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Alfred Prufrock by T.S. Eliot

Maria Anufrieva

Abstract

Metaphor is the most widely recognized and disalisgee of trope. It has attracted the
attention of analysts from various disciplines,. @gilosophy, psychology, cognitive

science, and literature. Research from these fiblas shown that metaphors are
ubiquitous and indispensable in our lives. It i woly literary discourse that is

abundant with metaphors, but metaphors are alsanommin scientific discourse and

even in our everyday language. Moreover, researam fcognitive linguistics has

shown that our thinking is metaphorical to a certaktent. Thus, if metaphors are so

ubiquitous in our lives, how do we recognize them?

In this paper selected metaphors frohe Love Song of J. Alfred Prufroloi T.S.
Eliot have been analyzed. These are metaphors ftenary discourse; hence, the
analysis was partly influenced by the genre andgspgeeific, poetic context. The focus is
on linguistic metaphors that can be identified s tpoetic text, not on underlying
conceptual metaphors. The aim of this paper has tmesee how the metaphors in the
poem are constructed and how the metaphorical gfathe strings they occur in

interacts with a seemingly literal part.

According to the results of the analysis, the miedajgal constructions in the
poem show a variety of modes of interaction amdrar tconstituents. Typically the
metaphorical part of the poetic construction evakeomplex and directly perceptible
phenomenon which serves as the basis for the uaddisg of the poetic persona’s
feelings. Also the metaphors that describe théngettf the poem seem to be projections
of the protagonist’'s mood. Thus, the affective aspéthe metaphors is essential in the
poem since it connects the metaphors to a netwonkeanings related to a prominent
theme of the poem, namely the speaker’s paralyslsresecurity of himself, adding to

the expressive complexity of the poem'’s structure.

Keywords: Metaphor, linguistic metaphor, poem, vehicle,i¢pgrounds
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1. Introduction

Metaphor is the most widely recognized and disalisgee of trope (Alm-Arvius, 2003,
p. 87). Its application is not restricted to poetigd literature as was sometimes
assumed when metaphors were considered a “devittee gfoetic imagination and the
rhetorical flourish” (Lakoff & Johnson, 1980, p.. Research has shown that also, for
instance, academic writing contains many metap®tsen et al., 2010, p. 787). In
science there are so-called “theory-constitutiveamieors”, which are close to being
theoretical models (Boyd, 1993, p. 488). Moreoveetaphors are pervasive in our
everyday life, not just in language but in thoughtl action as well (Lakoff & Johnson,
1980, p. 3; Richards, 1965, p. 94). Lakoff point$ that metaphors consist of mappings
across conceptual domains, from the source domdimettarget, and that this mapping
is primary and conventional (Lakoff, 1993, p. 20@ccording to this theoretical
framework, we use these mappings for the produeti@hinterpretation of metaphorical
expressions in language, which are the surfaceizagians of these conceptual
mappings. Thus, metaphor is a “ubiquitous and pehsable linguistic and cognitive
tool” that we use to conceptualize the world arousdSemino & Steen, 2008, p. 235).
The claim that metaphors are a matter of embodiedght is supported by research
findings that show that metaphors are realizedondt verbally but by means of other
semiotic modes as well, for instance gestures acirps (Cienki & Madller, 2008;
Forceville, 2008).

However, although the Conceptual Metaphor TheotMTE proposed by Lakoff
and Johnson and other researchers in the fieldghitive science provides a useful
framework of generalizations of more specific magsiof some groups of linguistic
metaphors, close examination of metaphors in carpbas shown that certain
difficulties and questions arise when cognitiveottyeis applied to empirical discourse
data (Cameron & Deignan, 2006, p. 673). To be §ipegroups of figurative language
expressions show numerous gaps when it comes togttp connect them with
suggested underlying conceptual metaphors, and hivagyistic metaphors are seen to
have highly specific metaphorical meanings whenmerad in detail using corpora
(Deignan, 2005, quoted in Cameron & Deignan, 2006grefore, | will in this paper
concentrate on linguistic metaphors; that is, metepthat can be identified in actually
occurring language use. | will not make any assionptabout underlying cognitive



representations of their semantic structures, el sanclusions could be made only by
means of the analysis of behavioral or psycholistyuidata, which is outside the scope
of the paper. However, | will refer to some of tieeearch carried out by some cognitive

linguists.

The “productive combination of concepts in imagiot has generally been
considered the “hallmark of aesthetic and hence alspoetic interpretation”, but
research in especially cognitive linguistics hasvah that our everyday discourse is
also metaphorically structured in significant respgBrouwer, 2010, p. 246). Thus, if
metaphors are so ubiquitous and pervasive in ves liand if they constitute an integral
part of our cognition, is it then appropriate tokaa distinction between metaphors that
we use in our everyday life and metaphors thatterxiditerature? Some scholars
(Leech, 1969; Tsur, 1987, quoted in Semino & St&Q)8, p. 234) emphasize the
“discontinuity between metaphor in literature andtaphor elsewhere by focusing on
highly creative, original, and often complex litgr@&xamples” (Semino & Steen, 2008,
p. 234). In addition, they attribute primacy to amtor in literature and see metaphors
outside literature as derivatives and less worthiyeestigation (Semino & Steen, 2008,
p. 235). Another contrasting view supported byadféknd Turner is that there exists a
continuum between metaphors in literature and nhetepoutside literature. They claim
that metaphorical expressions produced by poetfldoel seen as novel uses of the
same conceptual metaphors that they claim undeulieeveryday metaphors (Lakoff &
Johnson, 1980, p. 13). This approach, however, doeseem to be able to account for
completely novel metaphors where “metaphorical tora goes well beyond the
metaphorical resources of everyday language (aodgtit)” (Semino & Steen, 2008,
p.237). In addition, the question whether metaphorierature constitute a category
distinct from metaphors used outside literaturerse® be very intricate and complex.
We simply do not have enough empirical evidencentike this distinction (Steen,
1994, p. 163). Nevertheless, when reading literggyts, readers have certain
expectations of them as a genre, and this infliettoe amount and nature of attention
that is devoted to the language structure of tkie(&teen, 1989, p. 123).

In this paper | will focus on metaphors from theepolrhe Love Song of J. Alfred
Prufrockby T.S. Eliot, which was published in 1915. | vatalyze them in the context

of the poem; hence their interpretation will bduehced by the genre and this specific,



poetic context. | will thus treat them as linguisthetaphors rather than as results of

underlying conceptual metaphors.

If metaphors are so ubiquitous in our everydayglege, how do we actually
recognize them in literature? How are metaphorstroated? In a typical metaphor the
literal description of a concrete and directly @gttble phenomenon or type of
experience is used to outline something more gémae abstract (Alm-Arvius, 2003,
p. 20). Thus, in a metaphor readers/listenersmzewraged to compare two phenomena
and this involves making similarity judgments (@rgo 1993, p. 345). However,
metaphors are not only built on the basis of fdctaunal verifiable similarities. Often
metaphors are built on imaginative similarities r(AArvius, 2003, p. 72). Moreover,
contrasts between two phenomena seem to be of tampar as well (Richards, 1965, p.
120), and Kittay claims that a tension betweendh@snomena is an important aspect
of metaphor (1987, p. 183). In addition, Berggrenfed out that metaphors are no
longer vital when it is possible to reduce theirgmitive input to non-tensional
statements (1962, p. 244).

In this paper | will focus on metaphors selectadrfithe poenThe Love Song of
J. Alfred Prufrockby T.S. Eliot. My research questions are: How ttie metaphors
constructed in this poem? Specifically, how do wed together two seemingly
unrelated phenomena that constitute a metaphor?aRis points out that there is an
immense variety in the modes of interaction between thoughts co-present in a
metaphor (1965, p. 93). Thus, | will look into thigeraction and try and see how a
metaphorical part in a poetic construction intesagith a seemingly literal part.

2. Theoretical review

2.1 Distinction between metaphorical and non-metaphorical uses of

language

Metaphorical and non-metaphorical language usesnalo constitute two distinct
categories of language use. Instead, they seenorta &in “analytical continuum
between cases that are clearly non-figurative éeatly figurative” (Alm-Arvius, 2003,

p. 64; Goatly, 1997, p. 19). Thus, various languasgs could be placed between these
two poles, as the categories of literal and figueatanguage uses are likely to shade
into each other or intersect. One of the reasonevierlapps between these categories is
“fuzziness in the semantic concepts” (Goatly, 1997,19) which are built around

3



“prototypes” defined by “people’s judgments of goeds of membership” (Rosch,
1978, p. 11) and which consist of “good” and “badémbers (Ungerer & Schmid,
2006, p. 42). We seem to build these cognitive grates on the basis of similarity
between different members. This notion of simijaséems to be fundamental when we
make sense of the world around us by means of miggnand classifying a huge
number of diverse stimuli. Metaphors also seemdadblsed on similarities since in
metaphors readers/listeners are usually encouremesbmpare two phenomena and
“making comparisons involves making similarity judgnts” (Ortony, 1993, p. 345).
However, the claim that metaphors are built on Isirties between two phenomena is
guestioned by some analysts who suggest that ficertsly common metaphor patterns
are motivated by tight correlations in experiencaid these conceptual connections
have been termed “primary metaphors” (Grady, 2@03,600). An example would be
the linguistic metaphaa big day as we usually refer to some important event imse
of physical size, since in our childhood big thingere important to us (Alm-Arvius,
2003, p. 22).

Along this continuum between the two non-discret¢egories of literal and
figurative language uses there are some cases widohot be straightforwardly
identified as belonging to literal or metaphorit@hguage uses. Such instances have
been termed “approximations” (Alm-Arvius, 2003, §8), and they seem to involve
more pronounced meaning changes than “collocati@ialing”, where a semantically
dependent item undergoes interpretative adjustioemtvord that has a richer and more
complex sense potential (Alm-Arvius, 2011, p. 23pwever, the shift of the meaning
in an example like that in (1) below is not as tcagss the contrast between a

metaphorical target and its source (Alm-Arvius, 20d. 28):
(1) The old man was sitting in a chair dy electric fire

In the example above an electric fire is mentiorzed it is not a real fire. Nevertheless,
many of the central features of a fire (used foggieg places warm, resembles a real
fire, used for cooking food) are preserved in thse. Hence, such uses are not
metaphorical as in typical metaphorical meaningsoran peripheral or even just
connotative features are mapped” from the sourd¢e thre metaphorical target (Alm-
Arvius, 2003, p. 104).



2.2 Clines of metaphoricity

Another useful distinction that is worth discussihgre is the distinction between
“transferred meanings” and “figurative extensioff&lm-Arvius, 2003, p. 31). The
main difference between these two overlapping lsetsin the connection between the
literal meaning of the word and the metaphoricabnmeg. In “figurative extensions”
there is a transparent connection between theseningsa and the metaphorical
meaning is interpreted via the literal meaning.Btiigurative extensions” are usually
called “live metaphors” (Alm-Arvius, 2006, p. 11l “transferred meaning” the
meaning of the metaphorical item has become comralized in the language system,
and there is no need to evoke the literal mearongtérpret the metaphorical meaning.
Thus, it is likely that “transferred meanings” dess noticeable as figurative, and they
can be referred to as “dying or moribund metaphdgadin-Arvius, 2006, p. 7). In
addition, interpretation of the same metaphor maylifferent for different speakers of
a language. Some speakers may draw on the sourbe pvbcessing the metaphor
while others interpret it independently. In facgypholinguistic evidence shows that
“some metaphors are not processed as cross-donagipimgs (by comparison) but as
forms of categorization” (Steen, 2008, p. 215), ahd property that affects the
processing of metaphor is a degree of conventignalio be specific, “conventional
metaphors may be processed by categorization opaason, whereas novel metaphors
are processed by comparison alone” (Genter & Bowal@1 quoted in Steen, 2008, p.
215).

Below are examples of “figurative extension” (2pdtransferred meaning” (3):
(2) I can see straight intbis mind; | know what he is thinking.
(3) I seewhat you mean.

Since “transferred meanings” are “conventional afta language”, they tend to have
acquired “sense relations of their own within theduage system” (Alm-Arvius, 2003,
p. 36). These sense relations are manifested ifolfgcational preferences and
possibilities” (Alm-Arvius, 2003, p. 36) that thessords or constructions have
developed. (Collocationsan be seen as meaningful relations between lekeais
within syntactic frames (Alm-Arvius, forthcoming,. 229)). Or we can say that
conventional uses manifest various “relations @heay and contrast” (Kittay, 1987, p.

54) with regards to other items in the languagetofgmy and synonymy).



Nevertheless, the connection between the literalning and the metaphorical meaning

in “transferred meanings” can be revived in certantexts, for example, in punning.
2.3 Ways of signaling metaphorical uses of language

The “figurative character of a metaphor is typigatignaled by a violation of the
collocational restrictions of the literal senseadfvord or expression” in a language
string (Alm-Arvius, 2008, p. 18). Such metaphorsvéabeen termed “internal
metaphors” by Alm-Arvius (2003, p. 78).

(4) The girlsflew out of the room.

In this example the literal collocational relatidmstween the verflew and the subject
of the sentencehe girls are violated because the primary meaninflyofs “to move
through the air using wings’'OALD, 2010, p. 597) and girls cannot fly in this litera
sense. Therefore, we are encouraged to intergeeséimtence metaphorically. Another

example is the following:
(5) This woman i1 pig.

In this example the subject of the clauBkis womandoes not refer to the same kind of
creature as is described by a literal uspigf The collocational capacity of the nopig
seems to be widened in this subject complement@eeerallypig is used to refer to a
type of animal. In the example above, howeves itsed to refer to a person. Thus, the
sense potential of the noyig is extended. Since a person is not a pig, we are
encouraged to interpret the sentence figurativaly taansfer only some features from
the source domain of pigs onto the target domaihurhan beings. An entity that is
metaphorically referred to usually “lacks at lease critical feature possessed by the
conventional referents of the word” (Goatly, 199¥, 17). The features that are
“mapped” from the source to the target tend to beore peripheral or even just
connotative features” (Alm-Arvius, 2003, p. 104p & the example above the feature
that seems to be transferred from the sowaqag, is our emotive reaction and attitude
to this animal (Richards, 1965, p. 118). Gluckskang Keysar argue that metaphors of
this form (A is B) are understood as “class-inadmsassertions” and not as implicit
similes (1992, p. 578). In other words, the topfcoor example, This woman is
assigned to a category which does not have a ctiomehname, hence the motivation
to use the metaphor (Glucksberg et al, 1992, p).5& vehicle, the metaphorically

used word or expression (Richards, 1965, p. 97)hasvever, a prototype of this
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category and also its name. Indeed, this metahiikely to be understood as a “class-
inclusion assertion”, because the metaphoricalafighe nounpig has been literalized

and has acquired a new conventional semantic mgatan unpleasant or offensive
person; a person who is dirty or greed@ALD, 2010, p. 1145). Thus, this woman is

seen as a member of the category that the metaphalepig typifies.

However, a metaphorical expression is not necégsdgnaled by violation of the
“collocational restrictions” of the literal senses the example below illustrates:

(6) Smith is a plumber.

Such metaphors have been termed “external metdpf#dns-Arvius, 2003, p. 78). The
proper nourSmith the subject of the syntagmatic string, and thenmumber which
functions as a subject predicate, are joined t@gdily means of the copular venb in
the present tense. This syntagmatic string cowdelver, be interpreted both literally
and metaphorically. It can be interpreted metagiadlyi when both speaker and hearer
know that Smith is not a plumber but a surgeongf@mple (Kittay, 1987, p. 69). Then
this utterance could be used to comment on Smithéstice and competence as a
surgeon. On the other hand, the example above dmulmhterpreted literally outside
such a specific context. So it is the context wipobvides the basis for this sentence to
be judged as metaphorical. In other words, it &s“thcongruity” (Kittay, 1987, p. 69)
of an utterance on a higher level than a sentdratarifluences its interpretation.

There are also instances where there is no teXtuangruity” of an utterance
that can be given a metaphorical interpretationthés example from the poefhhe
Road not Takeby Robert Frost:

(7) Two roads diverged in a wood, and | —
| took the one less traveled by,
And that has made all the difference.

In this poem Frost describes two roads that goiffierdnt directions and the traveler
takes the one “less traveled by”. He uses categdmen the same experiential domain
of wood, and the poem could be interpreted by medingeral senses of the words
used. Nevertheless, the recognition of poems asraegthat contains metaphors
prompts the reader to interpret the example abiguedtively. In other words, we tend
to interpret it not only by means of decoding sensed denotations gbads wood



travel anddiverge The interpretation of this example and the posma ahole is more

dependent on the pragmatic “utterance meaning’natdhe literal “sentence meaning”
(Knowles & Moon, 2006, p. 66). Thus, we look beyotid surface meanings of
lexemes trying to understand what Robert Frost megrthem. In terms of cognitive

linguistics we use the source domain of a journey apply it onto some target domain,
which in this example is left implicit. However, wend to conceptualize our life in
terms of a journey (Lakoff, 1993, p. 223); henceaxe likely to infer that the poem is

about life.
2.4 Metaphor and simile

Metaphors have often been compared with similes s@eh as merely implicit
comparisons. Similes, by contrast, are seen ascéxpbmparisons where the overt
indicator like signals that comparisons need to be drawn betviwwenphenomena
(Ortony, 1993, p. 344). Markers suchl&ke are termed Metaphor Flags (MFlags) by
Steen et al. (2010, p. 775). Nevertheless, thendigin between metaphors and similes

needs to be recognized.

While some similes can easily be turned into metegphothers can pose

significant difficulties in this respect, as theaexples below show:
(8) Encyclopedias are like gold mines.
(9) Encyclopedias are gold mines.

(10) The occupants of the tunnel awoke in the nmgriith mouths that tasted

like the bottom of a parrot’s cage (Hanks, 2005})p.
(11) My mouth is the bottom of a parrot’'s cage.

Metaphors are distinguished from similes by meahsar internal, compositional
contradictoriness that similes lack. Another aspieat should be pointed out here is that
“similes typically pick out a particular featurelyhereas metaphors are typically
“holistic” (Hanks, 2005, p. 13) and do not speaifigich features should be compared:

(12) This wood is hard, like iron.

(13) This wood is iron.



2.5 Terminology

The terms | will be using in the analysis of Elgoppoem are mainly borrowed from
Richards’ lectures dating from 1936 and publishedeu the titleThe Philosophy of
Rhetoric(Richards, 1965, p. 96). He introduced two commased technical terms to
help us to distinguish between two phenomena thataative in a metaphor: the
vehicle, used to refer to the idea conveyed byliteeal meanings of the words used
metaphorically, and the tenor, referring to thedisi described by the vehicle (Richards,
1965, p. 97).

(14) The past is foreign countrythey do things differently there.

In the example above the tenor is the conceptptst’ and the vehicle is the concept
‘foreign country’. The meaning of the metaphor, lever, is neither the vehicle nor the
tenor but both in cooperation (Richards, 1965,08)1This could be connected with the
interaction view of metaphor proposed by Black vehlee pointed out that the meaning
is a result of the interaction between two phenarnéat are active in a metaphor and
that our conception of one phenomena is influencthé other and vice versa (1955, p.
285, 291). In the poem analysis in this paper | bl using terms adapted by Goatly
(1997, p. 9). Thus, I will use the term ‘topic’ tead of ‘tenor’. In order to distinguish
between concepts and the actual language usegtessxthem the terms ‘vehicle-term’
(V-term) and ‘topic-term’ (T-term) will be used (@ty, 1997, p. 9). The term
‘grounds’ is then used to refer to similarities amdanalogies between the topic/tenor
and the vehicle involved in a metaphor (Goatly, 7,98 9; Richards, 1965, p. 117). So
in example (14) above, the V-termadoreign countrythe T-term isThe pastand the
grounds arehey do things differently there

3. Methodology

Due to the fuzzy nature of literal and metaphoricsanings, the identification of

metaphorical uses in the poem may not seem unpnaltie The identification of

meaning as literal or metaphorical depends partlybich stance we take: diachronic
or synchronic. However, since diachronic changeswoird senses are usually
unavailable for language users, it seems sensibleoncentrate on synchronic word
senses. | will use the primary sense of a word syr@agmatic construction as the basis
for identification of metaphorical meanings. Byrpary senses of words | mean the

senses that are first and foremost associatedtittanguage elements in question, and
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these senses tend to be given as the first sersélistionary entry. For this purpose |
will use Oxford Advanced Learners’ Dictiona(@ALD). None the less, one has to take
into consideration the influence of genre; the @ions for the referent ahouse for
instancewill be different in the genre of computer hardweatalogues and fairy stories
(Goatly, 1997, p. 108). I will also use the CormiisContemporary American English
(COCA) to get access to collocates of the V-terms.

Initially a wider scope of metaphors from the po&he Love Song of J. Alfred
Prufrock was analyzed but only some of them were seledtkd.selected metaphors
are thematically significant. That is to say, theg significant not only in the local
context they occur in but also in the global conhteikthe poem, contributing to the
construction of the theme of the speaker’s, or fibetic persona’s, indecisiveness,
inability to act and move forward to the overwheimiquestion, his paralysis and
cowardice. The selected metaphors will be analymdg the terms ‘topic’, ‘vehicle’,

‘T-term’, ‘"V-term’ and ‘grounds’.

In addition, the analysis conducted in this papdl ke somewhat subjective,
which is in fact what literary texts tend to higiit, namely the experiences of
subjectivity which are based on different interptieins of the same metaphorical
statement (Steen, 1994, p. 35). In other wordsdemsacould interpret the same
metaphorical expressions in a partly different walythe same, | have tried to present

a variety of interpretations based on the inteoachietween vehicle and topic.

4. Analysis

(15) When the evening gpread out againghe sky

This is an example of “internal metaphor” (Alm-Aug, 2003, p. 115) since there is a
“collocational clash” between the subject of thauslethe eveningand the verb phrase
is spread outtc. in this passive construction. In other wotts, verbspread ouin its
primary sense tends to collocate with nouns thae Ispatial dimensions such laagir,
arms legs papers map wings and fields as the Corpus of Contemporary American
English (COCA) shows. The nousvening however, is usually used in its literal
temporal sense to refer to a time period betweerafternoon and the time you go to
bed OALD, 2010, p. 521). Thus, the T-teraveningis more abstract, whereas the V-

term spread out evokes collocates which have spatial dimensiohg Y-term
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concretizes the T-term and the evening is perceagean entity, a concrete thing which
could be spread out over some area. In fact, ibftas been noted that “time in English
is conceptualized in terms of space” (Lakoff, 1993216). The metaphor could, in fact,
refer to the special light conditions that pertairevenings. Nevertheless, the grounds,
i.e. concreteness, specified by the V-term are palgial. The simile in the next line

allows for the possibility of other grounds to yeated.
(16) Like a patient etherized upon a table

In this line the reader is impelled to evoke angmaf a patient lying on an operating

table in a hospital. The overt indicator of companilike encourages the reader to draw
comparisons between the evening that “is spreadgainst the sky” and a patient that
is lying “etherized” upon a table. The most saligrdunds likely to be evoked are the

manner in which the patient is spread out. Wheeragm is made unconscious, s/he is
in a sleep-like state and is not able to use thees the limbs are relaxed, heavy and
spread over the operating table. Thus, the letbangil sleep-like manner of a patient in
this state is compared to the way the light of $bding sun is spread across the sky.
Moreover, the transfer of these features could lm®taccomplished without some

interpretative strain due to their incongruity. éed, the “most interesting metaphors

involve a great deal of strain on language andghtiyKittay, 1987, p. 183).

By extending the context of the simile, i.e. dragvion our encyclopedic
knowledge and experiences of hospitals, we couldgeess to less salient assumptions
which could be of importance. One of them is thgppse of spreading out the patient
for an examination or operation. This assumptioense important when we consider
the overall context, i.e. the poem, where the speagems to be analyzing his behavior
and life in general during some social gatherimglekd,eveningcould also be used
when speaking about some type of activity, foranse, amusical evening in school
(OALD, 2010, p. 521). Thugveningcould also refer to the social gathering the speak
is attending, and this event is spread out metagdilyrin order to be analyzed like the
patient who is lying on the table. Indeed, conne¢afassociations are often evoked
when interpreting metaphors. In our example it seesignificant that hospital
experiences are usually associated with negativetiens, since we usually find
ourselves, or our relatives/friends, in hospitakwhve are sick or need treatment. Thus,
such negative connotations could also be relevardur interpretation, because the

experience that the speaker describes is unple@gantetaphor 21).
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(17) Let us go, through certain half-deserted tdree

Streets thatollow like a tedious argument
Of insidious intent
Toleadyou to an overwhelming question ....

The speaker seems to invite the reader to imagelgtiwander about the streets. The V-
term follow is a dynamic verb and in its primary sense it ne&guan agent, usually
representing a person or some animate being. Howeveasefollow as the predicate of
path/road seems to be quite conventional, @ALD (2010, p. 601) showsTbe lane
follows the edge of a wood for about a miBut in the poem the streets are compared
to an argument by means of the overt simile indidéte:

Streets thatollow like a tedious argument
Of insidious intent

The simile like a tedious argument of insidious inteptovides the grounds for
comparison. Cognitive linguists claim that argurseate usually conceptualized in
terms of journeys, which are based on the imagersah‘path’. Like other image
schemas it can be understood to be firmly groumdexlir bodily experiences (Ungerer
& Schmid, 2006, p. 119). The conceptual metaphorAARGUMENT IS A JOURNEY
(Lakoff & Johnson, 1980, p. 89) is to do with tq@al of an argument, as “it must have
a beginning, proceed in a linear fashion, and npakgress in stages toward the goal”
(Lakoff & Johnson, 1980, p. 90). Thus, the stredsch can lead to certain places are
compared to arguments that proceed and developrdosaane goal. In our example,
however, we havéedious argumentsand from our experience we know that tedious
arguments tend to last for a long time. Moreoveg, lvave an argumemtf insidious
intent namely an argument that develops “gradually atheut being noticed, but
causing serious harmOALD, 2010, p. 805), and wandering along the streaiklclso
lead one to some dead-end where danger awaits Igstead of leading us to a
conclusion, the argument ends in a questiaiead you to an overwhelming question
... This line seems to draw on the image schema “pa#ntioned above on which

conceptions of both wanderings around streets aguireents are based. The V-term
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lead is primarily used metaphorically. Neverthelese grimary meaning ofead is

already activated in our minds in an image of waingealong the streets.

A less salient but still relevant ground could beled by the T-ternstreets The
streets that the speaker invites us to wander ayetialf-desertedThis feature of half-
desertedness could be mapped onto the V-targument However, streets and
arguments are different phenomena; therefore, ectdiransfer of the feature will not
work here. The reader/listener will need to adap teature. Half-deserted streets are
streets that are half empty; there are not so npmople there. Thus, half-deserted

arguments could be arguments that lack substarigehware about nothing.

In this example the meaning is the result of irdkoa between the vehicle and
the topic. The grounds are not only taken from tbhicle and transferred onto the
topic, but also come from the topic, and our cotioepof streets is influenced by the

conception of arguments and vice versa.
(18) The yellow fog thatubs its backupon the window-panes,
The yellow smoke thaubs its muzzlen the window-panes
Licked its tongue into the corners of the evening
Lingeredupon the pools that stand in drains,
Let fall upon its backhe soot that falls from chimneys,
Slippedby the terracanade a sudden leap
And seeingthat it was aoft October night,
Curledonce about the house, diedl asleep

This is an instance of an “extended” or “expandedtaphor (Alm-Arvius, 2003, p.
120) where the V-terms — the nouback, muzzleand tongue and the verbs and
constructionsubs, licked, lingered, slipped, made a sudden,leaping, curleéndfell

asleep— are used to refer metaphorically to the expigtated topicthe yellow fog

Moreover, this can be seen as an example of a frfhetaymy”, where a metaphor is
based on metonymy (Goossens, 2002, p. 357). Thicitmgehicle of this metaphor,
al/the cat is implied by a series of metonyms which descabanal qualities and the
behavior of cats. So the language senses of thesedswand our encyclopedic

knowledge of cats and their behavior help us testtae the vehicle. Both the vehicle
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and the topic of this metaphorical passage areretclhe V-terms evoke a rich visual
image of a cat, and this encourages us to re-ctuniegge our general image of the
topic. Thus, the motion of a cat, the way it rulssback etc., is compared to the way the
fog moves and touches the window panes. Furthernoate are usually friendly and
warm, which could affect our conception of the fmgthis excerpt. They are agile,
elegant and independent. We can construe this foaf relation in many ways. Readers
may also associate certain meanings with the omtow. Yellowis used to refer to
people who are cowards and could be easily frigtdte@ALD, 2010, p. 1790). This
meaning seems to be important in the poem, assitinito the network of meanings that

refer to the speaker’s indecisiveness (cf. metapBpr

The excerpt above also contains an example of aesyhetic metaphorsoftin
soft October night where the V-ternsoft which is literally used to describe things that
are experienced with the sense of touch — soff. blanket/pillow/grass- is used to
describe the night. Thus, it is used to describ®fessions from another sense modality
than those denoted by the primary or literal séng8&lsn-Arvius, 2003, p. 128). The
feature that is relevant here is a pleasant paoremf something being soft, which

contributes to the tangibility of the experienceatéded in the excerpt.
(19) And indeed there will be time
To wonder, “Do | dare?” and, “Do | dare?”
Time to turn back and descend the stair
With a bald spot in the middle of my hair -

The line Time to turn back and descend the stmran example of an “external
metaphor”, which could be interpreted both liteyalhd metaphorically. The V-terms of
the metaphor evoke an experience of climbing théssthat is not foregrounded but
only implied. What is stated, however, is a parttiué experience, i.e. turning and
descending the stairs. From our encyclopedic egpee we know that we usually go up
the stairs with some purpose in mind, for examgleisit some person. We usually turn
back and descend the stairs when we change our oniade afraid of going there or
cannot proceed for some other reason. So litetlaiéyline could refer to the speaker’s
indecisiveness to enter some room. Lakoff claimat thve conceptualize longer
purposeful activities in terms of journeys (19932p0). Thus, the suggested conceptual
metaphors A LONGTERM PURPOSEFUL ACTIVITY IS A JOUEN and
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PURPOSES ARE DESTINATIONS could be used to exptain understanding of the
metaphorical utterance where the speaker has soaténgmind, which seems to be the
overwhelming question he intends to ask. This dualyever, is not reached because of

certain circumstances; that is, the speaker’s isd@mness (“Do | dare?”).
(20) I havemeasured outny life with coffee spoons

This metaphor is cued by the collocational violati@sulting in tension between the
literal meaning of the V-terrmeasured ouand the T-ternlife. Measured oytwhich is
literally used when talking about substances tha& eoncrete or perceptible, is
complemented by another V-term, the instrumenhisf ineasuringwith coffee spoons
Together these V-terms suggest a vivid image ofpibem’s persona measuring out
some substance with coffee spoons. However, tliistance here is his life, a complex
and partly abstract concept that cannot be literakkasured out with coffee spoons. The
grounds which seem relevant for this metaphor aonttee precision of the process of
measuring. This could imply that the speaker doesry¢hing in a measured and
controlled manner. He does not like taking risks, atitude echoed in the now
emerging theme of the poem, namely the speakealkility to act. Moreovergcoffee
spoonscould be first metonymically and then metaphohjcaklated to the social
gatherings that the speaker is attending duringpttem. As mentioned in metaphor
(18), such instances have been termed “metaphtchf@oossens, 2002, p. 357). Thus,
the speaker’s life could be felt to be measurethkynumber of social gatherings he has
attended, and this appears in an intricate watodmnected with the speaker not being

an outgoing person, but rather shy and not confjdemnce he is indecisive.
(21) And when lam formulated, sprawling on a pin
When lam pinned and wriggling on the wall
Then how should | begin
To spit out all the butt-endsf my days and ways?

The V-termformulatein its primary sense means to “create or preptrecarefully,

giving particular attention to the detailSDALD, 2010, p. 611). In our example above,
it is the speaker (T-term) who is formulated. Thilés could be connected with the
overwhelming question he intends to ask. Howevesiead of acting he imagines
himself sprawling on a pinandwriggling on a wall This could be a reference to the

practice when insects were collected and pinnesbioe surface inside a frame so that
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they could be observed and analyzed. In additidrenapeople say they would like to
be a fly on the wall, they do not want to be naticeshich seems to agree with the
personality of the poem’s persona. Neverthelesssethv-terms conjure up a rather
unpleasant image of the speaker being spread owdhlewith a pin. The speaker is
wriggling on a walj hence he is in a rather awkward and helplesgiposiThis image
of the poem’s persona being spread out on theamald remind us of an earlier image
used about the evening, which was likened to eepaspread out on the operation
table: both are constrained, helpless and readyetexamined and judged. Thus, the
features that are evoked by this metaphor compbgxess unpleasant feelings,

helplessness, paralysis, and even hopelessness.

In the last line of this excerpt there is a delayspecifying the topic, which is
introduced at the end of the clause. This coulha intensify the image evoked by the
V-terms that precede the topic. Thus, we are ptedewith an image of the speaker
spitting out butt-ends, namely the ends of cigasgtivhich are always left behind.
However, the introduction of the T-termn§ my days and wayferces us to re-interpret
the clause metaphorically. Butt-ends of cigaredtesnever smoked; they are the ends of
cigarettes and are usually thrown away. However féatures, or the grounds, that are
relevant in this metaphor are not specified. Conently, the reader is free to draw on
her/his imagination within the associative semastiope of the vehicle. The speaker
could be referring to his life as a cigarette that already been smoked, and what is left
from his life is just this last bit, which could are that the speaker is not young
anymore or does not feel young. Another featuredbald be evoked is the uselessness
of a butt-end, as it cannot be used anymore; hignsecast away. In other words, the
speaker could be talking about the future and wehigfft for him, and this does not look
optimistic. Moreover, the V-termapit outintroduces additional groundSpit outrefers
to a forceful action of spitting out something, Ipably something unpleasar®ALD,
2010, p. 1487). Thus, what the speaker is refeiangsthe butt-ends of his days and
waysare no doubt unpleasant, painful experienceshangias to force himself to bring

them up.
(22) I should have beempair of ragged claws
Scuttling across the floors of silent seas

The vehicle in this example is stated in a syneboway by mentioning some body

parts. These V-terms evoke an image of a crab rgovith quick and short steps across
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the bottom of the sea(s). The bottom of the saa(spt referred directly or literally
either, but by means of the V-terfilnor, which could also be linked to the setting the

speaker finds himself in, namely the room.

As we know, crabs usually move sideways. They canmave forwards. This
typical way of moving is evoked when understandimg metaphor; and it serves as the
grounds for the comparison between the speakeraarrdb. The speaker, just like a
crab, cannot move forward, metaphorically speaking; he does not dare ask the
overwhelming question the reader now desires to.Hea is also like a paralyzed
patient mentioned earlier in the poem. In addititthe seas that the crab is scuttling
across are silent. The vehicle of the metaphor.evew is partly open for interpretation.
Thus, a pair of rugged clawsnight refer metaphorically to sailor's hands. Trago
constitute a pair and are used for handling food atiner activities. Moreover, they
become rough after years of work at sea, hengged claws The speaker could be
wishing to become a sailor whose work consists aking trips, i.e.scuttling across
the silent seas and baclent seagould be connected to places without people where
the speaker feels more comfortable. This metapboldcalso refer to a damaged body
of a dead sailor on the bottom of the sea; hamagged clawsandthe floors of the silent

seas.
(23) And the afternoon, the evenirsigeps so peacefully
Smoothed by long fingers
Asleep ... tired ... or it malingers
Stretched on the floor, here beside you and me

There is again a collocationally introduced clashtemsion between the topic of the
metaphor and the V-terms which signals that theusdashould be interpreted
metaphoricallyThe afternoorandthe eveningannotsleepin the primary sense of this
verb, since they are inanimate periods of time. fdpeated reference to the evening
conjures up an image presented earlier in the pedran the evening is compared to a
patient etherized upon a table. However, in thisagieor the eveningleeps peacefully
The activity of sleeping literally pertains to humbeings and animals. So a set of
similarities and contrasts needs to be evokeddolve the incongruity of the utterance.
As has been mentioned earliéhe eveningcould in a metonymic way refer to, or

encompass, the social gathering the speaker isdaige When human beings or
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animals sleep, they are inactive. This is in faetfeature that could be applied to the T-
termthe eveningReferring to the evening as being inactive caulply that there is not
much happening during this time or social event firther V-termsmoothed by long
fingers stretched on the flooandasleepmay again trigger the image of a cat that was
present in the extended metaphor above (18). Omeactually picture a woman with
long fingers stroking a cat that is lying asleeptba floor. In fact, there are many
references to women’s arms in the poem. Moreove, topic of the metaphor is
referred to as beingsleep tired or it malingers Thus, is it the social event he is
referring to, or the cat, or even himself — orddithese in a holistic, multi-layered scene
colored by melancholia? The concept of evening udtifaceted; the grounds are not
stated; therefore, this metaphor allows a numbenatifer inexact but still potentially

rich associations.

5. Discussion

The majority of the metaphors in the poem are cbgdmeans of collocational
violations resulting in tension between the literakanings of the constituents.
However, in the exampl&€ime to turn back and descend the sthg coherence of the
utterance is preserved, and the context allowsousterpret it both literally and
metaphorically.

As was mentioned in the introduction, typical apdtors are used to explain a
more abstract and elusive phenomenon by meangsnafra concrete one (Alm-Arvius,
2003, p. 20). Indeed, most of the V-terms usedherhetaphors are concrete or evoke
collocates that are concrete: an image of the gpeglrawling on the wall, a patient
etherized upon a table, etc. With the help of thesk images and connotations
connected with them, we get access to the complexXithe speaker’s feelings and
emotive reactions. By means of extending the ctrdedrawing on our encyclopedic
knowledge and various experiences associated \Wehvehicle, readers could also

evoke many weaker but potentially still importass@mptions.

In this poem there are also topics which are cdacfer example the yellow fog
and the streets. The yellow fog is further desdibg means of an indirectly implied
concrete vehicle, a cat. Such a metaphor usualtem readers to view some
phenomenon from a different perspective. Indeezipntbvement of fog could be seen as

the movement of a cat.
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The topic in most of the analyzed metaphors igedtaiplicitly. Nevertheless, in
some examples it is inexact, and it can then ewokariety of rich associations. The T-
term the eveningis an example of this. The grounds for comparisom asually
associated with the vehicle of the metaphor. Howeneexample (17) the grounds are
not only taken from the vehicle to explain the tpgiut also from the topic to explain
the vehicle. Thus, two ideas are active togethdrtaa reader draws both on the topic
and the vehicle and various assumptions assoardtbdhem. This could be connected
with the interaction view of metaphor proposed bgdB and mentioned in section 2.5
above (1955, p. 285). Moreover, in example (15),ristance, the V-term provides the
grounds only patrtially, and this is further compéated by means of the following
simile (16). This reflects Hank's statement thahiks pick out particular features;
therefore, they lack the contradictoriness of metap (2005, p. 13).

In addition, many of the metaphors are not baseantecedent similarity between
the topic and the vehicle. Instead, similarity i®ated in the very making of the
metaphor where two incongruous phenomena are broogéther and the reader is left
to explore the grounds for comparison. So metaphogsoften built on imaginative
similarities (Alm-Arvius, 2003, p. 72). Such metap, in fact, facilitate our literary
experiences whereby the construction of the meaisingore subjective, and this leads
to a variety of interpretations.

A central aspect of the analyzed metaphors is tieiy partly open imagery. The
images evoked by the metaphors in the poem domyptdescribe the reality and setting
of the poem but are projected onto it, reflecting speaker’'s mood. In other words, the
description of the evening, the streets, the ftg,ie not objective. On the contrary, it is
colored by the emotional state of the poem’s paaddog is like a cat, half-deserted
streets are like tedious arguments of insidiousnit)t Indeed, as Richards points out our
“world is a projected world, shot through with cheters lent to it from our own life”
(Richards, 1965, p. 108). This affective aspedhefmetaphors is essential in the poem
as it connects the selected metaphors in a netafomkeanings which build one of the
dominant themes in the poem, namely the speakaraysis, indecisiveness, passivity

and resignation.
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6. Conclusion

In this essay | have selected and analyzed metajitoon the poenThe Love Song of J.
Alfred Prufrock by T.S. Eliot. The aim of the analysis was to demv these
metaphorical expressions are constructed and hewmétaphorical part in a poetic
construction, the V-term, interacts with a seenyngéral part, the T-term.

According to the results described in the sectadmsve, the most common type of
metaphor in the poem is the internal metaphor, Wwiécsignaled by a collocational
clash between literal senses of the lexemes indolvea metaphor. Most of the topics
are stated explicitly, but some of them are quitgue and could be interpreted
differently. The V-terms are predominantly concratel the images they evoke, namely
the connotations associated with these images,uselmderstand the inner world of the
poem’s persona which is in part projected onto dbscription of the setting in the
poem. Thus, the metaphors in the poem do not anéract in the local context they
occur in but also in the global context of the ppenojecting the theme of paralysis and
contributing to the complexity of the poem. Thisultbbe connected with Nowottny’s
observation that poems are more highly structundahguistic terms compared to other
types of discourse (1965, p. 72). He argues thatsptypically make use of the
difference between the “concretion of the verbatipalars” or separate metaphors in
our case and the “abstractions these particulardbeaguided to suggest”, namely the

dominant theme in the poem (1965, p. 78).

Although it is hard to generalize from this anasyst has nevertheless shown the
importance of the context, i.e. the whole poem,tifi@r analysis of specific metaphors.
Further research in this area is needed to egtawdiether this feature is common in

metaphors in literary texts.
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Appendix
The Love Song of J. Alfred Prufrolok T.S. Eliot (fromPrufrock and Other Observations

S'io credesse che mia risposta fosse
A persona che mai tornasse al mondo,

Questa fiamma staria senza piu scosse.
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Ma per cio che giammai di questo fondo
Non torno vivo alcun, s'i* odo il vero,

Senza tema d'infamia ti rispondo.

Let us go then, you and |,

When the evening is spread out against the sky
Like a patient etherised upon a table;

Let us go, through certain half-deserted streets,
The muttering retreats

Of restless nights in one-night cheap hotels
And sawdust restaurants with oyster-shells:
Streets that follow like a tedious argument

Of insidious intent

To lead you to an overwhelming question ...
Oh, do not ask, "What is it?"

Let us go and make our visit.

In the room the women come and go

Talking of Michelangelo.

The yellow fog that rubs its back upon the windongs
The yellow smoke that rubs its muzzle on the winpames
Licked its tongue into the corners of the evening,
Lingered upon the pools that stand in drains,

Let fall upon its back the soot that falls fromrohieys,
Slipped by the terrace, made a sudden leap,

And seeing that it was a soft October night,

Curled once about the house, and fell asleep.

And indeed there will be time

For the yellow smoke that slides along the street
Rubbing its back upon the window-panes;

There will be time, there will be time

To prepare a face to meet the faces that you meet;
There will be time to murder and create,

And time for all the works and days of hands

That lift and drop a question on your plate;
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Time for you and time for me,
And time yet for a hundred indecisions,
And for a hundred visions and revisions,

Before the taking of a toast and tea.

In the room the women come and go
Talking of Michelangelo.

And indeed there will be time

To wonder, "Do | dare?" and, "Do | dare?"

Time to turn back and descend the stair,

With a bald spot in the middle of my hair--

(They will say: "How his hair is growing thin!")

My morning coat, my collar mounting firmly to théin,
My necktie rich and modest, but asserted by a smivi--
(They will say: "But how his arms and legs are thin
Do | dare

Disturb the universe?

In a minute there is time

For decisions and revisions which a minute willese.

For | have known them all already, known them all--
Have known the evenings, mornings, afternoons,

| have measured out my life with coffee spoons;

| know the voices dying with a dying fall

Beneath the music from a farther room.

So how should | presume?

And | have known the eyes already, known them all--
The eyes that fix you in a formulated phrase,

And when | am formulated, sprawling on a pin,
When | am pinned and wriggling on the wall,

Then how should | begin

To spit out all the butt-ends of my days and ways?

And how should | presume?

And I have known the arms already, known them all--
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Arms that are braceleted and white and bare

(But in the lamplight, downed with light brown hiir
Is it perfume from a dress

That makes me so digress?

Arms that lie along a table, or wrap about a shawl.
And should | then presume?

And how should | begin?

Shall I say, | have gone at dusk through narroeessr
And watched the smoke that rises from the pipes
Of lonely men in shirt-sleeves, leaning out of van? . . .

| should have been a pair of ragged claws

Scuttling across the floors of silent seas.

And the afternoon, the evening, sleeps so peagkfull
Smoothed by long fingers,

Asleep .. .tired ... or it malingers,

Stretched on the floor, here beside you and me.

Should I, after tea and cakes and ices,

Have the strength to force the moment to its ctisis

But though | have wept and fasted, wept and prayed,
Though | have seen my head (grown slightly baldught in
upon a platter,

| am no prophet--and here's no great matter;

| have seen the moment of my greatness flicker,

And I have seen the eternal Footman hold my coal saicker,

And in short, | was afraid.

And would it have been worth it, after all,

After the cups, the marmalade, the tea,

Among the porcelain, among some talk of you and me,
Would it have been worth while,

25



To have bitten off the matter with a smile,

To have squeezed the universe into a ball

To roll it towards some overwhelming question,
To say: "l am Lazarus, come from the dead,
Come back to tell you all, I shall tell you all"--

If one, settling a pillow by her head,

Should say: "That is not what | meant at all.

That is not it, at all."

And would it have been worth it, after all,

Would it have been worth while,

After the sunsets and the dooryards and the spdrdtreets,
After the novels, after the teacups, after thetskirat trail along the floor--
And this, and so much more?--

It is impossible to say just what | mean!

But as if a magic lantern threw the nerves in pagt®n a screen:
Would it have been worth while

If one, settling a pillow or throwing off a shawl,

And turning toward the window, should say:

"That is not it at all,

That is not what | meant, at all."

No!l am not Prince Hamlet, nor was meant to be;
Am an attendant lord, one that will do

To swell a progress, start a scene or two,

Advise the prince; no doubt, an easy tool,
Deferential, glad to be of use,

Politic, cautious, and meticulous;

Full of high sentence, but a bit obtuse;

At times, indeed, almost ridiculous--

Almost, at times, the Fool.

Igrowold...lgrowold...

| shall wear the bottoms of my trousers rolled.
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Shall | part my hair behind? Do | dare to eat ech@a
| shall wear white flannel trousers, and walk ugoebeach.

I have heard the mermaids singing, each to each.
| do not think that they will sing to me.

| have seen them riding seaward on the waves
Combing the white hair of the waves blown back
When the wind blows the water white and black.
We have lingered in the chambers of the sea

By sea-girls wreathed with seaweed red and brown

Till human voices wake us, and we drown.
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