6 HVWDEOLVKHY D GLV!
DGGUHVVHV p\RXY (G DQG WKW V@GV MDKH GJHHRORDQA W UHD SULR @ RpKAK
expand on the relative importance of the box (it is going to be given to Ed). Following this, there is a

VSDWLDO GHLFWLF VKLIW LQ 6 7KH YHUE SKUDVH pGXPSLQJ WK

ORFDWLRQ (GfV SRUFK 7KLV IXWXUH Dé¢towihRG3 teigePDGH FXUUHQ

| arguethat kWWKH ER[Y LV DQ H[DPSOH RI D UHODWLRQDO GHLFWLF PH)
obvious, conceptual metaphor at work in the pasaBELATIONSHIP IS A BOX In the most literally

sense, a sequence of events unfolds in the extract: the narrator places meaningful objects in a box, then
GXPSV WKH ERJ[ RQfig@gph\2). BBy khis \hbBlwéver, there are conceptual metaphors at

ZRUN ZKLFK XQGHUOLH WKigu@dP3 UDWRUYfV IHHOLQJV VHH

Figure5.2 lllustrates the events that literally take place in the passage.
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THE BOX and
‘ ITS CONTE

Figure5.3 lllustrates thecM: A RELATIONSHIP IS A BOX.

There is a conventional link at the conceptual level between the domaiROBIANTIC
RELATIONSHIPS (target) and the domain of BOX (source). This, in turn, is a variant of the
CONTAINER metaphor. As discussed previously, this schema is rooted in our emergphorical
FRQFHSWV WKDW DUH EDVHG RQ RXU H[SHULHQFHYV Dag pHQWLYV
FRQWDLQHUV ZLWK DQ LQVLGH DQG RXWVLGHY /DNRII -RKQVRQ
of structural element$n the form of interior, boundary and exterior: these are the minimum
requirements for ZONTAINER (Lakoff, 1987). We project boundaries onto things external to us, as

well as them being made up of various kinds of substaswees asvood, stone, metal, etc (Lakoff &

Johnso, 2003[1980]: 58). In this extract, the box (something concrete and physical) is used to project

distinct boundaries upon to something without:ahg concept of a relationship.

There are several distinct mappings between source and target domains:

Target: RELATIONSHIP Mappings Source:BOX

Lovers (one unit) : A container: sides, lids, base
Memaories made and shart : Objects placed within a box
Events (changes/progres : Objects taken out of box, replaced
Difficulties/problems : Box damaged
Choices/decision: : Damages fixed or box discarded
Choices/decision: : Directions/roads travelled
Relationship goals : Journey destination

Table5.2: Hypothetical conceptuahappings inA RELATIONSHIP IS A BOX
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Although theinguistic expressions do not explicitly state the source and target domain, on a conceptual

level their interpretation involves mapping betweerséu®mmains. For instance, the couple are cast as

one unit (the box) and the memories and experiences tlagdsithroughout the relationship are
represented by the items which are placed into the box. Initially, the narrator possesses the box, showing
RQO\ RQH SDUW RI WKH FRXSOH WUHDVXUHV WKH LWHPV 7KH
discarding it ad its contents and all they represent. Therefore, there is agotptual metaphait

work here:EMOTIONS ARE OBJECTSwhich is blended wittA RELATIONSHIP IS A BOX. Such

mappings, as shown in Tabie? above help to comprehend the abstract targeA ROMANTIC
RELATIONSHIP. (GTV SRUFK LV DQ HIWHQVLRQ RI (G (ahdmBlenOdf thed/ KXV E\ (
relationship, containing the items which represent aspects of the relatiamskig) porch, the narrator

hassymboalicallypassed on the burdentbi relationship to him.

To concludethis section, | have developed my outline Ri’Ms through a practical analysis that
explicates RDMs at worln a passage from¥A novel In the following section, | aim to analyse and
discuss the responses framal readers who encountered textafid formed their own subjective
interpretationsl then apply these findings to uncover whether the responses freneaeaks provides

evidenceo supporimy concept oRDMS.
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5.11. Reader responses to text 1

Readers 1 to 8 responded to text 1. The questionnaire opened with two related questions:

Q1.Did you enjoy the passage? Yes/Nosure.

Q2. Can you explain why?

The initial questions aimed to familiarise readers with the process of writing down their thanghts

opinions. Two of the readers (25%R1 and R62ZHUH pXQVXUHY ZKHWKHU WKH\ HQMF
declared: p >da@f know enough information, [but] | like the®¥\ WKH VWRU\ LV ZULWWHQT
struggled to enter the first stage of deictic projectisthey focused on style of the teR6 did not feel
HQJDJHG EHFDXVH RI WKH DXWKRUYV ZULWLQJ VW\OH 7KH VL]
questRQ p'LG \RX HQMR\ WKH SDVVDJH"Y 6RPH UHDGHUV FRPPHQ
SDVVDJH )RU LQVWDQFH 5 WKRXJKW LW ZDV pUHDO DQG TXLWtL
GHVFULEHG LW DV pWKRXJKWIXO O\HARWMWIDY T 2N WHUU D HDRGW IRV X
with the plot of the novel (i.e. they were curious to know what was going to happen and why). R2
ZRQGHUHG pPH[DFWO\ ZKDW WKH pWKXQN ZRXOG EH« DQG ZKDW
GLVFORVH& p,Z20HHWD WRNUHDG RQ WR ILQG RXW WKH UHDVRQ WK
WKH SDVVDJH DV pLQWULIXLQJY EHFDXVH WKH DXWKRU KDG SU
NQRZ PRUH DQG XQGHUVWDQG WKH UHOD WasRtxhekibd find svhyZ D Q W H C
HG >VLF@ ZDV XSVHWYT 5 IHOW WKH\ FRXOG LQ VRPH zZzD\ UHODW
MOLNH D VLWXDWLRQ PDQ\ SHRSOH K DpéHdepudl-aqelatdndl deisRPH WLP
the fact that severaHiDGHUYV IRFXVHG RQ WKH FKDUDFWHUYfV HPRWLRQV I
were able to project a new deictic centre within the world of the text. This enabled them to understand,

or try to understand, how the characters were socially and persosialigd to one another.
The third and fourth questions asked:

Q3. What do you think the passage is about?

Q4. Why do you think the narrator has written to Ed?
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The questions were asked in order to determine how readers understood and interpeatedtshe
happening withinthetextt RUOG 7KH UHVSRQVHY ZHUH YDULHG KRZHYHU

answers according to five themsswnwithin Table5.3 below.

Theme Readers| Comment
Jilted lovers R1 $ MLOWHG ORYHU 2ké&kupDQIW DFFH
Unrequited love R1 Some [is] trying to [get] their feelings and emotions acros
someone.
R2 [The narrator is trying to] make [Ed] remember the relation

and feel guilty for causing the breakup.

R7 [The narrator is writing to Ed] teell him how they feel.
Courage R3 Courage, the ending of a relationship.
Closure R3 Closure.

R4 $ OHWWHU ZULWWHQ WR D ER\ ZKR

RQ« WR JHW FORVXUH

The breakdown of § R5 A relationship that broke down.
relationship R6 A breakup
R7 A relationship breakdown and the fallout from that.
R8 7ZR \RXQJ SHRSOH ZKR FDQTW OLYI

Table5.3. The themes identified in text Ased upon the responses frosaders 48.

Questions 56 and 7 focused on the box and soughiriderstandf readers hadoticedthe conceptual
metaphorA RELATIONSHIP IS A BOX and th@ used anyrelational deictic aspect® extendor

comprehend what they had read:

Q5. :KDW GR \RX WKLQN DE R fawit is\ni€htiokeR [mMarmy @rées\ihikobighout 1

passage?
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Q6.
'LG \RX JHW DQ\ SDUWLFXODU LPSUHVVLRQ IURP OLQ

prizes and debris of this relationship, like glitter in the gutter when the paragadses, all

WKH HYHU\WKLQJ DQG ZKDWQRW NLFNHG WR WKH FX

Q7.
'LG \RX JHW DQ\ SDUWLFXODU LPSUHVVLRQ IURP OLC

EXW LW LV \RX (G \RX GLG WKH GXPSLQJT "1

In the answers to these questions, treadsemerge: R3 and R4 discussed the power dynamic between

Min and Ed; and, all the readefs U H V SeRa@pfot R4, appear to have been influenced byahes

LOVE IS A CONTAINERandA RELATIONSHIP IS A BOX In relation to the first themeoncerning

power dynamics5 QRWHG pu>VHQWHQFH @ VWUXFN PH WKDW WKH DX
WDNLQJ EDFN WKHLU RZQ SRZHUY DQG 5 DUJXHG WKH GXPSLQJ
MDOWKRXJK >(G@ KXUW KHU DQG FDXVHKG®G WRH AR RY WRNLQ JUF
The comments show that R3 and R4 noticed the blende&MBEMOTIONS ARE OBJECT®&NndLOVE

IS A CONTAINER. Both readers also instilled some kindsifnificanceZLWKLQ WKH FRQFHSW RI
As | discussedn my cognitive poetic analysis of the extracthis chapter (section 5.1, GV SRUFK LV

a symbolic extension of Ed himself, thus by dumping the box on the porch, the narrator is effectively
dumping Ed and the emotional baggage associated with thiemetdp. Rraders 3 and 4 seeim be
VXJIJHVWLQJ WKH UHOLQTXLVKLQJ RI WKH ER[ UHLQVWDWHYV WKH
the box, therefore, is also a symbol of power, with Min now being the person in control of the situation.

This, therefore brings into fruitionanotherconceptual metaph@ONTROLor POWERIN ROMANTIC

RELATIONSHIPSIS AN OBJECT

Hierarchy discussed in table5.1: Elaborations and changes to hierarchy by R3
and R4:
Level 1: | LOVE IS A CONTAINER Level 1: | LOVE IS ACONTAINER
Level 2: | ARELATIONSHIP IS A BOX Level 2: | A RELATIONSHIP IS A BOX
Level 3: | EMOTIONS ARE OBJECTS Level 3: | EMOTIONS ARE OBJECTS
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Level 4: | CONTROL/POWER IN ROMANTIC

RELATIONSHIPS IS AN OBJECT

Relational deictic elements used to expand upon tl@vs:

f u>7KH QD tkind Baskbie@owVSRZHUY 5

In this view,socialpower isan objecthat is passed between lovers at various points througho
relationship It also seems that this may ocewen aftethe relationshifhas endednd the couple

have parted way$n addition,POWER, as an object, can be stolen from one person by anothe

f U>7KH QD Wkl WRQWUIROYT 5

Whereby the concept of sociglower is somethin¢an objectthat can be forcibly taken from

another person, affecting social standings and authority between individuals.

Table5.4. The hierarchy of conceptual metaphors recycled and altered by readers 3 and 4 using relational deictic

elements from text 2.

As discissed in previous sections, a relational deictic metapluanstituted by a conceptuaktaphor

which drawson conceptual metaphors amdlational deictic elements to explain or develop social
relationships between enactors in a 4ewrtld. The CMs EMOTIONS ARE OBJECTSand A
RELATIONSHIP IS A BOXcan also be defined @&DMs because ty occurredwithin the specific
context of text 1 and seemedto aliseD QG LQIOXHQFH VRPH R RIKdliewbtHDeGHUV Y U
ER[ PHDQW puD ORW nvdde iMi] HD IGUW R  XIKRY VHQWHQFH VKRZHG
HEHHQ VHULRXVO\ OHW GRZQY DQG ZDV PAMKMM Q5) WRKPNVN[WRIQ®@ t
broad, archetypicatM EMOTIONS ARE OBJECT$0 the more specificM HEART-ACHE/PAIN ISAN

OBJECT 7KLV LV EHFDXVH WKH XVH RI YHUE RI PRWLRQ pSDVVY V
experiences stemming from the end of the relationship can be physically moved from one person to
DORWKHU 5 GHYHORSHG WKL VhiGkRA ¢oRtéNtd Jotxhe Kdx]lare d [SrnBet QL Q J

RI WKHLU UHODWLRQVKLS« GXPSLQJ WKH ER[ LV D PHWDSKRU IR
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5 DOVR FKDUDFWHULVHG WkH (€RD @S/ QB YH JHOVDHDVRIDW KR  1Z K

LWKRXBKWYQJV DQG HPRWLRQDO MRXUQH\VT

Hierarchy discussed in table5.1: Elaborations and changes to hierarchy by R,
R2 and R7
Level 1: | LOVE IS A CONTAINER Level 1: | LOVE IS A CONTAINER
Level 2: | A RELATIONSHIP IS A BOX Level 2: | A RELATIONSHIP IS A BOX
Level 3: | EMOTIONS ARE OBJECTS Level 3: | EMOTIONS ARE OBJECTS

Level 4: | HEART-ACHE/EMOTIONAL PAIN IS
AN OBJECT (which is put into the

container)

Relational deictic elements used to expand upon tlegms:

f UFke narrator] is tryingtpass>RQ YLD WKH ER[@ KRZ KXUW WK

Subsequently, headche is something that can be shifted to another person in order taheause

other persommotional pain.

f W7KH FRQWHQWV >Rl WKH ER[@ DUH D UHPLQGHU R
metaphor for the narrator feeling they haltdHHQ GXPSHGY 5
f uW>7KH ER[ DQG LWV FRQWHQWV@ V\PEROLVH WKRX

UHODWLRQVKLS@Y 5

In this manner, the objects represent haahie TheRDM suggests thdhe person in position of
the box containing these objeds the person whoow possessdlhe emotional burden difie

breakup.

Table 5.5. The hierarchy of conceptual metaphors recycled and altered by readers 3 and 4 using relational deictic

elements from tet 2.

5 1V UHVSRQVH LV SD UWhEoffowtted &ldbqrateH upbrvbshiceptiial rietsphors

EMOTIONS ARE OBJECT®NdA RELATIONSHIPISABOX 5 GHVFULEHV WKH ER[ DV KDYL
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YDOXH IRU ERWK FKDUDFWHUVY KLJKOLJKWLQJ pWKH WUDQVLW
valued to something that is discarded into a box and closedish®t WKHQ HODERUDWHY IXUW
GRRU KDV FORVHG DQG WKH\ FDQ QHeYréhder,) tRugsi @bddd Widrndvdt Z W K H\

conceptual metaph@N ENDED RELATIONSHIP IS ACLOSED DOORand accesslthe archetypical

CMs LIFE/LOVE IS A JOURNEY MQHYHU JR4 bdelfiégecms to understanthe emotional

significance of the box in representing the social relationship between Min and Ed. Subgetheentl

RDM at work here could be extendedais ENDED RELATIONSHIP IS A CLOSEDCONTAINER(i.e. a

door is shut, enclosing the room, or a box is clobedaus®f the way R4 has adopted the language of

common conceptual metaphors to comprehend a more advéhat is based upon tH&ONTAINER

metaphor.
Hierarchy discussed in table 5.1: Elaborations and changes to hierarchy by R4:
Level 1. | LOVE IS A CONTAINER Level 1: | LOVE IS AN OPEN CONTAINER
Level 2: | A RELATIONSHIP IS A BOX Level 2: | A RELATIONSHIP IS A BOX
Level 3: | EMOTIONS ARE OBJECTS Level 3: | EMOTIONS ARE OBJECTS

Level 4: | AN ENDED RELATIONSHIP IS A
CLOSED CONTAINER (which encloses

the emotions)

Relational deictic elements used to expand upon tl@vs:

f W>7KHUH LV D@ WUDQVLWLRQ IURP WKHLU UHODW
YDOXHG WR VRPHWKLQJ WKDW LV GLVFDUGHG LQW

theycanneverge DFN WR KRZ(RHY)KH\ ZHUHY

Based upon thiRDM, this relationship between Ed and Min is over, as is any social or persor
connection their share®4 also identifies three related conceptual metaphors which are roote
the hierarchy, abov&OVE IS AN OBJECT A RELATIONSHIP IS A ROOM AN ENDED

RELATIONSHIP IS A CLOSED OFF ROONi.e. the door has been closed).
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Table 5.6. The hierarchy of concegtuaetaphors recycled and altered by R4 using relational deictic elements

from text 2.

| alsoincorporated questions into the questionnaires which gave participants the opportunity to discuss

any ideas they had without beiimgentivisedto discuss a specific theme or sentence:

Q8. Do you relate to anything in the passage?

Q9. Can youexplain your answer?

Readers 1 VWDWHG WKH\ GLG QRW UHODWH WR DQ\WKLQJ LQ W|
did, resulting in rich and somewhat complex responses. In addition, rea8€s0%) had diverse

opinions on which aspects of sdoi personal relationships within the text they could identify with.

YRU LQVWDQFH 5 GHVFULEBGWHK D ¥ RIQFHISO\G RALWRKXQYRPHRQH >\|
ODVW IRUHYHUY EXW WKDW puDV \RX JHW RO G HRs &cal vievwW HU \R X
relates toubiquitous spatiakconceptual metaphorwhich structure our emotional states, such as
HAPPINESS IS URANndSADNESS IS DOWNLakoff & Johnson, 1980)5 ZDV puXQVXUHY LI WKH\
to the passagéheir wordssuggesthat theyassociate naivety and inexperience with being a young

person negotiating interpersonal relationshig® stated that they related to the passage but for reasons
GLITIHUHQW WR HYHU\ RWKHU UHDGHU RI WH[W u, ponle EHHQ (G |
QRW GHWDLOHG ZH FDQ DVVXPH 5 UDWKHU WKDQ UHODWLQJ W
with the secondary focaliser within the texord, Ed. In relating in some way to the antagonist of the

story, R6 selreflected on their owtehaviour within past social or romantic relationships in which

WKH\ DFWHG SRRUO\ DV WKH ZRUGSOD\ DRIOXGL QBnIDikrdkK H % U L W
R4 relateda the primary focaliser of the narrator to some degueealbo identifed where their personal

life differed in response to a similar situation

,I9YH KDG H[SHULHQFH EHLQJ GXPSHG EXW , GLGQTWWIRIMH DV PXF}
WKURZ VRPH VWXII DZD\ EXW LW SUREDEO\dGY DWW BN RKXFK FJDNVQ

visit his house. | chose to react by working on my physical appearance and cutting my hair short.
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R4 cannot fully map their experiences onto the passage because they decided to work on their own
personal identity and appearance after a breakup rather than confront-{haitnex and the nature to

the relationship, as the narratoriaxt 1 had dondn addition, it is noteworthy that R4 associates the
PHPRULHV RI WKH UHODWLRQVKLS ZLWK SKIilsimle©Otolh@ Way WLHYV W
in which R7 considersdescribesxperiencingpreakups and physical memoriesfaf UHODW.LRQVKLS
Thus, R4and R7elaborate upon th€M EMOTIONS ARE OBJECTSand produ@ the novelCM

MEMORIES ARE OBJECTS

Hierarchy discussed in table 5.1: Elaborations and changes to hierarchy by R4
and R7:
Level 1: | LOVE IS A CONTAINER Level 1: | LOVE ISA CONTAINER
Level 2: | A RELATIONSHIP IS A BOX Level 2: | ARELATIONSHIP IS A BOX
Level 3: | EMOTIONS ARE OBJECTS Level 3: | EMOTIONS ARE OBJECTS
Level 4: | MEMORIES ARE OBJECTS

Relational deictic elements used to expand upon tl@vs:

f u>, GLGQYW KDYH@ PXFK IURP WKH UHODWLRQVKL

f 4, KDYH H[SHULHQFHG EUHDNXSVY DQG« SK\VLFDO H

In the interpretation of readers 4 andEMOTIONSandMEMORIESare inevitably linked due to th
ZD\ WKH\ LQWH U V Hsowal ZndWefsdnaisStbry Vheréfdr®, in order to understand
these concepishe readers conceptualise the tw®HS SICAL OBJECTSthat interact with various

participants throughout a relationship and a breakup.

Table 5.7. The hierarchy of conceptual metaphors recycled and altered by R4 and R7 using relational deictic

elements from text 2.

Evidently,the LOVE IS A CONTAINER image schemand theEMOTIONS ARE OBJECT&onceptual
metaphorsppear to be the conceptual metaphat wasecycledreproducedand elaborated updyy

most readers itheir response§ heseeslaborations were made largely by accessing the relationéitdeic
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cues within text 1. Thus, | argue this supports my argument for the existero#gfspecifically that

LOVE IS A CONTAINERIs arelational deictic metaphor
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5.2.Cognitive poetic analysisofo DOO WKH %R\V ,{{att2RYHG %HIRUH

The second novel used in this study (henceforth referred to ag)tesxf R $O00 WKH %R\V ,YYH
Before by KoreanAmerican author Jenny Han. Published in 2014, the novel follows a partially
epistolary structurén which the protagonist, Lara Jean, aygarold halfFKorean halfCaucasian girl

living in Virginia, is forced to reflect upon a series of letters she has written (but not sent) to several
ER\V VKH RQFH SORYHG™ ZKHQ WKH OidWhY ektia¢t imeldw isFrovhvihel U L R X 'V C

first page of the novel (Han 2014: 1). Lara Jean is describing why she wrote the letters:

(1) I like to save things.

(2) Not important things like whales or people or the environment. (3) Silly things. (4) Porcelain bells,
WKH NLQG \RX JHW DW VRXYHQLU VKRSV &RRNLH FXWWHUV \RX
the shape of a foot? (6) Ribbons for my hai). l(ove letters. (8) Of all the things | save, | guess you

could say my love letters are my most prized possession.

(9) | keep my letters in a teal hatbox my mom bought me from a vintage store dow(it6yviihey

DUHQYW ORYH OHWWHWV/ IRKUDPMH VRBRROQW KOV H RHRAR D WHK RVOQHYV | 1
written. 7TKHUHTV RQH IRU HY H Utfive R all, [L8)HVhel HaditeQlRMdHMBthing

back , ZULWH OLNH Kd$)BecaQdd MeHndvey wWilk@3 Evély secret thought, every

FDUHIXO REVHUYDWLRQ HYHU\WKLQJ ,fYH.VDYHG XS LQVLGH PH

KHQ ,fP GRQH , VHDO LW , DGGUHVV L{B). DRB\ WKH QR WS OW YL

letters in the strictest sense of the w@f®). 0\ OHWWHUYV DUH IRU ZKHQany®B®R€Q TW ZDQW
7KH\TfUH IRU JRRBEDKXVH DIWHU , ZULWH P\ OHWWHU ,YP QR C

consuming love(22) | can eat my cereal and not wendf he likes bananas over his Cheerios too; | can

sing along to love songs and not be singing them to him

(23) If love is like a possession, maybe my letters are like my exord@®)3IMy letters set me fre€25)

2U DW OHDVW WKH\fUH VXSSRVHG WR

Within text 2there are severélendedconceptual metaphara/hich exist within hierarchies (with the

most conceptually broad concepts at level 1 and the more conceptually specific concept developing
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from that). Several of these hierarchiesrk to provide the relational deictic metaphors withthis

passage

Hierarchy 1

Level 1: THE SELF/MIND/BODY IS A CONTAINER
Level 2: | EMOTIONS ARE OBJECTS (which may be placed within a container)
Level 3: LOVE IS AN OBJECT (which may be placed withircantainer)

Level 4: LOVE LETTERS ARE CONTAINERS FOR EMOTIONS (LOVE)

Hierarchy 2

Level 1: EMOTIONS ARE OBJECTS
Level 2: LOVE IS AN OBJECT
Level 3: | LOVE IS A SPIRITUAL POSSESSION (that may go into the ®elfitainer)

Level 4: LOVE LETTERS AREEXORCISMS FOR LOVE

Table5.8. TheCMs within the table (above) are featured within texti2e first level is the image schema which
the other metaphors rely upon to make sefkey inform a later analysis of how both cognitive frameworks of
relational deixis aneIT together to creatBDMs. | will then explore the reader responses in theseé&ti4 to

discover whether the opinions of realders support my account

Text2 RSHQV ZLWK WKH FODXVH, jn,wbichNeatlerd BanvpBojett inte khie Qedoéstuab

deictic centre of the narrator through the fjppstson personal pronoun, The passage takes place in

the speakenow (i.e. the events are unfolding in the immediate space and time in which the narrative

is being relayed) as a resulttbe presentontinuous tense. The narrator explains the things which she

likes to save & H W1RW LPSRUWDQW WKLQJVYT 6 FRPSDULQJ WKHP
FKDULWDEOH FDXVHVY L H pZKDOHVY PSHRSOHY pWKH HQYLURQ
MVLOO\Y 6 LOQWHUHVWY +RZHYHU pORMHIRHWWRUWR 5VH \KFHULL E
SRVVHVVLRQY 7KH VXSHUODWLYH pPRVWY DQG WKH SUHPRGLI\L

important has been placed on these letters.
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,Q 6 WKH QDUUDWRU UHYHDOV pu, NHHSRAJQWWPHH U V KKHQ SR WAHL
S U R Qryletiergfagainsuggests the letters are of important and personal to her. There is a brief shift

LQ WKH GHL[LY DV WKH SUHSRVLWLRQDO SKUDVH pLQ D WHDO K
subordinate clausgtP\ P ERXJKWYT HQFRGHV D 4WPRRYIHD @ UNDLCHY LTAKLHY 19 DAHA
briefly projects to an unspecified time in the past when this occurred. In terms of relational deixis, we

can see there is a great amount of emotional value invested in the hatbtherafore in the letterk.

becomes apparent théfttH ER[ ZzZDV SXUFKDVHG VRPH WLPH DJR E\ WKH QDL
store (where items of enduring interest are sold). The narrator places her private letters inside the box

to keep them saf@hus, | argughat the box of love lettelis arotherexample of a relational deictic

metaphor This worksn the same way that the concept of the box featured in text 1 was used to represent

the social and interpersonal interactions between Min andf&RDM in text 2is rooted in several

blended conceptual metaphors at work in the pass@yE IS AN OBJECT THE SELF/MIND/BODY

IS A CONTAINER (which love can be punto), LOVE IS A SPIRITUAL POSSESSIONLOVE LETTERS

ARE OBJECTSandLOVE LETTERS AREEXORCISMS(as laid out in tables.5.).

With the CONTAINER image schema in mind, theM THE SELF/BODY/MIND IS A CONTAINER
RULIJILQDWHNYR OWRGRMKHR & WKDW ZH DUH 3LQVLGHfeBrXWhe RGLHV (
thenarrator explains thatri WLQJ KHU ORYH OHWWHUV HQDE®HWDKKEG WR FRQ
PHY ,emphasis my ownthe narrator (the seliy acing as aCONTAINERfor emotions. The letters

then also as @ONTAINER for these emotions when the narrator can no lodd¢HHS WKHP LQVLGH’
putitallin WKH OHWWHUY 6 7KH HPRWLRQV KDYH PRYHG IURP RQH
OHWWHU ,fP QR ORQJHBRERQXWPXPHGORY Ry DEOOO 7KHUHIRUH WK
relieved from being @ONTAINERfor emotions and instead this becomes the purpose of the love letters.

7KH QDUUDWRU DOVR H[SODLQV pP\ OTHaNAffuhetidd OfidpittwaN(br P\ H[R U
demon) possession in the gospel is that the demons subsequently haveptellbd exdriven outof

the people they aiiaside(Vos & Otten 2011: 106) Therefore, the concept €OVE is comparable to

demonic possession, which must be expelled from one container (the narrator, self) to another (the love

letters).
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Therelational deictic aspects within the extract build a clear image of the intended meaning of each of
the conceptual metaphardhe CM LOVE IS AN OBJECTIis extended by the&€M LOVE IS A
POSSESSION whiclportrays the concept of love as something destructive and iniquitousCMhe

LOVE LETTERS ARE EXORCISMS then, develops this notion because the process of writing
becomes interlinked with a righteous and freeing experience. Hence, love is something wtich m

be expelledlt is also important to note that thestended metaphdconstituted in S225) contains
considerable mitigation. Thieypotheticaland epistemic modalit Q V H Q WIHIQVE ii$ like a
possessiormaybeP\ OHWWHUY DUH OLNH P\ HIRUFLVPYV flOVEXMNINILOV D VH
be a negative force (a possession), but also may not be. However, if the former is true then the letters
might help ease the damaging effects of love, although this is nateftain. Sentence 25 then
gualifies the previous statement with ambiguity as the lettersugyposedo exorcise the adverse

effects of love but perhaps have failed to do so under current, unexplained circumstances.

In the following section, | analyse @uliscuss the responses from readers who encounteredwiht 2

a specific view to assessing whether themvidencgor my concept oRDMS.
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5.2.2. Reader responses to text 2

Reader®to 16responded to texx In the same way dsr the questionnaire for text 1, this questionnaire
opened with two related questions which aimed to familiarise the readers with the process of writing

down their thoughts and ideas:

Q1. Did you enjoy the passage? Yes/No/Unsure.

Q2. Can you explain why?

The majority of the readers who encounter text 2 (75%) revealed that they enjoyed reading the passage.

5 OLNHG WKH pSHUVRQDO SHUVSHFWLYHY RI WKH QDUUDWRU D
the perspective of LaraHDQ n, FRXOG LGHQWLI\ ZLWK WKH ZULWHUYV UHD
OLQN WR D VSHFLILF HYHQW RU IHHOLQJY 5 GHVFULEHG WKH SLC
GHDOV ZLWK WK® AR @ RR\W VRQ \5 whetBd) they Xnjoyed theél Jassage
EHFDXVH WKH\ KDG pQHYHU ZULWWHQ D OHWWHU RU MXUQDO R
FRXOG QRW PDS WKHLU RZQ H[S the hatrQdBHROudh® Gnek e&idgBy JH” R QW |
contrast, R15dedd LEHG pIHHOLQJV RI QRVWDOJLDY ZKHQ UHDGLQJ WKH
LQ D VPDOO ER[Y ZDV VRPHWKLQJ WKH\ GLG WKURXJKRXW WKHLL
UHODWH WR WKH SDVVDJH H[SODpheBR QJQD URDERNGRIE e MpactO |l LQ W
of personal baggage on processes of identifica®@6(12.5%0)DQVZHUHG pQRY WR WKH TXHYV
HQMR\ WKH SDVVDJH"Y VLPSO\ H[SODLQLQJ p>WKH SDVVDJH@ L

the news andon ILFWLRQY

,Q WHUPV RI UHODWLRQDO GHL[LVY 5 DQG 5 IRFXVHG RQ WKH
they were tryingo understand how Lara Jean was socially and personally rédedéter characters.

5 H[SODLQHG y, H{SHFWHG >WKH QDUUDWRU@ WR EH D WHHQD
PHDQV E\ ORYHG« 7KH WKLQJY VKH ORYHV WR VDYH VSHDN RI D
serious worldly concerns again pontW R VRPHRQH \RXQJHUY ,Q D VLPLODU PD

innocence of the narrative voice made me interested in the text, as | would like to understand what
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makes her fall out of love with the boys [in the letterghe innocence of youth [can be] assdnime

WKH WH[W DV VKH FROOHFWY pFRRNLH FXWWHUVY DQG HULEERC

The third questioraimed to determine how readers had understood and evaluated thetleaents
occurredwithin the textworld and whether they noticed any particular themes or tresitisthe

passage:

Q5. What do you think the passage is about?

ROVXPPDULVHG WKHRED/YDIHMOWPXYLQJ RQ KHU ZD\ RI OHWWLQJ J
| think she has found this way of writing letters has helped her deal with some relatiBidhipD N GRZQV
R10thought the passage wasabpub Q DGROHVFHQWIV DFFRXQW RI KHU ILUVW (
she DQWDVLVHYGDEREWMPLHYHG WKH QDUUDWRU ZDV D WHHQDJH
VKH IDQFLHGY 5 D F F H VOAHIGFEWSKAHIODRNE Killl taiSrespbn®e and also

elaborated upon theonceptual metaphorLOVE IS A POSSESSIONand LOVE LETTERS ARE

EXOCISMS u>WKH QDUUDWRU LV@ XVLQJ OLWHUDWXUH DQG WKRXJK
7TKHVH WKHPHVY ZHUH DOVR QRWLFHG E\ 5 ZKR EHOLHYHG WK
boyfriends [are] a means of exorcism or emancipatiam fite shackles of a losiRQ Q H Fgvd, R Q |

seems R12 has noticed the ways in which the narrator evaluates the cong®pk ¢as something

extremely negative and personally restrictirgy aspiritual or demonipossession)n conceptualising

this comparisonthey havecreaed a blended spacbetweenLOVE and IMPRISONMENT/SLAVERY
(seefigur@.5)from ZKLFK WKH QDUUDWMRHH Z LiEBaBis¥ itVéRotidhalliAd3tNcting.

Therefore LOVE IS EMOTIONAL SLAVERY becaus&OVE controls and restrictBHE SELF
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Generic
Space: the
context
within the
text

Input Space 1: Input Space 2:

T ; SLAVERY
LOVE

Blended Space:
Being in love is akin to
being a slave; one is
controlled by the emotion

Figure 2.5: The conceptual integration networkLfoONVE ISEMOTIONAL SLAVERY.

4XHVWLRQ DVNV p'LG \RX JHW DQ\ SDUWLFXODU LPSUHVVLRQ |
WKDW VRPHRQH HOVH ZURWH IRU PH , GRQfW KDRSHnita\ R1 WKR\
WKRXJKW WKH OHWWHUV »ZHUH QIRPHIRY R UHED KB BV | B K Q/GV HUHW K D S
5 WKRXJKW WKH QDUUDWRU puPD\ KDYH VWROHQ VRPH OHWWHU"
WKDQ JLIWVY >VLF@ 5HDGHUV DQG HDFKnGtHAR yifteEHG IHHC
DQ\ ORYH OHWWHUV 5 ZRQGHUHG ZKHWKHU WKHUH ZDV pHYHL
ER\W WKH OHWWHUV DUH DGGUHVVHG WR@Y 5 WKRXJKW WKH

VEFDUVY 7KH\ H[SODLQHG | @ HEMW Q@UBRWRW UHHOLQJV RI ORYH D
WKH OHWWHUV DUH WR ER\V VKH OLNHVRBDXMesttpHod oEtReiV DUH QF

interpretationvas much more detailed

[The narratoris], QH[SHULHQFHG LQ SK\VLFDO ORYH« WKH RQO\ IRUP RI UF
WKURXJK KHU LPDJLQDWLRQ« KHU ORYH IRU WKHVH ER\V LV RQH \

the narrator; she is restricted by her imagination and cannot farthdwgghts and feelings into reality.
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By imagining a real love story with the boys in writing the letters, she stays in a place of safety. If she

sends the letters, she immediately becomes vulnerable, as the relationship transpires into reality.

This opinbn is based upon thianovative CM IMAGINATION IS A BOX, which conceptualises the

musings, private thoughts and fantasiesour imaginationare storedn the mind/imagination (a

container) Therefore PRIVATE THOUGHTS AND FANTASTIES ARE OBJECTH®at exist inside, and

are restricted by, tiMAGINATION -CONTAINER.

Hierarchy discussed in table5.8:

Elaborations and changes to hierarchy by R11

and 13:

Level 1:

Level 2:

Level 3:

Level 4:

THE SELF (MIND-BODY) IS A
CONTAINER

EMOTIONS ARE OBJECTS
LOVE IS AN OBJECT

LOVE LETTERS ARE
CONTAINERS FOR

EMOTIONS (LOVE)

Level 1: | THE SELF (BODY/MIND IS A
CONTAINER

Level 2: | THE IMAGINATION IS A CONTAINER
Level 3: | EMOTIONS ARE OBJECTS

Level 4: | PRIVATE THOUGHTS AND

FANTASTIES ARE OBJECTS

Relational deictic elements used to expand upon tl@vs:

f UWS5RPDQWLFHORYH HRQF@& &KH W K B R XU R D VestiR@doy\herH L\

imagination [which isp place of safetff 5

In this view,FANTASIEShave the capacity filTHE IMAGINATION ZLWKRXW WKH 3VH

worry about the social consequences if such fantasies existed outside of the imagovdtiorer.

Table5.9. The hierarchy of conceptual metaphors recycled #eded by R10 using relational deictic elements

from text 2.

The sixth question related to the blendmmhceptual metaphomiscussed in my cognitive poetic

analysisof text 2 (see section 5.2.1.):
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Q6. Did you get any particular impression from line 1:KHQ ,T1P GRQH , VHDO LW , DGGU

, SXW LW LQ P\ WHDO KDWERI[T "

Accordingto RD p W&d&HhatboX is clearly a valuable item to the narrator, as this is where she keeps

her inner feelings hiddetrthe things she does not want anyori@¢H WR VHHY 5 VLPLODUO\
QDUUDWRU ZDQWHG pWR IRUJHW DQG VKXW >WKH IHHOLQJV@ R>
R10 and RL2 have recognisedhat line 17 displays the narrator (self) is relieved from being a
CONTAINERfor HPRWLRQV EHFDXVH WKH ORYH OHWWHUV WDNH RQ W
these troublesome feelingehesereades have explicitly recognised and reiterated th®is | pointed

out in my analysisR9 GHVFULEHG WKLV SURFHVV Dove p ghdHe@WB thgJ« D ZI
UHODWLRQVKLS EHKLQ Goficeptal etbpDdvORE OHTTER YARYE RXDRKIEMS and

LOVE IS A JOURNEY. Comparatively, RLEHOLHYHG pWKH WHDCenKingWl&acddr LV D VLJ
those feelings to be stored and reflldd RQ DW DQRWKHU WLPH SHUKDSVY >VLF®@
is like a purgatory for past romantic feelin@milarly to R9, R11 has recognised theOVE IS A

JOUNEY metaphorand combined this with theONTAINER metaphorDiversely, RL.3 described the
SURFHVV RI ZULWLQJ WKH OHWWHUV DQG WKHQfissOQWtRIlnQ J WKHP L
LOQWHQWLRQ IRU DQ\RRH WHRRYBOWEG LwW7/XKHDRPUUDWRU@ OHWYV JR
WKHP LQ KHU ER/[«ysitsRe@ly\WV® HV WH ERPY] 7KXV SCVMRBEEOKGE] WKH QF
A GRAVE FOR THE DEAD EMOTIONS WITHIN THE LETTERSwhich arises from readers cultural

knowledge surrounding the conceptsieaithandfinality.

Hierarchy discussed in table5.8 Elaborations and changes to hierarchy by R11
13and 15
Level 1: | THE SELF (MIND-BODY) IS A Level 1: | THE SELF (BODY/MIND IS A
CONTAINER CONTAINER
Level 2: | EMOTIONS ARE OBJECTS Level 2: | EMOTIONS ARE LIVING OBJECTS
Level 3: | LOVE IS AN OBJECT Level 3: | LOVE LETTERS ARE CONTAINERS
FOR EMOTIONS
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Level 4: | LOVE LETTERS ARE Level 4: | CONTAINERS ARE A GRAVESITE FOR
CONTAINERS FOR DEAD EMOTIONS

EMOTIONS (LOVE)

Relational deictic elements used to expand upon tl@&vs:

f MW7KH WHDO KDW E &itgglabe MU QUKRFMHOMW HOLQJIVY 5
f uU>/LQH  @nétivuldus B fihdf 5
f u>7KH QDUUDWRU@ O H huniesiiienRin hiétbbk SHHRI@ QM K HD V@

silenty LQ WKMRIBER[T

The personification implied by the advesitenty VKR ZV 5 V FRQF HEMOTXON® L \
ARE LIVINGOBJECTS 7KH DFW RI SEXQWUL QQ DRPRIWIBISSHDUV WR

FXOWXUDO FRQFHSW RI D IXQHUDO RU PpEXULDOY 7KH I
a relationship of enclosure with the thing inside of it (a coffin contains a body and teal hat bg

contans the love letters which hold the dead emotions).

Table5.10. The hierarchy of conceptual metaphors recycled and altered by readers 11, 13 and 15 using relational

deictic elements from text 2.

R14 WKRXJKW WKH ZULWHU KDG pIL[DWLRQV RU FUXVKHVY ZKLFK V

WR pW KHiQreldtésto theOVE IS A JOURNEY CMbecause R14 has conceptualised the

possibility of new love interests as points along a road whicRRFR& YHG RQWR™ DV WKH HQDF

5 qrgsponse also denotes ttieg process of writing the letters and placing them in the hatbox creates

space for new emotions in tISELFCONTAINER so otheynew uFUXVKHVY FDQ ERIAWKR XJKW

expandedhis idealater in the questionnairexplaining:p, WKLQN ZKHQ VKH VHDOV WKH (

LQ WKH ER[ VKH EHOLHYHV VKH KD VTi8scWativeknbiivoh SabdyatésRporkK HU O L |

the LOVE IS AN OBJECTCM, extending it t&FANTASTIES ARE OBJECTS (in a similar wayin which
R10 had elaborated uppandthen extendindurtherto LOVE LETTERS ARE LOCKED CONTAINERS

FORENDED FANTASTIES
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Hierarchy discussed in table5.8 Elaborations and changes to hierarchy by R14:
Level 1: | THE SELF (MIND/BODY) IS A Level 1: | THE SELF (MIND/BODY) IS A
CONTAINER CONTAINER
Level 2: | EMOTIONS ARE OBJECTS Level 2: | FANTASIES AREOBJECTS
Level 3: | LOVE LETTERS ARE Level 3: | LOVE LETTERS ARE LOCKED
CONTAINERS FOR CONTAINERS FORENDED
EMOTIONS FANTASIES

Relational deictic elements used to expand upon tl@vs:

f U<RXU Pdogs@nédZ\ >WKH REMHFW RI \RXU DIIHFWLRQ

they become physical evidence (the |@etter) can provide a distance between fantasy

UHDOLW\Y 5

+HUH WKH 3VHO ICONTAINEREhZtHaR R ¥ntely filled by objectBMOITON) and,
therefore, something must be done in order to remove the objects from one contognéo in

order to make space in the first container.

Table5.11. The hierarchy of conceptual metaphors recycled and altered by R14 using relational deictic elements

from text 2.

AXHVWLRQ DVNHG p'LG \RX JHW DQ\ SDUWDRXODU |LP DRWHV LR @
D SRVVHVVLRQ PD\EH P\ OHWWHUV DUH OLNH P\ H[RUFLVPV 0!
VXSSRVHG WRY " 7KLV Udoze&piat Getaptioraithih RheEtexH QEHIS A

SPIRTUAL POSSESSIONand LOVE LETTERS ARE EXORCISMS R9 noted that the process of the
SH[RUFLVP" ZDV QHFHVVDU\ LQ RUGHU WR a/WhtDhe GaritirHY D QG
ZDQWHG PWR EH IUHH R abbKtid thedletters, @y thoudh tetfetshanersinted

KHU VRPH pFRQWUROIB RO KR IE HHP IRWMYLHRAO W KIH QDUUDWRU ZDV pWI
UHOHDVH IRU D FOHDU PLQGY THKnahkhtH2 2DdtiQnsa® aljedisdrenickedvV KH SURF
from one CONTAINER (the self) toanother (the lettef. R0 VWDWHG p7KH LGHD RI OR

MSRVVHVVLRQY VXJJHVWV D SHUVRQ >LV@ WRis@RsitRQELHU H[LVW
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CONTAINERCM DV WKH QDUUDWRU LV 3FR @\irXl HiGdstRs iR Rahde fQJ HOV
LOVE hasbecome equally as powerful, and if not more so, than the conc@piEc$ELF R10 then
H[SODLQHG p7KH pH[RUFLVPY VKH SHUIRUPV ULGV Kk RI SDV\

IDQWDV\ RI WKH ER\ PXVW GLH IRU KHU WR UHJDLQ SRVVHVVLRQ

Questions 8 and 9 asked patrticipants to consider and recount their persooréeds the passage,

without being directed to a certain aspect or textual feature:

Q8. Do you relate to anything at all in the passage?

Q9. Can you explain your answer?

R9 was able to relate to certain aspects within the text:

| keep things in a small box, things that remind me of people or times in my life. There are times | like
to be reflective about things that have happened, or people | have known. It is a solgsignerp one
tinged with sadness for some things, but happiness for others. | felt wistfulness of the person in the story

and can strongly relate to that feeling. It can be a cathartic experience.

This report of looking at and reflecting upon things tleatind F® of peopleo WLPHYVY LQ WKHLU OLI
F D W K D U W L Flirtkg @ithUWhe kv@yFtkeTnarrator describes writing her letéeysm emotionally
purifying activit uP\ OHWWHUV V HWisBudgesidtidlP hés recognised ttleMs LOVE

IS A SPIRTUAL POSSESSIOMNdLOVE LETTERS ARE EXORCISMS

Reader 0 also made some interesting commeuiscerning the€M LOVE IS AN OBJECT

| can relate to the feeling of possession in the passage, because when you @&eoindbleast think

\RX DUH LW IHHOV DV WKRXJK \RXU PLQG LV FRQVXPHG E\ WKLYV
yourself from their grip one they may not even know they hat@nd find inner closure. Writing down

feelings so they become physicaidence (the love letter) can provide a distance between fantasy and

reality, and so helps letting go. | have done this many times myself, as | find the best way to move on

IURP D VLWXDWLRQ« LV WR UHOHDVH P\VHO IphysikdwdfidH LQIRUPDWL
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The underlyingCM identifiedhere iSLOVE IS AN OBJECT In text 2, he fact that the letters make the
QDUUDWRU IHHO WKH\ DUH NORRQRRBHQJIFRRYMKP H 6 SO LM\ DWIOD W
forlovetoconsume orfil. RLSLFNV XS RQ WKLV p\RXU PLQG LV FRQVXPHG E\
theCM to THE MIND IS A CONTAINER FOR LOVE In addition, the idea that the person who someone

LV LQ ORYH ZLWK KDV VRPH NLQG RI pJdorin8dhgRvithMhEGMROVE DQ LQW

IS A SPIRITUAL POSSESSION

R13ZDV puXQVXUHY ZKHWKHU WKH\ UHODWHG WR DQ\WWKLQJ LQ WK
MRXUQDO WR GXPS WKRXJKWV DQG |IHHOL Qritiie wdst litered €ense,UHOHD \
to dump somethingis to letsomethindall, rather unceremoniously, in a heap, whilst an exorcism can

EH GHVFULEHG LQ PRUH GUDPDWLF W H Ui within Bonpelei@Vos\eOHT WR H
Otten, 2011: 20)Bothconceptshowever, cause some kiRl tUHOHDVHY W, ReibeMtihgs TV ZRL
theCM THE SELF (MIND/BODY) IS A CONTAINERfrom whichEMOTIONS (OBJECTS§an be put into

and taken out of. Distinctively, R13 has rejected the notidEM®TIONS (LOVE)ARE A SPIRITUAL
POSSESSIONNd replaced it with theM EMOTIONS (THOUGHTS AND FEELINGSARE GARBAGE

LH VRPHWKLQJ WR WKURZ DZD\ RU 3GXPS”~

Hierarchy discussed in table5.8: Elaborations and changes to hierarchy by R13:
Level 1: | THE SELF (MIND/BODY) IS A Level 1: | THE SELF (MIND/BODY) IS A
CONTAINER CONTAINER
Level 2: | EMOTIONS ARE OBJECTS Level 2: | EMOTIONS ARE OBJECTS

Level 3: | EMOTIONS ARE GARBAGE (that can be
thrown away)
Level 4: | JOURNALS ARE DUMPSITES

(CONTAINERS FOR EMOTIONS)

Relational deictic elements used to expand upon tlgms:

f Jusometimes use ajournaldomp WKRXJKWVY] 5
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Herg reflective writing igpresenteds a wayf moving useles®bjects(thoughts and opinions

into a container (a love letter/a journal).

Table5.12. The hierarchy of conceptual metaphors recycled and altered by R13 using relationakbgiatiots

from text 2.

In summary of this sectiomHE CONTAINERiImage schema ithe conceptual metaphor whiahost
readers elaborated upoiihese elaborations were made largely by accessing the relational deictic cues
within text 2 in order to generate memeanings to the information available in the t&ktus, | argue

this supports my argument for the existencDMs, specifically thalHE SELF (MIND/BODY)is an

RDM, as this was theM readers were most abledmpandupon.
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5.3 Cognitive poetic analysis ofSimon vs. the Homo Sapiens Agentaxt 3)

Thethird novel (henceforth referred to as t8kis Simon vs. the Homo Sapiens Agerd2015 young

adult novel by American author Becky Albertalli. It iscamingof-age story which follows the

protagonist Simon Spier, a closeted gayy#&arold boy, after he is forced to reveal his sexuality to his
IULHQGY DQG IDPLO\ DIWHU D EODFNPDLOHU GLVFRYHUYV 6LPRQY
known onO\ DV 3% OXH" ZLWK ZKRP 6LPRQ KDV IDOOHQ LQ ORYH 7KH
the novel (Albertalli 2015: -B). Simon is being confronted by Martin Addison, a classmate who has

GLVFRYHUHG 6LPRQ LV JD\ DIWHU UHDGLQJ 6LPRQYV HPDLOV
, W feitdiy sidbtle conversation , DOPRVW GRQTW QRWLFH ,TP EHLQJ EODFN
"HfUH VLWWLQJ LQ PHWDO IROGLQJ FKDLUV EDFNVWDJH DQG OI
3:KDW"’ , ORRN XS
3(DUOLHU .Q WRN ORRGE BSBUSRVH REYLRXVO\ ’
3<RX UHDG P\ HPDLO"’

3:HOO , XVHG WKH FRPSXWHU ULJKW DIWHU \RX =~ KH VD\V 3DQ

account <RX SUREDEO\ VKRXOG KDYH ORJJHG RXW ~
(12) | stare at him, dumbfoundgd3) Hetaps his foot against the leg of his chair.
36R ZKDWIV WKH SRLQW RI WKH IDNH QDPH"" KH DVNV

(15) Well , 96 VD\ WKH SRLQW RI WKH IDNH QDPH ZDV WR NHHS SHR

my secret identity(17) So | guess that worked outlliantly.
(18) | guess he must have seen me sitting at the computer $QG , JXHVV ,fP D PRQXPHQWD
(16) He actually smiles 3$Q\zZzD\ , WKRXJKW LW PLIKW LQWHUHVW \RX WKI

8P 1RW UHDOO\ ’
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(19) He looks at me.

3:KDW DUH \RX WU\LQJ WR VD\"" , DVN

S1RWKLQJ /IRRN 6SLHU , GRQTW VKDW ¥ DOVSWU R R &/HW KL W K ILIVR

([FHSW LWYTV D OLWWOH. (E4) Wr ssibly GrLapd Wikstdim d B \Wsaed, O \

depenling on whether Martin can keep his mouth shut.

37KLV LV UHDOO\ DZNZDUG ~ 0ODUWLQ VD\V

, GRQIW HYHQ NQRZ KRZ WR UHSO\

3$Q\ZD\ ~ KH VD\V 3LWTV SUHWW\ REYLRXV WKDW \RX GRQYIW ZL

(28) | mean , JXHVV (30ERBEIW WKH ZKROH FRPLQJ RXW WRLQJ GRHVQ?
GRQTW WKLQN LW, WEBUHVLPKW KRO\ ER[ Rl DZNZDUGQHVV DQG |,

forward to it %XW LW SUREDEO\ ZR X O G (@3uWNdEfdr MeKH HQG RI WKH ZRUC

(35) TKH SUREOHP LV , GRQTW NQRZ ZKDW LW ZRXOG PH@B®Q IRU %O X!
7TKH WKLQJ DERXW %OXH LV WKDW KHH ML@G& mRII H OV RVD IKR SAHRK\C

to log out of his emai39) The kind of person whoight never forgive me for being so totally careless

6R , JXHVV ZKDW ,fP WU\LQJ WR VD\ LV WKDW , GRQTW NQRZ ZI

me.

%XW , VHULRXVO\ FDQTW EHOLHYH ,TP KDYLQJ WKLV FRQYHUVD

In orderto identify any RDMs in this passage, it is first necessary to discuss the relational deictic
elements and conceptual metaphors at wbnle passage contains a number of conceptual metaphors

which are blended within a hierarghgs shown in Table 5.5:

Hierarchy 1

Level 1: | SOCIAL CONVERSATIONS ARE A CONTAINER

Level 2: | SOCIAL CONVERSATIONS ABOUT SEXUALITY ARE A CONTAINER
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Level 3: | SOCIAL IDENTITY IS AN OBJECT

Level 4. | SEXUALITY IS AN OBJECT

Table5.13. Thehierarchies ofCMs featured within text 3. They inform a later analysis of how both cognitive
frameworks of relational deixis ar@T together to createDMs. | will then explore the reader responses in the

section 5.4 to discover whether the opinions of-reatlers suppbmy account.

TH[W EHIJLQV FRQVSLFXRXVO\ ZLWK D FRSXODWLYH FRQVWUXF
subtle conversation , DOPRVW GRQTW QRWLFH ,fP EHLQJ EODFNPDLOHC
temporal context using the presaithple tense. Readers are subsequently invited to project into the

deictic centre of in S2 u, O R R dhdXi&fi project thepatialviewpoint of the narratousing the
function-advancing propositiorgittingin PHW DO IROGLQJ FKDLU Nar&aDrrefelsVW6DIHY 6
the other charactén pnODUWLQ $GGLVRQY 6 LGHQWLI\LQJ KLP E\ KLV IX(
RU KLV ILUVW QDPH $GGLWLRQDOO\ ODUWLQ UHIHUV WR WKH QI
of address provide relatiahdeictic anchoring, suggesting an element of formality and distance between

the two characters.

In terms of its perceptual deictic centre, the passage shifts between the two enactors as each take turns
speaking. In these toggles, the reference of peil@OBUR QR XQV p, \RX P\ \RXUY VKLIW C
LV XVLQJ WKHP LQ FRQYHUVDWLRQ )RU LQVWDQFH ODUWLQ UH
QDUUDWRU DVNV u<RX UHDG P\ HPDLO"TY ,Q ERWK VHQWHQFHV
Martin but are contextually dependant on who is the focaliser in the given moment. As {perfiost

narrator, Simon is the primary focaliser in the narrative with the majority of deictic cues anchored to

his perspectival position, along with the deysit evaluative language conveying attitudinal stance and

marked style of expression. Martin Addison functions as a secondary focaliser, through which the
narrator partially relays the story using spatial and perceptual deictics anchored to his enamded spe
SHUVSHFWLYH IRU LQVWDQFH p>, UHDG \RXU HPDLO@HDUOLHU
,Q WKLV zZzD\ ZH DUH WUDQVSRUWHG WR DQRWKHU SDVW WHPSR

spatial location by the prepositional @pVH p,Q WKH OLEUDU\Y
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In sentenc@5 the narrator ponders the consequences of Martin discovegitraith abouhis sexuality:

H, GRQTW NQRZ ZKDW LW ZRXOG PHDQ IRU %YOXH« 7KH WKLQJ DER
The kind of personwh RXOGQTW IRUJHW WR ORJ RXW KLV HPDLO« ZKR P
VR WRWDOO\ -B9 Withaugh/BIUe is6designated in the third person, there is a perceptual

deictic push here as the narrator imagines how Blue wouldafeklreact to theurrenttemporal
VLWXDWLRQ 7KLV XQUHDOLVHG IXWXUH LV GLIILFXOW WR IXOO!
provide many deictic cues as to their social role. We can, however, infer that Simon and Blue have a
close relationship because Simaes the firsperson pluraus ZKHQ ZRQGHULQJ 7, GRQTW N

>WKH VLWXDWLRQ ZLWK ODUWLQ@ ZRXQA)G PHDQ IRU XV )RU %0OX

ODUWLQ VWDWHY WKDW EHLQJ JD\ LV pMXVW QRW WKDW ELJ RI L
situation vVHU\ GLIITHUHQWO\ ([FHSW LWYV. (24) Ot pudsitytanEpitV RI1 D G
IXENVWRUP RI D GLVDVWHUY 7KLV FRQWUDGLFWY ZKDW O0ODUWLC
VLWXDWLRQ DV pDZNZDUGY 6YLRXYGWKWDBMRWX |G R/ YWS 2B /W \SRIR ¢
6LPRQYYV WKRXJKWV RQ WKLY PDWWHU DUH FRPSOH[ pn7KH ZKRO
GRQTW WKLQN LW VHFEKUHHNGMHFWLYH SKUDVH pWKH ZKROHY FRQY
assPHWKLQJ ELJ RU VLIJQLILFDQW 7KH LGLRP 3FRPLQJ RXW” LV D
SURFHVV RI WHOOLQJ SHRSOH DERXW \RXU KRPRVH[XDOLW\ DQG
RXW RI WKH FORVHW  :KHQ FR QFWH @R WL RO HDHL@\J pRSS. N @ O M W\ R
FDWHJRULVH WKHP DV VXFK EHFDXVH pKXPDQ SXUSRVHV W\SLFLD
WKDW PDNH SK\VLFDO SKHQRPHQD GLVFUHWH MXVW DV ZH DUH F
1980 JRU WKLV UHDVRQ WKH PHWDSKRU 3FCORTANERRMYE RI WKH
schema. As previously mentioned, tt@NTAINER schema has 3 minimum requirements: an interior,
H[WHULRU DQG ERXQGDU\ /DNRII calises7tkedOMSTHINERROhEMAL R Q MR X
because the entity within the schema (in this instance, the namattiis sexualijyundergoes motion

to move from inside the interiotthe closettto-outside of the exteriotbeing openly gay (sd&gure

5.8., below).
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The exterior “Qutside of the closet” (openly gay)

The interior “Inside the closet”
(secretly gay)

The entity The narrator

Figure5.8. The properties within theONTAINER VFKHPD IRU *FRPLQJ RXW RI WKH FORVHW’

Additionally, | argue that the concepttdiEBOX LQ WKH VHQWHQFH p, WYV D JLDQW KR
(S30) is an example of a relational deictic metaphor. This is rooted in the firsmasidbvious,

conceptual metaphor at work in the extr&EXUALITY IS A BOX and is extended by the concuiren

CM SOCIAL CONVERSATIONS ARE A CONTAINER In regard to the first metaphor, there is a
conventional link at the conceptual level between the domadERUALITY (target) and the domain

of A BOX (source). This is another variant of tB®NTAINER metaphor, m which the box (a real,

material object) is used to project distinct boundasige something without any (in this instance, the

concept of sexuality). There is another metaphor here in which the box refers to the social context and
conversation betwee@ DUWLQ DQG WKH QDUUDWRU ,W LV UDWKHU DPELJ
UHIHUV WR ZLWKLQ WKH VWDWHPHQW p,WTV D JLDQW KRO\ ER[ R
DV UHSUHVHQWLQJ WKH FRQFHSW RI pEHLiQthe XDrkght Be@dralvV KH FR C
context of the story. This enhances the argument farIiMbecause we can see a series of metaphors
emerging based upon social interactionSEXUALITY IS A CONTAINER and THE SOCIAL

CONVERSATION SURROUNDING SEXUALITY IS A CONTAINER

In conclusion of this section, text 3 is arguably less metaphorical in nature compared to the first two,

and also differs becaus®VE is not a recurringcM which can be observed throughout the narrative.
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This was, however, the reason text 3 was chosen to be used in this study, as the diversities in the CMs
which underline the text, and subsequently the relational deixis readers would encounter as a result of
this, would be dissimilar from text 1 and 2,aniing a rich data set. In the following section, | aim to

analyse and discuss the responses from readers who encountered text 3.
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5.31. Reader responses to text 3

Readerd 7to 24read texB. In the same style as the questionnaires for texts 1 ahd guestionnaire

for text 3 opened with two related questions:

Q1- Did you enjoy the passage? Yes/No/Unsure

Q2- Can you explain why?

Readers 17,19,21,22and 826 ZHUH pXQVXUHYT ZKHWKHU WKH\ HQMR\HG W
WKHUH Z2mdghi@dRdhdund in the story for me to really getimfioD® G ZDV pQRW GUDZQ L
WKH QDUUDWLYHY Bdeéesckpioh qf W& BudtdindidgR U S H BisndaHyy R21

explained:

[TKH SDVVDJH@ GLGQTW SXOO PH L% RMHKDHQ VWDKIAM VR&EKHGRDY WD\
emotionally connect with them 7KLV LVQIW EHFD XV H &but Wdtd-becadeXtbeelishdl WR S L

ODFN RI HPRWLYH ODQJXDJH WKDW PHDQV , FDQYW LPDJLQH EHLQ.

Readers 17, 19 and 21 seem to have failed to enter the first stage of deictic projection and so could not
recentre their origo within the temtorld. Therefore, by not experiencing the initial push into the
narrative, they did not feel invested in the gtor charactersComparatively, readers 22 and 23 both
FULWLFLVHG WKH SDVVDJH IRU EHLQJ pVKRUWY $V D FRQVHTXHC
WKH VWRU\MRXQG pLW KDUG WR JUDVS WKdreadel[I2BWHRRAQ] RI1 WKH
DQVZHUHG pQRYT WR WKH TXHVWLRQ p'LG \RX HQMR\ WKH SDVVD.
ELW KDUG WR UHDGY ,Q WKLV Fdi\het enjoywthe exkdetbedaysp iveywebiiliH U D O |
not fully immerse themselvewithin the narrative and did not feel a personal connection with the

characters and their emotions and actions.

Conversely, R18 and R20 25%)H QM R\H G § U HRD8G:kaihed/lHmdde me feel intrigued
EXW LQ D UDW KpethapsQefeDimp tEeDdigiressing emotions the narratordedter being
confronted about his sexuality. R 1 H Guay iddidh it was written, almost allowed you to imagine

\RXUVHOI HDYHVGURSSLQJ RQ Da®lduegdnoHignighivi theJffabewarRk QT 7KLY
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of cognitive deixis becauseZ2B hasdescribe feeling entirely distant from the discourdey have
encountered 7KH\ GR QRW IHHO SRVLWLRQHG ZLWKLQ DQ\ FKDUDFWH!
the narrative from an externperspective perhaps never becoming fully immersed within the-text

world.

The thirdquestionaimed to determine how readers understood and interpreted the events happening

within the textworld:

Q3. What do you think the passage is about?

The responses were varidaiwever, | was able toode several themdhe readers identified

Theme Readers | Comment
Invasion of privacy R17 >6LPRQYVY HPDLOV@ JDYH >0DUWLQ(Q
life.
R23 Martin Addison is subtly almost blackmailing the narrator v

is concerned about coming out into public awareness.

Keeping secrets R19 [Someone] knows [Simon's] secret.
surrounding identity | R20 Someone finding out another person is homosexual.
and sexuality R21 Someone hiding their sexuality and anoterson approachin

them about it.

R22 Someone trying to hide their identity to protect their sexus

from other people.

R24 ODUWLQ ILQGLQJ RXW DERXW VRPH

Peer pressure R18 Being put in a situation in which you webeing forced to facg

& no longer feeling able to do it at your own speed.

Table5.14. The themes identified in text 3 by readers2z

Questions 4 and 5 aimed to uncover whether readers noticed elements of relational deixis and

conceptual metaphors at work:
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Q4. +RZ GR \RX WKLQN WKH QDUUDWRU IHHOV DERXW 3FRPLQJ

Q5. Did you get any particular impression from lines 31, 32, M, GRQTW WKLQN >FRF

PH ,WTV D JLDQW KRO\ ER[ RI DZNZDUGQHVYV DQG , ZRQTV

ZRXOGQTW EH WKH HQG RI WKH ZRUOG 1RW IRU PHTYT "

Readers 9, 20 and24 QRWHG LQFRQVLVWHQFLHYV LQ WKH QDUUDWRUTYV
GHVFULEHG WKH QDUUDWRU DV pDPELYDOHQW WR WKH LGHD RI
28 VKRZHG WKH QDUUDWRU ZDV uFDXWZ2RiZSvibéRibde KdrBtorH©O 1 EXW
MXQFRPIRUWDEOH DQG FRPIRUWDEOH ZLW R4Nélieved thewhatjaxob O LW\ D
ZDV pTXLWH FRQILGHQW ZLWK VOLIJKW UHVHUYDWLRQVY 7KLV L
wayslanguage abouhe self daws attention to the fact that we may sometimes conceptualise different
DVSHFWV RI RXUVHOYHV RU PHQWDO SURFHVVHNMeDWMOEK DV LQGH
SELFmetaphor may occur when a person has two incompatible sides, in which the 8elgesd to

consciousness and rationaligfashes against the Self (affiliated with passion and emotional needs).

R19, R21, and R2all agreed Simon was accepting of his own sexuality and was more concerned with

KRZ 3FRPLQJ RXW’  ZR Xdh Got&llthetkeeépitg@he idecréDrelationship private seemed

more important to the narrator than bisn VH[XDOLW\ EHLQJ XQFRYHUHG 5 FRPPH
WR WHUPV ZLWK KLV VH[XDOLW\ DRLGthkUgz thMd KQ ¥ URCDW. RS MW K LQ
ZD\V UHOLHYHG DQG UHDG\Y WR 3FRPH R XRI8belieredtka/rarrktét GLGQ T\
ZDV UVFDUHGY RI EHLQJ RSHQO\ JD\ DQG |6 WDXVHWHIDI® P LHODJUR XD\
peen forced upoi 7KH YHUEV RI FRIQLWLRQ pVFDUHGY pGUHDGY DQG pu
societal treatment of gay people, specifically that being opening gay is something that may not be
accepted. RIQRWHGRJUHHO WKDW RQFH KH KDV IDFHG WKLV pKXUGOH
KLP« QRZ WKHUHYVY QRW UHDOO\ DQ\ WXUQLQJ EDFN LWV JRW '
LQIRUPDWLRQ DE R X V8 hdd.iden8flddhe ihventianbltMSTLIFES IS A JOURNEYusing

the termsp K XU G Ord WD Q QG LIQW FE FRNQIFFHSW XDOLVH WKH ILQBedg W\ RI 3F
gay, thus, is an obstacle within the mappings of the domains®fandJOURNEY. In addition, RB

has recogned theCMs SOCIAL CONVERSATIONS ABOUT SEXUALITY ARE A CONTAINERand
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SEXUALITY ISANOBJECTEHFDXVH WKH\ XVH WKH WUDQVLWLYH YHUE pEUR
something to make it wideknown) when describing how peogialk about the topic of homosexuality.

It seems that RAlhas extended these metaphors beyond the hierarchy I outlined in table 5.5:

Hierarchy discussed in table 5.5.: Elaborations/changes to hierarchy by R18:

Level 1: | SOCIAL CONVERSATIONS Level 1: | UNSPOKEN CONVERSATIONS ABOUT
ARE A CONTAINER. TABOO SUBJECTS ARE A CLOSED

CONTAINER.

Level 2. | SOCIAL CONVERSATIONS Level 2. | PERSONAL LIVESARE AN OBJECT
ABOUT SEXUALITY ARE A (within a closed container)
CONTAINER.

Level 3: | SOCIAL IDENTITY IS AN Level 3: | SOCIAL CONVERSATIONS ABOUT
OBJECT TABOO SUBJECTS (SEXUALITY) ARE

OPEN CONTAINERS.
Level 4. | SEXULAITY IS AN OBJECT Level 4. | PERSONAL LIVES AREAN OBJECT
(which moveout of an opercontainer).

Relational deictic elements used to expand upon tl@vs:

f W>6LPRQ FRPLQJ RXW@ KDV JRW VbRa&chstBgRIGormatior \

about his personal lif§R18)

Whereby VRPHRQHYYVY SHUVRQDO OLIH LQ S DdjevithaF ca®mdyaiV k
andout of a containerTherefore, is seems that social discussion is viewed as a transmission

movement of information between enactors.

Table5.15. The hiearchy of conceptual metapharsed byR18 recycled and altered from text 3.

,Q RUGHU WR DYRLG LQIOXHQFLQJ WKH UHDGHUVY UHVSRQVH)
guestionnaires which gave participants the opportunity to discuss any ideas theihload being

incentivisedto discuss a specific theme or sentenithin the extract

Q8. 'R \RX UHODWH WR DQ\WKLQJ DW DOO LQ WKH SDVVD
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Q9. Can you explain your answer?

These questions resultedfascinatingdatasets,with threereaders identifying conceptual metaphors

and taking note of relational deictic elements that | had not recognised in my own cognitive poetic
analysis of text 3. Specifically, readdrg, 18 and 20 revealed thheyfelt connected to the passage

because tti\ KDG NQRZQ JD\ SHRSOH ZKR KD Gf thepvzeré &ffdid efomd OLYHV'’
socigy treatedKRPRVH[XDOV 5 H[SODLQHG pup, KDYH ZRUNHG ZLWK VR
GLITHUHQW pPRSHQO\ JD\Y OLIH DW ZRUNHEXWKX @ NXERMIOR @ R WIKH L
DIVIDED SELF is a conventional conceptual metaphor. It is sometimes rooted in the idea that
individuals may feefTHE SELFLV 3VSOLW ™ LQ FHUWDLQ UHVSHF¥®¥uatsnis UWDLQL:
they are involved in, i.@heir professional life as opposed to their family life (Emmott, 2002:1655.

Thus, R17 has recognised that the ways in which people are perceived by others, and how people

perceive themselves, differs within certain socialgrdups.

R18relatedtottl SDVVDJH EHFDXVH WKHLU EHVW IULHQG LV JD\ 7KH\ H
XS IURP DQ HDUO\ DJH WRJIJHWKHU« :KHQ , WKLQN EDFN WR VFKRF
ZRXOG VD\ WKH PRVW KXUWIXO KRPHSK® Brgdesthatdodml Wwdsla@IV ] (P
inextricably linked with the different views @HE SELFbefore and after life changing events, such as

illness or physical accident$hese different versions afHE SELFmay be created in line with a
SHUVRQTV I|a&hD prédictioRsSatcVabout the future (Fisk & Taylor, 1991; Weber, 2000). With

this in mind, it seems th&18 is extendinghe notionof different social selves timclude the concept

of sexualitysincethey identify separate aspects of their best frieftE(SELP in which they were

socially safebefore3 FRPLQJ RXW”~ VLQFH EHLQJ RSHQO\ JD\ ZDV ULGLFXO

a similar, although less personally involved, account, R20 divulged:

+RPRVH[XDOLW\ ZDVQTW WDONHG D E RXWheZ80OWH QVR ZWK DWRZ IZEI XELC
UHODWH WR WKH Qadbbdy daveé Rdh® \buivals \gex Bt\wehedlXor fear of reprisals | would

imagire) ironically this seems to be reflected hedespite it being set in the modern dihydoes seem
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that in the early days of knowing your sexuality, gay people still keep themselves to themselves, leading

double lives.

5 fV XVH RI WKH QRXQ pPUHSULVDOVY DO O X Ga Nonwgsexwalkves IDFW W
KLVWRULFDOO\ FRQVLGHUHG PRUDOO\ DEKRUUHQW 5 JRHV R
outdated societal attitude, suggesting that being gay is still considered peculiar ivdbet@dy.5 TV

notion that gay people keep one part fifemselves (their sexuality) to themselva$iE SELF

CONTAINER) fis another variation of thenetaphorical source domairfi the DIVIDED SELF in which

aspects offHE SELF gxist inside the bodffand can movén and out of THE SELF CONTAINER

(Kovecses, 2000Y.his interpretation may be influenced by sentence$6lwithin the text:

36R ZKDWITV WKH SRLQW RI WKH IDNH QDPH"" >0DUWLQ@ DVNYV

'HOO , 196G VD\ WKH SRLQW R W Kkl MabtiN AddpsBriFidmADowingg R NHHS S

my secret identity.

+HUH 6LPRQ DOOXGHV WR KDYLQJ WZR VHSDUDWH IRUPV RI FRQ
OLIH" LGHQWLW\ LQ ZKLFK KH SUHVXPDEO\ SUHWHQGV hHeH LV KHYV
able to express himself as homosexdalhis online persondn addition,Simon appears to perceive

his unV HF U H W a4 éneing Linat\Willprotect him from possiblesocial conflict relating to his

sexuality. | argue theCM THE DIVIDED SELF is an RDM, becausgedespite the fact thathe

3V SOLW G RauKiENCsbngidadetadentified is not expressed as an explicitl within the text,
UHDGHUV KDYH XVHG WKHLU RZQ FXOWXUDO NQRZOHGJH RI WKH

DQG FRPSUHKHQG DVSHFWYV IURP WKKH QDUUDWRUYfV SHUFHSWXD

In the concluding section of this chaptesummarise the findings tin this dataset by examining the
broad trends and specific ideas the remdescussed in their interpretatgmf the characters and events
within the three textsThis informs my concept of relational deictic metaphors as a framework for

encoding socieand personal relationships.
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5.4. Chapter summary

This chapter hasecountedhe results of the empirical stuadgntral tothis thesis and discusséue

responses of reatades, alongsidean analysis of relational deictic metaphors within three passages

from youngadult novels! argue that some of the data collected in this study evidences the existence

of relational deictic metaphoisecause there were several instances in which readetgieteCMs

and elaborated upon them using the relational deictic elements within the text in order to conceptualise
social identity and social relationshigs.many instances, it appeared to be relevant whether readers

were able to access their own pe@® O *EDJJDJH” LQ RUGHU WR HODERUDWH XS

understand social dynamics within the tesdrlds.

In my cognitive poetic analysis of text 1 | identified four hierarchies of conceptual metagpdaieb(e

5.1.). There were four ways in which readers used relational deictic information to elaboratspon

In particular, social dynamics seemed to be conceptualised in terms of physical possession, i.e. person
A could have (possess) control or powdnjéats) within a certain situation, but person B could take
power (an object) away from the first person under the right circumstances. Personal and private
emotions were also regarded as objects by readers that could be moved from one person (antainer) t
another (container), i.e. emotional pain after a breakup could be moved from person A to person B in
order to alleviate person A of the emotional burden. Finally, romantic relationships were often
conceived in metaphorical terms as some type of conttiaecould be closed or open depending on

the state of the relationship (the couple are togetigecbntainer ispen, the couple are broken ting/
containerisFORVHG 6RPH UHDGHUY IHOW WKDW WKH FORVLQJ RI W

emotions associated with the relationship.

My cognitive poetic analysis oéxt 2found 2 conceptual metaphor hierarchies at weelet@ble 5.8.).
Readersin a way similato the participant pool for text 1, conceptualised personal and private thoughts
asobjects. For example, the imagination was viewed as a container which contained fantasies (objects)
which exist inside the imagination but could be removed by the process of putting them into another

container (i.e. a love letter). Love letters, corresjpogly, were also considered in terms of secio
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cultural traditions toward death. Emotions were akin to living objects (within a container) that when

dead (no longer thought about or emotionally significant) could be placed into a metaphorical gravesite
(i.e. alove letter which summarises past feelings). Finally, love letters, and to a broader extent reflective
writing, were also viewed as dumpsites for unwanted or unneeded emotions (again pertaining to the

CONTAINERimageschema).

The results from the reats who responded text 3found some similar trends in readers responses.
For instance in my analysis of text 3 | identified 1 metaphor hierarchy (see table 5.13) that was noticed
by one reader, specifically that social identities were objects thatlwetddtken out of an open container
(social conversations) but not out of a closed container (unspoken topics of social conversations).
Interestingly, the conceptual metaphor recognised by many readers was the concepi\ubDtie

SELF, which | did not ieéntify in my cognitive poetic analysis as it was not specifically drawn upon in
metaphorical terms in the text itsell. K H 3V S Odftév oé¢did Whesocial statuss particularly
important following severe physical or mental traysiwech as a stressituation in which someone is
forced to reveal hidden information about themselves like their sexuality. Readers fei thas
relevant based upon the relational deictic information provided within the text and because of their own
experiences and kndedge relating to the themes they had read about. As a result of this, | contend that
the DIVIDED SELF CMis also arRDM, although this notion would need to be tested further in order to

fully evidence this claim.

In the chapter which follows, | will conatle this paper by discussing the overarching themes found
within my data set, specifically the possible conclusions we can draw for relational deictic metaphors,
and also the general idea of metaphor as a universal conceptual system which structuergday ev
thinking, knowledge, and ideologies. Finally, I will examine how my concept @&t could be

strengthened by future cognitive poetic research.
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Chapter 6: Conclusion

In this chapter, | provide a conclusiomty thesis by reviewing whether my combined cognitive poetic

analysis and reader response study (discussehlapter % found evidence famy concept of aRDM.

I also discusshe ubiquitousconceptual metaphorkat recurred througiut the data sets gathered by
realreadersLOVE IS A JOURNEY, EMOTIONS ARE OBJECTSnd theCONTAINER imageschema

HDFK ZKLFK VHHPHG WR EH DVVRFLDWHG ZLWK WKH FXOWXUDO L

throughout theirgading experience.

6.1.Relational deictic metaphors

Given thescale of this experimental study, future research is needed to investigate the eRests of

in greater depth. Nevertheless, while the results generated in this thesis are seen by no means conclusive
ZKHQ LW FRPHV WR UHDMsHhEY fo Q€ R KroviteHrigightto the experience of

real readers foyoungadult fiction There ae several instances in whickaders used conceptual
metaphors to make sense of the social and personal relationships, and public and private identities, of
different characters and narrators. The two conceptual framews#dd toinform this (conceptual
metaphor theory and relational deixis) worked together to constitute relational deictic metaphors as a
tool for understanding social dynamics within narrative fiction. Readers were able to recognise aspects
of domains of experience within conceptual metapliging relational deixi® comprehend discourse
surrounding a multitude of social and personal tofResaders were then able to draw upon their own
reaklife experiencesind cultural knowledgt observe and understand thids they encountereahd

thenelaborate upon them to create new, innovative meanings.

6.2.Recurring metaphors

Throughout the various responses provided by the readers, the structural conceptual @tapisor
A JOURNEY was reproduced and recycled continuouslydin different ways for each of the three
texts. There was also a plethora of instances in which readers recognised and elaborated upon the

CONTAINER image schema and the conceptual metaph®TIONS ARE OBJECTSTherefore, my
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data set supports the exigfirand now generally accepted theory, thatuse of conceptual metaphors

is not always a conscious choice, but something used automaticaldy.isTheause conceptual
metaphors are fundamental and deeply integrated parts of langudgewgid andreused continually

to a great extent without people realising it (Lakoff & Johnson, 1980: 3). Therefore, describing one

conceptual domain via another may not be as uncommon as offgstnk.

6.3. Future Researh

This thesis has provided a detailed lexgtion of the relationship between relational deixis and
conceptual metaphors. It has taken the first steps tosgtathlishing relational deictic metaphors as a
cognitive poetic approach the study ofdiscourse by testing the theory against the responses of real
readers. A future critical cognitive poetic analysis could conceivably concentrate on developing this
study of relational deictic metaphors through additional reader response metimgpsemistructured
interviews or monitoring reading group conversatignsaturalistic approach to data collection could

result in a data set with more authentic reader responses and allow the ezsearaterstand iRDMs

exist ina differenttype of reading situation. They would also be able to trace the personal and cultural
SEDJJDJH” UHDGHUV GLVFXVV ZKHQ XQSURPSWHG E\ WKH UHVHEL
relational deictic metaphors could be extended would be to exploives in other geras of fiction,

besides youngadult novelsas | do not consider this framework to be an isolated occurrence in only
this type of fiction Furthermore, it would also be insightful to obseRBMs that do not focusolely

on LOVE (as the first two textexploredin this thesis)and instead explore how they work when
grounded in another socially significant concept which is used to describe how people relate to one
another, likeHATE or FRIENDSHIP. This type of data could uncover whether readers use and recycle
ubiquitous conceptual metaphors related to these other evaluative concepts (i.e. is there an equivalent
to theLOVE IS A JOURNEYconceptual metaphan regard tatHATE which readers use and recycle to

understand how social relationships are encoded wittartavorld).

This thesis hs undergone the early tentative approaches to understand the correlation between

relational deixis and conceptual metaphtirhas alsoobservel how these two cognitivepoetic

87



frameworks work together tsnform the interpretations of reataders encountering a text for the first
time. Relational deictic metaphor is discernibly an extremely underdeveloped cognitive framework;
however, | argue that there is sufficient evideinom the data set collected in this study to suggest that

it is a concept worthy of further research and advancement in the fields of cognitive poetics and

cognitive stylistics.
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Appendices

The following appendicesoves: (1) the texts used in this study, (2) the questionnaires readers
responded to, (3he participant information shegitven to each reader before taking pand
(4) the completed participant conséonms.

Appendix 1. The texts

Thefollowing section features the full extracts of each of the three texts given to participants
in this study.

Text 1- Why We Broke Up

The first text used in this study is Why We Broke Up by Daniel Handler (262): 1

(1) Dear Ed,

2)Inasedck \RXTOO KHDU D WKXQN $W \RXU IURQW GH
KLQJHV D ELW ZKHQ LW ODQGV EHFDXVH LWV VR Z
WKXQN DQG -RDQ ZLOO ORRN XS IURP ZHKdx\doMry id ber
VDXFHSDQ ZRUULHG WKDW LI VKH JRHV WR VHH ZKI
UHIOHFWLRQ RI WKH EXEEO\ VDXFH RU ZKDWQRW

<RX ZRXOGQTW < RbB{y] indaty &nd Aldpé. (9)VY db SR be takin
VKRZHU EXW \RXfUH KHDUWEURNHQ RQ WKH EHG ,
GRRU HYHQ WKRXJK WKH WKXQNTfV IRU \RX <RX Z
at your door (11) YO RQITW HYHQ NQRZ ZK\ LW HYHQ KDSSH(

RRU WK
HLIKW\
VKHYV F
DW LW L\
% XW VKI
ga

KRSH V
RQIW H
)H G

WV D EHDXWLIXO GD\ VXQQ\ DQG ZKDWQRW
will be all right, etc (14) Not the right day for this, not for us, who went out when it rains,
October 5 until November %XW LWV '"HFHPEHU QRZ DQG
WR PH ,IP WHOOLQJ \RX ZK\ ZH EURNH XS (G
of why it happened (18) And the truth is that | goddamn loved you so much.

7TKH VF
from
WKH V N\
TP ZUL!

(19) The thunks the box, Ed (20) This is what | am leaving you (21) | found it down in
basement, just grabbed the box when all of our things were too much for my bed stang
30XV , WKRXJKW PRP ZRXOG ILQG VRPH RI W Kidts

the
drawer
WKLQJV

(23) So it all went into the box and the box went into my closet with some shoes on toy
never wear (24) Every last souvenir of the love we had, the prizes and debris of this relat
like the glitter in the gutter when the parade hasg@dsall the everything and whatnot kick
WR WKH FXUE ,IP GXPSLQJ WKLV ZKROH ER[ EDF

TP GXPSLQJ WKLV ER[ RQ \RXU SRUFK (G EXW L

(27) The thunk, I admit iill make me smile (28) A rare thing lately.

D of it |
onship,

ed

N LOWR \
W LV \R?
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Text2- 7R DOO WKH
The third text used in this study SR DOO WKH %R\V bf Yadny RahH28140T)

%R\V ,TYH /RYHG %HIRUH

(1) I like to save things.

(2) Not important things like whales people or the environment (3) Silly things (4) Porce
EHOOV WKH NLQG \RX JHW DW VRXYHQLU VKRSV

save | guess you could say my love letters are my most prized possession.

(9) | keep my letters in a teal hatbox my mom bought me from a vintage store downtov
7KH\ DUHQTW ORYH OHWWHUV WKDW VRPHRQH HOVH

DUH RQHV ,fYH ZULWWHQ 7 KHU H 1 V+fRe&QiHall @8) WherH!
ZULWH KROG QRWKLQJ EDFN ZULWH OLNH KH

(YHU\ VHFUHW WKRXJKW HYHU\ F D Gavdddup irRidevhie|) ud M&

in the letter.

‘KHQ ,fP GRQH , VHDO LW
ORYH OHWWHUV LQ WKH VWULFWHVW VHQVH RI WKH
love any mR U H 7KH\JUH IRU JRRGE\H %HFDXVH D

&
a cookie in the shape of a foot? (6) Ribbons for my hair (7) Love letters (8) Of all the tk

DGGUHVV LW DQG \

consumed by my altonsuming love (22) | can eat my cereal and not wonder if he likes bananas

over his Cheerios too; | can sing along to love songs and not be singing thiem to

(23) If love is like a possession, maybe my letters are like my exorcisms (24) My letters
I[UHH 2U DW OHDVW WKH\fUH VXSSRVHG WR

IRUH

ain
tRRNLH F
nings |

vn (10)

1 ZURWH
U\ ER\ ,T
TO0 QHY
LRQ HY]
NKHQ , S
ZRUG
WHU |, Z
set me
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Text 3- Simon vs. the Homo Sapiens Agenda

The second text used in this studyison vs. the Homo Sapiengeftdaby Becky Albertalli
(2015: 12):

PRVW GR

,WIV D ZHLUGO\ VXEWOH FRQYHUVDWLRQ , DOJ

"HYUH VLWWLQJ LQ PHWDO IROGLQJ FKDLUV EDF
HPDLO °

S:KDW™"” ORRN XS
3(DUOLHU ,Q WKH OLEUDU\
8<RX UHDG P\ HPDLO""

$:HOO , XVHG WKH FRPSXWHU ULJKW DIWHU \RX
XS \RXU DFFRXQW <RX SUREDEO\ VKRXOG KDYH (

1RW RQ SXUSRVH

(12) | stae at him, dumbfounded (13) He taps his foot against the leg of his chair.
36R ZKDWTV WKH SRLQW RI WKH IDNH QDPH"" KH

:HOO , 96 VD\ WKH SRLQW RI WKH IDNH QDPH 1
knowing my secret identity (17)09 guess that worked out brilliantly.

, JXHVV KH PXVW KDYH VHHQ PH VLWWLQJ DW WHK
idiot.
+H DFWXDOO\ VPLOHYV WKRXJKW LW
3S8P IRW UHDOO
(19) He looks at me.
3:KDW DUH \RX WU\LQJ WR vD\"" |, DVN

S1RWKLQJ /IRRN 6SLHU GRQYW KDYH D SUR
GHDO °

3$Q\zZD\

([FHSW LWV D OLWWOH ELW RI D GLVD WWdf&disaskey

depending on whether Martin can keep his mouth shut.
37KLV LV UHDOO\ DZNZDUG "~ ODUWLQ VD\V
, GRQTW HYHQ NQRZ KRZ WR UHSO\
3$Q\zZD\ " KH VD\V

(28) Imean (29) lgHVV , GRQIW
PH , GRQTW WKLQN LW VFDUHV PH ,W{V D JLD
,IP ORRNLQJ IRUZDUG WR LW % XW LW SUR E DEfor
me.

7KH SUREOHP LV , GRQYW NQRZ ZKDW LW ZRXO
DQ\RQH 7KH WKLQJ DERXW %OXH LV WKDW KHfV

ZKR ZRXOGQYIW IRUJHW WR ORJ R pardoRWhE& night-heverlf@dgiv

me for being so totally careless.

6R , JXHVV ZKDW ,fP WU\LQJ WR VD\ LV WKDW
Blue and me.

SLWYIV SUHWW\ REYLRXV WKDW
([FHSW WKH ZKROH FRH

NVWDJH

REYLR.

KH VD\\
DRIIJHG F

DVNYV
DV WR N

(H FRPS>

PLIJKW I

EOHP ZL

VXDOO\

\RX GR

PLQJI RX\
OW KRO\
ZRXOGC

G PHDQ
NLQG RI
e 7KH N

GRQYIW N

KLV FRQ

%XW , VHULRXVO\ FDQYW EHOLHYH 1P KDN.LQJ W
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Appendix 2: The questionnairesand reader responses

This section features the three questionnaires used in this wttidguestionnaire numbers
correspondingvith the text there are abo(ite. questionnaire 1 is for text 1, et®articipant
responses are also recorded under each question.

Questionnaire 1
This questionnaireorresponds witkext 1. 8 participanteespondedreaders 13).

Q1. Did you enjoy the passage? Yédo, jUnsure.

R1 | Unsure
R2 | Yes
R3 | Yes
R4 | Yes
R5 | Yes
R6 | Unsure
R7 | Yes
R8 | Yes

Q2. Can you explaiwhy?

R1 | Don't know enough information, | like the way the story is written.

R2 | It made me wonder exactly wha KH pWKXQNYT ZRXOG EH DQG
the box. | feel like | want to read on to find out the reason they broke up.

R3 | I think that it was real and quite honest in its description.

R4 | It was thoughtfully written. It alsselowly introduced everything rather than saying in the
sentences that they broke up and she had left a box for him. There was a lot of un
emotion in the text too.

R5 | | found it intriguing and | like the way the Author had written tiier, giving you enougl|
information for you to want to know more and understand the relationship.
R6 | said whatnot too many times for me to enjoy it

R7 | Was Intriguing as to who was at the door and why ed was upset.

R8 | It seems a situation many peopbe/h been in agome time

Q3. What do you think the passage is about?

R1 | Someone trying to their feelings and emotions across to someone else trying t(
response.

R2 |, WKLQN LWV DERXW D MLOWe¢akkpORYHU ZKR FDQYW
R3 | Courage, the ending of a relationship through lack of commitment and ultimately closy
R4 | A letter written to a boy who dumped a girl and this is her way of moving on.

R5 | | think theletter is about a relationship that has broken down.

R6 | A breakup.

R7 | A relationship breakdown and the fallout from that.

R8 | Two young people in love but can't live together.

Q4. Why do you think the narrator has written to Ed?

R1 | They have haénough.
R2 | To try and make him remember their relationship and feel guilty for causimgehleup
R3 | Probably because Ed is not willing to speak or see the author face to face.
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R4 | To get closure from the ending of the relationship. It also allowsedder to get an insigh
into the story in a thoughtful manner.
R5 | To make it more realistic and personal.
R6 | Yes.
R7 | To tell him how they feel and what effect this breakdown has had.
R8 | | think Ed is the main person in this letter.
Q5. What do youUWKLQN DERXW 3SWKH ER[" DQG WKH IDFW LW LV PHQW
passage?
R1 | It means a lot to the person who has made it up.
R2 | I want to know exactly what it contains. | think the contents are there as reminders
relationship perhap® make Edealise, WKH\ VKRXOGQYW KDYH EURN
R3 | | was trying to establish whether the box was actually a box or whether it was somethir
akin to being a diary of some description.
R4 | It is considered to have emotional value for beitlaracters. It is also a way to highlight t
transition from their relationship being something that is valued to something that is dig
into a box and closed shut. The fact that everything from their relationship is boxed up s
a door has cla and they can never go back to what they were.
R5 | I found it intriguing and it encourages the reader to read on, as you want to know mor
ZKDWIV LQ WKH ER]J
R6 | It contains important or sentimental items. | want to know its full contents.
R7 | The box is a representation of their relationship it seems to symbolise thoughts, feelin
emotional journeys.
R8 | The box seems to be for all the mementos that they saved whilst together.
4 'LG \RX JHW DQ\ SDUWLFXODU LPSUHVVL Ri@Qe loverwe Had, el MY E

prizes and debris of this relationship, like glitter in the gutter when the parade has passed, all the
HYHU\WKLQJ DQG ZKDWQRW NLFNHG WR WKH FXUE T "

R1 | They have been seriously let down and feels very hurt.

R2 | | think it contains memories of the times they spent together. These are very preciou
narrator but they feel they have been cast aside and forgotten by Ed.

R3 | This was a very powerfalescription to me and gave me the impression that there was n
back for this relationship.

R4 | Gives the impression he hurt her rather thiae versa because she describes the relation
DV EHLQJ puNLFNHG WR WKH FXUEfH HWKRWIKW EW
descriptive. It highlights the highs and lows of life and the relationships you have wit
Everyone at some point experiences something like this and it beautifully describes the
after a relationship has ended.

R5 | | thought this was a great analogy, it makes you think about the precious memaories ya

R6 | Discarded emotions. shiny in the dirt. wasted embrace.

R7 | Impression that she is emotional over the breakdown.

R8 | This seems very sad. All the lotleey had has gone. Down the gutter!

Q7.Did you get any particular impression from line 26p, P GXPSLQJ WKLV ER]
EXW LW LV \RX (G ZKR GLG WKH GXPSLQJ T "

R1 | They are very hurt and trying to pass how hurt they feel.

R2 | The narrator is blaming Ed for the breakup, dumping the box is a metaphor for the 1
feelingthey have been dumped.

R3 | It struck me that the author was describing somebody who is taking back their own pow

the intent to become stronger.
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R4 | This is great because it empowers her. To see how she turns the experience around an
thataWKRXJK KH KXUW KHU DQG FDXVHG WKH HQG RI
FRQWURO RI KRZ VKH UHDFWV WR WKLV , WKLQN
reminding him about how ruthless he was.

R5 | She wanted Ed to see whatweas throwing away.

R6 | That Ed's a silly man who has upset someone who he meant a lot too.

R7 | She is very bitter and is explaining that she doesn't feel the same way he did. He m
decision to breakup and she is emotional about that.

R8 | Like | said in number 6, it's a very sad end to this relationship but it all seems down to

Q8.Do you relate to anything in the passage? Yes | No | Unsure.

R1 | Yes

R2 | Unsure
R3 | No

R4 | Unsure
R5 | Yes

R6 | Yes

R7 | Yes

R8 | Yes

Q9. Can you explain youanswer to question 87?

R1 | When you are younger you feel having a bind with someone is going to last forever ang
get older and wiser you realise people let you down and you have to deal with it.

R2 | , 9YH QHYHU H[SHULHQFHGva&§HLQJ pGXPSHGY LQ WKD
R3 | This seems to be the breakup of a relationship which is certainly not amicable. Not sof
that | have previously experienced.

R4 | ,YYH HISHULHQFHG EHLQJ GXPSHG EXW , GLGQfW KO
| did throw some stul DZD\ EXW LW SUREDEO\ ZDVQYW DV PX
his house. | chose to react by working on my physical appearance and cutting my hair|
R5 | It reminds me of a relationship ending.

R6 | I've been Ed before. A Knob 'ED.

R7 | | have experienced breakups and physical memories of that relationship that have hag
dealt with afterwards.

R8 | Itis a similar experience | encountered as a younger man.

Q10.1s there anything else you would like to add (anything else you noticed, enjoyed or disliked)?

R1 | I hope the person who has been hurt realises that they don't need to put all their lov
and dreams into one person and they learn you can only réheiorself and their own heg
and thought's to truly be happy.

R2 | | enjoyed the passage; | would like to know if the narrator heard back from Ed. | was
RI WKH XVH RI WKH ZRUG pZKDWQRWTYT LW GLGQTW
meant.

R3 | Although a little frustrated, | enjoyed the fact that having read the extract on more th
occasion, | am still inquisitive as to what 'the box' is relatinghysical or metaphorical?
R4 |, UHDG LW D FRXSOH RI WLPHV EHFDXVH LW GLGQY
ZDV D OHWWHU , DOVR WKRXJKW -RDQ ZDV KLV O0XP
like the fact that she expected him to be heartbrekémought that was cruel. It almost ma
me feel a bit sorry for him and sympathize with him. As she ended it with him being tf
who dumped her that sympathy changed but it was interesting that the author led W
rather than making the reader dislifien from the start. It makes it more complicated
FUHDWHV PL[HG HPRWLRQV DERXW LW ,W DOVR VX
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WLPHV LQ WKHLU OLYHV DQG WKDW HYHU\WKLQJ LV

and makes msad for both of them.

R5 | I noticed that the person writing the letter to Ed clearly knew him and his sister well g
described exactly what they would be doing.

R6 -

R7 | Noticed the way it was written. In a presumptuous, predictadriative. "You won't answe
the door'.

R8 -
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Questionnaire 2

This questionnaire corresponds with text 2. 8 participants respgadé)l.

QL. Did you enjoy the passage? Yes | no | unsure.

R9

Yes

R10

Yes

R11

Yes

R12

Yes

R13

Unsure

R14

Yes

R15

Yes

R16

No

Q2. Can you explainwhy?

R9

W ZDV ZULWWHQ IURP D SHUVRQDO SHUVSHFWLYH DQG
things that have a link to a specific event or feeling.

R10

A very interesting take on how someone death their emotions.

R11

I am intrigued, | want to read the novel to find out more. | wonder about the age of the girl, | ex
it to be a teenager but having loved 5 boys | wonder what she means by loved and how old she
is when writing this. | wonder if she is alone now, does she still live with her mom? The thing
loves to save speak of a younger person, and her disinterest in more serious worldly concer
point to someone younger.

R12

The passage feels like a whole statemenidasdription of these love/not love letters and what they,
for and what they mean.

R13

Never written a letter or journal or reflected to that extent on a relationship before.

R14

| enjoyed the passage because it gives a brief overview of what thenilbeever, without going into
too much detail about the plot. The innocence of the narrative voice made me interested in the
would like to understand what makes her fall out of love with the boys she mentions.

R15

The passage was a sweet opening to an adolescent novel and described the idea of sentimer
me, it conjured up feelings of nostalgia, because keeping small objects in a small box was son
did throughout my own childhood. This then remindeel of my own routines, so | can see mysel
thefirst-persomarrator, making the passage relatable.

R16

Because it's not the sort of thing | like to read. | like to read the news and nonfiction.

Q3. What do you think the passage is ab8ut

R9

A young girl growing up through the teenage years and the boys she fancied.

R10

Self-control.

R11

A woman/girl musing on her way of letting go of previous boyfriends. She is someone who is re
and has specific reasons for writing the letters afiécting things. | think that she has found this w
of writing letters has helped her deal with some relationship break délemsever,the reference a
point 25 suggest that for one relationship it hasn't worked.

R12

It's about someone wharites letters and keep them in a teal hat. letters that detail the lov
boyfriends as a means of exorcism or emancipation from the shackles of the lost connection. ¢
from the wonder of another now gone.

R13

Using literatureand thoughtsway ofrelease and moving forward.

R14

I think the passage is about an adolescent's account of her first loves. Yet she has not be
relationships she thinks about over her breakfast, so the narrative voice gives a whimsical ex
when describing tse intense affairs, she fantasises about. The innocence of her youth can
assumed in the text, as she collects 'cookie cutters' and 'ribbons for [her] air'. This suggests thq
is almost reminiscent of a past time where these things werdesimpave, but somehow, they h4g
become an 'exorcism'.

R15

The passage suggests the idea of letting go, the healing of old scars. The narrator is reflectin
feelings of love and loss.

R16

It's about being young... in your teenage yearskagidg in love. | think the narrator is a teenage
who has spilt up with the boys she talks about.
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Q +RZ ZRXOG \RX GHVFULEH ZK Bliéh W haRjisHa@etWwWERH? LV WR DQ

R9 | :ZULWWHQ ZRUGV W KD \&m@ibhklGeblidds foW &nidth&r| with/thiir fhténtions to forr
relationship with them.

R10 | Itis how to tell another human being how special and what they mean to you.

R11 | Alove letter is something written that is supposed to be shared péitsan you feel a deep connecti
to. It is a reflection of your feelings for that person, feelings that you want them to know ab
should be uplifting for the reader and be a shared intimacy, perhaps talking about things yo
never discuss witother people, just the one person who you share everything with.

R12 | 010001010111111010100101010101111002 :0. The alien is binary coded. okay serious answe
letter "Mr Alien" is a flat thin piece of reformed cellulose or wood or tree fibretiénshape of g
rectangle. On the rectangle we execute or scribe symbols letters and words that express our Ig
recipient. Love on earth can mean different things to different people, but most commonly of
sapiens, love letters express the lofeaurtship or bond between man and women. However, this
be between a man and man or women and women. Love letters express the love felt by one p
the other, so that they can feel the intent of the sender. Humans can conjure emotion frordstivesy
spell. Magical | suppose. These ink, scribed rectangles of cellulose are then folded and envelop
more cellulose pockets so that it is only opened by the person intended. Humans value this trad
opening another's letter without theiill is a crime against the queen (our leader). These letter
treasured if the love is present. They are a gift of gesture from the heart.

R13 | A declaration in writing about your deep feelings and emotions towards another person.

R14 | | would describe a love letter as an outlet of emotions; almost a way of cleansing the soul
feelings. One is no longer consumed by these feelings alone as they have shared them with th
This act of releasing the self of private emotioesl$ like you have been set free, as you have pqg
out your heart and now must wait on a response. Also, writing a love letter is a deeply persg
Handwritten letters are extremely intimatbus, one alludes to the intensity of their feelings r
through the act of writing a letter.

R15 | | would describe a love letter as an intimate form of communication. Someone is letting a
emotions and feelings flow onto the page, and is left with a sense of release. The feelings they
no longer just inside their head, but they have lpegrout into the world; even if this is just on a pig
of paper that may never be read by anyone else.

R16 | Someone writes a love letter when they feel affection toward someone and want to confess their

Q5. Did you get any particular impress@ IURP OLQHYV DQG pM7KH\ DUHQMTW ORYH Ot
ZURWH IRU PH , GRQTYW KDYH DQ\ RI WKRVH 7KHVH DUH RQHV ,fYH ZUL

R9 ,W ZDV D \RXQJ JLUOYV zZD\ RI JHWWLQJ DOO WKRVH IHHO
from rejection.

R10 | Was there ever any real relationships with these people.

R11 | When | read those lines, | first thought they were someone else's letters that she had found,
U H O D WiktliysHgWas sad that she didn't have any love letters written to her.
R12| %HIRUH , UHDG 7KHVH DUH RQHYV Yy, §fétdleZ sbime/IgtetQbut, thénhkt R
sense, the impression is what it says mainly, that they werevsgéfin rather than gifts. It made me g
they got no letters gifted.

R13 | Feels quite sad and desperate that she would love torbesiwed one. Or in fact that the love g
declares has never been reciprocated.

R14 | From these lines, | can infer that the narrator is inexperienced in physical love. The only f
romantic love she has experienced is through her imagination. Ske #biout what they have fq
breakfast because she does not know the answer. By writing a love letter she knows she will ne
she acknowledges the intensity of her imagination in creating these scenarios. Her love for thg
is one sided, becauske has written plenty, but does not 'have any of those' herself. This sug
lack of confidence in the narrator; she is restricted by her imagination and cannot form her thou
feelings into reality. By imagining a real love story with the bioywiriting the letters, she stays in
place of safety. If she sends the letters, she immediately becomes vulnerable, as the rel
transpires into reality.

R15 | These lines imply a sense of isolation. The narrator is alone with her feelinigsetlieeno reciprocate
and so she must find some release in order to move forward. On the other hand, it could alsg
the narrator is easily attached. Love letters are often used in classic literature when a character
from the intensity blove, they feel towards another. If this character has written letters for five sej
boys, she is perhaps searching for love in many places. This relates back to the idea of isolatig
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R16 | Thinking again, | think the letters are to boys she likes but dlys bre not interested in her. This
quite sad.
Q6.'LG \RX JHW DQ\ SDUWLFXODU LPSUHVVLRQ IURP OLQH M

LW LQ P\ WHDO KDWER[ T "

R9

:KHQ ,TP GRQH FRXOG PHDQ VKH QR Z adlbroEtLof dveVinrHPthieR QTH
teal hat box is a significant ending place for those feelings to stored and reflected on at anot
perhaps.

R10

, WV DV LI WKH ZULWHU KDV ILIDWLRQV RU FUXVKHV SXW

R11

It seems to be an ending, it is sealed, it is put away. A line drawn in the sand. A way to move
leave the relationship behind. | wonder who she addresses it to, is it the boy or herself?

R12

Reminds me of pandora’s box not sure why aahtaut love but it seems they want to forget and ¢
them out.

R13

Quite meticulous and final. There's is no intention for anyone to read it again.

R14

The 'teal hatbox' is clearly a valuable item to the narrator, as this is where she keeps hedimye
hidden- the things she does not want anyone else to see. Yet she addresses the letters, implyir|
a part of her that does intend on sending the letters. However, the act of placing them in the hath
be synonymous of placing the letein a posbox. This way she does not have to make het
vulnerable by expecting a responsene will never arrive. She is able to release herself from
thoughts without her fantasies ever being crushed. Therefore, | think the passage suggaststdh
to be afraid of being heard by the objects of her affection, as this could lead to beingdmething
she is clearly avoiding.

R15

This line is almost like burning the letter, removing it from existence. It goes into the hatbox tk
saysGRHV QRW FRQWDLQ pLPSRUWDQW WKLQJVYT 7KLV QRW
fleeting feelings, in which the narrator looks for love wherever she can. She acknowledges these
are not important because she does not semdl ffiet she still addresses them, which indicates the|
a part of her that wishes them to be seen.

R16

She's putting them away... saving them. They're reminders/memories. When | was young, |
people who wrote letters, addressed them and didn't send them. It was just something people ¢

Q7.Did you get any particular impression from lines 23, 24 and |, |

KHQ ,1P G

ORYH LV OLNH D SRVVHVVLI

OHWWHUYV DUH OLNH P\ HIRUFLVPV 0\ Ostpp¥ddU R YHW PH IUHH 2U DW O

R9

She sounds like she wants to be free of the feelings, like they haunt her but also the letters allg
be in cottrol.

R10

| think when she seals the letter and locks it inltbe, she believes she has put that part of her lif
the past.

R11

The imagery is of love being all consuming. It possesses which can feel good if it is an equal
shared lovevhere both people want that overwhelming feeling of being consumed. Alternativ
could be an oppressive feeling if someone feels that they do not have any control in the relation
one person's love is suffocating. These few words to me gféake being a time bound experieng
The love is all consuming and right for a time, but there comes a time when it is necessary to ct
and be free. The end line sounds as though this person has tried to cut the ties but cannot full
themselves from the feeling of love for another person. That they have lost something preciou
from their own fault and mistakehey have left the relationship, or they have been left without feg
the relationship should have ended.

R12

| ike WKH LGHD RI WKH OHWWHUYVY EXW WKH HQG PDGH PH
suggests to me that the act of possessing such letters and what ever thought that possessed
such letters also shackles her to this habit of ke WKHVH OHWWHUV I LW Z
not given up, it's like a subliminal capsule of emotion that still exists.

R13

Trying to use the letters as a release for a clear mind. But maybe that's just not good enough.

R14

The idea of freeig the self from inner feelings seems rather complex. Pouring out emotions on th
suggests one has an immediate desire to offlpathaps the feelings are becoming too much. The
of love being a 'possession’ suggests a person to no longersexisingular, rather a duo. This resona
with the idea of the narrator being vulnerable to rejection, as previously suggested, because s
to be her own person. Before writing the letters, she is haunted by the way the boys possess
almog like an obsession, and after she is back to being alone. The 'exorcism' she performs rig
passionate feelings and brings her back to-ifee fantasy of the boy must die for her to reg
possession of herself.
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R15

These lines imply thketters to be a form of closure for the narrator. She lets go of her feelings arn
EXULHVY WKHP LQ KHU ER[ SXVKLQJ WKHP RXW RI VLIJKW
PLQGYT VKH LV QRW IUHH EHFDXVH wskbbut terd.\Mdér @e€lingsé KalveR
been spoken into the world and responded to. They simply sit silently in the box.

R16

| don't like the word 'exorcism'. It makes me think of something bad/evil. But | think what she m
she is putting the feelinde the back of her mind so she can forget them/let them go.

Q8.Do you relate to anything in the passage? Yes | No | Unsure.

R9

Yes

R10

Yes

R11

Yes

R12

Yes

R13

Unsure

R14

Yes

R15

Yes

R16

Yes

Q9. Can you explain your answer to question 8?

R9

| am a sentimental hoarder!

R10

| think | like to save things.

R11

| keep things in a small box, things that remind me of people or times in my life. There are time
to be reflective abouhings that have happened, or people | have known. It is a solitary expe
one tinged with sadness for some things, but happiness for others. 1 felt the wistfulness of the
the story and can strongly relate to that feeling. It can behartiatexperience.

R12

"| like to save things" | also like to save things.

R13

Maybe. | sometimes use a journal to dump thoughts and feeling to feel a release to then move

R14

| can relate to the feeling of possesion in the passage, becausgouhare in love, or at least think y¢
are, it feels as though your mind is consumed by this person. You may not even know them we
narrator seems to imply with her situation, but somehow your thoughts are controlled by what thi
of your affection is doing. Every love song is about them, every romantic movie is about
Eventually, you have to release yourself from their gope they may not even know they hawand
find inner closure. Writing down feelings so they become physiidéace (the love letter) can provig
a distance between fantasy and reality, and so helps in letting go. | have done this many time
as | find the best way to move on from a situation, whether that be romantic or platonic, is to
myself fran the information by putting it into the physical world.

R15

| also like to keep little things that may not be important to other thingshareldone this throughol
my life. | relate to the notion of sentimentality and holding onto things in the past that need to b
of.

R16

| save things like birthday cards, Christmas cards and family photos. | also save cookie cutters
thenarrator says in S5), ones | probably won't use but they're nice so | keep them!

Q10.1s there anything else you would like to add (anything else you noticed, enjoyed or disliked)?

R9 |, OLNH WKH IDFW VKH H[SODLQV VW Utarit thiyg tDsaee) like KiTas. W
made me laugh and | liked the way in which it brought a sense that it would be-laclzgted book
suitable for young people.

R10 | Enjoyed reading the passage.

R11 -

R12 -

R13 -

R14 -

R15 -

R16 -

Questionnaire 3

This questionnaire corresponds with text 2. 8 participants respohd@d)(
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Q1. Did you enjoy the passage? Yes | No | Unsure.

R17 | Unsure
R18 | Yes
R19 | Unsure
R20 | Yes
R21 | Unsure
R22 | Unsure
R23 | Unsure
R24 | No

Q2. Can you explaiwhy?

R17 | Not enough background in the story for me to really get into it, so had to read it a fey
to work out who was talking to who etc.

R18 | It made me feel intrigued but in a rather uneasy way.

R19 | There is no description of the surroundingsefRSOH LWKRXW VXFK LQ

into the narrative.

R20 | | felt the way in which it was written, almost allowed you to imagine yourself eavesdro
on a private conversation.

R21| ,W GLGQTW SXOO PH LQ O thiKthR staldde the Si@ridtgrDakes\meahs]
\RX GRQIW LQVWDQWO\ IHHO D FRQQHFWLRQ ZLWK

because of the sexuality topic and whether you can relate to it but more because there
of emotive languagqV KDW PHDQV , FDQYIYW LPDJLQH EHLQJ W
R22 | With it just being a short section of the story i wasn't as invested in the story as i wou
been if | read more of the story.

R23|, ILQG LW KDUG WR JUDVS WKH GLUHFWLRQ RI LW L

leaves me unsure. It was definitely not unenjoyable but it wasn't joyed.

R24 | Found it a bit hard to read.

Q3. What do you think the passage is about?

R17 | Spiers didn't log off properly from his computer. Martin went on straight after and Iq
through Spiers emails. This gave him an insight into Spiers private life and he found ou
is gay. He probably suspected it and that's why he wasesestad in the emails. But | didi
get the feeling that Martin was blackmailing him.

R18 | The type of person( & you wouldn't want that type of person) finding something out abg
that you were keeping private for the time being & also being pusituation in which yoy
were being forced to face & no longer feeling able to do it at your own speed .

R19 | The narrator is approached by someone he knows who tells him that he knows his se
R20 | Someone finding out another persomanosexual and how things come about by acci
sometimes.

R21 | Someone hiding their sexuality and another person approaching them about it with th
RI FRPIRUWLQJ WKHP P XQVXUH ZKHWKHU ODUWL
it as hs intention.

R22 | Somebody trying to hide there identity to protect there sexuality from other people.
R23 | Martin Addison is subtly almost blackmailing the narrator who is concerned about it ¢
out into public awareness and affecting Blue who is\afgiperson.

R24 | Matrtin finding out about somebody's sexuality accidently.

4 +RZ GR \RX WKLQN WKH QDUUDWRU IHHOV DERXW 3FRPLQJ RX’

R17 | He doesn't sound too upset and, in some ways, may be relieved and ready to 'come g
R18 | A feeling offorce. Scared, dread, fear, a lack of control.
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R19| , WKLQN KHfV FDXWLRXV IRU-KLP¥HOY EFRWUQRW BR
would have on his relationship with Blue (35 and 39).

R20 | The narrator seems uncomfortable anchfortable with their sexuality at the same time.
R21 | Slightly indifferent to it and how it will impact his life personally but is more concerned
VRPHRQH RU VRPHWKLQJ FDOOHG %OXH ,W{TV DV UH
react orbe impacted by it, rather than how it changes his life.

R22 | More worried about what would happen with the secret relationship rather than what
will think.

R23 | Awkward.

R24 | Quite confident with slight reservations.

Q5. Did you get any particulal, PSUHVVLRQ IURP OLQHYV uH, GRQMTW
D JLDQW KRO\ ER[ RI DZNZDUGQHVYVY DQG , ZRQYW SUHWHQG ,F
ZRXOGQIYW EH WKH HQG RI WKH ZRUOG 1RW RU PH § "

R17 | | felt he was probably ready to lo@ out', perhaps even relieved in some ways that thi
happened.

R18 | | do think it scares him , as it's the way it's been forced upon him but when looking
paragraph again , i do feel that once he has faced this ' hurdle ', there videbegof relief
for him as though he's wanted to do it before but never felt he had the courage to do s
there's not really any turning back , it's got to be done, so that no one else is broa
information about his private life .

R19 | My impression is that the narrator is ambivalent to the idea of others knowing his sexu
R20 | It seems they are putting it off, so really, they are scared. There is sense of brav:
pretence.

R21 | It gives the impression that he has come to tewitts his sexuality and how this may impa
his life. Although it leads you to think that for someone else this might not be the cast
LQ SDUWLFXODU ,WYV DV LI KHYV SURWHFWLQJ %O
though and it mees me wonder (if Blue is his online alter ego) that he is making this e
up because in fact, despite what he says, it still would be a problem for him. He could kg
Blue as an excuse not to label it so that he can continue to keep up witmt@ptdus mind
has developed as a defence mechanism.

R22 | There are trying to protect the other person more than they are worried about what will
to themselves if the email gets around.

R23| ,W V KLV WKRXJKW SURFHVV LO@KIHWEQAORXVEB RQWWVZSY
suggesting he feels pent up with awkwardness due to not being true but would may
relieved if people knew.

R24 | He is confident in the support and moving forward but initially will be a bit awkward.

Q6.In OLQH WKH QDUUDWRU VD\V p7KH SUREOHP LV , GRQTW N
or what do you think Blue is?

R17 | I assumed it was the person he was having a gay relationship with.
R18 | His (closeted) lover.

R19 | The recipient or author of themail in question.

R20 | Blue sounds like the other person in the relationship. Having pseudonyms seems to sh
secretive the relationship is.

R21 | At first, | thought Blue was the anonymous person he acted as online. It gave
impression that Blugzas almost an alter ego that he had built up online and with this re
ZRXOG PHDQ WKDW KH FRXOGQTW FRQWLQXH KLV Z
SHUVRQ WKRXJK DQG ZKHWKHU LWV D OLWW Ogdle¥ of
identifying and labelling your sexuality to others.

R22 | | have a feeling is the other person in the secret relationship.

R23 | Partner/romantic other.
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| R24 | | think blue is the narrators secret partner. |

Q7. Did you get any impression thitartin Addison has either good or bad intentions now he knows
WKH QDUUDWRUfVY VHFUHW"

R17|, GLGQ W IHHO WKDW ODUWLQ zZDV JRLQJ WR EODF
PLIKW LQWHUHVW \RX WKDW P\ EURWKHUp&rt? JD\"~ ¢
R18 | Not quite sure of his intentions, more of his, what seems to be very ' cocky ' attitude. |
have said that he would have bad intentions but i had to think twice when he mentio
brother was gay. His attitude made me think he'd haveribawtions but then again he jy
came across as ' cock sure .

R19|, GRQMTW JHW WKH LPSUHVVLRQ RI 039V LQWHQWLH
sentence 2 and 16.

R20 | | felt Martin was trying to be considerate, as he already understand #ie problems tha
DULVH ZKHQ KRPRVH[XDOV pFRPH RXWY EHFDXVH R
WR RIITHU VXSSRUW EXW QDUUDWRU LVQYW UHDG\ W
R21 | Martin seemed pretty indifferent. There were some implications that he did have
LQWHQWLRQV E\ WKH zZD\ KH UHDVVXUHV KLP WKDW
WKLQN LWV PRUH WKH LQWHUSUHWDWLRQ RI WKH
defensive lens that hints at bad intentions.

R22 | | sort of getthe feeling he doesn't really have any intentions at this moment but the fa
he mentioned that his brother is gay may be an indication of his future intentions

R23| 3V LW VXJJHVWV VXEWOH EODFNPDLO 1P QRW VXU
R24 | Not really. Not enagh information provided to make an assumption.

Q8. Do you relate to anything in the passage? Yes | No | Unsure.

R17 | Yes
R18 | Yes
R19 | Yes
R20 | Yes
R21 | No
R22 | No
R23 | Yes
R24 | No

Q9. Can you explain your answer to question 8?

R17 | Over the yearshave worked with some gay colleagues who led a very different 'openl
life at work but unknown to their parents at home.
R18 | My best friend is gay. We grew up from an early age together (5 yrs old). When I thin
to school years (before he evesmte out) people would say the most hurtful homeph
things. | think some people's attitudes have changed in more recent times.
R19 | | can relate to the feeling one has when someone reveals they know something they
business knowing.
R20|l UHODWH WR WKH SDUW DERXW ILQGLQJ WKLQJV
perspective.

+RPRVH[XDOLW\ ZDVQTW WDONHG DERXW ZKHQ , ZD
, FDQIfW UHODWH WR WKH QDU U Dot RsJdhay atvschiok pnieiaiR
reprisals | would imagine) ironically this seems to be reflected here, despite it being se
modern day.

It does seem that in the early days of knowing your sexuality, gay people still keep ther
to themselvesOHDGLQJ GRXEOH OLYHV VR LWV JRRG
QRUPDOLVH SHRSOHSYV VH[XDOLW\ DQG VR SHRSOH
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R21|, GRQYW IHHO D SDUWLFXODU QHHG WR LGHQWLI\ol
the compelling need to either hide it or reveal it.

R22 -

R23 | | can relate to awkwardness of keeping something within but you want to tell someor
you feel.

R24| -XVW KDYHQITW EHHQ LQ DQ\ VLWXDWLRQ OLNH WKD

Q10. Is there anything else you would like to add (anything else you noticed, enjoyed or disliked)?

R17 | I suppose | didn't enjoy it totally as it was just a passage with no background. But | coul
my own assumptions.

R18 -

R19 | | think this has beenrpduced as a film, | recognise the scenario and the name, Blue.
R20 | I liked how the conversation went between the narrator, Martin and the thoughts ins
QDUUDWRUTTV K Hlagconversation, despivekoblyHtibo people being present.
R21 | | think it was a more complex passagaore care and thought needed to be applied to r
to the passage and identify what the authors intentions were.

R22 | Allin all a pretty straight forward passage.

R23 -

R24 -
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Appendix 3: The participant information sheet
This section features thi#ankparticipant information sheet which was given to all participants

before they took part in this stud@ompleted forms from each participant is available upon
request.
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Appendix 4: Participant consent forms

This section features the completed consent fdroms eachof theparticipants who took part
in this study.
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